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i . 

Preface. 

I would l i k e to express my thanks to a l l who have helped 
me i n the preparation of t h i s thesis: the Governors of the 
John Reid Trust Scheme of Aberdeen who, by awarding me a three 
year research grant, enabled me to undertake the work; the 
University of Durham Library, both Durham and Newcastle d i v ­
isions, whose l i b r a r i a n s gave me every a ssistance; Dr. W. 
Douglas Simpson, L i b r a r i a n of Aberdeen University, f o r the 
use of the University Library; the B r i t i s h Museum s t a f f i n 
the Reading and Manuscript rooms and i n the Newspaper Library 
at Colindale for t h e i r f r i e n d l y co-operation, and the National 
Library of Scotland, Edinburgh, p a r t i c u l a r l y Miss Marion Linton, 
an Assistant Keeper. 

I n common with a l l students of Dramatic L i t e r a t u r e , I 
am deeply indebted to Professor Allardyce N i c o l l , without 
whose works such studies as my own would be a formidable i f 
not an impossible task. 

Above a l l I wish to record my gratitude to my super­
v i s o r , Professor C l i f f o r d Leech of Durham University, without 
whose f r i e n d l y guidance and wise counsel t h i s thesis could 
never have been completed. 

Throughout I have used the following abbreviations i n 
the foot-notes:-



Doran = Their Majesties' Servants; Annals of the 
English Stage from Thomaa Betterton to 
Edmund Keen; edited and revised by R.W.Lowe, 
3 vols. 1888. 

Fitzgerald = P. Fitzgerald, A New History of the English 
Stage, 2 vols. 1882. 

Genest = J. Genest, Some Account of the English Stage 
from the Restoration i n 166O to 1830. 10 vols. 
1832. 

H a z l i t t = The Complete Works of William H a z l i t t Centenary 
Edit i o n , ed. E.E. Howe, 21 vols. 193U-

Hunt = Leigh Hunt's Dramatic C r i t i c i s m , 1808-1831» ed. 
L.H. 8nd C.W. Houtchens, 1950. 

N i c o l l = A l l 8 r d y c e N i c o l l , History of English Drama, 
1660-1900, i , 1955; i i , 1952; i i i , 1952; 

P. M.L.A. 
i v , 1955. 

= Publications of the Modern Language Association 
of America. 

For theatre abbreviations I have used the f a m i l i a r 
ones of Professor Allardyce N i c o l l : 

C. G. = Covent Garden, Theatre Royal. 
D. .L. = Drury Lane, Theatre Royal. 
H. = Haymarket, King's Theatre. 

p 
H. = Haymarket, Theatre Royal. 



"Blank verse i s now, with one consent, a l l i e d 
To Tragedy, and r a r e l y quits her side." 

Byron, Hints from Horace, 11,117-118. 
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CHAPTER I . 

Theatrical conditions, 1790-1825 

I n dealing w i t h blank verse tragedy, from 1790 to 1825, 

we may not take i t f o r granted that every play was w r i t t e n 
s p e c i f i c a l l y for the stage; of the 2k9 plays i n t h i s period 
165 have never been p u b l i c l y performed. Byron, f o r example, 

•1 
was most anxious that his pl8ys should not be performed, as 
witness the legal action he took when Drury Lane, i n defiB-nce 
of his wishes, performed Marino Paliero, Doge of Venice, 
2 5 / i v / l 8 2 l ; of lesser dramatists, V/. .Preston, i n the 
Preface to The Siege of Ismail,^ deprecates any t h e a t r i c a l 
performance of his plays. Nevertheless, the theatres of the 
time i n e v i t a b l y influenced the dramatists, either d i r e c t l y , 
by hopes of performance, such as stimulated Coleridge to 
wr i t e Osorio, with Mrs. Siddons and Kemble i n mind;*4" or, 
i n d i r e c t l y , through t h e i r despair of the contemporary theatre 
which led them f a r from the stage i n t o the r a r i f i e d atmosphere 
of poetic dramas as was the case with H.H. Milman, f o r example, 

1 . Letters and Journals of Lord Byron, ed. R.E.Prothero, 1922, 
v . 1 6 7 , 218, 221 , 223, 22k, 229, 256-7, 285, 290, 295; The 
Works of Lord Byron:Poetry, ed. E.H. Coleridge, 1922, iv , 3 3 7 i 
v , 9 . (Hereafter referred to as Byron). 

2 . Letters and Journals of Lord Byron, v, 226,288, 291 . 
3 . M9k (Anonymously). 
k» Collected Letters of Samuel Taylor Coleridge. ed.E.L.Griggs, 

1956, i , 3 l 8 . 
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whose f i r s t play, Fazio, performed at Govent Garden, 5 / i i / l 8 l 8 , 
experienced throughout a most favourable reception, but who 
finished his dramatic w r i t i n g with a. series of dramatic poems, 
which he acknowledges as not intended, and unsuitable f o r , 
the stage. Another aspect of t h i s i s found i n the a n t i ­
quarian reconstructions cast i n a pseudo-dramatic mould, f o r ­
t i f i e d with long academic footnote's, such as H. Boyd provided 
f o r The Royal Message.^ along with a postscript confirming 
the impression made by the play, stating that he was more i n ­
terested i n the theological than i n the dramatic aspects of 
his play. Other would-be w r i t e r s of tragedy were led astray 
by the conditions of the theatre, leaving "two bare boards 8nd 
a passion" f o r such extravagances as Dr. J. Wolcot's glorious 
musical spectacle i n The F a l l of Portugal, where a scene 
"Discovers a View of the TAGUS" complete with the Portuguese 

8 
f l e e t , several ©arts and spectators singing an ode, or Mrs. 
M. Deverall's "Scotch Reel" which i s sung as an interlude i n 
5. The Times. 6 / i j / l 8 l 8 . 
6. The Martyr of Antioch, 1822, introduction; The F a l l of 

Jerusalem. 1820, introduction. 
7. i n Poems, c h i e f l y Dramatic and L y r i c , Dublin, 1793. 
8. The F a l l of Portugal. 1808, V , i i . 
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her tragedy, to the "Accompaniment of l i v e l y Music, a/fabor 
Q 

and Pipe"; and towards the melodramatic tragedies of Prances 
BuSey, 1 0 w. Hayley, 1 1 M. M i t f o r d , 1 2 S i r Martin Shee, 1 3 W. 

1k 15 16 
Sotheby, J. Templeton, J end C.E. Walker, who, by over­
playing sensational elements, have made any tr8gic harmony 
impossible. The conditions which influenced the w r i t e r s , 
one way or another, were ( i ) the system of Patent Houses, 
( i i ) Theatrical Architecture, ( i i i ) Character of the Stage, 
( i v ) Actors 8nd Managers, (v) Audiences. 

( i ) Patent Houses, and others. 
Only three theatres i n the City of London were licensed 

by the Lord Chamberlain for the performance of regular drama: 
Drury Lane and Covent Garden Theatres, the two patent houses 
from the Stage Licensing Act of 1 7 3 7 » 1 ^ and The L i t t l e Theatre 

9. Mary Queen of Scots; an H i s t o r i c a l Tragedy, or. Dramatic 
Poem. 1792, I I I , i v . 

10. "Fitzormond; or Cherished Resentment" i n Tragic Dramas, 
c h i e f l y f o r Representations i n Private Families.... 1818 

11. Elfcdora. 1811. 
12. Julian. 1823. 
13. Algsco.l82k. 
1k. Ellen, or. The Confession. 1816. 
15. "The Shipwrecked Lovers" i n Poems. Dublin, 1801. 
16. Wallace. 1820. 
17. 10 Geo.II,c.28. 
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i n the Haymarket which, under Foote's management i n 1766, 

had obtained a summer licence f o r regular drama w h i l s t the two 
18 

patent houses were closed. I n addition there were numerous 
minor theatres, licensed f o r various kinds of entertainment, 
such as opera, b a l l e t , pantomime, burlesque, equestrian per­
formances 8nd spectacles; only a few retained t h e i r i d e n t i t y 
from 1790 to 1825: "The King's Theatre" i n the Haymarket, 
"The Royalty1' - remodelled i n 1816 and renamed the East 
London Theatre - and Sadler's Wells; of the many others 
Allardyce N i c o l l l i s t s 17 buildings — the t i t l e s frequently 
being changed - which had performances at some time w i t h i n 

19 
the period. ' Outside the l i b e r t i e s of Westminster the 
theatres could perform what they pleased, legitimate or 
i l l e g i t i m a t e drama, subject to the Lord Chamberlain's censor-

20 
ship. Within reach of London, there were the Surrey 
Theatre, Blackfrairs Road, and The Richmond Theatre* The 

21 

Surrey - formerly The Royal Circus - staged the f i r s t per-
formance of H.H. Milman's Fazio. 2 2 / x i i / l 8 l 6 " and M.A. Shee's 
18. N i c o l l , i i i , 229. ' 
19. N i c o l l , i i i , 229-230, 375; i v , 222-233. 
20. Fitzgerald, i i , 1*37. 
21. N i c o l l , i v , 230, 232-3. 
22. I b i d , i v , 356. . 
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Alggeo.5/iv/l82U. which was acted without a Lord Chamberlain's 
licence; J Richmond regu l a r l y housed London performers 
during the summer months, and i t was here that Professor 
Richardson's The Indians had i t s only recorded performance, 

25 
round about 1790. J 

I n t h i s s i t u a t i o n , the two patent theatres were the 
only hope f o r a standard of good dramatic w r i t i n g i n the 
period, but on account of other factors to be considered, 
t h e i r size, the star system, f i n a n c i a l troubles, t h e i r r i v a l r y 
and t h e i r wooing of the populace, any new serious play had 
l i t t l e chance of success. Had the smaller theatres been 
permitted to stage legitimate drama, i t would have introduced 
an acceptable element of competition, as d i s t i n c t from r i v a l r y 
between two unchallenged theatres, and might have forced more 
people to realise that vast theatres, such as Drury Lane and 
Covent Garden, were r e a l l y better suited to l a v i s h , i l l e g i t i m ­
ate spectacles, and that the minor theatres were better f o r 
legitimate drama, certai n l y the patent houses would have 
gained f i n a n c i a l l y : Harris of Covent Garden declared i n a 

23. I b i d , i v , 1+00. 

2k. I b i d , i i i , 237-8. 
25. I b i d , i i i , 302. 
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Chancery Suit that Covent Garden had not made a s h i l l i n g on 
regular drama from 1809 to 1821, but had subsisted on panto-

26 

mimes, spectacles and melodrama, these appearing along with 
regular drama as p8rt of the t r i p l e b i l l . 
( i i ) Theatrical Architecture. 

The old Theatre Royal, Drury Lane, was abandoned i n 1791, 

when Sheridan, the manager of the company decided to b u i l d a 
27 

new one. The old theatre was b8dly i n need of repair, but 
the main motive was the f i n a n c i a l gain to be expected from a 

no 
new theatre with a capacity double that of the old. This 

29 
theatre, b u i l t by Holland, * was opened on 12th March,'M9k, 

with a performance of Sacred Music, the f i r s t regular perform­
ance being on 21st A p r i l , 179U, when Kemble and Mrs. Siddons 

30 
played i n Macbeth. I t could hold 3,611 persons, or, i n terms 

31 
of box o f f i c e receipts, £ 8 2 6 . 6.0. when completely f i l l e d . 
I t s dimensions were, from east to west, 320 feet long; from 

32 
north to south, 155 feet broad; roof width, 118 feet; the 
26. Theatrical Observer No. 3372, 5/V1832. 
27. N i c o l l , i i i , 229. 
28. Fitzgerald, i i , 331. 
29. N i c o l l , i i i , 229. 
30. . Genest, v i i , lij - 9 . 
31. Fitzgerald, i i , 380. 
32. I b i d , i i , 3U0.. 
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proscenium opening was k3 feet wide, 38 feet high, with a 

3̂5 
stage depth of no less than 92 feet. ^ 

This theatre was burned down on 21+th February, 1809. 
Wyatt designed a new one, opened on 10th October, 1812, with 

35 
E l l i s t o n and Miss K e l l y i n Hamlet. J I t was only s l i g h t l y 
smaller, seating well over 3,200 persons, with a proscenium 
opening of 33 f e e t . - ^ I n 1819 E l l i s t o n took over the manage­
ment and, under Beazley 1s d i r e c t i o n , reconstructed the i n t e r i o r 
apart from t h i s , and other, minor, a l t e r a t i o n s , the Theatre 
Royal remains unchanged to the present day. 

The proprietors of Covent Garden, the other patent 
theatre, greatly enlarged the house i n 1792, under Holland's 

39 hO 
d i r e c t i o n , J to hold 3,013 persons. This theatre was burn­
ed down on 20th September, 1808, and a new building, designed 

U1 
by Smirke, was opened oh 18th September, 1809, with Kemble 
33. Allardyce N i c o l l , The Development of the Theatre. 

1927, p.185. 
3k. N i c o l l , i v , 22U. 
35. Genest, v i i i , 351-2. 
36. Allardyce N i c o l l . The Development of the Thea-tre. 1927 

p.185. 
37. N i c o l l , i v , 22i±. 
38. I b i d , i i i , 229. 
39. Boaden. Memoirs of the L i f e of John P h i l i p Kemble. Esq.. 

1825, i i , 68. 
1+0. G i l l i l a n d , The Dramatic M i r r o r t 1808, i , 135-8, quoted 

by N i c o l l , i v , 223. 
1+1. N i c o l l , i v , 223. 
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k2 
and Mrs. Siddons, i n Macbeth. evidently a recognised piece 
for opening a new theatre. The auditorium was 51 feet by 
52 w i t h four t i e r s , each containing twenty-six boxes; the 
proscenium was k2 feet wide and 36 feet high; the stage 68 

k3 
feet by 82. The o v e r a l l size was about 220 feet long and 
170 broad.^ I t held 3,000 persons and the receipts from a 

k5 
f u l l house were equal to nearly £700. To meet the expenses 

k6 
involved, £ 3 0 0 , 0 0 0 , new prices were charged, r e s u l t i n g i n 
the notorious Old Price r i o t s . ^ A committee, formed to ex­
amine the Govent Garden finances, demonstrated the precarious 

k8 
f i n a n c i a l position of such a vast theatre, but no a t t e n t i o n 
was paid to the devastation such conditions wrought upon l e g i t ­
imate drama, both i n acting and i n contemporary composition. 
Had these two huge theatres provided pantomime and popular 
spectacles, they would, at best, have done no harm, but, l i c e n ­
sed as they were to provide legitimate drama, they struggled 
to do so against disadvantages of t h e i r own making, which 
combined with other tendencies of the period, reduced l e g i t i m ­
ate drama to a sad state. 
k2. Genest, v i i i , 178. 
/+3. Allardyce N i c o l l , The Development of the Theatre. 1927. 

p. 18.5. 
kk. Boaden, op.cit. i i , k88. 
k5.. Fitzgerald, i i , 373. 
k6. I b i d , i i , 372. 
k7. Doran, i i i , 337-3^5; Boaden, op.cit, i i , k92-5l6; 

H a z l i t t , v, 357; x v i i , l 6 k ; x v i i i , 397; xx,150,28/+; 
Hunt pp.26-3k. 

k8. Genest, v i i i , 171-173. 
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( i i i ) The Character of the Stage. 
The s o l i d i t y of a theatre makes any sudden innovation 

i n the character of the stage u n l i k e l y , rather do we f i n d 
gradual modifications. The h i s t o r y of the stage, from 1790 
to 1825, covers the complete rebuilding of the two patent 
theatres, J but the character of the stsge developed slowly, 
and, apart from sheer physical dimensions, independently of 
the rebuilding. The apron stage, f o r example, i n i t s 

50 
attenuated form, s t i l l persisted, but i t W8S used less and 
less, as the c u r t a i n was used more; managers discovered that 
the curtain could be used to give dramatic impact to a play, 
and also to conceal the increasing a c t i v i t y entailed i n 
changing the ever more complicated sets. Stage directions 
begin to include "Curtain falls,'!: J. B a i l l i e finishes 

51 52 
Ethwald and Orra with "the Curtain drops"; even Byron, 
disclaiming stage presentation, uses the cu r t a i n to conclude 5̂5 5k 55 "The Two Foscari""^ Marino F a l i e r o ^ and Sardanapalus;-^ and 
J.S. Knowles directs " c u r t 8 i n f a l l s " 8t the end of Act IV 

49. Supra, (ft. 
50. N i c o l l , i i i , 31. 
51. A Series of Plays. 1802, ii, 237-
52. A series of P-la-ys. 1812, i i i , 100. 
53. Byron, v, 196. 
54. I b i d , i v , 461. 
55. I b i d , v, 112. 
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56 57 
of Oaius Gracchus^ as well as the end of V i r g i n i u s ^ ' 1820, 
which also boasts of a tableau, a new e f f e c t , traced by The 

58 
Theatrical Repertory to German influence. References to 
such usage i n blank verse tragedy, are not as frequent as 
those i n melodrama and spectacle, as might be expected from 
the smaller number of tragedies, but from legitimate and 
i l l e g i t i m a t e productions i t i s p l a i n that the c u r t a i n was 

59 
becoming an accepted part of a performance. ' 

The old f l a t sets were gradually, and not uniformily, 
discarded i n the pursuit of realism; as the Angust8n con­
ventionalism with i t s use of side-wings no longer attracted 
the audience, the box-set was introduced.^ 0 With the d i s ­
appearance of side-wings and back-shutters, the movement 
began which has resulted i n the modern "eavesdropping" box 
set' whereby the audience so often make up, as i t were, the 
fourth wall of 8 room. The built-up set was also introduced 
adding emphasis to the three dimensional e f f e c t , as, f o r 
example, i n W. Capon's set f o r J. B a i l l i e ' s De Monfort, 
56. Dramatic Works. 1856, i, k9. 
57. I b i d , i , 110. 
58. No. IV, 10/x/l801; quoted by N i c o l l , i v , U6-1+7. 
59. N i c o l l , i v , 1+6—U7- I t was not u n t i l 1850 that the 

end of an act meant "Curtain" and the beginning of the 
next act the r i s i n g of the curtain. ( A l l 8 r d y c e N i c o l l , 
The Development of the Theatre. 1927. p.190) 

60. N i c o l l , i i i , 30-31; Allardyce N i c o l l , The Development of 
The Theatre. 1927, P.17U. 
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Drury Lane, 29/iv/l800: " I n width t h i s extraordinary elevation 
(a scenic church) was about 56 f e e t , 52 i n depth, and 37 feet 

61 
i n height. I t was p o s i t i v e l y a building." Such innovations 
combined with the decreasing use of the apron stage, made the 

62 

disappearance of proscenium doors inevitable; the Drury 
Lane management t r i e d to have them removed at the 1812 re­
bu i l d i n g , but f a i l e d owing to actors' prejudices; they f i n a l l y 
succeeded i n 1822. J 

Along with these sets went, a much more ambitious 
attempt to reproduce the period and atmosphere of a play, i n 
the painted settings, than had previously been t r i e d . W i l l ­
iam Capon^4" (1757-1827) painted a number of special scenes for 
Drury Lane's opening, on 21st A p r i l , 179U, designed to become 
stock company pieces; they were as h i s t o r i c a l l y accurate as 
possible, and a l l tending towards a Gothic s t y l e . Allardyce 

6"5 

N i c o l l i n The Development of the Theatre reproduces one of 
Capon's designs f o r Kemble's Shakespearian revivals at Covent 
Garden i n 1809, an ancient scene, where we can see the Gothic 
61. Boaden, Memoirs of the L i f e of John P h i l i p Kemble, Esq.. 

1825, i i , 257. 
62. N i c o l l , i i i , 30-31. 
63. I b i d , i v , 31. 
62+. Allardyce N i c o l l , The Development of the Theatre. 1927, 

p.17l4- N i c o l l , i i i , 26, 367. 
65. OP. C i t . 1927, p.175. 
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i n f l u e n c e and also a p a r t i c u l a r i t y of d e t a i l , which became 
more i n t e n s i v e as the n i n e t e e n t h century progressed. De 
Lout h e r b o u r g h ^ ( c i r c a 1735-1812) developed the more e x p l i c i t ­
l y romantic tendency o f the period i n l a v i s h s e t t i n g s o f 
t y p i c a l r o m a n t i c a l l y conceived landscapes w i t h rocks, high 
c l i f f s , mountains and w a t e r - f a l l s - very d i f f e r e n t from the 
Angustan Garden or Temple, so co n v e n t i o n a l l y portrayed. 

Among a l l the changes i n the character o f the stage, 
l i g h t i n g was the o n l y sudden change. Garrick, i n 1765j had 
introduced a new p r i n c i p l e when he removed the c i r c u l a r 
candle chandeliers and s u b s t i t u t e d d i r e c t side l i g h t i n g on 
the stage from perpendicular candle battens behind the pro-

67 

scenium and wings. ' The discovery o f gas l i g h t i n g was, at 
f i r s t , regarded, w i t h suspicion, on account of the odour i t 
produced, and the unaccustomed q u a l i t y o f i t s l i g h t ; i t was 
however, introduced to Drury Lane, both stage and auditorium, 

The new s t y l e o f l i g h t i n g W83; too u n f a m i l i a r f o r 

66. A l l a r d y c e N i c o l l , The Develo-pment of the Theatre. 1927, 
pp.175-6; N i c o l l , i i i , 27, 367; Boaden, i i , 101-103. 

67. N i c o l l , i i i , 38-39. 
68. I b i d , i v , 35. 

i n 1817. 68 
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managers to use i t f r e e l y i n l i g h t i n g experiments, f o r s p e c i a l 
69 

e f f e c t s , w i t h i n t h i s p e r i o d , so i t had no infl u e n c e upon the 
drama. Some o f the other changes d i d have an e f f e c t upon 
dramatists. The new l a v i s h s e t t i n g s suggested spectacle, 
which was encouraged by the patent t h e a t r e s , as the managers 
f u l l y r e a l i s e d how much an audience, f a m i l i a r w i t h the i l l e g ­
i t i m a t e t h e a t r e , g l o r i e d i n l a v i s h stage e f f e c t s . According­
l y , the f i n e r aspects o f dramatic performance, p a r t i c u l a r l y 
o f blank verse tragedy, were blunted and w e l l nigh l o s t i n 
these huge patent t h e a t r e s ^ more s u i t e d t o spectacular panto­
mime than to the t r a g i c i n t e n s i t y o f , f o r example, the recog­
n i t i o n scene i n King Lear. This meant t h a t intending w r i t e r s 
o f tragedy e i t h e r p u r p o s e f u l l y eschewed the stage, or els e 
pandered t o the p u b l i c , m a j o r i t y . t a s t e s : Byron has been c i t e d 
as one who scorned stage production; most o f thescorners, how> 
ever, u n l i k e Byron, were w r i t e r s who had l i t t l e or no t a l e n t , 
e i t h e r p o e t i c or dramatic; w h i l s t the l o w e r i n g of stage 
standards e f f e c t e d by those who indulged the p u b l i c t a s t e , 
f o r example, M.G. Lewis, meant t h a t when, say, Shelley sought 
69. N i c o l l , i v , 35; Hunt pp.153-156. 
70. i n f r a ( i v ) . 
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71 performance, he was refused, so t h a t h i s dramatic t 8 l e n t , 
which was considerable f o r a romantic poet, was turned towards 
the " l y r i c and c l a s s i c a l drama" o f Prometheus Unbound,which 
d e f i e s normal stage production. The average dramatists o f 
the period, who were staged, f o r example, Knowles, S h e i l , 
Sotheby, Maturin, achieved performance, not by working out a 
new dramatic idiom f o r t h e i r own time, but by r e l y i n g l a r g e l y 
upon Shakespeare,or the more melodramatic, Gothic elements of 
t h e i r popular contemporaries. 

( i v ) Actors, a c t i n g . 
The leading actors o f t h i s p eriod f a l l i n t o three 

groups; the Kembles, who had succeeded the Garrick school; 
Kean and h i s d i s c i p l e s , who followed the Kemfeles; and the 
Macready group; although there i s , of course, no c l e a r cleav­
age between them, each group does have i t s p e c u l i a r character-
i s t i c s . The Kembles turned from Garrick's romantic s t y l e 
to a neo-classic poise end d i g n i t y , only broken by the needs 
of the growing romantic melodrama o f the p e r i o d , f o r example, 

71. The Cenci was refused, c f . "A note on The Cenci" by' 
Mary Shelley. 

72. Throughout indebtedness t o Alan S. Dower "Nature t o 
Advantage Dressed: Eighteenth Century Acting",.P.M.L.A. 
l v i i i (1943) 1002-1037; and "Players and Painted Stage. 
Nineteenth Century Acting"P^M.L.A.lxi (19*4-6), 522-576. 



f o r RollayfLn Pizano by Sheridan, one o f the many t r a n s l a t i o n s 
of Kotsebue's Die Spanier i n Peru oder Rollas T o d . ^ With 
these actors a c t i n g became 8lmost secondary t o declamation. 
The Kembles - John P h i l i p Kemble, Charles Kemble, Mrs. Siddons 
addressed the audience w i t h t h e i r speech and w i t h t h e i r gesture 
paying less a t t e n t i o n to f e l l o w a c t o r s on the stage w i t h them.^ 
This meant th8t the u n i t y expected from a good company was 
o f t e n l a c k i n g , and, may, i n p a r t at l e a s t , be responsible, 
not only f o r the plays w r i t t e n o bviously f o r one a c t o r or an­
other, w i t h a plum o f a p a r t g i v i n g a chance f o r outstanding 
h i s t r i o n i c s , but also f o r the tendency o f blank verse tragedy 
to produce, not i n t e r e s t i n g speeches, but long^ almost r e c i t ­
a t i o n s which could be aimed at the audience, and, no doubt, 
most e f f e c t i v e l y , but which may not u n i t e w i t h the r e s t o f 
the p l a y d r a m a t i c a l l y ; thus the a c t i n g s t y l e had encouraged 
an undramatic weakness a l l too common i n the contemporary 
w r i t e r s . There i s a record of a comment made upon W. Soth-
eby*s J u l i a n and Agnes, Drury Lane, 2 5 / i v / l 8 0 1 : a f o o t n o t e 
to a review o f t h i s performance i n The Dramatic Censor. No. 

XXXVII, May, 1801, runs -
"A gentleman being asked by the Manager of 
Covent Garden Theatre, who attended the f i r s t 

73. N i c o l l , i i i , 6U. 
Ik. P.M.L.A. I v i i i , 1 0 l 8 , 
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r e p r e s e n t a t i o n o f J u l i a n and Agnes, i n the 
Upper Boxes, what he thought o f the New Tragedy? 
- r e p l i e d not unaptly: " t h a t i t was 8 n ill-made 
pudding, w i t h only one plumb and two cu r r a n t s i n 
i t : - the plumb f o r Mr. Kemble - one currant f o r 
Mrs. Siddons - another f o r Miss Briggs - and the 
dough f o r the r e s t o f the performers." 

This school was also termed the "tea-pot school" be­
cause of the strange, a r t i f i c i a l a t t i t u d e so o f t e n adopted -

"one hand on the h i p , the other extended and 
moving i n curved l i n e s , w i t h a gradual descent 
to the side. When the speaker was t i r e d o f t h i s 
he simply changed h i s a t t i t u d e by throwing the 
weight o f the body on the opposite l e g , and going 
through the same r o u t i n e gesture. " 75. 

which resembled nothing more than a tea-pot. This adds to 
the impression o f s t y l i s a t i o n , c o n s t r a i n t to the p o i n t of 
a t t i t u d i n i s i n g . This k i n d of a c t i n g was not s u i t e d t o an 
age becoming i n c r e a s i n g l y Romantic: i n e v i t a b l y i t was succeed 
ed by a new, f i e r y school epitomised by Kean. 

Kean was a small, dark man, who went t o violence i n 
hi s passionate performances, scorning the Kemble c l a s s i c r e -

76 
s t r a i n t . Macready mingled Kemble and Kean i n ' h i s perform 
ances; from Kemble and the neo-classics he adopted a scholar 
l y approach to a p a r t , end a beauty of declamation; from Kean 
an almost v i o l e n t i n t e n s i t y ^ but not a perpetual one, as he 
added h i s own p e c u l i a r element what has been termed the domes-
75. J.E. Murdoch, The Stage. Philadelphia,1 8 8 0 , p.1+9; 

quoted P.M.L.A. l x i , 528. 
76. P.M.L.A. l x i , 533-U; H a z l i t t , x v i i i , 216; v,223-U. 
77. P.M.L.A. l x i , 5U2. 
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78 t i c s t y l e of a c t i n g . H a z l i t t says o f h i s O t h e l l o : 
"He whined and whimpered once or tw i c e , and 
t r i e d to a f f e c t the audience by a f f e c t i n g a 
p i t i f u l s e n s i b i l i t y , not consi s t e n t w i t h the 
d i g n i t y and masculine imagination o f the 
character." 79 

The c l a s s i c a l d i g n i t y of the Kembles, the romantic f i r e o f 
Kean, have, i n Macready, been a f f e c t e d by the s e n s i b i l i t y o f 
the age. H a z l i t t considered him a " b e t t e r o r a t o r than 

80 
acto r . " This s t y l e o f a c t i n g was w e l l s u i t e d to the great 
f l o o d of domestic melodrama unleashed upon the stage i n the 
nineteenth century.^ 1 

A l l the actors were a f f e c t e d by the s i z e of the patent 
82 

the a t r e s : Mrs. Siddons became grander and more imposing; 
85 

having more room, but her s t y l e coarsened; Kemble chanted, 
at times, to the g a l l e r y ; Kean almost c a r i c a t u r e d himself 

85 
i n h i s f i e r y eagerness to impress; Macready's domestic man­
ner was no doubt i n t e n s i f i e d by a desi r e to sway and t o c o n t r o l 
by d i r e c t demands on p u b l i c sentiment, h i s huge audiences. 
The actors c e r t a i n l y played i n smaller p r o v i n c i a l t h e a t r e s , es-
peclal-ly during the summer months, but t h e i r main job was to 
78. H a z l i t t , x v i i i , 279,355. 
79. H a z l i t t , v, 339. 
80. I b i d , v.3U0. 
81. N i c o l l , i v , 100-120. 
82. Boaden, Memoirs of Mrs. Siddons. 1827, i i , 287-289. 
83. F i t z g e r a l d , i i , 3U1-2, quoting from Boaden, Lives of 

the Kembles, i,310. 
8U. P.M.L.A. l v i i i . 101.9. 
85. I b i d , l x i , 533-U. 
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mesmerise a crowd o f up t o 3,000 people i n these vast London 
circuses: i n e v i t a b l y t h e i r s t y l e s changed, the f i n e r p o i n t s 
were rubbed o f f , the d e l i c a t e i n t e r p l a y o f l i g h t and shade was 
bound t o veer towards a s t a r k e r black and white e f f e c t . . Mrs. 
Siddonsf.;s most famous e f f e c t was an e a r - p i e r c i n g s h r i e k and 
v i o l e n t p h y s i c a l movement, when, as Mrs. Beverley i n The Gambl­
er, she hurled h e r s e l f upon her husband's body,*^ an a c t i o n 
which, i n a small theatre today, would probably be, not so 
t r a g i c a l l y moving, as bordering upon the melodramatically 
humorous. , 

The a d u l a t i o n of the s t a r ac t o r l e d t o a regard f o r 
r o l e s , as apart from plays; t h i s i s n a t u r a l enough i n Shakes­
peare productions, when an audience wants to see, l e t us say, 
Kemble's i n t e r p r e t a t i o n o f Macbeth; but i t does not do f o r 
contemporary drama, which becomes a k i n d of s p o r t s f i e l d f o r 
the a c t o r t o demonstrate h i s h i s t r i o n i c paces and i s performed 
only on l y t o e x h i b i t an actor: t h i s happened w i t h , f o r ex­
ample, Fazio by H.H. Milman, whose contemporary success may 
l a r g e l y be explained by the power o f the part of Fazio and not 
by the e f f e c t o f the whole play. A c r i t i c i s m o f 

86. P . M . L . A . l v i i i . 1019 - quoting from Macready's Reminis­
cences, i , 55-56. 

87. N i c o l l , i v , 167. 



- 19 -

Bertram. Drury Lane, 16/V/1818, states: "This tragedy was, 
presented, f o r the purpose of d i s p l a y i n g the t a l e n t s o f Miss 

8ft 
Macauley i n Imogine." 

By t h i s time actresses had long been n a t u r a l l y accepted 
upon the stage. The genius o f Mrs. Siddons, the s t a r o f the 
Kemble school, has s u r e l y l e f t a mark upon the tragedy of her 
time. Coleridge records t h a t he had her i n mind when w r i t i n g 

89 
Osorio; ^ i n other plays her i n f l u e n c e may be found: P. d'Arblay, EdwyyBnd E l g i v a ; S. Lee, Almeyda, Queen o f Granada; 
H.J. Pye, Adelaide; J. B a i l l i e , De Monfort; Sotheby, J u l i a n 
and Agnes, among some of the acted p l a y s j o f those not per-

90 
formed, her i n f l u e n c e i s o f t e n detected i n the heroine, w i t h 
a statuesque magnificence i n one who i s capable of great depths 
o f f e e l i n g - or as capable as the w r i t e r C8n make her. Miss 
O'Neill was the other outstanding actress of t h i s p e r i o d : she 
supplanted Miss Walstein.at Crow S t r e e t , Dublin, then came to 

91 
London and succeeded Mrs. Siddons. I n the rough d i v i s i o n s 
p r e v i o u s l y made, she belonged to the Kemble School b u t , plBy-
ing w i t h Kean, she was in f l u e n c e d by him, much to H a z l i t t ' s 
88. The T h e a t r i c a l I n q u i s i t o r , x i i , (May 1818), 370. 
89. Suprajp, I. 
90. H a z l i t t , x v i i i , 278. 
91. Doran, i i i , 287-289. 
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92 d i s a p p r o v a l , i n t o more vi o l e n c e than was n a t u r a l to her 
whose p e c u l i a r e x c e l l e n c e was that of " f a u l t l e s s nature" 
and who e s t a b l i s h e d her r e p u t a t i o n upon her'powers of s e n s i b -
i l i t y . " ^ She too i n s p i r e d d r a m a t i s t s : she played S h e i l ' s 

OR 
Adelaide i n Adelaide, or The Emigrants, ^ and, high honour, 

. 96 
she seems to have been i n S h e l l e y ' s mind f o r The C e n c i . 

N a t u r a l l y these l e a d i n g s t a r s , who so obviously drew 
97 

the crowds, demanded high s a l a r i e s , which had to be p a i d 
whether they played or not. Accordingly the management could 

98 
not a f f o r d to pay the d r a m a t i s t s very w e l l , another induce­

ment no.;t to w r i t e f o r the stage. Miss Mitf o r d r e c e i v e d only 

£200 for J u l i a n (6 .0.1813); Knowles, £^00 f o r V i r g i n i u s 

1 8 2 0 ) ; 9 9 and u n t i l the Copyright B i l l of 1833 p l a y s could be 

performed without any r o y a l t i e s going to the w r i t e r . The 

8Ctors, however, r e c e i v e d l a r g e s a l a r i e s , as, f o r example, Mrs. 

Jordan, i n the Drury Lane season 1801-02, averaged £31.10/-

a week, and Kemble, as actor-manager £56.1l|/-.^^ The e c t o r -
92. H e z l i t t , v, 261-2; x v i i i 279. 

93. I b i d , v, 257. 
9*+. I b i d , v, 310. 
95. Ibid,_v_, 310. 
96. S h e l l e y ' s L e t t e r s , ed. R. Ingpen, 1914, i i , 595-6, a note 

by R. Ingpen. 
97. H a z l i t t , x v i i i , 218. 
98. Boaden, Memoirs of the L i f e of John P h i l i p Kemble. Esq., 

1825, i i , 354. 
99. N i c o l l , i v , 53. 
100. Boaden, Memoirs of the L i f e of John P h i l i p Kemble. Esq., 

1825, i i , 354-5. 



manager combination was another t h e a t r i c a l drawback, making 
the s t a r system even more disa s t r o u s : as long as the manager 
could not be sure of a s t a r r o l e s u i t a b l e f o r him as an a c t o r , 
any play submitted was l i k e l y t o be refused. Charles Bucke, 
i n h i s Preface to The I t a l i a n s . 1819, " c o n t a i n i n g the corres­
pondence o f the Author w i t h the Committee o f Drury Lane Theatre,1 

attacks Kean, the actor-manager, who, according to Bucke, de­
manded t h a t "tragedy must be martyrized i n t o a MONODRAME." 
W. Archer, in..his W.C. Macready (1890) records t h a t when Mac-
ready played O t h e l l o , lago had to be nowhere, and when lego, 

101 
then O t h e l l o was the pipe he played upon. 

As i n other aspects o f t h i s age, extremism has a f f e c t e d 
the t h e a t r e , so t h a t the harmony, the s t a b i l i t y gained by 
w r i t e r s , s c t o r s , managers, each p u l l i n g h i s own weight has 
gone; the t h e a t r e and the w r i t e r s u f f e r e d . 

( v ) Audiences. 
The audiences a f f e c t e d both actors and w r i t e r s . The 

houses were d i v i d e d i n t o the p i t , u s u a l l y keen playgoers^, and 
102 

c r i t i c s ; the boxes, a fashionable audience, more concerned 
perhaps, w i t h themselves and t h e i r own a c t i v i t i e s than w i t h the 
performance, or merely concerned " t o mock the s i l l y f o o l , the 
101. Op. C i t . pp.210-11 - quoted by N i c o l l , i v , i+8-1+9. 
102. H a z l i t t , xx, 281+. 
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author"; J and the g a l l e r y , f u l l of a jumbled assortment of 
people ready to cheer or j e e r at any moment and f o r any reas­
on. 1 0** The audience was a f f e c t e d by the trends o f the age: 
s e n s i b i l i t y , shown i n the novels as w e l l as the drama, was 
strong a t the end o f the eighteenth century, but was g r a d u a l l y 

105 
changing i n t o a p r e - V i c t o r i a n prudery, which i n regarding 
a work o f a r t looked f o r 8ny offensiveness t o pr o t e s t over i f 
found whereas w i t h s e n s i b i l i t y people tended r a t h e r to look 
w i t h i n themselves t o make sure they were e x h i b i t i n g a proper 
" f e e l i n g " . Whether i t was s e n s i b i l i t y or prudery, the 
e f f e c t s were s i m i l a r , an. unnatural response to the drama, as 
the audience, p a r t i c u l a r l y the more fashionable element, was 
prevented from r e a c t i n g spontaneously by reason of t h i s pre­
occupation. The g a l l e r y which might be expected to r e a c t 
spontaneously, had had i t s t a s t e formed by the i l l e g i t i m a t e 
drama, so i t r e j o i c e d , on the whole, i n l a r g e spectacle, 
obvious e f f e c t s , having l i t t l e sympathy w i t h the f i n e r p o i n t s 
-of a c t i n g or dramatic w r i t i n g ; understandably, 8S i n the new 
houses the g a l l e r y could -hardly See the stage and acoustics 
103. A l l a r d y c e N i c o l l , The Development o f the Theatre. 

1'925, p.170. 
104. N i c o l l , i i i , 5-22; iv,7-22; H a z l i t t , x v i i i , 352-3; 

Boaden, Memoirs o f the L i f e of John P h i l i p Kemble. Esq. 
1825, i i , 446f7; Doran, i i i , 182-184. 

105. N i c o l l , i v , 14.-15. 
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i n the l a r g e theatres were bad. The o l d Drury had pro­
vided a good g a l l e r y , u s u a l l y f i l l e d w i t h i n t e l l i g e n t p l a y ­
goers, the boxes held less i n q u a n t i t y , but of a b e t t e r qual-

107 

i t y . The t r i p l e b i l l encouraged a careless audience, as 
many of them attended not f o r the tragedy but f o r the farc e 
or spectacle accompanying i t . . . A ccordingly there are 
plays e x h i b i t i n g s e n s i b i l i t y or prudery, to please the.boxes -
f o r example, W. Richardson's The Indians, w i t h i t s " j u s t " 
sentiments, H. Brand's Huniades. S. Lee's Almeyda, Queen o f 

109 

Granada, which was "honoured" by t e a r s , and the plays of 
R.L. S h e i l , B. Wilmot, H. Twiss, C. Bucke, C.E. Walker and 
O.R.Maturin, whose Bertram produced a review which sums up 
t h i s tendency: 

" I t s beauties are ra t h e r those of language and 
sentiment than o f a c t i o n or s i t u a t i o n I t i s 
a sentimental drama, At i s a romantic drama, but 
i t i s not a tragedy i n the best sense of the 
word the modern romantic tragedy i s a mix t u r e 
o f f a n c i f u l exaggeration and i n d o l e n t s e n s i b i l i t y 
/which7 courts d i s t r e s s e s , a f f e c t s h o r r o r , indulges 
i n a l l the l u x u r y o f woe, and nurses i t s l a n g u i d 
thoughts, and d a i n t y sympathies, to f i l l up the 
v o i d o f a c t i o n , " 110 

106. Boaden, op. c i t . i i , 69. 
107. I b i d , " i i , irl-2i 
108. N i c o l l , i v , 10. 
109. S. Lee, Almeyda. Queen of Granada, Advertisement. 
110. The Examiner. 19/V /1816. 
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There were, too, large e f f e c t s and melodrama, to 
please the g a l l e r y , as i n the plays of W. Hayley, J. Haynes, 
A. Shee, J. B i r d , T.S. Whalley, whose stage d i r e c t i o n s i n 
The Castle o f Montval (1799) include "More groans", "groans 
repeated" and an accumulation o f Gothic mysteries; and i n 

111 
the p i t exasperated c r i t i c s bewail the s t a t e o f E n g l i s h drama. 

The size o f the houses l e d t o another e v i l : as the 
theatres could seldom be f i l l e d w i t h keen playgoers, pi5QsVfc.it-
utes e s t a b l i s h e d t h e i r business among the audience,helped by 

112 
the l a r g e p r i v a t e boxes and anti-chambers. This open and 

1 1 ' 

acknowledged scandal continued u n t i l w e l l on i n the century: 
The T h e a t r i c a l J o u r n a l , 27/vii/l81+i+, s t y l e d the theatres 4\ 
"great p u b l i c b r o t h e l s . " This a f f e c t e d the tone of the aud­
ience and discouraged many would-be playgoers, the s o l i d , 
steady core which an- audience r e q u i r e s . Authors, f r i g h t e n e d 

11U 

by the audience, wrote f o r p r i v a t e t h e a t r i c a l s , which, 
going from one extreme to another, became e f f e t e i n c o n t r a s t 
w i t h the coarseness o f t e n found i n p u b l i c t h e a t r e s , producing, 
1 1 1 . H a z l i t t , v, 308 . 
112. N i c o l l , i v , 1 0 - 1 1 ; W. Scott "Essay on-Drama" ( 1 8 1 9 ) , 

r e p r i n t e d " Prose Works, Edinburgh, 1 8 3 ^ , v i , 3 9 2 . 
113- H a z l i t t , xx, 2 0 6 - 2 0 8 . 
11i+. N i c o l l , i i i , 1 9 - 2 2 . 

http://pi5QsVfc.it-
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rtv , 

f o r example, P. Biflaey's Tragic Dramas, c h i e f l y Intended f o r 
Representations i n Pr i v a t e F a m i l i e s . 1818. But l i f e and . 
vigo u r , though expressed coarsely i s e s s e n t i a l f o r a l i v i n g 
t h e a t r e , the a l t e r n a t i v e i s a barren p l o t of genteel effeminacy 
Drama must be f i r m l y planted i n strong e a r t h , otherwise i t 
cannot grow to any height; p r i v a t e t h e a t r i c a l s produced hot-" 
house plants which were bound to w i l t i n any other atmosphere. 

One emotion, p a t r i o t i s m , l i n k e d . a l l kinds o f playgoers. 
B r i t a i n , f i g h t i n g the French Revolution 8nd Napoleonic Wars, 

11 *5 
was f i l l e d w i t h e n t h u s i a s t i c p a t r i o t i s m , so t h a t many plays 
were w r i t t e n to e x p l o i t t h i s emotion, but having no regard 
f o r dramatic or poe t i c values: f o r example, J. Bartholomew, 
The F a l l of the French'Monarchy. 1794; J. Ghamock, L o y a l t y ; 
or Invasion Defeated. 1810; J. Penn, The B a t t l e o f Eddington: 
or. B r i t i s h L i b e r t y . 1792; G. Watson, England Preserved. 1,795; 
as w e l l as a number p r i n t e d anonymously, as The P a t r i o t Prince, 
C a l c u t t a , 1809. 

Enthusiasm was displayed oyer actors; a bad p l a y could 
succeed on the stage i f a good, or popular, actor took the 

"116 
lead. The emphasis on the actor discouraged any c r i t i c a l 

115- Genest, v i i , 209-10 
116. Cf.supra ( i v ) 
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sense of drams among the m a j o r i t y of the audience, a s the 

p l a y s were regarded more as v e h i c l u s f o r an a c t o r ' s p a s s i o n 
117 

than as dramatic e n t i t i e s , ' w h i l s t the w r i t e r s were i n e v i t ­

a b l y i n f l u e n c e d by the knowledge t h a t s u c c e s s or f a i l u r e could 

depend upon an a c t o r accepting and p l a y i n g a p a r t i n t h e i r 

p l a y s , a f e e l i n g n a t u r a l l y aggravated when dealing w i t h 
119 

actor-managers. * S c o t t recorded "No part w r i t t e n f o r e i t h ­

er o f these a s t o n i s h i n g performers ( O a r r i c k and Mrs. Siddons) 

has s u r v i v e d the t r a n s i e n t p o p u l a r i t y which t h e i r t a l e n t s 
120 

could give to Blmost anything," T h i s tendency i s always 

present i n the t h e a t r e ; i n t h i s period, however, i t was taken 

to an extreme; along w i t h i t went such w i l d enthusiasms as 
121 

the Master Betty c r s z e , only to be explained i n terms of a 

b e s otted audience, i n t o x i c a t e d by s t a r - a c t i n g and b e r e f t of 

dramatic judgement; so t h a t a manager f e l t he could f i l l h i s 

t h e a t r e by novelties b e t t e r s u i t e d to a c i r c u s ; to the c r e d i t 
117. S. Lee. Almeyda. Queen of Granada. 1796, Advertisement; 

Genest, v i i , 49; 463; The Dramatic Censor, No.XVIII, 
(3A/1800). 

118. U.C. Nag, "The E n g l i s h Theatre of the Romantic R e v i v a l " 
The Nineteenth Century, CIV (September 1928) 386-387. 

119. "A l e t t e r to C h a r l e s Kemble, Esq., and R.W. E l l i s t o n , E s q . , 
on the Present S t a t e of the Stage." Blackwood's Magazine 
x v i i (June 1825) 727-731. 

120. " E s s a y on Drama" 1819, r e p r i n t e d Prose WorkB. Edinburgh, 
1834, v i , 380. 

121. Doran, i i i , 239-247; Bo8den, Memoirs of the L i f e o f John 
P h i l i p Kemble. E s q . . 1825, i i , 394-409. 
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o f the audience, however, was the r e j e c t i o n o f Kemble1 s 
122 

prodigy, Miss Mudie - here, a t l e a s t , they showed some 
d i s c r i m i n a t i o n . 

The audiences r e f l e c t the t h e a t r i c a l malaise o f the 
period: are they attending a c i r c u s , or a t h e a t r e descended 
from The Globe? They do not know; c r i t i c s f u l m i n a t e ; but 
managers must f i l l t h e i r 1 t h e a t r e s , f i n a n c i a l f a c t s o b l i t e r a t e 
a l l others, so t h a t u n t i l the monopoly i s broken co n d i t i o n s are 
h a r d l y l i k e l y t o improve. One gain stands out: these huge 
audiences, once t h e i r a t t e n t i o n had been caught, t h e i r enthus­
iasm aroused, provided such an encouragement t o the players 
t h a t the t h e a t r e o f t h i s p e r i o d , though p r o v i d i n g no great 
dramatists, produced great a c t o r s , even i f , as a r e s u l t o f 
the size of the t h e a t r e s , t h e i r a c t i n g had to be coarser than 
accords w i t h the best, of a c t i n g . . U n f o r t u n a t e l y , t h e i r a r t 
dies w i t h them, but i t d i d i r r a d i a t e the p e r i o d . 

Mr. U.G. Nagchaudhuri puts forward the t h e s i s t h a t the 
c o n d i t i o n o f poetic drama from 1800 t o 1830 was more- due t o 
e x t e r n a l c o n d i t i o n s , such as I have j u s t discussed, than to 
weaknesses inherent i n the w r i t e r s : 

122. Genest, v i i , 715; N i c o l l . i v , 21-22, who quotes 
' from The Percy Anecdotes (1822). 
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"My,main t h e s i s , d e r i v e d from a c l o s e study of 
the dramatic output of the period, i s that the 
f a i l u r e o f the p o e t i c drama of the Romantic 
R e v i v a l was due more to the attendant circum­
st a n c e s which were extremely adverse and l e s s 
to the playwrights who had c o n s t a n t l y to 
f i g h t 8gainst odds that have no p a r a l l e l i n 

the whole h i s t o r y of B r i t i s h Drama. " 123. 

W h i l s t t h i s i s p a r t l y t r u e , I b e l i e v e more emphasis could 

probably be placed upon the undramatic c h a r a c t e r which 

poets of the Romantic R e v i v a l e x h i b i t e d ; s u b j e c t i v i t y , 

i n t r o s p e c t i o n and a d i s t a s t e f o r putting themselves a t the 

mercy of an audience. As i s the case i n any period, the 

l i t e r a r y output vi as conditioned by many i n t e r a c t i n g f a c t o r s . 

123. P o e t i c Drama of the Nineteenth Century; (from 1800-1830). 
Unpublished T h e s i s , 1927, U n i v e r s i t y of London. 
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— " CHAPTER I I . - . . . . . . 

Dramatic T h e o r i e s of the p e r i o d 1790-1825. 

( i ) ' J o a n n a B a i l l i e . 

Joanna B a i l l i e stands apart i n t h i s period 8 s the only 

dramatist who p u b l i c l y developed her own o r i g i n a l dramatic 

theory. I n an " I n t r o d u c t o r y Discourse" to her f i r s t volume 

of p l a y s she o u t l i n e s her i n t e n t i o n i n w r i t i n g , p l a y s and 

gives the reasons f o r her i n t e n t i o n . Joanna B a i l l i e s t a r t s 

her reasoning from Man's n a t u r a l i n t e r e s t i n h i s fellow men 

which u s u a l l y manifests i t s e l f i n sympathy and c u r i o s i t y . 

T h i s i s p a r t i c u l a r l y obvious when the circumstances surrounding 

a man are unusual and l e a d to a d i s p l a y of h i s passions, whether 

the motive force be provided by outward events or inner con­

f l i c t s . 

" I t i s to t h i s sympathetick c u r i o s i t y of our 
nature e x e r c i s e d upon mankind i n great and 
t r y i n g occasions, and under the i n f l u e n c e of 
the stronger passions, when the grand, the 
generous and the t e r r i b l e a t t r a c t our a t t e n t i o n 
f 8 r more than the base and depraved, t h a t the 
high and p o w e r f u l l y t r a g i c k , o f every composition, 
i s addressed." 2 

1• A S e r i e s of P l a y s : i n which i t i s attempted to d e l i n e a t e 
the stronger passions of the mind. Each p a s s i o n being the 
s u b j e c t of. a tragedy and a comedy. 1798, i , 1-72. 

2. I b i d , p .11. 
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T h i s "sympathetick c u r i o s i t y " has a moral s a n c t i o n -

"Unless when accompanied w i t h p a s s i o n s , of the 
dark and malevolent kind, we cannot w e l l e x e r c i s e 
t h i s d i s p o s i t i o n without becoming more j u s t , more 
m e r c i f u l , more compassionate." 3 

Studying human nature d i s p l a y e d i n the theatre enlarges our 

sympathy and understanding and makes us b e t t e r men and women.*1" 

T h i s i n s t r u c t i o n f i t s i n w i t h the b e l i e f that you cannot have a 

l a s t i n g d e l i g h t i n any work of a r t without i n s t r u c t i o n . The 

highest pleasure we d e r i v e from poetry i s based upon t h i s sym­

p a t h e t i c i n t e r e s t which not only agrees w i t h a b a s i c t r u t h o f 

human nature, but which a l s o provides i n s t r u c t i o n . Because of 

.this pleasure t h e a t r i c a l performances have always been popular, 

as they v e r y r e a d i l y appeal to our n a t u r a l sympathy. Tragedy 

i s always the more important dramatic genre because i t b r i n g s 

great men before our eyes, not el e v a t e d beyond our knowledge, 

but d i s p l a y e d as human beings l i k e o u r s e l v e s swayed by the 

passions we a l s o experience. From' t h i s Joanns B a i l l i e concludes 

that were t r a g e d i e s w r i t t e n s p e c i f i c a l l y around one passion, 

the p l a y would appeal to an audience more than the usual type 

of tragedy, where passions indeed a r i s e but are not t r a c e d 

from t h e i r b i r t h to t h e i r death and we 8re t h e r e f o r e always l e f t 

3» i b i d , p.12. 
i b i d . p.iU, p.15. 
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w i t h an imperfect impression of them. Joanne B a i l l i e has 

t h e r e f o r e decided to w r i t e 

"a s e r i e s of t r a g e d i e s , of simpler c o n s t r u c t i o n , 
l e s s embellished w i t h p o e t i c a l d e c o r a t i o n s , l e s s 
c o n s trained by th8t l o f t y s e r i o u s n e s s which has so 
g e n e r a l l y been considered as. n e c e s s a r y f o r the 
support of t r a g i c k d i g n i t y , and i n which the c h i e f 
o b j e c t should be to d e l i n e a t e the p r o g r e s s of the 
higher p a s s i o n s i n the human b r e a s t , each p l a y ex­
h i b i t i n g a p a r t i c u l a r p a s s i o n . . . I have been the 
more r e a d i l y induced to ,8ct upon t h i s idea because 
I em confident, t h a t tragedy, w r i t t e n upon t h i s p l a n , 
i s f i t t e d to produce s t r o n g e r moral e f f e c t then upon 
any other. 11 6 

The c h a r a c t e r s concerned i n such p l a y s "must be powerful and 

i n t e r e s t i n g " ^ and, although our sympathies are with them, the 

passions which the c h a r a c t e r s e x h i b i t "must s t i l l be held.to 
' 8 

view i n t h e i r most b a l e f u l and unseductive l i g h t . " . The con­
f l i c t i n the p l a y s must not be between a c h a r a c t e r and outward 

events, but between the main p a s s i o n and "other pasDions and 
9 

p r o p e n s i t i e s of the h e a r t . " So that the main passion, r e p r e ­

sented i n the leading c h a r a c t e r , may stand out more c l e a r l y , 

s u b s i d i a r y c h a r a c t e r s "should g e n e r a l l y be represented i n a 
10 

calm unagitated s t a t e " - though Joanne B a i l l i e i s aware of the 
5. i b i d , pp.38-39. 
6. i b i d , pp. 1+1-1+2. 
7. i b i d , p.59. 
8. i b i d , p. 59. 
9. i b i d , p. 59. 
10. i b i d , p.59. 
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danger that such c h a r a c t e r s may "appear a l t o g e t h e r i n s i p i d and 
11 

i n s i g n i f i c a n t , " i f the d r a m a t i s t i s not c a r e f u l . The p l o t 

must, as one would expect, be simple so t h a t the course of the 

passi o n may be more e a s i l y followed. To make up f o r t h i s sim­

p l i c i t y of p l o t Joanna B a i l l i e c a l l s upon "the shew and decor­

a t i o n s of the t h e a t r e " b e l i e v i n g that 
" i t i s much b e t t e r to r e l i e v e our t i r e d - o u t 
a t t e n t i o n w i t h a b a t t l e , a banquet, or a 
pro c e s s i o n , than an accumulation of i n c i d e n t s . " 12 

Joanna B a i l l i e f r a n k l y acknowledges the wi s h to see her p l a y s 

performed. Unlike many of her contemporaries, Joanna B a i l l i e , 

w h i l s t admitting the d e f i c i e n c i e s o f the t h e a t r e of t h i s period, 
1 75 

a l s o r e a l i s e d t h a t p l a y s should be w r i t t e n f o r performance. _ 

The idea o f p l a y s * w r i t t e n upon the passions d i d not 

o r i g i n a t e with Joanna B a i l l i e . I n 1781, a t the Haymarket 

Theatre there was performed f o r Digges 1 b e n e f i t on the 7th of 

August, The School of Shakespeare..or Humours and P a s s i o n s , 

which was composed of f i v e a c t s on Y a n i t y , P a r e n t a l Tenderness, 

C r u e l t y , F i l i a l P i e t y and Ambition, each a c t r e s p e c t i v e l y using 
11. i b i d , p. 59. 
12. i b i d , p.60, note. Of. Count B a s i l . I , i , which concludes • 

wit h a parade of s o l d i e r s , succeeded by a pr o c e s s i o n o f 
l a d i e s . 

13* That Joanna B a i l l i e had a good grasp of contemporary 
t h e a t r i c a l conditions may be seen from t h i s " I n t r o d u c t o r y 
D i s c o u r s e , " from the preface to A S e r i e s of P l a y s . 1812, 
i i i , and a note appended to the pre f a c e where she shows 
f a m i l i a r i t y with the problems and e f f e c t s of stage 
l i g h t i n g . 
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Henry I V . 2 Henry I V . The Merchant of Venice. Hamlet, the c l o s e t 

scene, and Henry V I I I . 1 ̂  The same idea was l a t e r followed by 

Drury Lane (3.1 .v.1808) w i t h d i f f e r e n t p l a y s . 1 ^ The E l i z a ­

bethans present c h a r a c t e r s which almost p e r s o n i f y such passions 

as revenge of; , ambition, as Vendice i n C y r i l Tourneur*s The 

Revenger 1s-Tragedy. 1607, and Tamburlaine i n Marlowe's Tambur­

l a i n e the Great. 1590, but Joanna B a i l l i e was the f i r s t E n g l i s h 

dramatist to put- forward a theory of tragedy based upon the 
16 

e x p l o i t a t i o n o f one p a r t i c u l a r p a s s i o n . The .tragedies them-
17 

s e l v e s a r e examined i n d e t a i l i n a l a t e r chapter, but i n examin­

ing Joanna B a i l l i e 1 s theory some r e f e r e n c e w i l l n a t u r a l l y be 

made to the p l a y s . 

The f i r s t danger of Jbahna B a i l l i e ' s t h e o r y i s t h a t the 

pass i o n should assume such g r e a t importance f o r the author that 

the c h a r a c t e r s too e a s i l y become p e r s o n i f i c a t i o n s o f elements 

found w i t h i n a rounded human being, i n s t e a d o f g i v i n g us the 
1lj.. Genest, v i , 202. I am indebted to Margaret Carh8rt, 

The L i f e and Work of Joanna B a i l l i e . 1923, p.191, f o r 
drawing a t t e n t i o n to t h i s . 

15. Genest v i i i , 73. T h i s performance i s a l s o noted by U.C. 
Naghaudhuri, P o e t i c Drama of the n i n e t e e n t h Century (from 
1800-1830) Unpublished T h e s i s 1927, U n i v e r s i t y of London, 
pp. 69-70. . 

16. I t i s i n t e r e s t i n g to note t h a t S a n s c r i t Drama re c o g n i s e s 
eig h t p r i n c i p a l " r a s a s " or impressions which may form tho 
s u b j e c t matter of a p l a y - lo v e , heroism, pathos or tender 
g r i e f , anger, laughter, f e a r or t e r r o r , d i s g u s t , wonder or 
admiration. Cf. A l l a r d y c e N i c o l l , The Theory of Drama. 
1931, p.57, and J.M. Tagore, The E i g h t P r i n c i p a l Rasas 
of the Hindus. 1879. 

17. c f , pp.Ity'3f>; Chapter V 
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Impression of complete human beings. T h i s emphasis upon a 

p a s s i o n can a l s o l e a d to a h i g h l y charged dramatic atmosphere, 

which, on account of her theory, Joanna B a i l l i e could do l i t t l e 

to r e l i e v e , because dramatic t e n s i o n i s not r e l i e v e d by a grand 

s p e c t a c l e n e a r l y so e f f e c t i v e l y as by some subsidU8ry i n t e r e s t 

i n the p l o t taking our a t t e n t i o n o f f the main theme on to a 

secondary one. I f dramatic t e n s i o n i s b u i l t up and maintained 

f o r too long, then i t i n e v i t a b l y t i r e s the audience. T h i s 

weakness was aggravated by Joanna B a i l l i e ' s strong b e l i e f i n 

the moral s a n c t i o n s underlying her work, which made her u n w i l l ­

ing to d i s t r a c t the audience from the main pas s i o n . 

These flaws have been, unconsciously, explained by 

Joanna B a i l l i e h e r s e l f when she says t h a t her plan i s 

"To conceive the great moral object and o u t l i n e of the 
s t o r y ; to people i t w i t h v a r i o u s c h a r a c t e r s 
under the i n f l u e n c e of v a r i o u s p a s s i o n s ; and to 
s t r i k e out circumstances and s i t u a t i o n s c a l c u l a t e d 
to c a l l them i n t o a c t i o n . . . . " 18 

She i s , i n other words, conceiving a play, f i r s t l y , by deter­

mining upon a p a s s i o n and a moral to be drawn from i t , then 

thinking of c h a r a c t e r s to exemplify the passion and moral, 

before f i n a l l y making a plot to f i t them a l l i n t o . I t i s 

v e r y l i k e l y t h a t a p l a y so planned w i l l l a c k the -rounded 

c h a r a c t e r s which e n l i v e n any p l a y i n comparison w i t h the 

18. A S e r i e s of P l a y s , i , 62. 
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deadening e f f e c t o f f l a t c h a r a c t e r s . 

Joanne B a i l l i e ' s a t t i t u d e towards the medium of 

tragedy was not favourable to the best blank v e r s e . The 
19 

Dream * i s a tragedy w r i t t e n i n prose which Joanna B a i l l i e 
e x p l a i n s thus: 

•'I have w r i t t e n i t i n prose that the expr e s s i o n s 
of the e g i t e t e d person might be p l e i n though 
strong, and kept as c l o s e l y as p o s s i b l e to the 
s i m p l i c i t y of nature. Such a s u b j e c t /the p a s s i o n 
of The Dream i s the f e a r of death7wouid, I b e l i e v e , 
heve been tfeekened, not enriched b y - p o e t i c a l em­
bellishment. Whether I am r i g h t or wrong i n t h i s 
opinion, I assure my Reader i t has not been indolence 
that has tempted me to depart from common r u l e s . " 2 

The assumptions behind t h i s are, apparently, that v e r s e could 

not demonstrate emotions p l a i n l y and t h a t verse can be, and i s 

regarded as an "embellishment." T h i s a t t i t u d e i s a l l too 

common i n t h i s p eriod: w r i t e r s choosing blank v e r s e e i t h e r be 

cause i t i s the accepted convention, or because they went to 

produce a drama which i s ornamented by v e r s e . 

A l l e r d y c e N i c o l l sums up Joanna B a i l l i e ! s theory 

thus: 

" . . . . i t s e r v e s to m a r k e t once a p o t e n t i a l i t y 
f o r dramatic advence and an unquestionably v i t i e t e d 
tendency. Thet which merred much of the e e r l y 
n ineteenth century p o e t i c drama was the tendency 

. - - -towards the a b s t r a c t . A Romantic-poet^only too 
often stafctexl from a theory, attempting to discover 

19. A S e r i e s o f P l a y s , i i i , pp.101-171. 
20. A S e r i e s o f P l a y s , i i i , P r e f a c e x i . We may note that 

blank v e r s e attached to tragedy i s . a "common r u l e . " 



- 36 -

and devise a p l o t which should i l l u s t r a t e h i s 
mental a b s t r a c t , i n t h i s providing a s u f f i c i e n t 
c o n t r a s t to the methods of the E l i z a b e t h a n 
d r a m a t i s t s , whose prime i n t e r e s t was i n the human 
p e r s o n a l i t y and i n the s t o r y , thought o f i n the 
f i r s t place as a s t i r r i n g and amusing theme. On 
the other hand, great drama always e x h i b i t s a c e n t r a l 
atmosphere or dominant pass i o n , which give s an 
informing purpose to the human events narrated...and 
i t i s t h i s dominant pa s s i o n which was so lamentably 
l a c k i n g i n the dramas produced i n England between 
the time o f Otway and that of the Romantic poets. 
I n thus s t r e s s i n g the n e c e s s i t y f o r the c e n t r a l 
emotion, t h e r e f o r e , Joanna B a i l l i e was doing 
something which was of the utmost importance.." 21 

Apart from Joanna B a i l l i e no w r i t e r or c r i t i c developed 

a new dramatic theory. The eighteenth century trend away from 

c l a s s i c r u l e s towards a g r e a t e r freedom f o r the genius of the 
22 

w r i t e r was n a t u r a l l y strengthened by the Romantic R e v i v a l . 

T h i s l e d to an ad hoc system of c r i t i c i s m where a c r i t i c 

examined a p l a y without any c l a s s i c a l r u l e s to help him i n 

h i s judgement. Thus Coldridge, f o r example, c r i t i c i s e s p l a y s , 

as they a r e produced or p r i n t e d , not w i t h reference to 8ny 

c l a s s i c a l c r i t i c a l apparatus, but to h i s own b e l i e f s and 

t h e o r i e s concerning not only the t h e a t r e but the whole a r t i s t i c 

output o f mankind. Such c r i t i c i s m would have been i n v a l u a b l e 

21. N i c o l l , i v , 156-157. 
22. Cf. R. Wellck, A H i s t o r y of Modern C r i t i c i s m ; 1750-1950. 

i , 1955, pp.109-132. 
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i n t h i s period i f there had been any w r i t e r s of r e a l dramatic 

genius to p r o f i t by such i n s p i r e d c r i t i c i s m . To exemplify 

t h i s we could mention C.R. Msturin whose p l a y Bertram (D. L. 

9/V/1816), was so thoroughly examined by C o l e r i d g e 2 ^ and yet who 

continued to w r i t e the same poor t r a g e d i e s i n Manuel (D..L. 

8/111/1817) 1817, and F r e d o l f o (C.G.12/v/l8l9) 1819, 

H a z l i t t adopted a s l i g h t l y d i f f e r e n t approach. He 

seldom a n a l y s e s a p l a y as a formal composition, but „ comments 

much more e i t h e r upon the c h a r a c t e r s of a p l a y a s almost 

separate e n t i t i e s , or upon Kemble, Mrs. Siddons or any notable 

a c t o r i n t e r p r e t i n g a p a r t . Such c r i t i c i s m i s l i v e l y and 

i n t e r e s t i n g f o r the reader - even today - and f o r those who 

saw the performance bu*, l i k e Coleridge, H a z l i t t provides l i t t l e 

or no guidance to the kind of w r i t e r who was t r y i n g to produce 

blank v e r s e t r a g e d i e s i n t h i s period. C h a r l e s Lamb shows an­

other aspect of Romantic c r i t i c i s m by evoking the atmosphere of 

the play being d i s c u s s e d r a t h e r than providing any c o n s t r u c t i v e 

c r i t i c i s m of i t . Such c r i t i c i s m gave no l e a d to the w r i t e r s . 

of tragddy i n t h i s period, who were r a t h e r i n f l u e n c e d by a 

number of d i f f e r i n g f a c t o r s . 

23- Bi'ographia L i t e r a r i a 1817, ch, x x i i i ; of. Chapter IV.pp. 
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( i i ) I n f l u e n c e s upon w r i t e r s of tragedy, 1790-1825. 

The i n f l u e n c e of the E l i z a b e t h a n s was n a t u r a l l y strong 

because not only had they w r i t t e n the l a r g e s t body of good 

E n g l i s h tragedy, but Shakespeare had done so without being over 

troubled by c l a s s i c a l r u l e s of composition - a p o s i t i o n w i t h 

which t h i s period sympathised. Moreover, the p o e t i c language 

of the o l d e r dramatists was acclaimed and copied. As we w i l l 

see, the i n f l u e n c e of E l i z a b e t h a n d i c t i o n runs throughout t h i s 

period. S h e l l e y , i n d i s c u s s i n g h i s use of imagery i n Prometh­

eus Unbound and The C e n c i . acknowledges the example of Shakes­

peare: 

"The imagery which I have employed w i l l be found, 
i n many i n s t a n c e s , to have been drawn from the 
operations of the human mind, or from those e x t e r n a l 
s e c t i o n s by which they are expressed...D8nte and 
Shakespeare are f u l l of instan c e s of the same 
kind," 2k 

" I n a dramatic composition the imagery and the 
p a s s i o n should i n t e r p e n e t r a t e one another, the 
former being preserved simply f o r the f u l l de­
velopment and i l l u s t r a t i o n of the l a t t e r . " 25 

I n a note-book S h e l l e y remarks i n connection w i t h t h i s passage, 

"The f i n e s t works of Shakespeare are a c o n t i n u a l i l l u s t r a t i o n 
26 

of t h i s d o c t r i n e . " 

2I4.. Prometheus Unbound. P r e f a c e . 
25. The Cenci. Preface. 
26. Note-Book, i i , 95. 
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Beddoes acknowledged t h a t song-writing 

" i s almost the only kind of poetry of which 
I have a t t a i n e d a decided and c l e a r c r i t i c a l 
theory." 27. 

He may not have achieved a c r i t i c a l theory of drama, but 

running through a l l h i s poetry and drama, and mentioned i n many 

of h i s l e t t e r s , we f i n d the i n f l u e n c e of Shakespeare and the 

E l i z a b e t h a n s . Beddoes, who was the most E l i z a b e t h a n of a l l 

the w r i t e r s of t h i s period was a l s o the one who saw most c l e a r ­

l y the damage which was done to the t h e a t r e by too great a 

dependence upon the dramatic w e a l t h of the E l i z a b e t h a n s : 

"Such ghosts as Marloe, Webster &c are b e t t e r 
dramatists, b e t t e r poets, I dare say than any 
contemporary of ours - but they a r e ghosts -
the worm i s i n t h e i r p8ges - and we want to see 
something that our g r e a t - g r a n d s i r e s d i d not know. 
With the g r e a t e s t reverence f o r a l l the a n t i q u i t i e s 
of the drama, I s t i l l think we had b e t t e r beget 
than r e v i v e . " 28. 

As we w i l l see from an examination of the minor w r i t e r s 

of t h i s period, many of them accepted Shakespeare as the only 

model upon whom they could base t h e i r own work. T h i s i s an 

underlying assumption which seldom emerges openly i n a Preface; 

i t does, however, with Richard Chenevix, whose "Remarks, by 

27. The Works of Thomas LovelLBeddoes. ed. H.W.Donner,1935, 
p.61+9: a l e t t e r to T.F. K e l s a l l , 19/ v i i , ' 1830. 

28. i b i d , p.595: A l e t t e r to T.P. K e l s a l l , 11.i.1825 
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the Author of the Play" (Leonora. 1802) i n c l u d e : 

"As Shakespeare i s the epitome of every q u a l i t y 
which nature could bestow on man, to f i t him 
for a dramatic w r i t e r , he must occur, w i t h the 
v e r y idea of a t h e a t r e , to every Englishman." 

But Chenevix continues to a s s e r t that he has w r i t t e n Leonora 

according to the r u l e s of A r i s t o t l e , and that he h i m s e l f h8s 

f u l l f a i t h i n the u n i t i e s . 

I t i s i n t e r e s t i n g to note here what V o l t a i r e thought 

of the e f f e c t of Shakespeare's i n f l u e n c e e a r l y i n the X V I I I 

century: 

" l e merite de c e t Auteur (Shakespeare) a perdu 
l e theatre a n g l a i s l e s auteurs modernes 
l'ont presque tous copie"; mais ce qui r e u s s i s s a i t 
chez Shakespeare e s t s i f f l e ' chez eux, e t vous 
croyez bien que l a veneration qu' on a pour cet 
ancien augmente *a mesure que l'on meprise l e s 
modernes. On ne f a i t pas r e f l e x i o n q u ' i l ne 
f a u d r a i t pas 1'imit e r , et l e mauvais succes de 
ces c o p i s t e s f a i t seulement qu'on l e c r o i t 
i n i m i t a b l e . " 29 

L i k e Chenevix John G a i t acknowledges the supremacy of 

Shakespeare, but a l s o wants to f i n d some r u l e s to guide him 

i n w r i t i n g . I n the Preface to The Tragedies of Maddalen. 

Agamemnon, Lady Macbeth. Antonia and Clytemnestra« 1812, Gait 

observes : 

"With resp e c t to the s t y l e , I c o n s i d e r the 
c h a r a c t e r i s t i c s of the B r i t i s h dramatic v e r s e 

29. L e t t r e s Philosophiques, M3kf quoted by P.E. H a l l i d a y , 
Shakespeare and His C r i t i c s . 19U9, pp.292-293/revised 
e d i t i o n , 1958, p.70) 
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as having been f i x e d by Shakespear; and h i s 
s u c c e s s o r s , i n ray opinion, would shew 8S bad 
a t a s t e i n attempting to introduce a new manner, 
as i n i m i t a t i n g the obsolete quaintness p e c u l i a r 
to the w r i t e r s of h i s age...But i n the s t r u c t u r e 
of the drama, I have ventured to preserve the 
u n i t i e s of the Greek t h e a t r e along with the 
n a t u r a l circumstances and dialogue of the E n g l i s h . " 

The g r e a t e s t i n f l u e n c e exerted by the c l a s s i c s i n t h i s 

period i s an e x t e r n a l one found i n the concern shown by many 

w r i t e r s to adhere to the u n i t i e s , r a t h e r than to s t r i v e f o r an 

inner, r e s t r a i n e d t r a g i c r e a l i t y . The i n f l u e n c e of the u n i t i e s 

i s found from Byron to Dr. Whitelaw A i n s l i e who i n h i s Preface 

to Clemenza; or The Tuscan Orphan (Bath, 1/6/1822) 1823 

s t r e s s e s that 

"the time does not occupy quite twenty-four hours; 
with r e s p e c t to the p l a c e , the f u r t h e s t range 
does not exceed two m i l e s . " 

A more d i r e c t i n f l u e n c e i s n a t u r a l l y found i n p l a y s 

such as P. Bayley's Orestes, i n Argos, 1825, which have a spec­

i f i c a l l y c l a s s i c a l i n s p i r a t i o n . 

Of the major w r i t e r s who wrote p l a y s , Byron s e t most 
30 

s t o r e by the c l a s s i c a l u n i t i e s , and by 
" w r i t i n g n a t u r a l l y and r e g u l a r l y , and producing 
r e g u l a r t r a g e d i e s , l i k e the Greeks; but not i n 
i m i t a t i o n - merely the o u t l i n e of t h e i r conduct, 
adapted to our own times and circumstances, and 
of course, no chorus." 31 

30. c f . Marino F a l i e r o . Doge of Venice, Preface^ 
Sardanapalus, Pr e f a c e . 

31. L e t t e r to John Murray, k/vli/A821 i n The Works of Lord 
Byron. L e t t e r s and J o u r n a l s , ed. by R.E. Prothero,1922 
v.217-218. 
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I n the same l e t t e r Byron e x p l a i n s : 

" I f you want to have a notion of what I am t r y i n g 
( i n w r i t i n g t r a g e d i e s ) , take up a t r a n s l a t i o n of 
any of the Greek t r a g e d i e s . I f I s a i d the o r i g i n a l , 
i t would be an impudent presumption of minej b.ut 
the t r a n s l a t i o n s are so i n f e r i o r to the o r i g i n a l s 
that I think I may r i s k i t . Then judge of the 
' s i m p l i c i t y of p l o t , e t c . 1 and do not judge me by 
your mad old dramatists " 

I n another l e t t e r to Murray, 1I|/vii / l 8 2 U , Byron emphasises 

t h i s : -

"My object has been to dramatize, l i k e the Greeks, 
(a modest phrase'.), s t r i k i n g passages of h i s t o r y . . . 
You w i l l f i n d a l l t h i s v e r y u n l i k e Shakespeare; 
and so much the b e t t e r i n one sense, f o r I look 
upon him to be the worst of models, though the 
most ext r a o r d i n a r y of w r i t e r s . I t has been my 
obje c t to be as simple and severe as A l f i e r i , 
and I have broken down the poetry as n e a r l y as I 
could to common language." 32 

The i n f l u e n c e of the I t a l i a n A l f i e r i and that of the 

French t r a g i c w r i t e r s both tended to emphasise c l a s s i c a l 

r e g u l a r i t y , one of the marks of the Augustan age, which was 

g i v i n g way to the new s p i r i t of romance a t .the end of the eigh­

teenth century. T h i s new s p i r i t i n f l u e n c e d the E n g l i s h stage 

by appearing i n German adaptations and t r a n s l a t i o n s . Unfor­

t u n a t e l y i t was not Goethe or S c h i l l e r who i n f l u e n c e d E n g l i s h 

dramatists so much as Kotzebue. This German i n f l u e n c e d i d not 

l a s t very long: A.F. T y t l e r ' s t r a n s l a t i o n of S c h i l l e r ' s 

32. i b i d , p.323. 
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Die Reuber (1781) i n 1792, could be taken as a s t a r t i n g point, 

and by 1819 the craze had died down.^ But w h i l s t i t l s s t e d 

w r i t e r s were i n f l u e n c e d by the sentimentalism of Kotzebu* whose 

p l a y s were performed i n t r a n s l a t i o n . 

Another unfortunate German i n f l u e n c e was experienced by those 

w r i t e r s who tended to write c l o s e t dramas; S c h i l l e r and Goethe 

were t r a n s l a t e d i n t o E n g l i s h , but the t r a n s l a t i o n s were seldom 

good t h e a t r e , so t h e i r readers 

" f i n d i n g th8t S c h i l l e r end Goethe could not be 
performed i n England....were i n c l i n e d to f o r g e t 
t h a t there were t h e a t r e s i n Germeny." 3k 

T h i s l e d many w r i t e r s into w r i t i n g plays which were as u n s u i t ­

able f o r the theatre as were many of the German t r a n s l a t i o n s . 

Wordsworth r e f e r r e d to the p l a y s of the l e s s e r German 
35 

d r a m a t i s t s as " s i c k l y and s t u p i d Germsn Tregedies." ^ Scott 

observed of the seme German pla y s that 
"the. tumid i s too o f t e n s u b s t i t u t e d f o r the sublime; 
and f a c u l t i e s and d i s p o s i t i o n s the most opposed to 
each other are sometimes described'as e x i s t i n g i n 

' the same person." 36 

33. c f . N i c o l l , i v , 85. 
3k* N i c o l l , i i i , 73. 
35. L y r i c a l B e l l a d s . second e d i t i o n , P r e f a c e . 
36. E s s a y on the Drama. 1819. T h i s essay f i r s t appeared 

in^fche Encyclopaedie B r i t a n n i c a ^ j.n> eMiev^, 
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Scott a l s o remarked t h a t the b e t t e r German plays had not come 
to England: 

" f o r , by some unfortunate chance, the wretched 
pieces of Kotzebue have found a readier, acceptance, 
or more w i l l i n g t r a n s l a t o r s , than the s u b l i m i t y o f 
Goethe, the romantic s t r e n g t h o f S c h i l l e r , or the 
deep t r a g i c pathos of Lessing. They have tended 
however (wretched as the model i s , ) ' to introduce 
on our stage a degree o f sentiment, and awaken among 
the audiences a s t r a i n o f s e n s i b i l i t y to which 
before we were strangers," 37 

H a z l i t t , i n examining German tragedy, n o t i c e d : 
"The German tragedy (and our own, which i s o n l y 8 
branch of i t ) aims at e f f e c t and produces i t o f t e n 
i n the highest degree; and i t does t h i s by going 
a l l the lengths not only o f i n s t i n c t i v e f e e l i n g , 
but o f speculative o p i n i o n , 8nd s t a r t l i n g the hero 
by t u r n i n g over the e s t a b l i s h e d maxims of s o c i e t y , 
and s e t t i n g at nought a l l the received r u l e s o f 
composition... I t i s an i n s u l t and defiance to 
A r i s t o t l e 1 s d e f i n i t i o n o f tragedy. The a c t i o n i s 
not grave, but extravagant; the f a b l e i s not probable, 
but improbable; the f a v o u r i t e characters are not 
only low, but v i c i o u s ; the sentiments are such as 
do not become the person i n t o whose mouth they are 
put, nor t h a t of any other person; the language 
i s a mixture o f metaphysical jargon and f l a r i n g 
prose; the moral i s i m m o r a l i t y . " 38. 

Frederic Howard, E a r l o f C a r l i s l e , remarks i n the "Preface 
to h i s play, The Step-Mother^ 1800|: 

"Without presuming t o a r r a i g n the popular t a s t e 
on the subject of t h e a t r i c a l performances, or to 
h i n t any o p i n i o n of my own on the German Drama, 
( w i t h which I profess to be but l i t t l e acquainted) 

37. i b i d . 
38. Lectures on the Dramatic L i t e r a t u r e o f the Age o f 

E l i z a b e t h . Lecture V I I I . H a z l i t t . v i . 360. 
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I f l a t t e r myself no candid B r i t i s h c r i t i c w i l l 
be offended by the acknowledgement, t h a t , i n the 
c o n s t r u c t i o n o f the f a b l e or i n the conduct o f the 
f o l l o w i n g scenes, recourse has not been had to 
recorded h i s t o r y , or t o the i n v e n t i o n o f contemporary 
wr i t e r s ' . Their works, i n t h i s i nstance, have not 
been t r a n s l a t e d , t h e i r s t y l e of col o u r i n g has not 
been copied, and t h e i r p l o t s have been safe from 
v i o l a t i o n . " 

W h i l s t the Epilogue o f the same play contains these l i n e s : 
"Should you t o n i g h t our Poet but endure, 
Y o u ' l l f i x h i s frensy, and beyond a l l cure 
Lord*, how he' 11 vapour, and how domineer! 
How l i t t l e i n h i s eyes s h a l l we appear! 
God knows but h e ' l l attempt i n desperate rage, 
To amend the t a s t e , and fashion o f the age, 
And grown q u i t e w i l d , blaspheme the German stage! 
Th i s , y o u ' l l confess, i s f o l l y i n the extreme; 
0 do not then approve h i s dangerous dream; 
But damning him, decree i t be h i s f a t e , 
Twelve plays a year, from Kotzebue to t r a n s l a t e . " 
G.A. Rhodes i n a P r e l i m i n a r y Essay t o hi s p l a y Dion^ 

I 8 0 6 j i s also c r i t i c a l o f the German i n f l u e n c e upon contemporary 
E n g l i s h drama : 

"The p r i n c i p a l defect i n modern tragedy i s th8t i t 
g e n e r a l l y oversteps the modesty o f nature; the 
causes of t h i s I conceive t o be an attachment t o 
the German school, and an i m i t a t i o n o f the spurious 
passion, the f a l s e b r i l l i a n c y , the creeping numbers, 
and d u l l and s o p h i s t i c declamation o f 'the e a r l i e r 
E n g l i s h tragedians, e x t o l l e d much beyond t h e i r due 
m e r i t by the p s e u d o c r i t i e s o f the present day." 
Associated w i t h the German i n f l u e n c e was the i n t e r e s t 

i n the mysterious and t e r r i b l e as found i n Gothic a r t . This, 
j u s t as much as the German experiments, was an attempt by 
dramatists to provide new themes and m a t e r i a l s f o r the stage. 
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Walpole's The Mysterious Mother, 1768, was the forerunner o f a 
succession o f plays dealing w i t h the t e r r o r s o f mystery and 
sur p r i s e u s u a l l y unfolded i n gloomy macabre surroundings, 
e i t h e r of crumbling c a s t l e or convent or o f dark, unfathomable 
woods, or any other background c a l c u l a t e d t o t h r i l l an audience. 
This, on the whole, had a bad in f l u e n c e upon dramatists who 
tended to s u b s t i t u t e stage business f o r a c t i o n , and to lose 
s i g h t of any genuine t r a g i c emotion i n great waves o f sensib­
i l i t y . 

"The p o s s i b i l i t i e s o f Gothicism as a conventional 
framework w i t h i n which t r a g i c f e a r s might be 
explored were scarcely even perceived. The 
gothi c m i l i e u n e i t h e r acquired the symbolical 
q u a l i t y w i t h which Yeats endowed the I r i s h 
legends, nor d i d i t develop i n t o a convenient 
framework which fr e e d the dramatists from the 
l i m i t a t i o n s o f v e r i s i m i l i t u d e and enabled 
them to extend the meaning o f the m a t e r i a l s 
to the f u l l s t a t u r e o f tragedy, i n some such 
manner as Shakespeare t r e a t e d the ancient 
s t o r i e s o f Hamlet and Lear, or the Greeks the 
o l d myths. I t s p r i n c i p a l i n f l u e n c e was to 
f o s t e r the t h e a t r i c a l . " 39 

Consequently many w r i t e r s , surrounded by Gothic works, can 
do no other than produce Gothic heroes and v i l l a i n s performing 
among the stock Gothic p r o p e r t i e s : gloom, t e r r o r , mystery, 
unmentionable complications - u s u a l l y associated w i t h some 
weird f a m i l y r e l a t i o n s h i p - and, most d e s t r u c t i v e of a l l f o r 

39- Moody E . f l r i o r , The Language o f Tragedy. New York, 19^7, 
p. 217 
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the best tragedy, gross exaggeration o f sentiment. 
Coleridge i n h i s " C r i t i q u e on B e r t r a m " ^ has thoroughly 

examined a Gothic tragedy and thoroughly exposed i t . A f t e r 
going through the play act by act and showing how r i d i c u l o u s 
are so many o f the e f f e c t s , Coleridge concludes thus upon the 
character o f Bertram : 

"This f e l o de se and t h i e f - c a p t a i n , t h i s 
loathsome and leprous confluence o f robbery, 
a d u l t e r y , murder and cowardly assassination, 
t h i s monster whose best deed i s , the having 
saved h i s b e t t e r s from the degradation of 
hanging him, by t u r n i n g Jack Ketch t o himself, 
f i r s t recommends the c h a r i t a b l e Honks and 
h o l y P r i o r to pray f o r h i s s o u l , and then 
has the f o l l y and impudence to exclaim: 

' I d i ed no felon's death, 
A w a r r i o r ' s weapon f r e e d a w a r r i o r ' s s o u l I ' " 

Coleridge's own play Remorse^ (D.L.23.i.1813) 1813, 
i s not e n t i r e l y f r e e from Gothic a t t r i b u t e s w i t h a mysterious 
and unpleasant event i n the form o f attempted f r a t r i c i d e be­
f o r e the a c t i o n begins^but considering the period i n which i t 
was w r i t t e n i t i s h a p p i l y free from Gothic f a u l t s . Words-

hp 
worth's The Borderers 181+2, has a Gothic p a t t e r n w i t h the 

i+O. Biographia L i t e r a r i a 1817* Chapter x x i i i . 
Bertram by C.R. Maturin, 1816, performed D.L.9.V.1816 
cf.pp. j 2.4 - J 2.9. 

U1. cf.Pp- 2fc4" i95. 
U2. cf.pp. U\l-liol. 
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d e l i b e r a t e development of mystery and w i t h h o l d i n g of the 
s o l u t i o n , i n the s e t t i n g s o f bleak moor and rui n e d c a s t l e , 
but Wordsworth, as has been p o i n t e d out by Mr. Bertrand Evans, 
t r i e d t o work out. an idea w i t h i n 8n e s t a b l i s h e d Gothic frame­
work, whereas most Gothic w r i t e r s aim at e x p l o i t i n g the frame­
work to o b t a i n the maximum o f mystery, gloom and t e r r o r . 
Wordsworth may have f a i l e d to w r i t e a good, a c t i n g tragedy, but 
at l e a s t h i s attempt shows t h a t Gothicism as such, d i d not have 
to c r i p p l e the t r a g i c v i s i o n . This i s provedd c o n c l u s i v e l y 
i n Shelley's The C e n c i ^ | 1819^ where there are some scenes, as, 
f o r example, I I I , i , g i v i n g the d e s c r i p t i o n o f 8 r a v i n e , and 
those scenes showing Beatrice's reactions t o her f a t h e r ' s s i n , 
Which could be i n t e r p r e t e d as r e v e a l i n g signs o f Gothic i n f l u ­
ence, but the p l a y as a whole i s l i f t e d q u i t e beyond a l l such 
l i m i t e d and l i m i t i n g influences by Shelley's own genius. 

Lesser w r i t e r s . a l s o bear witness t o the Gothic i n f l u ­
ence, not only t a c i t l y i n t h e i r p l a y s , which, as we w i l l see, 
are, i n many instances, s t r o n g l y i n f l u e n c e d by the Gothic 
t r a d i t i o n , but openly, e i t h e r w i t h p r a i s e or condemnation, i n 

1+3. Gothic Drama - from Walpole t o Shelley. U n i v e r s i t y o f 
C a l i f o r n i a P u b l i c a t i o n s i n E n g l i s h , vol.XVIII, 1 9 4 7 ,P . 2 2 2 . 

kh. c f . pp-i/t-3^*. 
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prefaces. T.J. Serle i n h i s Preface t o R a f f a e l l e Cimaro.1819, 

remarks : 
"The f o l l o w i n g Play has c e r t a i n l y no e x t r i n s i c 
a t t r a c t i o n to recommend i t . I t s T i t l e Page 
can boast n e i t h e r o f 'horrors' nor 'mysteries.' 
No 'Spectres' glare w i t h d e l i g h t f u l p o r t e n t i n 
c a p i t a l l e t t e r s on the cover; nor does a 
'Robber's Gave' or a 'Haunted Tower' i n v i t e 
the reader to pry i n t o i t s recesses, or magnani­
mously slumber amidst i t s a p p a r i t i o n s . " 

p o i n t s to the great p o p u l a r i t y which Gothic drama enjoyed 
p l a y readers. 

J. H a ^ i t t takes an opposite view, which may i n p a r t be 
explained by h i s w r i t i n g t w e n t y - f i v e years e a r l i e r . I n h i s 
Preface to h i s "The Count de V i l l e r o i . or. The Fate o f P a t r i o t ­
ism, 179U, he notices: 

"One tragedy only occurred £H. Walpole's, The 
Mysterious Mother. 1766*3 o f considerable m e r i t , 
which was not the work of a professed poet; and 
the excellence of t h a t , indeed, i s so great t h a t 
i t ought r a t h e r , perhaps, t o have made him £j. 
H a a ^ i t t J throw down h i s pen i n despair, than 
animated him to proceed. Those who are acquainted 
w i t h the 'Mysterious Mother,' w i l l not look 
f u r t h e r f o r t h a t work which i s here intended 
we s h a l l not e a s i l y f i n d a piece i n which elegance 
o f language, u n i t y o f design, s t r i c t p r e s e r v a t i o n 
o f character, w i t h a l l the higher excellencies o f 
tragedy - the power of e x c i t i n g p i t y , t e r r o r , 
d i s t r e s s , and horror f o r g u i l t , are more eminently 
u n i t e d . " 
Along w i t h the German, and to a l e s s e r degree w i t h the 

Gothic i n f l u e n c e , there i s a s t r a i n of moral teaching. Joanna 
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U5 
B a i l l i e , we have seen, pointed t o the moral sanction f o r 
her work. Of the le s s e r w r i t e r s , V/. Preston i n p a r t i c u l a r a l ­
ways aimed at i n c u l c a t i n g a morel, no matter what else might 
s u f f e r thereby: w r i t i n g of his pla y Offa and E t h e l b e r t ; or 
The Saxon Princes, D u b l i n , 1791, i n " L e t t e r to a Fr i e n d on the 
Subject o f the Saxon Princes" he remarks : 

" I know i t wants the b u s t l e and i n t r i g u e , so 
necessary to the modern drama; I know, t h a t 
many o f the speeches mas'- be thought declamatory, 
d i f f u s e , and languid; but I f l a t t e r myself, i t 
contains a p u r i t y o f sentiment, and a s t r a i n o f 
m o r a l i t y , which, w i t h a candid reader, w i l l hide 
a m u l t i t u d e of s i n s . " 

Preston's Preface t o The Siege of I s m a i l , 179^-, i s long and a l -
m6st completely devoted t o e x p l a i n i n g the moral and a l l o w i n g 
i t t o e x p l a i n h i s complete lack of dramatic t a l e n t : 

" I do not consider i t fThe Siege o f I s m a i l ! as 
a regular tragedy, but, merely, as a moral poem 
i n dialogue...the l e n g t h and declamatory cast 
o f many o f the speeches must be a t t r i b u t e d to an 
anxious desire o f impressing my moral." 

S i m i l a r l y J. D i l l o n i n a " P r e f a t o r y L e t t e r to John Symmons," 
says o f h i s tragedy, Re t r i b u t i o n ; - or. The C h i e f t a i n ' s Daughter, 
(C.G . 1.i . l 8 l 8 ) 1818: 

"Whatever Reception the Work may e v e n t u a l l y 
meet w i t h from the P u b l i c , i t i s , at l e a s t , 
an honest e f f o r t t o i n c u l c a t e an useful and 
important moral Lesson; i n any case i t i s 
t h e refore of some value. " 

U5- cf.p.30. 
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This unnatural emphasis upon one aspect o f a l l c r e a t i v e 
work l e d w r i t e r s l i k e D i l l o n and Preston to w r i t e tragedies of 
no m e r i t and yet t o remain complacent i n the face o f t h e i r i n ­
a b i l i t y because they had at l e a s t t r i e d t o give moral i n s t r u c t ­
i o n which, as has so o f t e n been explained, i s una v a i l a b l e i f 
the work does not please f i r s t . 

A d i f f e r e n t a t t i t u d e i s to be found, as one would expect, 
i n the Preface t o Shelley's The Genci. 1820, 

"The highest moral purpose aimed a t i n the 
highest species o f the drama, i s the teaching 
the human heart, through i t s sympathies and 
a n t i p a t h i e s , the knowledge of i t s e l f ; i n 
p r o p o r t i o n to the possession o f which knowledge, 
every human being i s wise, j u s t , s i n c e r e , 
t o l e r a n t and kind.. I f dogmas can do more, i t i s 
w e l l : but a drama i s no f i t place f o r the en­
forcement of them." 

But even Shelley does not go beyond the idea of self-knowledge, 
whereas the m o r a l i t y o f great a r t c o n s i s t s i n an a f f i r m a t i o n 
t h a t i s w i t h d i f f i c u l t y a r r i v e d a t , and perhaps p r e c a r i o u s l y 
maintained. The m o r a l i t y which the w r i t e r s o f t h i s p e r i o d 
u s u a l l y thought of was the simple examination o f commonplace 
un-experienced precepts. 
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( i i i ) A t t i t u d e o f w r i t e r s to the stage. 
The dramatic theory of t h i s p e riod was modified by a 

r e l a t i v e l y new a t t i t u d e to p l a y w r i t i n g . Before the eighteenth 
century a p l a y such as Samson Agonistes. or the plays o f the 
n o n - t h e a t r i c a l Seneccan dramatists of the l a t e XVI and e a r l y 

45* 

XVII c e n t u r i e s , w r i t t e n t o be read r a t h e r than performed, was a 
r a r i t y , but the l a t e eighteenth century saw a great increase 
i n the number of plays w r i t t e n not so much f o r the stage as 
f o r the c l o s e t . The reasons f o r t h i s increase i n c l o s e t drama 
are v a r i e d ; some depend upon the t h e a t r i c a l conditions o f 

kS 

t h i s p e r i o d , f o r the huge, t h e a t r e s , the love o f spectacle 
.and melodrama, the s t a r system, a l l discouraged poets from 
t r y i n g to gain performance f o r t h e i r plays. Byron i s an ex­
ample of one poet who shrank from p u b l i c performance - " I w i l l 
not be exposed to the insolences o f an audien c e " ^ Thus, 
i n c r e a s i n g l y there a r i s e s a b e l i e f t h a t to w r i t e a p l a y not 
intended f o r the stage was a normal a c t i v i t y , which was the 
worst p o s s i b l e b e l i e f to c i r c u l a t e during a p e r i o d o f Romantic 

1+6. c f . Chapter I . 
1+7. Works o f Lord Byron, L e t t e r s and Journals, ed. by R.E. 

Prothero, 1922, v.221: A l e t t e r to John Murray, 1 1 . v i i . l 8 2 1 
4.5a, Such w r i t e r s as Daniel, Fulke G r e v i l l e , the Countess o f 

Pembroke. 

http://11.vii.l821
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poetry when the l y r i c a l aspect o f poetry predominated, making 
dramatic o b j e c t i v i t y even more d i f f i c u l t . Wordsworth under­
stood some measure of the t r o u b l e when he wrote: 

"A dramatic Author, i f he w r i t e f o r the stage, 
must adapt himself t o the t a s t e o f the audience, 
or they w i l l not endure him; a c c o r d i n g l y the 
mighty genius o f Shakespeare was l i s t e n e d t o . . . . 
t h a t Shakespeare stooped to accommodate himself 
to the People, i s s u f f i c i e n t l y apparent; and 
one o f the most s t r i k i n g proofs o f h i s almost 
omnipotent gemius i s , t h a t he could t u r n to such 
g l o r i o u s purpose those m a t e r i a l s which the pre­
possessions of the age compelled him t o make 
use o f . " U8> 

What Wordsworth f a i l s to- say i s t h a t , were there any good 
dramatists i n the l a t e eighteenth, e a r l y n i n e t e e n t h centuries, 
they too would " t u r n to g l o r i o u s purpose" a l l the aspects of 
the age which might have displeased them, instead o f grumbling 
about them i n long winded prefaces t o plays designed f o r the 
c l o s e t . Many o f the w r i t e r s regarded the c l o s e t as a second-
best t o sibage performance, but t h i s d i d not seem t o spur them 
on t o greater e f f o r t s to reach the stage. A,.Murphy i n the 
Preface t o Arminius. 1798, remarks: 

"The f o l l o w i n g Poem was w r i t t e n i n the course 
o f l a s t summer. Why i t was not o f f e r e d t o the 
Stage, i t i s unnecessary t o mention." 

J48. "Essay, Supplementary to the Preface" £i.e. Preface 
to The L y r i c a l B a l l a 
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G.A. Rhodes shows the same r e s i g n a t i o n i n h i s " P r e l i m i n a r y 
Essay" t o Dion. 1806: 

"This poem was intended more f o r the c l o s e t 
than the stage, and may be deemed p o s s i b l y 
more a work of p h i l o s o p h i c fancy than 
impassioned i n t e r e s t " 

James B i r d , i n the "Advertisement" to h i s p l a y , Cosmo.-Duke of 
Tuscany. 1822, f r a n k l y admits the superior p o s i t i o n o f the 
stage: 

" I t has become the fashion f o r dramatic poets t o 
a f f i r m ; t h a t t h e i r pieces were not w r i t t e n f o r 
the stage. The Author o f ,Cosm6l cannot make 
such an a f f i r m a t i o n : on the c o n t r a r y , he 
acknowledges t h a t h i s Tragedy was composed ex­
p r e s s l y w i t h a view to i t s performance. That a 
play may be. more i n t e r e s t i n g i n the closet, tlhan 
on the stage, he i s w i l l i n g to allow; yet i f 
i t s respective scenes present not t o "the mind's 
eye", a c e r t a i n p o r t i o n o f p i c t o r i a l e f f e c t , 
combined w i t h the charm - the pathos - of l i t e r ­
a t u r e , i t may e x h i b i t a s e r i e s o f dialogues i n 
verse, but can have l i t t l e , i f any, pretension 
to the d i s t i n g u i s h i n g a p p e l l a t i o n o f a drama." 

Un f o r t u n a t e l y , however, B i r d lacks any f a m i l i a r i t y w i t h the 
th e a t r e . His dramatic treatment seems to c o n s i s t of nothing 
more than r a p i d speech, broken up dialogue, end, at the beginn 
i n g , quick a c t i o n , w h i l s t undramatic d e s c r i p t i o n s i n t r u d e too 

o f t e n , c f . I I , i i i : 
"The s o f t and balmy br e a t h o f evening comes, 
Wafting a joyous freshness on i t s wings; 
The moon i s . sleeping on her aaure couch • 
And heaven's blue canopy hangs cloudless o'er her, 
While two r e f u l g e n t s t a r s are watching near 

As though to guard the chamber o f her rest'." 
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I n the end one r e a l i s e s there has been no r e a l a c t i o n , only 
one character a f t e r another expressing h i s f e e l i n g s about 
a c t i o n , but not developing them, nor a c t i n g upon them. I t 
d e t e r i o r a t e s i n t o melodrama w i t h i t s usual stage business, 
movement and s h i f t i n g about o f Gothic p r o p e r t i e s , instead o f 
the desired i n t e r n a l t r a g i c a c t i o n . I t ends w i t h a convent on 
f i r e and t h i s stage d i r e c t i o n -

" ( J u l i a i s seen above, enveloped i n flame. 
A s h r i e k of women i s heard w i t h o u t . I n a 
few moments Giovanni i s discovered, making 
h i s way through the flames. He catches J u l i a 
i n h i s arms, and bears her f a i n t i n g on the 
sta g e ) . 

/%he e u r t a i n y 8 l l s . " 

"A Female Refugee" who i s the author of The Carthusian F r i a r , or 
The Age o f C h i v a l r y . 1793, confesses: 

"Inexperience i n stage business i n every p a r t 
o f the world, j o i n e d t o the absolute transgression 
of the u n i t i e s of the p e r f e c t Drama, have d e t e r r e d 
her from hazarding i t i n r e p r e s e n t a t i o n . . . . . . 1+9 
Her aims, her desires, are confined t o the 
narrower c i r c l e o f the studious, and, above a l l , the 
compassionatel I t i s i n the s i l e n t recesses o f 
the c l o s e t , t h a t she dares t o court the eye o f 
s e n s i b i l i t y l " 

But s u r e l y one so inexperienced i n stage business should 
have e i t h e r gained stage experience or. turned her thoughts i n 

1+9. The "Female Refugee" means tha t she has f l o u t e d the 
U n i t i e s i n her play and t h e r e f o r e f e e l s i t would not 
be accepted on the stage. 
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other dipec'tions. 
H.H. Miltnan i s unusual i n t h a t h is f i r s t tragedy, 

50 
Fazio, 1815, was performed w i t h applause, yet he continued 
w r i t i n g , not ac t i n g tragedies, but "Dramatic Poems" such as 
The P a l l o f Jerusalem, 1820, which prompted Genestt-to remark: 

"A dramatic poem...is a species o f w r i t i n g 
which ought not to be encouraged - i t i s l i k e 
a mule - n e i t h e r horse nor ass but something 
between both - a person ought to w r i t e a re g u l a r 
Drama, or a regular poem w i t h o u t any reference t o 
the Drama - he who w i l l not conform to dramatic 
laws i s not e n t i t l e d t o dramatic p r i v i l e g e s . " 51 

Genest i s being too f o r c e f u l here, perhaps, but c e r t a i n l y few 
w r i t e r s can w r i t e e f f e c t i v e dramatic poems. I n t h i s p e riod 
Sheiley and Byron both show i t can be done: S h e l l e y w i t h 
Prometheus Unbound and Hellas, Byron w i t h Manfred, but they 
were exceptional. 

50. 

51. 

Surrey, 2 2 . x i i . l 8 l 6 
Genest, X,239. 

- as The I t a l i a n Wife; C G . 5 - i i . l 8 l 8 . 

http://22.xii.l8l6
http://CG.5-ii.l8l8
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CHAPTER I I I 
Minor Tragedy, 1790-181k. 

I n t h i s period, 1790-181 l + , A w r i t e r B published 127 p l a y s 

and 26 appeared anonymously - 153 i n e l l , (Of these p l a y s , h5 

were acted, 21 of them i n London; few of them ran f o r more 

than a n i g h t or two and they were seldom r e v i v e d . . For every 

blank v e r s e tragedy published there must have been approximate-

l y twenty other dramatic works published.) The m a j o r i t y , 

as we would expect i n 8ny p e r i o d , are mediocre, i f not simply 

bad t h e a t r e . I t i s i n s t r u c t i v e , however, to t r a c e the f e a t u r ­

es these p l a y s have i n common, which are p e c u l i a r to t h i s age, 

and help us to understand why they f a i l e d . 

( i ) S e n s i b i l i t y and S e n t i m e n t a l i t y . 

By 1790 s e n s i b i l i t y , w i t h the hero as "the man of f e e l -
p 

i n g , " had developed i n the E n g l i s h drama as w e l l as i n the 

novel. I t became a c u l t of emotion f o r i t s own sake, f o r the 

v i c a r i o u s p l e a s u r e of r e a d e r or audience, and the sheer abandon 

of s i c k l y excess. 
"...the l i t e r a r y school of sentimentalism de­
generated towards the end of the eighteenth 
century. Q u a n t i t a t i v e l y i t f l o u r i s h e d as 

1. c f . A l l a r d y c e N i c o l l ' s " H a n d - l i s t of P l a y s , " N i c o l l , i i i , i v . 
Whenever a p l a y mentioned has been performed performance 
i s recorded i n brackets a f t e r the t i t l e , using a b b r e v i a t ­
ions f o r t h e a t r e s : D.L. f o r Drury Lane; C.G. f o r Covent 
Garden. 

2. M a c k e n z i e ^ "The Man of F e e l i n g " was published i n 1771. 
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much as before, but the authors o f genius had 
been succeeded by i m i t a t o r s w e l l versed i n the 
t r i c k s o f the tren d but without the necessary 
t a l e n t to produce great l i t e r a t u r e . 

"One of the reasons f o r t h i s degeneration was 
the f a c t t h a t sentimental ism, or s e n s i b i l i t y had 
become the fashion-. S e n s i b i l i t y o r i g i n a t i n g i n 
that h y b r i d mixture o f thought and f e e l i n g , was 
characterised by extreme innate sensitiveness, 
which responded to ex t e r n a l s t i m u l i w i t h utmost 
quickness. I n consequence, c e r t a i n outward 
manifestations developed, such as weeping, ("a 
sympathetic p i t y i n g t e a r " ) , kneeling, swooning, 
as SPONTANEOUS signs o f a f e e l i n g heart and 
d e l i c a t e d i s p o s i t i o n . 

" I t i s understandable th a t not everybody was 
g i f t e d w i t h such a f a c u l t y o f responsiveness as 
was expected from a man of s e n s i b i l i t y . Now when 
s e n s i b i l i t y became the fashion, t h a t i s , when 
s e n s i b i l i t y came to be regarded as "good manners," 
a very n a t u r a l expedient was adopted. The e x t e r n a l 
signs were i m i t a t e d i r r e s p e c t i v e of whether the corres­
ponding innate promptings were there or not. 

"The r e s u l t was the accusation o f i n s i n c e r i t y and 
di s s i m u l a t i o n , which, e v e n t u a l l y , became associated 
w i t h the movement as a whole. The stage o f degener­
a t i o n had set i n . " 3 

M.G. Lewis, f o r example, i n Adelgitha; or. The F r u i t s o f 
a Single E r r o r (D.L.30/V1807), 1806, we* a s l i g h t t a l e o f Crus-
aders and t h e i r wives, to support h i s l u r i d f a n c y s p o s i t i v e en­
joyment o f u n d i s c i p l i n e d emotion. The Times. 1.v.1 8 0 7 ,reviewing 

3 . E. Eramestsa, A Study o f the Word "Sentimental" and o f 
other L i n g u i s t i c C h a r a c t e r i s t i c s o f Eighteenth Century 
Sentimentalism i n England, H e l s i n k i , 1951, p . 5 7 « 
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the performance a t Drury Lane on. 30...iv. 1807, .says, 
"But Mr. Lewis i s a poet o n l y i n h i s imagination 
of h o r r o r s ; he i s no master of p o e t i c language -
none o f p o e t i c figures....Mr. Lewis abounds too 
i n the barbarism o f making h i s characters describe 
a passion instead of making them i m i t a t e i t . . . . 
The p u r i t y o f morals, 8nd the r i g i d n e s s o f v i r t u e , 
which are enforced by t h i s tragedy, c a l l e d f o r t h 
the best approbation of a numerous audience. 
Indeed so successful a performance has not been 
witnessed t h i s season." 

This demonstrates the weaknesses of many of the drama­
t i s t s o f t h i s p e r i o d , and by i n f e r e n c e , o f the c r i t i c s : the 
dramatist's i n a b i l i t y to conceive p o e t i c a l l y - "no master of 
the p o e t i c language" - combined w i t h the c r i t i c ' s idea t h a t 
drama can be enhanced, be m8de " p o e t i c " by the a d d i t i o n o f 
"poe t i c f i g u r e s , " as i f they were to be added to a p l a y by the 
w r i t e r from w i t h o u t , instead o f a r i s i n g n a t u r a l l y , through the 
p o e t i c conception from w i t h i n : 

" a r t i s t i c success i n the use o f verse i n tragedy... 
i s contingent on an e s s e n t i a l formal r e l a t i o n s h i p 
between a d i c t i o n p o e t i c a l l y conceived and ordered 
and the dramatic character o f the work...the 
d i c t i o n o f poetic tragedy becomes dramatic only 
when, a f t e r s a t i s f y i n g a l l other necessary demands, 
i t c o n t r i b u t e s t o the form as a necessary 8nd 
probable a c t i o n . " k 

I t also shows the dramatist's l a c k of dramatic f e e l i n g - "mak­
ing h i s characters describe a passion, instead of making them 

h» Moody E . P r i o r , The Language o f Tragedy. New York,1947, 
P.15. 
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i m i t a t e i t " - so t h a t characters verbosely enlarge upon t h e i r 
f e e l i n g s , instead o f a c t i n g i n such a way t h a t the audience 
understands t h e i r emotions through t h e i r v a r i o u s courses of 
a c t i o n , and the necessary, dramatic speech associated t h e r e w i t h . 
This r e s u l t s i n l i n e s such as Wallace declaims i n D. Bain's 
The P a t r i o t : or Wallace (unacted), Edinburgh 1806, I , i i i 

" i n t h a t g l i s t e n i n g eye 
And i n t h i s heaving breast my witness l i v e s . " 

and Henry, i n Henry and Aimeria (unacted)^ 1802, by A. B i r r e l l , 
I I , i , 

"But yet i t wrings my heart to part;...To part? 
Impossible!... .No?, never, never I 
W h i l s t t h i s has judgement,^striking h i s head w i t h h i s 
hand7or t h i s heart hath heat." 

which are no doubt undramatic r e f l e c t i o n s from the many hand­
books published at t h i s time g i v i n g the a s p i r i n g actor ready 
i n f o r m a t i o n upon the appropriate f a c i a l expression and physical 
posture f o r every possible emotion. 

C r i t i c s were bound t o f a i l i n t h e i r task as long as 
sentimentalism end s e n s i b i l i t y were mistaken f o r sincere 
emotion, as happened so o f t e n i n t h i s p e r i o d , so t h a t , f o r 
example, Wallace i n Bain's The P a t r i o t , becomes an eighteenth 
century man o f f e e l i n g . His love f o r v i r t u e and honour 
forces him to f i g h t ; consequently he l a c k s a l l dramatic con­
f l i c t , as no way i s open t o the man o f honour other than the 
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path of honour i t s e l f . The p l a y drags on f o r f i v e undramatiCj 
ins i n c e r e a c t s , r e l a t i n g the s t o r y of Wallace's f i g h t f o r S c o t t ­
i s h independence. Thus i t i s not r e a l l y s u r p r i s i n g to f i n d thee 
c r i t i c so misleading about Adelgitha - "the p u r i t y of morals, 
and the ri g i d n e s s o f v i r t u e which are enforced by t h i s tragedy" 
- a play abounding i n a moral repulsiveness. The f i n a l de­
grad a t i o n i s "the best approbation o f a numerous audience." 

The tendency t o d e s c r i p t i v e speech, which i s associated 
w i t h S d i f f u s e ^ s e n t i m e n t , i s a common weakness o f the age, e.g. 

5 
i n J. Mylne "The B r i t i s h Kings'1-^ I , v, Cadwallan proclaims: 

" I cannot, l i k e a s u p e r s t i t i o u s g i r l 
To her confessor, sigh a piteous t a l e 
Of human f r a i l t y , and implore forgiveness, 
Made of more stubborn s t u f f , my haughty heart, 
That i l l can bear e'en f r i e n d s h i p ' s k i n d rebuke, 
W i l l s w e l l w i t h i l l - t i m e d passions, and convert 
My f r i e n d i n t o a foe." 

Both Mylne's p l a y s , The B r i t i s h Kings and Darthula. use i n ­
volved, u n t h e a t r i c a l v e r b o s i t y making them d u l l poems and 
abysmal pleys. I n Dallas's L u c r e t i a t a l k abounds concerning 

""Magdeline1 s marriage t o Orlando, who, unknown to e i t h e r , i s 
her f a t h e r , but the play does not move, i t i s - a c o n t r a d i c t i o n 
i n terms - a s t a t i c p l a y , which can never produce an honest 

5. I n Poems, 1790 (unacted). 
6. I n Miscellaneous W r i t i n g s . 1797 (unacted). 
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t r a g i c c o n f l i c t . The same undramatic e x p o s i t i o n i s found i n 
Mrs. Deverell's Mary, Queen o f Scots (unacted)^ 1792, e . g . I I , i v , 
Queen Mary -

"There, i n conjunct o p i n i o n 
Of E l i z a b e t h 1 s i l l e g i t i m a c y , 
Henry o f Prance, e n j o i n ' d h i s son and me 
T1assume the t i t l e o f England 1s King and Queen, 
And bear t h 1 arms as my h e r e d i t ' r y r i g h t . " -

Where too many l i n e s l i k e t h i s bog down a play already handi­
capped by 8 lack o f t r a g i c c o n f l i c t . Such c o n f l i c t as does 
e x i s t i s a simple one between Mary, who wants t o f l e e to Eng­
land, and her attendants who do not - instead o f the much more 
i n t e r e s t i n g one which must have e x i s t e d w i t h i n Mary h e r s e l f 
and would have given the play the dramatic v i g o u r i t so obvious­
l y lacks. James Grahame, i n h i s Mary Stewart, Queen o f Scots, 
(unacted), 1801, Edinburgh, has the same d i f f i c u l t y o f devel­
oping a c o n f l i c t , but overcomes i t by making h i s play centre 
r a t h e r upon Adelaide, an attendant much loved by Mary, and 
Douglas, Adelaide's l o v e r . Douglas i s captured and executed 
by.the E n g l i s h a f t e r an a b o r t i v e attempt a t rescuing Mary from 
her c a p t i v i t y . His l i f e c ould, however, have been saved had 
Mary signed a document proclaiming h e r s e l f a murderess and a 
h a r l o t . Here Mary's c o n f l i c t l i e s between her a f f e c t i o n s , as 
a p r i v a t e persori^and her r e s p o n s i b i l i t i e s as a queen. This 
gives shape to the play, which i s w r i t t e n l a r g e l y from Shakes­
pearean i n s p i r a t i o n . The l e s s e r characters, the mechanics, 
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use prose, an unfortunate pseudo-Scots, and attempt humorous 

r e l i e f . Grahame a l s o d i s p l a y s an unusual and welcome r e a l i s m 

when, at the end of I , i i , Adelaide, who has j u s t made a v e r y 

b r i e f a s i d e , i s addressed by Leven - "Haste, muttering minion, 

to thy chamber." T h i s forms a c o n t r a s t to the more u s u a l 

l a c k of a t t e n t i o n p a i d to a s i d e s of much g r e a t e r length i n 

t h i s p eriod, which was much more ready to abuse, than to use, 

the convention. Shakespearean echoes sound through Grahame's 

language as i n I , i i i , i n a d e s c r i p t i o n of ICary* s a r r i v a l i n 

S c o t l a n d i n a barge: 

" G r a c e f u l she stood, 
\7ith one hand cla s p e d around the rose wreathed post, 
Which o'er her. head upheld a s i l k e n sky 
Tinged f a i n t l y with a broken - v a u l t e d rainbow. 
At i n t e r v a l s was heard a quire of f l u t e s , 
Breathing such l a y s l - - -
The l i s t e n i n g waves seemed music l u l l e d , heaving 
With n o i s e l e s s s w e l l , t h at gently r a i s e d 
And yet h a l f y i e l d e d ! n e a t h the g i l d e d prow." 

Which i s so obviously derived from Antony end Cleopatra I I , i i . 

Another unusual f e a t u r e i s h i s t r i c k of using r a p i d dialogue 

o f t e n g i v i n g c h a r a c t e r s no more than a l i n e a t a time. But 

the p l a y f a i l s because Grahame has grasped no more than a few 

outward dramatic p r o p e r t i e s , e.g., use of humorous prose scenes 

to r e l i e v e tension, breaking up of long speeches, and has 

followed too much the outer form of Shakespeare, h i s rhythms, 

file:///7ith
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cadences, use of language, so t h a t the play lacks u n i t y to 
harmonise these outward t r i c k s , and Grahame h i m s e l f lacks an 
ear f o r i n d i v i d u a l dramatic verse. Consequently the pl8y i s 
melodramatic w i t h characters who do not develop w i t h i n the 
a c t i o n . This weakness i s even more apparent i n Grahame1s 
Y/allace (unacted), 1799, Edinburgh, where he t r e a t s the s t o r y 
o f Wallace and Margaret of Hexeldham. I t may be t h a t he i s 
g a i n i n g experience i n t h i s p l a y , or perhaps he could not sym­
pathise w i t h h i s characters as much as he does i n Mary Stewart. 
Queen of Scots: howsoever, Wallace i s s t i f f and unnatural 
w i t h long, undramatic speeches, which could belong to any o f 
the characters, so l a c k i n g i n i n d i v i d u a l i t y are they. 

A lack of dramatic pungency i s self-confessed by W. 
Preston. His play Offa and E t h e l b e r t . or, The Saxon Princes 
(unacted^ 1791» Dublin, which abounds i n long tedious speeches 
of d e s c r i p t i o n embodying a moral tone o f high seriousness i s 
p r i n t e d along w i t h " L e t t e r t o a Friend on the Subject o f the 
Saxon Princes", where Preston says o f h i s play: 

" I know t h a t many of the speeches may be thought 
declamatory, d i f f u s e , and l a n g u i d ; but I f l a t t e r 
myself, i t contains a p u r i t y of sentiment, 8nd a 
s t r a i n o f m o r a l i t y which, w i t h a candid reader, w i l l 
hide a m u l t i t u d e o f sins " 

Again, i n the Preface to h i s The Siege of I s m a i l (unacted\)il79ij. 
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he admits: 
" I am sensible t h a t many of the speeches i n t h i s 
poem are too long and declamatory, and, as a p l a y , 
i t i s censurable f o r being embarrassed w i t h person­
ages, th a t are unnecessary to the f a b l e ; and 
scenes t h a t do not form the catastrophe." 

and excuses a l l h i s undramatic ways by saying i t i s to i n c u l ­
cate a moral - " m o r a l i t y should be i t s £the drama's} predom­
i n a n t f e a t u r e . " 

Sentiment and m o r a l i t y should never be c a l l e d i n to 
"hide a m u l t i t u d e o f sins": i f Preston wanted to give only 
a moral lesson, he should have used a d i f f e r e n t a r t form, and 
not p r o s t i t u t e d the drama, e s p e c i a l l y as he seems to r e a l i s e 
how t h e a t r i c a l l y inadequate h i s plays are.yet he does show an 
occasional gleam of promise, such as E t h e l b e r t ' s image i n I , i , 

"With c r u e l a r t she d a l l i e s w i t h my love 
And wrings w i t h hope delay'd my sicken'd s o u l , 
Winds up desire to madness, and wears out 
The s t r i n g s o f l i f e , " 

where the' f i r s t conventional l i n e s f i n i s h i n a t i g h t l y k n i t 
image achieved by a true r e a l i s a t i o n o f the imaginative s t r e n g t h 
which should be d e r i v e d from p o e t i c drama a t i t s best. 

This moral tendency was o f t e n denounced - though not 
always, as we saw from the c r i t i c ' s misunderstanding o f 
Adelgitha - i f and when such plays were performed, as,e^g'. 
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H.J. Pye's Adelaide, 1800, (D.L.25/i/l800). when The Dramatic 
Censor commented, "Twas a f a s t sermon i n d e c a s y l l a b i c verse, 
t r a n s f e r r e d from the p u l p i t to the stage." ^ Doran remarks: 

"but who knows anything more of 'Adelaide" then 
t h a t i t was. i n s i p i d , possessed not even e ' t u n e f u l 
nonsense', and was o n l y d i s t i n g u i s h e d f o r having 
made Mrs. Siddons and John Kemble appear almost 
as i n s i p i d es the pley." 8 

end Genest: "Kemble end Mrs. Siddons ere s a i d never to heve 
9 

appeared to less advantage." Yet, as we have seen, Lewis's 
A d e l g i t h a . or The F r u i t s o f a Single E r r o r , which has the under­
l y i n g repulsiveness one would expect from the author o f The 
Monk, was welcomed f o r "the p u r i t y o f morals, and the r i g i d n e s s 
of v i r t u e which are enforced by t h i s tragedy." The c r i t i c s 
then, as now, were not i n agreement, but i t i s i n t e r e s t i n g t h a t 
even i n t h i s age of s t a r performers Mrs. Siddons and John Kem­
ble could not make Adelaide acceptable. 
( i i ) Gothic elements. 

Sentiment, s e n s i b i l i t y , a high moral tone and Gothicism 
are a l l involved i n each other. "Sentiment" i s used f o r f i n e 
f e e l i n g s , o f t e n w i t h a high moral and humanitarian s a n c t i o n ; 

7. Op c i t . No. V, l / i i / 1 8 0 0 ^ 
8. Doran, i i i , 2. 
9. Genest, v i i , 1+63. 
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" s e n s i b i l i t y " f o r an almost morbid perception and r e c e p t i o n of 
f i n e f e e l i n g s , leading to an obvious response t o them. Gothic-
ism i s not so readll-y d e f i n a b l e ; outwardly i t i s characterised 
by the p r o p e r t i e s f i r s t found i n the Gothic novel: w i l d , scen­
i c backgrounds, storms, ruined c a s t l e s , gloomy groves, myster­
ious monasteries, a l l combining t o produce a su r p r i s e climax of 
t e r r o r and h o r r o r . Coleridge, i n a review of Mrs. R a d c l i f f e ' s 

10 
The Mysteries o f Udolpho, n o t i c e d : 

"The same powers o f d e s c r i p t i o n are displayed 
fas i n the Romance o f the Forest!. the same 
p r e d i l e c t i o n i s discovered f o r the wonderful and 
the gloomy - the same mysterious t e r r o r s are 
c o n t i n u a l l y e x c i t i n g i n the mind the idea o f a 
supernatural appearance C u r i o s i t y i s kept 
upon the s t r e t c h from page t o page, and from 
volume to volume, and the secret, which the" 
reader t h i n k s himself at every i n s t a n t on the 
p o i n t o f p e n e t r a t i n g , f l i t s l i k e a phantom before 
him, and eludes h i s eagerness u n t i l the very l a s t 
moment o f p r o t r a c t e d expectation..... the i n t e r e s t 
i s completely dissolved when once the 8dventure 
i s f i n i s h e d , and the reader, when he i s got t o the 
end o f the work, looks about i n v a i n f o r the s p e l l 
which has bound him so s t r o n g l y to i t . " 

This c r i t i c i s m could e a s i l y be app l i e d t o most o f the Gothic 
dramas. 

By 1790, t h i s e x t e r n a l Gothic h o r r o r was being augmented 

10. C r i t i c a l Review. August, 1794. 



- 68 -

by an i n t e r n a l agony o f s u f f e r i n g : 
"Horrors continued t o be popular, but less i n 
the way o f robbers, ghosts, and t y r a n t s , e x t e r n a l 
mi s e r i e s , crass romances, and empty t i r a d e s , 
than i n inward commotions o f the s o u l . " 11 

Coleridge had p r o f e s s i o n a l experience -
"but indeed I am 8lmost weary of the T e r r i b l e , 
having been an h i r e l i n g i n the C r i t i c a l Review 
f o r the l a s t s i x or ei g h t months - I have been 
l a t e l y reviewing the Monk, the I t a l i a n , Hubert 
de Serrace and Ec end Ec - i n a l l of which 
dungeons, and o l d c a s t l e s , a n d ^ s o l i t a r y Houses 
by the Sea Side, and Caverns 9&&. Woods, &fl 
e x t r a o r d i n a r y characters, & a l l the t r i b e o f 
Horror and Mystery, have crowded on me - even to 
s u r f e i t i n g . " 12 

A r e f l e c t i o n of t h i s i s found i n Coleridge's remarks on Shakes­
peare's c h a r a c t e r i s t i c s . Among other things he praises Shakes­
peare f o r 

"Expectation i n preference t o s u r p r i s e . . . 
As-the f e e l i n g w i t h which we s t a r t l e 8t a shooting 
s t a r , compared w i t h t h a t of watching the sunrise 
at a pre-established moment, such and so low i s 
s u r p r i s e compared w i t h expectation....Keeping a t 
a l l times on the high road o f l i f e ^ Shakespeare 
has no innocent a d u l t e r i e s , no i n t e r e s t i n g i n c e s t s , 
no v i r t u o u s v i c e ( j a i l very Gothic a t t r i b u t e s } ; 
he never renders t h a t amiable which r e l i g i o n and 
reason a l i k e teach us t o det e s t , or cl o t h e s 
i m p u r i t y i n the garb of v i r t u e , l i k e Beaumont 
and F l e t c h e r , the Kotzebues of h i s day." 13. 

11. A. Brandl:.', Coleridge and the English Romantic School. 
1887,P.166». 

12. C o l l e c t e d L e t t e r s of Samuel Taylor Coleridge, ed. 
E.L. Griggs, 1956, i , 318. 

13. Shakespearian C r i t i c i s m . 1930, ed. T.M. Raysor, p.225-6. 
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The characters 'of these plays are u s u a l l y surrounded by 
a mystery o f some d r e a d f u l , unmentionable nature. Often some 
event which occurred many years before the p l a y opens, i s the 
mysterious impulse which gives the p l a y what form i t has by 
beginning the a c t i o n . This event i s always r e f e r r e d to i n 
obscure, d i f f i c u l t terms, w i t h much 8gony, u n t i l i t s f i n a l 
r e v e l a t i o n , u s u a l l y i n the l a s t a c t , when, l i k e a deus ex 
machina, i t explains a l l the d i f f i c u l t i e s and mysteries which 
have accumulated throughout the play. 

Take, f o r example, W. Sotheby's J u l i a n and Agnes, or 
The Monks of the Great St. Bernard (0.1.25/^/1801^1801. and 
the a l t e r e d stage v e r s i o n , E l l e n , or. The Confession, 1816, 
which t e l l o f J u l i a n , Count of Tortona, re-named "Alfonso" i n 
Ellen,who, already married t o Agnes, bigamously marries E l l e n , 
a young woman whom he has promised t o look a f t e r when she was 
submitted t o h i s care by her b r o t h e r , who was e v i d e n t l y dying 
of wounds on the b a t t l e - f i e l d . (He does, i n f a c t , l i v e - a 
t y p i c a l Gothic s u r p r i s e ) . J u l i a n h a p p i l y maintains two 
households w i t h o u t any apparent conscience t r o u b l i n g s , u n t i l 
E l l e n ' s b r o t h e r re-appears and denounces him. Whereupon 
J u l i a n i s promptly overwhelmed by a desolate sense of s i n . 
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He f l e e s t o the mountains t o l i v e w i t h the monks o f the Great 
St. Bernard. Meanwhile the desolate Countess Agnes, confronted 
w i t h the mystery of her husband's sudden disappearance - E l l e n ' s 
brother denounced J u l i a n o n l y t o himself - determines t o enter a 
convent, as J u l i a n had l e f t word asking her t o regard him as 
dead. E l l e n , the second w i f e , knowing from her brother o f 
Ju l i a n ' s f i r s t marriage, has j o i n e d Agnes, who i s ignorant of 
Elle n ' s h i s t o r y and who urges E l l e n t o j o i n her. They t r a v e l 
i n t o the Gothic, mountainous country where the monks of the 
Great St. Bernard l i v e , and are attacked by assassins, who are 
beaten o f f by J u l i a n . Before t h i s happens we have seen J u l i a n 
i n the monastery t r o u b l i n g a l l the monks by h i s great sense 
of g u i l t - and no wonder, f o r the care w i t h which a Gothic hero 
c u l t i v a t e s h i s g u i l t and remorse, h i s s i n and h i s damnation, 
would upset a l l but the most C e l v i n i s t i c o f C h r i s t i a n s . I n 
E l l e n . I l l , i i , the Provost o f the Monastery t a l k s t o Alfonso: 

"Provost. Know, too, our holy church 
Has pray'rs and penances of power to cleanse 
The soul from a l l i n f e c t i o n s . 

Alfonso. This to me*. 
\7ho commun'd w i t h h i s soul and t a l k ' d w i t h 

g u i l t 
Lonely on unknown heights, where none e'er 

gaz'd 
Penance to mel who watchful o f the sound 
Heard the n i g h t tempest c a l l , and walk'd 

abroad 
When nought but Heaven's avenging m i n i s t e r s 
The l i g h t n i n g o f wing'd w h i r l w i n d mov'd on 

earth'. 
T8lk not t o me o f penance." 
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The p l a y closes w i t h J u l i a n being f o r g i v e n by h i s wives before 
he di e s . E l l e n also d i e s . Nearly a l l these f a c t s , however, 
of the r e l a t i o n s h i p s and o f the past, are concealed u n t i l the 
end; only mysterious references h i n t at J u l i a n 1 s s i n and 
crime and at E l l e n 1 s i d e n t i t y , so t h a t the p l a y i s more a k i n 
t o a detective novel than a tragedy. The s i t u a t i o n i s not 
t r a g i c , but melodramatic and w i l d l y romantic: E l l e n , i n E l l e n ; 
or The C o n f e s s i o n ^ I , i i i . warnes the Countess: 

"oh! beware! 
Thou hast r a i s ' d me from the couch of death, 
And a l l unconscious to thy bosom clasp'd 
The adder t h a t must pierce thee - search not out 
My secret s o u l , nor rouse i t s slumbrous f i r e s . " 

an e x t r a c t from a speech a l l i n t h a t v e i n which puzzles both 
the Countess and the audience, coming to a climax w i t h 

" The awful voice 
Again has warn'd me f o r t h : but, where are thou 
Who c a l l ' s t on E l l e n ? " 

This supernatural voice i s another Gothic p r o p e r t y , g u i l t , as 
i t were, s p i r i t u a l i s e d i n t o a voice o f conscience. I n I I , i 
and i i , we are introduced t o Alfonso - J u l i a n - i n the Convent 
of the Great St. Bernard, adding to the sense o f mystery as he 
i s apparently q u i t e unconnected w i t h Act I and i s himself ob­
v i o u s l y b e d e v i l l e d w i t h g u i l t . Alfonso meets the Provost 
of the Convent, I I , i : 



- 72 -

"Alfonso. I must h a i l him,*. 
Your benediction, f a t h e r ! 

Provost. Peace be w i t h thee'. 
Alfonso ( s t r i k i n g his b r e a s t , rushes by him) 

Peace! never - never." 
I n I I I , i , -the bigamous marriage i s revealed, g i v i n g a melo­
dramatic scene between E l l e n and Agnes; then i n I I I , i i , "The 
I n s i d e o f a Gothic Cathedral", E l l e n melodramatises before 
A l f o n s o 1 s tomb - he had l e f t i n s t r u c t i o n s to the Countess Agnes 
f o r h i s tomb t o be r a i s e d when he disappeared. I n Act IV 
Alfonso confesses to the Provost, and Act V t i e s up the ends, 
but i t does not resolve the tragedy, f o r there i s no tragedy 
to resolve; i n s t e a d there i s a succession o f acts p r o v i d i n g 
o p p o r t u n i t i e s f o r melodramatic h i s t r i o n i c s . A t r a g i c s p i r i t 
may not perhaps p r o p e r l y be expected from the minor tragedy 
o f any p e r i o d , yet we do expect a t r a g i c form^but here^ and too 
o f t e n i n h i s p e r i o d , the p l o t i s not t r a g i c but i s more accur­
a t e l y termed "melodramatic." Sotheby s u f f e r s from the weak-

.. ness. of h i s age - t h a t no genuine idea o f tragedy p r e v a i l e d 
among the dramatists. 

This play also demonstrates a stage i n the e v o l u t i o n of 
the Byronic hero, as traced by Bertrand Evans i n Gothic Drama 

1 k 
from Walpole t o Shelley. ^ There Mr. Evans sees a movement 

1k. U n i v e r s i t y o f C a l i f o r n i a P u b l i c a t i o n s i n E n g l i s h . 
X V I I I , 1947. 
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i n Gothic drama le a d i n g from v i l l a i n - h e r o , through hero-
v i l l a i n , to Byronic hero. The emphasis upon mystery, gloom . 
and t e r r o r , r e q u i r e d the v i l l a i n t o be the most powerful f i g u r e 
so t h a t the atmosphere could best be e x p l o i t e d . Star actors 
were encouraged to take the v i l l a i n ' s p a r t as the most import­
ant i n the pl8y. Their n a t u r a l d e s i r e t o appeal t o the audience 
was pandered to by sympathetic touches i n the v i l l a i n s , who 
g r a d u a l l y evolved i n t o heroes. I n tragedy t h i s m o d i f i c a t i o n 
was probably hastened by the w r i t e r ' s desire t o have a strong 
t r a g i c hero. I n Sotheby we f i n d the h e r o - v i l l a i n i n J u l i a n -
Alfonso, has almost become the Byronic hero such as Manfred f o r 
example. J u l i a n i s the only v i l l a i n i n the p l a y , but nei t h e r 

of the wronged heroines f e e l s any animosity towards him, be-
15 

cause he i s also the hero. 
The same weakness, of mystery r e p l a c i n g the t r a g i c 

impulse, i s found i n the anonymous The Carthusian F r i a r ; ov} 

The Age o f Chivalry (unacted ) r -1793 , by "A Female Refugee. 
Eugenia, Duchess of Rochford, has l i v e d i n g r i e f ever since, 
eighteen years before, the Duke, a f t e r a secret discussion w i t h 
her, rode o f f never t o r e t u r n . Rochford, her son, now eighteen 

15. Though t h i s same tendency i s found i n , e.g. Frank i n 
Ford* s The Witch of Edmonton. 1658. 



- 7k -

years o l d , suddenly wanting to solve t h i s mystery, accosts 
his mother, I , i i : 

"Rochford. You start'. - mysterious hour', why tremble 
thus? 

Why heaves t h a t bosom l i k e the s w e l l i n g sea 
When tempest-shook? - E x p l a i n t h i s horror'. -
Speak'. 

Eugenia. I cannot - Ply me'. " 
Rochford, determined to seek an explanation, goes to the 
cousrt at P a r i s , where he i s mocked as having an i d i o t f a t h e r . 
He returns to h i s mother, p r o v i d i n g the author w i t h a scene 
she obviously r e v e l s i n when young Rochford and h i s mother 
meet i n St. Michael's Chapel before the tomb o f the l a t e Duke 
of Rochford, the f a t h e r and husband. ( I n t h i s p e r i o d , we must 
note, a tomb does not n e c e s s a r i l y include a corpse.) The 
Duchess enters, I T I , i i i : 

"Once more, thou dismal treasury o f sorrow'. 
Once more, remote from every human eye 
(As the pale miser s t e a l s to count his gold) 
I come to number o'er my store of g r i e f s i " 

YoUng Rochford, w i t h many catches i n h i s breath, asks i f he 
r e a l l y i s the son-, of the l a t e Duke. Amid great sentiment 
and lamentation the scene ends, without a d e f i n i t e answer -
a technique now employed by bad d e t e c t i v e s t o r i e s . I n Act IV 
the Duchess reveals how Mansoli, a great f r i e n d of her 
husband's, h8d attempted t o seduce her. She spurned him. 
I n revenge Mansoli made Rochford believe she had a paramour. 
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Rochford stabbed h i s w i f e , then pregnant, and vanished. But 
he had miscalculated the f a t a l blow and the Duchess l i v e d . 
She weeps and exclaims, as she has e v i d e n t l y been doing f o r 
eighteen years. Young Rochford weeps also before rushing 
o f f to avenge his mother. An added c o m p l i c a t i o n i s found i n 
J u l i e t , a young g i r l o f mysterious antecedents, who loves 
Rochford. I n I I , i , she exclaims, 

"0 do not search the reason o f my g r i e f s , 
Unless thou canst as s u r e l y give t h e i r remedy1. 
Unless thou canst invoke some pow 1r d i v i n e 
To banish shame, which holds my tongue enchain'd 
V/hen I wou'd speak o f them." 

J u l i e t , d isguised 8S a page, and owing much to Shakespearean 
maids, i n s i m i l a r circumstances, accompanies Rochford i n h i s 
search f o r Mansoli. She reveals her i d e n t i t y i n time to 
plead w i t h Rochford not to f i g h t Mansoli, whom he has f i n a l l y 
found i n T u r i n . Rochford, however, f i g h t s a duel - n a t u r a l l y 
winning - and Mansoli, before he dies, confesses his crime 
towards Eugenia. He also admits to having r u i n e d a woman 
before he met Eugenia - the r e s u l t o f which r u i n i n g turns out t 
be J u l i e t . Then Rochford i s arr e s t e d , under T u r i n laws, f o r 
his d u e l l i n g . A f r i a r who comes to comfort him i n p r i s o n 
turns out to be h i s own f a t h e r , the " l a t e " Duke of Rochford, 
who h8d sought t y p i c a l Gothic refuge i n a monastery from h i s 



w i f e ' s i n f i d e l i t y . A great sentimental scene f o l l o w s . Then 
the news a r r i v e s t h a t Eugenia has died. Young Rochford goes 
to the s c B f f o l d , w h i l s t o l d Rochford r e t u r n s t o h i s c e l l , where, 
i t i s s t r o n g l y h i n t e d , he w i l l o n l y survive a few days, ao 
great i s the burden o f h i s remorse. 

There i s no genuine tragedy i n t h i s p l a y , unless tragedy 
i s to be equated w i t h mystery and unhappiness, w h i l s t the idea 
o f a t r a g i c hero meeting h i s death through breaking the law of 
a c i t y does not add t o the "tragedy." The bad w r i t i n g i s i n ­
separable from the bad p l o t : the conception i s non-poetic 
and n o n - t r a g i c , w h i l s t the whole play i s almost a parody o f 
the worst aspects of Gothic melodrama: a mysterious mother, 
whose son suddenly s t a r t s posing unanswerable questions; a 
husband and f a t h e r who i s missing, assumed dead, but who turns 
up i n a monastery, o l d and f e e b l e , very w i l l i n g to experience 
g r i e f and remorse and t o w elcome death; a young g i r l o f myster­
ious parentage, always revealed f i n a l l y as noble; a l l the 
mysteries surrounding these people being demonstrated and 
worked out i n midnight groves, Gothic chapels or cath e d r a l s , 
monasteries w i t h t o l l i n g b e l l s , r u i n s , or any of the other 
stock Gothic p r o p e r t i e s , to the accompaniment o f melodramatic 
o u t b u r s t s , i n e x p l i c a b l e s t a r t s and sighs and many tears from 
both sexes. 
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Another Gothic mystery drama i s provided by S. Richard­
son 1 s Gertrude (unacted)^ 1810. Here Gertrude, the leading lad; 
advised by her nurse Ursula, has exchanged babies so t h a t her 
son m8y become.Count Li n c k e n s t e i n . Now, the r e q u i s i t e number 
of years having passed, the c h i l d r e n are o l d enough f o r marriage 
and Gertrude i s seething w i t h remorse. Her daughter Clara, and 
Henricus, her apparent son, suspect t h a t something i s amiss, 
not only from Gertrude's mysterious innuendos, but from t h e i r 
mutual l o v e , which goes beyond b r o t h e r l y a f f e c t i o n . C lara, 
meanwhile, i s betrothed t o the Count who i s her r e a l b r o t h e r . 
This i s a t y p i c a l Gothic s i t u a t i o n ; i n v o l v e d r e l a t i o n s h i p s 
t r e m b l i n g upon the b r i n k of unmentionable s i n s , which so o f t e n 
take the form of some k i n d of breach o f the t a b l e of a f f i n i t y . 
Gertrude determines, a f t e r much t u r m o i l , to resolve the s i t u ­
a t i o n , as f a r as she h e r s e l f i s concerned, by t a k i n g poison. 
She i s prevented by another stock Gothic property - a f r i a r . 
Just as Clara and her unacknowledged b r o t h e r are standing be­
f o r e the a l t a r on the v e r y b r i n k of matrimony a short note 
w r i t t e n by Gertrude, confessing everything and h u r r i e d l y d e l i v ­
ered by Fr. Anselm, prevents a catastrophe. Everything i s 
explained and Gertrude goes to a nunnery: obviously her Gothic 
choice was between t h a t and death. This melodramatic, emot­
i o n a l f r e n z y i s e n t i t l e d , Gertrude, A Tragic Drama, but wherein 
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the tragedy c o n s i s t s i s d i f f i c u l t t o understand. Fr. Anselm 
closes the play thus, r e f e r r i n g t o Gertrude: 

" - She stands a mournful evidence t o prove 
That not the best i n t e n t i o n s can s u f f i c e 
No, nor the c l e a r e s t sense, or proudest t a l e n t s , 
To guard us thro' l i f e ' s p e r i l s and temptations, 
Unless the soul i s arm'd by FORTITUDE, 
- Her v i r t u e s struck upon the Rock o f FEAR." 

Sentiments s i n g u l a r l y i n a p p r o p r i a t e when a p p l i e d to Gertrude, 
who e x h i b i t s n e i t h e r "best i n t e n t i o n s , " " c l e a r e s t sense" nor 
"proudest t a l e n t s , " w h i l s t her so-c a l l e d v i r t u e s s t r u c k , not 
upon "the Rock o f FEAR", but upon the rock of maternal s e l f i s h ­
ness. Once again we f i n d an unhealthy p i e t y based upon 
pse u d o - C h r i s t i a n i t y o f 8 most unpleasant k i n d . 

Mrs. Richardson's other p l a y , E t h e l r e d , A Legendary 
Tr a g i c Drama (unacted)^ 1810 i s no b e t t e r . E t h e l r e d I I has 
married a commoner, E t h e l g i v e , against the advice of h i s nobles 
Now the nobles recognise her worth and want t o crown her as 
queen. But E t h e l r e d has f a l l e n i n love w i t h Emma, Princess 
o f Normandy, and i s now going t o renounce E t h e l g i v e as i f i t 
were a noble s a c r i f i c e f o r h i s country. E t h e l g i v e swoons 
and remains unconscious so long t h a t i t i s assumed she i s dead. 
Et h e l r e d now r e g r e t s h i s passion f o r Emma, e s p e c i a l l y a f t e r 
reading a noble, s e l f - s a c r i f i c i n g l e t t e r from E t h e l g i v e anent 
t h e i r c h i l d r e n . E t h e l g i v e r e v i v e s . E t h e l r e d i s k i l l e d by 
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Ethelgive's b r o t h e r , who then poisons E t h e l g i v e f o r s t i l l 
f e e l i n g warmly towards E t h e l r e d . E t h e l r e d i s a most na'ive 
h e r o - v i l l a i n , swinging from one emotion t o another j u s t as i t 
pleases Mrs. Richardson. I n I I , i i , E t h e l r e d i s made to 
throw away hi s chance of c o n f l i c t , 

". . . . One of us must s u f f e r , 
And why not she? The reasoning i s f a i r : 
I ' l l t h i n k no more of her, and beauteous Emma 
S h a l l w i t h her heavenly presence q u i t e d i s p e l 
Each dark and fear-form*d v i s i o n . . . . " 

At the end of I I , i i i , E t h e l r e d , l e a v i n g E t h e l g i v e , drops a 
p i c t u r e o f Emma: the mind boggles a t an Anglo-Saxon p o r t r a i t 
o f a Princess c l a t t e r i n g unnoticed to the ground. F i n a l l y , 
however, the moral i s drawn, E t h e l r e d should have remained 
f a i t h f u l to E t h e l g i v e . 

Another moral ending i s provided by G. Masterton i n 
The Seducer (unacted^ 1811, which ends: 

"From t h i s seduction what misery has come'. 
0, th a t men ever c a r r i e d i n t h e i r minds 
The curb f o r passion, t h a t a moment's pleasure 
Often incurs e t e r n i t y o f pain." 
Another Gothic p l a y w i t h a strange r e l a t i o n s h i p element 

i s R.C. Dallas's L u c r e t i a . 1 ^ Orlando i s preparing to marry 
Magdeline, who, unknown to e i t h e r , i s i n f a c t h i s daughter. 

16. Miscellaneous W r i t i n g s . 1797 (unacted). 



- 80 -

The mystery i s not revealed u n t i l L u c r e t i a , Magdeline's mother, 
but not Orlando's w i f e , r e t u r n s from a pilgrimage o f penance, 
accompanied by her l e g i t i m a t e son, though n e i t h e r mother nor 
son knows ofythe r e l a t i o n s h i p . This involved p l a y i s n e i t h e r 
dramatic nor p o e t i c , i n conception, or i n execution and, as 
r e f e r r e d t o above, i t i s no more than s t a t i c t a l k . I t i s 
i n t e r e s t i n g to note a t y p i c a l Gothic element: L u c r e t i a has 
been on a pilgrimage o f penance f o r the s i n o f Magdeline's 
conception, which was committed more than eighteen years before 
8nd has been r e g r e t t e d ever,.sinc.e. Yet penance continues. 
There i s the same, unpleasant wallowing i n s i n , a r e p u l s i v e 
d e l i g h t i n the continued remembrance o f mistakes and a r e f u s a l 
to accept forgiveness - presumably the s i n has been committed 
against God, i f we may judge from some o f the s o l i l o q u i e s ^ and 
th e r e f o r e capable o f being f o r g i v e n by God. 

Much the same k i n d o f t h i n g occurs i n W. Hayley's 
Ehdora (C.G.29/i/l790)^ 1811: Raymond i s f a l s e l y accused o f 
murdering h i s pr i n c e , who was i n f 8 c t murdered by an enemy o f 
Raymond's so that Raymond could be blamed, Endora, Raymond's 
w i f e , having refused t o g r a t i f y t h i s man's desires. Raymond 
i s imprisoned and h i s f a t h e r urges him to s u i c i d e . For many 
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w a i l i n g scenes the f a t h e r believes he has succeeded, but 
Endora stops Raymond, the r e a l murder^ i s revealed and peace 
res t o r e d . This p l o t i s i n no sense t r a g i c : there i s no 
t r a g i c c o n f l i c t or t r a g i c hero, and any t r a g i c s i t u a t i o n s which 
might have been developed are neglected. The characters 
lament t o one another i n bad verse and a l l ends h a p p i l y w i t h 
the bad man punished and the good man j u s t i f i e d . The use 
of language may be i l l u s t r a t e d from I , i , when an o f f i c e r 
r e p o r t s : 

11 Yes, my l o r d , 
Your l o v e l y daughter, i n a g r a t e f u l t r a n s p o r t 
Charg 1 d me t o thank you f o r the joyous summons, 
Which she i s hastening to obey." 

His other plays, The Viceroy (unacted)^ Chichester, 1811, and 
The Heroine o f CBmbria, (unacted)^ Chichester, 1811, both have 
the same weaknesses q.f undramatic exclamations imposed upon 
themes t r e a t e d melodramatically. J. Templeton, The Ship­
wrecked Lovers (unacted)^ Dublin^ 1801, 8 l s o indulges i n melo­
drama and bad verse. His hero, Seymour, ends the play: 

"When f a t e s are wearied w i t h t h e i r f i e r c e s t rage, 
And wish our g r i e f s and sorrows to assuage, 
When the f u l l c o n f l i c t o f our cares are o'er, 
When the black p h i a l pours i t s i l l s no more: 
To temper b l i s s w i t h woe, the powers above, 

Waft to our bosoms heav'n-descended lo v e , 
Bid' y i e l d i n g beauty hear the b u r s t i n g s i g h , 
And wipe the f l o w i n g t o r r e n t s from the eye, 
Command the thoughts o f dangers past t o cease, 
And warm the soul to r a p t u r e , love and peace." 
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This tendency to melodrama a f f e c t s most o f the minor 
tragedy, 1790-181^, i n v a r y i n g degrees. Whenever a t r a g i c 
v i s i o n i s l a c k i n g the dramatists have feigned the t r a g i c 
emotion by a s s a u l t s upon the sentimental emotions. This 
emotional emphasis was encouraged by the tendencies o f the 
p e r i o d i n other a r t forms. The major w r i t e r s were enabled t o 
pass beyond crude emotional e f f e c t s because they tended to be 
more i n t e l l e c t u a l l y i n v o l v e d i n the problems of t h e i r age. 

These Gothic p r o p e r t i e s , mystery, gloom, perpetual 
penance, g u i l t and violence o f emotion, .are accompanied by s e n t i 
ment end an unpleasing m o r a l i t y , combining to give an o v e r a l l 
unhealthy impression, i n e v i t a b l e when emotions probably f a l s e 
t o begin w i t h , are e x p l o i t e d f o r t h e i r own sake. At f i r s t 
Gothic p r o p e r t i e s c o n s t i t u t e d a genuine attempt t o introduce 
f r e s h themes and m a t e r i a l s as eighteenth century themes 
were growing too f a m i l i a r and could not be expected to appeal 
t o the new s p i r i t of the age which was moving a t the end of the 

17 
eighteenth century. But the dramatists could not see 
how a powerful drama might have evolved had they Used the 
Gothic machinery as a framework w i t h i n which t o developotheir 
themes. Instead, they were .content to e x p l o i t the framework 
i t s e l f , and by concentrating upon the Gothic p r o p e r t i e s neg­
l e c t e d the tragedy which they both c o u l d and should have 
17. Moody E. P r i o r , The Language o f Tragedy. Few York,19l|.7, 

Chapter I v , "Nineteenth Century Tragedy," pp.213-290. 
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presented. Dramatic a c t i o n tended to be replaced by stage 
business. J. Haggitt, The Count de V i l l e r o i . or The Fate o f 
P a t r i o t i s m (unacted), 179U f states i n h i s Preface: 

"we s h a l l not e a s i l y f i n d a piece ^Haggitt i s 
r e f e r r i n g t o W8lpole's The Mysterious Mother.17681 
i n which elegance of language, u n i t y o f design, 
s t r i c t p r e s e r v a t i o n of character, w i t h a l l the 
higher excellencies o f tragedy - the power of 
e x c i t i n g p i t y , t e r r o r , d i B t r e s s , and ho r r o r f o r 
g u i l t , are more eminently u n i t e d . " 

I n h i s p l a y H8ggitt not only confuses stage business w i t h 
dramatic a c t i o n , but crude assaults upon the s e n s i b i l i t i e s w i t h 
emotion, the more e a s i l y as a p a t r i o t i c element enters the 
play. I n IV, i , J u l i a , the heroine, has a s o l i l o q u y o f 100 

l i n e s upon her emotions, which i s both u n t h e a t r i c a l and t y p i c a l 
o f these plays. J. Mason, i n The Renown. w r i t e s a tragedy 
which amounts to no more than the moving around o f Gothic 
p r o p e r t i e s ; mystery i s furnished by the Marchioness de E b o l i 
who agonises over her daughter J u l i a ' s i n t e n t i o n to marry Lord 
Dormer. The Marchioness very obviously and v o c i f e r o u s l y has 
a secret g r i e f , explained when Desmond, Lord Dormer's f r i e n d , 
appears and reveals himself as the Marchioness's n a t u r a l son. 

She wants to keep t h i s q u i e t , but Desmond f i n d s h i s f a t h e r and 
, the Marchioness d i e s . There i s no tragedy, only a s t u p i d 
mystery, unexplained t e r r o r , g r i e f and remorse. Mason 

18. I n L i t e r a r y M i s c e l l a n i e s . 1809, I I (unacted). 
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appears to w r i t e blank verse tragedy as a hobby s u i t a b l e f o r 
19 

a gentleman. His other play, Ninus concerning a usurping 
monarch i n Babylon, i s not so Gothic, but i s as useless. 
Baker says of Mason, " o f t h i s person we know no more than 
t h a t he wrote The Natural Son. T.8 vo^QOJ^0 This p l a y , 
The Matural Son. I have been unable t o trace and t e n t a t i v e l y 
conclude th a t i t i s an a l t e r n a t i v e or e a r l i e r t i t l e o f 
The Renown, as Mason s t a t e s i n h i s "Observations on our P r i n c i p 
Dramatic 21 

al/Authors," t h a t "two ( o f these plays) have been already 
published." His hobby a t t i t u d e may e x p l a i n h i s bad w r i t i n g , 
but i t probably i n d i c a t e s t h a t he f o l l o w e d the best k i n d o f 
contemporary tragedy as he saw i t , i n s t ead of w r i t i n g w i t h any 
a r t i s t i c consciousness r e a c t i n g t o the age i n which he l i v e d or 
to h i s own v i s i o n o f the world. The mars h a l l i n g o f the out­
ward, obvious Gothic manifestations could never replace genuine 
dramatic a c t i o n . W. Preston, i n h i s " L e t t e r to a F r i e n d , on 

22 
the Subject of the Saxon Princes," says 

" I know i t COffa and E t h e l b e r t l wants the bust l e 
and intrigue") so necessary t o the modern drama.... 
I know t h a t the i n t r o d u c t i o n o f madness has f a l l e n 
i n t o some d i s c r e d i t , and perhaps j u s t l y . A mad 
scene has been a k i n d of bow o f Ulysses, i n which 

19. I n L i t e r a r y M i s c e l l a n i e s , 1809, I I (unacted). 
20. D.E. Baker, I . Reed, S. Jones, Biographia Dramatica; or 

A Companion to the Playhouse. 1812, i ,U95. 
21. Steedi,^er^y /vUsuUa~icf, >t0% 
22. Offa and E t h e l b e r t . Dublin, 1791. 
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every t r a g i c w r i t e r , great and s m a l l , who 
wished t o produce a r a n t , has t r i e d h i s s t r e n g t h ; 
yet what i s more n a t u r a l than p r i v a t i o n o f 
reason under v i o l e n t a g i t a t i o n s o f mind? 
And, what i s b e t t e r c a l c u l a t e d t o produce, i n 
stage r e p r e s e n t a t i o n , the dramatic e f f e c t s o f 
t e r r o r and p i t y ? " 

This emphasis upon "bus t l e and i n t r i g u e " and " t e r r o r and 
p i t y " i s wrong; b u s t l e and i n t r i g u e there may w e l l be i n a 
tragedy, but i t should be i n c i d e n t a l to the development of 
the t r a g i c theme, and not r e f e r r e d t o , as Preston does here, 
as some k i n d of an extra prescribed s p e c i f i c a l l y f o r "the 
modern drama." P i t y enters i n t o tragedy, as one element,-

end not the most important one, i n the response o f the audience, 
but i t should q u i c k l y be developed end deepened i n t o a r i g h t 
compassion which embraces, not one p a r t i c u l a r character or 
p l a y , but the, whole unfathomed p e r p l e x i t y o f the universe: 
the p i t y r e f e r r e d t o by Preston i s the l a t e e i g h t e e n t h century 
p i t y f o r a p a r t i c u l a r character and his predicament. S i m i l ­
a r l y the Gothic t e r r o r i s e x p l o i t e d f o r i t s own sake and i s 
not allowed to harmonise w i t h a proper p i t y so t h a t any cathar­
s i s may be achieved. 

Along w i t h t h i s went purposeful assaults upon the 
s e n s i b i l i t i e s instead o f upon the compassion o f the audience. 
I n I I I , i , o f The M i n s t r e l , or The Heir o f Arundel (unacted)^ 
1805, by J. West, Rudolph, E a r l of Arundel, a t y r a n t and a 
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murderer, remembers how he murdered a young boy who stood i n 
h i s way: 

"What to me i s beauty? 
I murder 1d beauty. Rosy was h i s cheek: 
His eye a morning sun-beam; and h i s arms, 
As he extended them i n V8in f o r mercy -
Oh! h o r r o r l h o r r o r l f a t a l pomp', c u r s t greatness! 
Would I could q u i t t h i s s t a t e , and once again 
Enjoy one peaceful hour! " 

Such i n a r t i s t i c e f f o r t s t o bludgeon a reader, or an audience, 
i n t o a t r a g i c response, r e l y i n g upon simple melodrama to do i t , 
are u s u a l l y boosted by stage d i r e c t i o n s . (And one can imagine 
t h a t actors l a v i s h e d a l l t h e i r melodramatic powers upon such 
p a r t s ) . The Castle of Montval. (D.L.23,iv,1799),1799, by 
T.S. Whalley, was w r i t t e n so t h a t Mrs. Siddons could p l a y the 
Countess. I t abounds w i t h Gothic mystery, spectres, haunted 
rooms, and deep groans. I n IV, i v , d i r e c t i o n s i nclude "More 
groans; she £the Countess) s t a r t s aghast....."; "Groans r e ­
peated} " "She looks w i t h w i l d . h o r r o r round the alcove." 

I n the preface, "To the P u b l i c " o f the Anonymous, 
The Carthusian F r i a r , or. The Age o f C h i v a l r y (unacted)^1793 

the Author w r i t e s : . 
"Her aim ( i . e . t h e a u t h o r ' s ) , her d e s i r e s , are confined 
to the narrower c i r c l e of the studious, and, above a l l , 
the compassionate! - I t i s i n the s i l e n t recesses o f . 
the c l o s e t , t h a t she dares to court the eye o f 
s e n s i b i l i t y ! " 

which displays her misunderstanding o f "tragedy", as she has 
so termed her play. , 



- 87 -

( i i i ) German i n f l u e n c e . 
This s e n s i b i l i t y went along w i t h the i n f l u e n c e o f 

German drama and o f German ideas, which was p a r t i c u l a r l y strong 
at the end o f the eighteenth century, when the French influence 

23 
began to wane as a l l things French appeared u n p a t r i o t i c . 
Kotzebue's sentimental dramas encouraged English sentimental 
tragedies and spectacular melodramas. Performed adaptations 
and t r a n s l a t i o n s of Kotzebue, as s t r a i g h t plays, spectacles 

24 
or melodramas, l i s t e d by Professor A l l a r d y c e N i c o l l between 
1790.and 1825, only amount to 16 and they were not f r e q u e n t l y 
performed. But the unproduced, and o f t e n unproduceable 
t r a n s l a t i o n s had a stronger e f f e c t upon -English d r a m a t i s t s , 
who were w r i t i n g as much f o r the c l o s e t as f o r the stage. 
Between 1790 and 1825, Professor N i c o l l l i s t s 70 such plays, 
o f a l l kinds, ranging from l i t e r a l t r a n s l a t i o n s to f r e e odisptat-
ions. This t o t a l o f 86 p l a y s , dependent upon only one f o r e i g n 
dramatist, demonstrates h i s i n f l u e n c e , one which tended toward 

25 
heavy emotion, melodramaand sentiment. B e t t e r German 
dramatists d i d not have so. much i n f l u e n c e . Eight t r a n s l a t i o n s 
23. N i c o l l , i i i , 59-61. 
24. N i c o l l , i i i , 232-348, 377-406; i v , 249-558, 

567-643. 
25. N i c o l l , i i i , 4, 66. 
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or adaptations o f plays by Goethe were published between 1790 
and 1825. Faust appeared f i r s t i n an anonymous abridged ver­
s i o n i n 1821, and Lord Francis Gower 1s t r a n s l a t i o n i n 1823. 
I n the same p e r i o d S c h i l l e r appeared i n 21 d i r e c t t r a n s l a t i o n s 
or adaptations of one k i n d or another, of which 5 were performed 
between 1790 and 1825, 1 i n 1848, and the remaining 15 were un­
performed. Consequently the i n f l u e n c e of Goethe and S c h i l l e r 
i n the period was not as powerful as t h a t o f the lesser Kotzebue 
who could not provide the i n t e n s i t y of t r a g i c s p i r i t found i n , 
e.g. Die Raliber. 

N a t u r a l l y t h i s German in f l u e n c e was commented upon 
during the period. Wordsworth notes th8t -

"the works of Shakespeare and M i l t o n are d r i v e n 
i n t o neglect by f r a n t i c novels, s i c k l y and 
s t u p i d German Tragedies." 26 

27 
Coleridge, i n h i s " C r i t i q u e on Bertram" r e f e r s to " p e r n i c i o u s 
barbarisms and Kotzebuisms i n morals and t a s t e s . " He t'hen 
continues t o examine German drama and t r a c e s i t s . roots to 
E n g l i s h works, such as Young's Night Thoughts. Hervey's 
Meditations and Richardson's Clarissa Harlowe - i n f a c t , t o 
the e a r l i e s t works o f the sentimental school of E n g l i s h w r i t e r s . 
26. L y r i c a l B a l l a d s . Preface. 
27. Biographia L i t e r a r i o . x x i i i . 
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Coleridge concludes : 
"The so-called German drama, t h e r e f o r e , i s English 
i n i t s o r i g i n , English i n i t s m a t e r i a l s , and 
E n g l i s h by re-adoption." 
This r e c o g n i t i o n o f the sources of German drama does 

no t , o f course, a l t e r Coleridge's low opinion o f i t s extreme 
manif e s t a t i o n s . 

The minor w r i t e r s themselves recognised the German 
i n f l u e n c e . P. Howard, E a r l o f C a r l i s l e , i n the preface to 
The Step-Mother (unacted) ; 1800, remarks, 

"Without presuming to a r r a i g n the popular t a s t e 
on the subject o f t h e a t r i c a l performances, or 
to h i n t any opinion o f my own on the German 
Drama ( w i t h which I prbfess t o be but l i t t l e 
acquainted.) I f l a t t e r myself, no candid B r i t i s h 
c r i t i c w i l l be offended by the acknowledgement, 
t h a t , i n the c o n s t r u c t i o n of the f a b l e , or 
i n the conduct o f the f o l l o w i n g scenes, recourse 
has not been had to recorded h i s t o r y , or to the 
i n v e n t i o n of contemporary w r i t e r s . T h e i r works, 
i n t h i s instance, have not been t r a n s l a t e d , t h e i r 
s t y l e of c o l o u r i n g has not been copied, and t h e i r 
p l o t s have been se£e from v i o l a t i o n . " 

T h is i s sn obvious reference t o the number o f t r a n s l a t i o n s , 
^both close and loose, found a t t h i s p e r i o d . S.T. Coleridge's 
t r a n s l a t i o n (1800) o f S c h i l l e r ' s Die P i c c o l o m i n i i s an example 
of the l a t t e r . He does not t r a n s l i t e r a t e ; he omits l i n e s , 
e.g. Die P i c c o l o m i n i , 11.209-257; he i n s e r t s l i n e s o f h i s . 
own, e.g. Igfae- P iceolomini, I I , x - i - i i , 9-15; he does not always 
keep S c h i l l e r ' s act and.scene d i v i s i o n , e.g. where S c h i l l e r 
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s t a r t s Act I I Coleridge continues h i s Act I , and h i s Act I I 
does not s t a r t u n t i l S c h i l l e r ' s Act I I I ; he t r a n s l a t e s S c h i l l ­
er's blank verse i n t o prose when servants are concerned, e.g. 
Die P i c c o l o m i n i . I I , x i i i from S c h i l l e r , IV,v. Coleridge has 
t r o u b l e w i t h German compounds: Die P i c c o l o m i n i . ft. 1822-3 

"Beweise, 
Dass du des Ausserordentlichen Tochter b i s t " 

becomes, i n The P i c c o l o m i n i , I I , v i i , 57 f f 
"Give them proof, 

Thour't the daughter of the Mighty - h i s 
Who where he moves creates the wonderful." 

At times Coleridge's enthusiasm runs away w i t h him: 
The P i c c o l o m i n i , I , i v , 1 : 

"The ramparts are a l l f i l l e d w i t h men and women, 
With peaceful men and women, t h a t send onwards 
Kisses and welcomings upon the a i r , 
Which they make breezy w i t h a f f e c t i o n a t e gestures." 

comes from Die P i c c o l o m i n i . ll.5U2-3 
"Von Menschen sind die Walle r i n g s e r f i i l l t , 
Von f r i e d l i c h e n d i e i n die Luste grussen." 

I n passing we may note a tendency o f t h i s period torwards doub-
l i n g , as Coleridge has done here, and more p a r t i c u l a r l y i n , e.g. 
I , v i i i , 6, where 

"Yes! pure and l o v e l y hath hope r i s e n on me." 
i s a sentimental doublet from S c h i l l e r ' s 1.722 

"Jal Schbn i s t mir die Hoffnung aufgegangen." 
or, I , i i i , 22, where Coleridge makes hi s own a d d i t i o n -

"Alas, my f r i e n d ! a l a s , my noble f r i e n d ! " 
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Loose adaptations range from Sheridan's Pi(£arfo. 1799, 
an adaptation o f Kotzebue's Die Spanier i n Peru. 1796; to 
J.C. Cross's Spectacle, The Songs....in the Mew Splendid Serious 
Spectacle c a l l e d Cora; or. The V i r g i n i n the Sun. P r i n c i p a l l y 
taken from Marmontel's Incas o f Peru and the German Drama o f 
The V i r g i n o f the Sun, by Kotzebue. being the f i r s t p a r t o f h i s 
Popular Play o f the Death of R o l l a . 1799. 

Howard, i n the epilogue to The Step-Mother (unacted} 
1800, w r i t e s : 

"Should you t o - n i g h t our Poet but endure, 
Y o u ' l l f i x h i s frensy, and beyond a l l cure. 
Lord! how h e ' l l vapour, and how domineer 
How l i t t l e i n h i s eyes s h a l l we appear! 
God knows but h e ' l l attempt, i n desperate rage, 
To amend the t a s t e , and fa s h i o n o f the age, 
And, grown q u i t e w i l d , blaspheme the German stage! 
Th i s , y o u ' l l confess, i s f o l l y i n the extreme; 
0 do not then improve h i s dangerous dream; 
But, damning him, decree i t be h i s f a t e , 
Twelve plays, a year, from Kotzebue t o t r a n s l a t e . " -

Showing t h a t he, f o r one, recognised the f o l l y of h i s compat­
r i o t s i n showing such u n c r i t i c a l enthusiasm f o r the German 
stage, 

( i v ) Shakespearean i n f l u e n c e . 
G.Ai Rhodes r e f e r s to another element i n the_ drama of 

t h i s period - the influence of Shakespeare and the Jacobean 
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dramatists - which also hindered the w r i t e r s who were t r y i n g 
t o f i n d a genuine dramatic idiom f o r t h e i r age. W h i l s t i n 
l y r i c poetry we f i n d poets branching out w i t h a new Romantic 
conception o f the value of poetry and i t s r e l a t i o n s h i p to 
each i n d i v i d u a l ; i n the theatre we f i n d , f o r example, J. Gait 
a s s e r t i n g i n h i s preface to The Tragedies of Maddalen. Agamemnon, 
Lady Macbeth, Antonia and Clytemnestra (unacted) 1812: 

"With respect to the s t y l e , I consider the 
c h a r a c t e r i s t i c s of the B r i t i s h dramatic verse 
as having been f i x e d by Shakespear; and h i s 
successors, i n my o p i n i o n , would shew as bad a 
t a s t e i n attempting t o introduce a new manner, 
as i n i m i t a t i n g the obsolete quaintness p e c u l i a r 
to the w r i t e r s o f h i s age. I have, t h e r e f o r e , 
endeavoured to ad8pt h i s simple and c o l l o q u i a l 
metres to modern modes of expression. But i n 
the s t r u c t u r e o f the drama, I have ventured to 
present the u n i t i e s of the Greek t h e a t r e , along 
w i t h the n a t u r a l circumstances and dialogue o f 
the E n g l i s h ; and I have chosen to d i v i d e the 
f a b l e into' three p a r t s , ( I know not why f i v e 
should have been h i t h e r t o p r e f e r r e d , ) and my t e x t 
w i l l be found to i n d i c a t e w i t h o u t the a i d o f 
marginal notes, what should be the business of 
the stage." 

Gait has i n e v i t a b l y f a i l e d to d i s t i n g u i s h between "character­
i s t i c s f i x e d by Shakespear," and the Shakespearean lang-

\ 
• • i . * 

uage: no such d i s t i n c t i o n i s possible 8nd any attempt a t 
d i s t i n c t i o n can too e a s i l y lead to d i s t o r t i o n . Thus i n Lady 
Macbeth. I , i v , Macbeth asserts -
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"The p r i e s t l y b e n e d i c t i o n , and the o i l , 
Nor a l l the r i t u a l of the stone at Scone 
Can charm my eyes t o innocent repose." -

no doubt an attempt " t o adapt h i s simple and c o l l o q u i a l metres 
to modern modes o f expression," but r e a l l y an unhappy and 
unnatural piece o f blank verse f o r Gait's own time. We n o t ­
ice how f l a c c i d and i n e v i t a b l e the a d j e c t i v e s are here -
" p r i e s t l y , " "innocent" - how "charm" weakens the impression, 
and how the r h e t o r i c a l grouping i n the f i r s t two l i n e s robs . 
the passage o f any immediacy o f e f f e c t . This preface r e ­
veals the weaknesses not only o f Gait , but of h i s age: the 
unquestioned assumption that B r i t i s h dramatic verse can have 
c h a r a c t e r i s t i c s which have been e t e r n a l l y f i x e d by one drama­
t i s t , who, moreover, i s not p r o p e r l y understood: Shakespearean 
t e x t s were u n c e r t a i n and stage presentations were u s u a l l y adapt 
ations made by an eighteenth century improver. Also the non-
a r t i s t i c conscious i m i t a t i o n o f c e r t a i n aspects of his model -
the "simple and c o l l o q u i a l metres^and the de c i s i o n to maintain 
the u n i t i e s , i n s p i t e o f c r i t i c i s m such as Johnson's Preface to 
Shakespeare. 1768, - both amount t o a d e l i b e r a t e framework t o 
which h i s own conception had to conform, i n s t e a d of a l l o w i n g 
the nature o f h i s i n s p i r a t i o n and of h i s m a t e r i a l to f i n d i t s 
own n a t u r a l , organic form, much more r e l e v a n t to h i s age than 
any r e s u s c i t a t e d a n t i q u i t i e s . I n l y r i c p o e t r y no poet regard-
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ed, l e t us say, Chaucer w i t h t h i s wrong-headed, misplaced, 
i n s u l t i n g sycophancy. The best praise to have given Shakes­
peare would have been to w r i t e i n h i s s p i r i t not according t o 
h i s l e t t e r . None of Gait's plays i s successful. His f a i l u r e 
i s due to ignorance of the t h e a t r e , v e r b o s i t y and lack o f 
dramatic form. One contemporary reviewer o f his tragedies 

28 
§sserts : 

" I t has seldom been our misfortune to witness 
a more s t r i k i n g and deplorable example of s e l f -
confidence, u n i t e d w i t h contemptible i m b e c i l i t y , 
o f a f f e c t a t i o n w i t h v u l g a r and detestable gross-
ness, and o f perverse or helpless ignorance, 
w i t h the most o s t e n t a t i o u s pretensions to s c h o l a s t i c 
knowledge, than i s e x h i b i t e d i n these motley 
performances We f i r m l y b e lieve t h a t a composition 
more p r o l i f i c i n nonsense, a b s u r d i t y , v u l g a r i t y , 
pedantry and a l l the q u a l i t i e s " o f bad w r i t i n g , and 
l e s s d e s t i t u t e o f every p o e t i c a l q u a l i t y , than 
Mr. Gait's Tragedies has never p o l l u t e d the press, 
or degraded the l i t e r a t u r e of England..." 

This i s c e r t a i n l y harsh, but the reviewer gives h i s reasons: 
"...the s t a t e o f modern drama a t present i s so 
deplorable, and the t a s t e of the t h e a t r i c a l 
community so lamentably perverted, t h a t every 
composition which tends i n the s l i g h t e s t degree 
to promote the d i f f u s i o n o f bad t a s t e , and the 
degradation o f the drama, demands from i t s f r i e n d s 
the most severe and most immediate reprobation." 

,28. The T h e a t r i c a l I n q u i s i t o r , i v , (June;-181 k) 358, 
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J. B i d l a k e shows the same f a i l i n g s i n Virginia'', or 
29 

The F a l l o f the Decemvirs. J 1800. There i s no character 
d e l i n e a t i o n , instead there i s v e r b o s i t y , s e n t i m e n t a l i t y , and 
would-be overwhelming ass e r t i o n s of moral i n t e g r i t y w i t h no 
speech d i f f e r e n t i a t i o n s between the characters and a great 
r e l i a n c e upon Shakespeare; e.g. V i r g i n i u s declares, I , i i i 

"But praise must not be s c a t t e r e d l a v i s h l y , 
I t i s too sacred to be l i g h t l y g i v ' n . 
When w e l l a p p l y 1 d , i t most enriches v i r t u e , 
Making e'en t h a t more worth: i t i s the spur 
Which quickens honour's pace, and emulates 
The gen'rous breast to deeds o f high achievment; 
I t puts dishonour to the blush. Then weigh 
With' care most scrupulous t h y precious g i f t s , 
Nor l e t them wasteful f a l l l i k e common dews, 
Upon the wholesome and the noxious herb. 
The good alone deserve thy commendation, 
Praise i s l i k e gold, o f l i t t l e e s t i m a t i o n 
I f i t be p l e n t y , and ' t i s valued most 
By scarceness: heap'd on a l l , i t f l a t t e r s none. 
Let not demetit s t e a l the dues of v i r t u e . " 

This i s verbose comment w i t h "proper sentiments," r e l y i n g l a r g e l y 
upon Shakespeare i n rhythm and language, 8nd not f u r t h e r i n g 
the play. I f V i r g i n i u s was a character who genuinely experienc­
ed and gave utterance to such sentiments i n such a way, our 
-understanding would be extended, but a l l the characters i n the 
pla y use the same unnatural s t i l t e d mode of expression. I t i s 

29. A r e v i s e d v e r s i o n of Bidlake's play, r e t i t i e d Virgin-ius-; 
or The F a l l of the Decemvirs, was performed B.L. 29/v/1820, 
a f t e r Khowles 1 V i r g i n i u s , or The L i b e r a t i o n o f Rome had 
appeared a t G.G. 17/V/1820. 
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Bidlake v e r s i f y i n g , not^ character f u n c t i o n i n g . When t h i s 
p l a y was performed, i n a r e v i s e d form, V i r g i n i u s ; or The F a l l 
of the Decemtrirs. at Drury Lane, 29/V/1820 - i n r e p l y to the 
Covent Garden production of Knowles's V i r g i n i u s , or. The L i b ­
e r a t i o n of Rome, (C.G. 17/V/1820)^ 1820, one c r i t i c regarded i t 
as "completely below the standard of c r i t i c i s m . " ^ 

Grahame's Mary Stewart, Queen o f Scots, has already been 
mentioned i n t h i s context of Shakespearean i m i t a t i o n . The 
anonymous Zapphira (unacted} 1792, presents a genuine E l i z a ­
bethan v i l l a i n , Rhynsault, who the moment he i s alone upon the 
stage, I , i , has a s o l i l o q u y such as Richard I I I and the bastard 
Edmund have, announcing himself f o r the v i l l a i n he i s and 
concluding : 

"So I s h a l l dupe t h i s v i r t ' o u s f o o l , my master, 
With t h a t most u s e f u l garb, hypocrisy " 

w h i l s t i n I I I , i , another character, J a c q u i l i n a , has a s o l i l o ­
quy upon a crown, w i t h references to r o y a l t y and to the common 
-man which, though c e r t a i n l y found i n other dramatists, are 
l a r g e l y associated w i t h Shakespeare. 

30. The T h e a t r i c a l I n q u i s i t o r , and Monthly Mirrorjnew-Vserie's, 
v o l . i (May, 1820) 392. 

31. c f . p.fel. 
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The most n o t o r i o u s Shakespearean influence W8s upon 
W.H. I r e l a n d , who "found" a h i t h e r t o unknown play by Shakes­
peare, V o r t i g e r n , an H i s t o r i c a l Tragedy, (D.L. 2.iv . 1796^ 1799. 
This f o r g e r y , along w i t h the less p u b l i c i s e d Henry the Second, 
an H i s t o r i c a l Drama (unacted) 1799* was so obviously f a l s e 
t h a t at the performance of V o r t i g e r n members o f the audience, 
Shakespeareans or "Malone-ites," c r i e d out "Henry the S i x t h , " 

"Richard the T h i r d , " or whatever was appropriate f o r the 
"52 

Shakespearean echo on the stage. This f u r o r e reached i t s 
climax when Kemble, as V o r t i g e r n , had a speech c o n t a i n i n g the 
l i n e 

"And when t h i s solemn mockery i s over^" 
and the audience howled i t s agreement. 

The p l o t i t s e l f has Shakespearean achoes. V o r t i g e r n 
has been given a share i n the r u l i n g o f B r i t a i n by Constantius; 
he then has Constantius murdered, as Macbeth had Banquo, and 
blames the Scots. V o r t i g e r n r e c a l l s Constantius 1s two sons 
from Rome, in t e n d i n g to murder them, but they are warned and 
j o i n the Scots. They attack V o r t i g e r n , but are defeated. 

32. J.C. Trewin, The Might Has Been Unruly. 1957, PP.31-̂ +6. 
The best account o f the I r e l a n d f o r g e r i e s i s i n J. Mair's 
The Fourth Forger.iyjg. 
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Hengist and Horsa now j o i n V o r t i g e m . Horsa i s k i l l e d . 
V o r t i g e r n spurns h i s own wi f e f o r the love o f Rowena, daughter 
o f Hengist, who encourages the union as he schemes f o r the 
throne himself. P l a v i a , V o r t i g e r n ' s daughter, f a l l s i n love 
w i t h A u r e l i u s , Constantius 1 s elder son; the B r i t o n s r e v o l t 
and A u r e l i u s and Plavia are l e f t k i n g and queen, Rowena poisons 
h e r s e l f and "Vortigern i s l e d o f f stage - no doubt to h i s de­
served doom. 

This i s derived from Holinshed and strengthened by King 
Lear and Macbeth i n i t s p l o t . I n language i t i s undigested 
Shakespeare, e.g., I . , i , a s o l i l o q u y by V o r t i g e r n : 

"Fortune, I thank thee! 
Now i s the cup of my ambition f u l l I 
And by t h i s r i s i n g tempest i n my blood 
I f e e l the f a s t approach o f greatness which 
E'en l i k e a peasant stoops f o r my acceptance. 
But h o l d l 0 conscience, how i s i t w i t h thee? 
Why dost thou pinch me thus, f o r should I need thee, 
Then must my work crumble and f a l l t o nought; 
Gome then, thou s o f t , thou double fac'd d e c e i t ! 
Come dearest f l a t t ' r y ! Come d i r e s t murder! 
Att e n d me quick, and prompt me to the deed! 
What! j o i n t l y wear the crown? No! I w i l l a l l ! 
And t h a t my purpose may soon f i n d i t s end, 
This, my good King, must I unmannerly 
Push from h i s seat and f i l l myself the c h a i r . 
Welcome then g l i t t e r i n g mark of l o y a l t y ! 
And w i t h thy pleasing yet oppressive weight, 
Bind f 8 S t t h i s f i r m , s h d ' t h i s determined brow. " 

This i s a mixture of King Lear, w i t h the dangers o f a shared 
crown and the daring o f an Edmund; ofMacbeth, Lady 1Macbeth's 
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invocations and purposeful screwing up of courage; o f 
Richard I I I , the open ambition and ruthlessness. I n I , i i , a 
Shakespearean f o o l appears, a sad shadow o f his o r i g i n a l , the 
f o o l i n King Lear, and l a c k i n g a l l Shakespeare's b i t e and 
bawdry. I n I , i i i V o r t i g e r n holds f o r t h l a r g e l y i n obvious 
Macbeth s t r a i n -

"Now then good King prepare thee f o r the worst-
For ere the t h i c k and noisome a i r o f n i g h t 
S h a l l w i t h damn'd Hecate's baneful s p e l l s be f i l l ' d , 
Thou must from hence to the cold bed of death, 
To whom a l i k e peasant and k i n g are slaves. 
Gome thou black n i g h t , and hood the world i n darkness, 
Seal close the hearts o f those I have suborn 1d 
That p i t y may not t u r n them from t h e i r purpose." 

The most d i s t a s t e f u l and unsuccessful o f Ireland's i m i t a t i o n s 
i s i n V, i, when Edmunda, V o r t i g e r n ' s w i f e , who has gone mad, 
regains consciousness i n the presence o f her son, PlasCenttus, 
and daughter F l a v i a : 
"Edmundat 

Indeed, my gentlemaid, indeed t h o u r ' t k i n d 
And by those tears t h a t glaze thy l o v e l y eyes, 
'Twould seem t h a t t r u l y thou d i d ' s t p i t y me. 

F l a v i a : 
P i t y thee, 0 Godsl 

Edmunda: 
Nay, wherefore weep ye both? 
'Tis long,,long since I was thus k i n d l y t r e a t e d , 
Your.pardon, but I fea r you s c o f f a t me. 

Plascentius: 
Doth she yet know you? 
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F l a v i a : 
Wou'd to Heaven she d i d . 

Edmunda: 
And yet there was a meoid th a t once d i d love me, 
Heigh hoi she went alack'. 

Edmunda: 
Then be i t so, and w i l t thou s i t and watch me? 

F l a v i a : 
Aye, 8nd I ' l l kneel and pray, and some times weep." 

This i s a miserable rehash from King Lear. 
There i s no u n i t y , nor firmness i n the p l o t ; the 

language i s bombast or i m i t a t i o n ; there i s no climax, l i t t l e 
c o n f l i c t and no c o n v i c t i o n , yet t h i s play i s not u n l i k e many 
of the period which are now f o r g o t t e n as they were p r i n t e d 
under t h e i r author's own name and never performed. 

I r e l a n d ' s Henry the Second i s an i m i t a t i o n Shakespeare 
h i s t o r y p l a y , and a b e t t e r f o r g e r y , as i t has, u n i n t e n t i o n a l l y 
I would t h i n k , the same dis j o i n t e d n e s s as the e a r l y h i s t o r y 
plays, combined w i t h echoes of ideas common to most o f the 
h i s t o r y p l a y s , e.g., a Shakespearean apostrophe to sleep -
the g i f t o f peasants, but not o f kings. I n I , i , Henry de­
clares: 

"I'de not give f i f t y , f i f t y ' , nay not f i v e 
Of these, my st u r d y bow-men, f o r a world 
Of such loons " 

r e l y i n g obviously upon Henry V, IV, i i i , 20-39* 
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I n Act V, Henry has one unusually strong speech -
" O l t h i s , t h i s i s the very curse of k i n g s l 
I f we but nod, tha t nod must be obey'd; 
And though we only have the thought of s i n , . 
Yet there are many t h a t surround the throne, 
Who to gain love and favour o f t h e i r Prince, 
W i l l n o u r i s h and r i p e n such s i n f u l thoughts, 
T i l l i n the s o u l , they take a l a s t i n g r o o t , 
And i n the end seal us f o r d e s t r u c t i o n . " 
I r e l a n d ' s other play, Mutius Scaevola; or^ The Roman 

P a t r i o t (unacted)^ 1801, i s sen t i m e n t a l , unpoetic, undramatic, 
but, i n i t s way, i s r e a l l y a t r i b u t e to Shakespeare's genius 
which, apparently, could e n l i g h t e n , though f e e b l y and i n t e r ­
m i t t e n t l y , even such a heavy-handed w r i t e r as I r e l a n d . 

W. Watkins, i n The P a l l of Carthage (Whitby, c.1801)^ 
Whitby^ 1802, has w r i t t e n a tragedy of Elizabethan i n s p i r a t i o n . 
The p l o t i s de c e p t i v e l y s l i g h t f o r t h i s p e r i o d : Bomilcar r e ­
turns to Carthage to f i n d i t besieged by the Romans; he i s 
re u n i t e d w i t h Barte, whom he loves, but who i s beloved by 
Hanno, a Carthaginian who wants to desert and t o surrender to 
the Romans, asking f o r Barte as h i s reward when-vine, c i t y f a l l s . 
-Hanno persuades Asdrubal, the Carthaginian leader, that the 
best way to save hi s w i f e Phoenisia and t h e i r c h i l d r e n i s to 
surrender. B'omilcar and Barfce f l e e and meet the t r a i t o r Hanno 
whom Bomilcar k i l l s . Phoenisia k i l l s her c h i l d r e n and h e r s e l f 
through shame, l e a v i n g Bomilcar and Barte together and a l i v e . 
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This p l o t i s used i n a grand manner, as a s o r t o f peg upon 
which may be hung much r h e t o r i c and, more o f t e n , r a n t i n g . 
N a t u r a l l y , however, the Elizabethan r h e t o r i c seems f a l s e i n 
the n i n e t e e n t h century, and i s overdone because Watkins ob­
v i o u s l y puts i t upon the play; i t i s not h i s n a t u r a l mode 
of expression, which i s , more l i k e l y , the eighteenth century 
sentiment t h a t clogs up much o f the play. These elements are 
not f i x e d i n t o an a r t i s t i c u n i t y , but i n t r u d e u n n a t u r a l l y , 
and as i t i s an i m i t a t i o n o f Elizabethan p l a y w r i t i n g , there 
i s no main passion burning through i t , end not even a leading 
character. 

I t opens w i t h Bomilcar viewing Carthage and expressing 
his° f e e l i n g s as an Elizabethan character might have done: 

"And i s Bomilcar then at l 8 s t r e t u r n ' d 
To f i n d thee thus? 0 most unhappy c i t y ! 
Where now, i s a l l the pomp I l e f t behind me? 
Where thy t a l l towers t h a t g l i t t e r ' d high i n a i r ? 
Alas, they g l a r e , but now by h o s t i l e f i r e s ! 
Where thy proud ships, (whose variegated f l a g s 
Stream'd to the moon and wanton'd w i t h the wind) 
Rich w i t h the produce o f extraneous climes? 
Consuming flames and u n d i s t i n g u i s h ' d r u i n , 
Involve t h e i r pomp, t h e i r opulence and fame 
Where now the choral band, the f e s t a l songs, 
That then re-echoing f i l l ' d thy goyous s t r e e t s ? -
The shriek o f woe, the groan o f lamentation, 
Are a l l the sounds t h a t meet my wounded ear." 

This use of anaphora and of r h e t o r i c a l questions i s t y p i c a l 
of the p e r i o d , probably because they are at once Elizabethan 
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and e a s i l y i m i t a t e d . Another example from The F a l l o f Carthage 
i s found i n I I , i v , where Phoenisia addresses her c h i l d r e n : 

" 0'. ye unhappy babes, 
Who c l i n g around your more unhappy mother, 
As clasp the willows the storm-shatter 1 d oak, 
Would ye my boys (though yet your i n f a n t tongues 
But f e e b l y l i s p ) e'er sue to Rome f o r mercy, 
Or spread your l i t t l e hands t o beg your l i v e s ? 
F i r s t l e t me see you w e l t e r i n g i n your blood, 
F i r s t l e t me hear your l a s t e x p i r i n g groans." 

I t may also be n o t i c e d how weak h i s s i m i l e i s , i n comparison 
w i t h , say, Shakespeare: even a l l o w i n g f o r nature's producing 
an oak, lo v e r of d r y i s h ground, and w i l l o w s , l o v e r s o f w e t t i s h 
ground, i n close p r o x i m i t y , the idea o f a mother beaten down 
by misfortune and surrounded by her clamouring, innocent 
c h i l d r e n , i s not i l l u m i n a t e d by the s i m i l e . This i n a p t i t u d e 
i s again demonstrated i n IV, i v , where Bomilcar produces an 
epic r a t h e r than dramatic s i m i l e -

"Let us go f o r t h l i k e the Thessalian p a i r : 
(When the w i l d deluge swept Emathia's p l a i n s 
And c a r r i e d d i r e depopulation round,) 
As on they wondered fo the sacred fane 
Where reverend Therius held her lone abotsle, 
By pious men i n ancient times rever'd 
But when Dencation cast his jo y l e s s view 
O'er the deserted waste, his s p i r i t s sunk, 
And a l l the heroe was absorbed i n wo§; 
Yet when his w i f e met h i s r e t u r n i n g glance, 
A l l were f o r g o t ; since Pyrrha was not l o s t : 
And such a sacred comfort f i l l e d h i s heart 
As I f e e l now, who see my Bardie's safe... 
Thy hand my F a i r - A long farewel to Carthage. " 
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Another example o f t h i s speech e l a b o r a t i o n i s fblxtibTin IV, i : 
between Bostar and Bbmilcar -
"Bostar 

The morning cock has crow'd 
And through the breaks o f yon d i s p a r t i n g clouds, 
D i s c l o s i n g s o f t v a r i e t y of tin$S, 
(The shadowy crimson and the b r i g h t ' n i n g gold,) 
The f i r s t effulgence of r e t u r n i n g l i g h t 
D i f f u s e s f a r the purple gleam of day. 

Bomilcar 
I t does indeed, f o r see my BarC*e comes, 
Though dim the radiance of her eyes w i t h tears: 
So shines the s t a r of Venice through the m i s t 
That v e i l s the r i s i n g of th'autumnal morn 
When f i r s t upon th'enpurpling mountain spreads 
I n emanation b r i g h t her o r i e n t ray, 
Bidding the dewy buds t h e i r f o l d s expand, -
And w i t h f r e s h fragrance impregnate the breeze." 

At the end o f Act I I Bomilcar d e l i v e r s some Elizabethan sent 
ences : 

"Perhaps the Gods can thus t h e i r favours show, 
By wholesome lessons of i n s t r u c t i v e woe; 
Thus teach awaken'd mor t a l s to d i s d a i n 
This t r a n s i e n t world, and i t s amusements v a i n . " 

And Supia ends Act V w i t h -
"So may you l e a r n , by Heaven i t s e l f assur'd, 
Whatever i l l s are by the good endur'd 
Superior Beings make the j u s t t h e i r care, 
So a l l the oracles of Heaven de c l a r e . 
Amidst the rage o f war and d i n of arms, 
These bosoms which c e l e s t i a l V i r t u e warms, 
Secure i n n a t i v e innocence may r e s t , 
I n death, or l i f e , s t i l l f a t e d t o be b l e s t . " 

W h i l s t the m o r a l i s i n g Epilogue concludes -
ii 
'But what's the moral,' say you, 'of t h i s Play?' 
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Patience, good, people - hear what I've to say. 
A l l l i f e ' s a moral; every h i s t o r y 
May teach us how t o l i v e and how t o die: 
May teach us - Truth and V i r t u e cannot f a i l , 
(Whate'er may threaten or whate'er a s s a i l , ) 
Or soon or l a t e to meet r e q u i t a l due, 
I f we t h e i r d i c t a t e s s t e a d f a s t l y pursue." 

( v ) Contemporary i n f l u e n c e . 
When the dramatists attempted to w r i t e i n the idiom 

of t h e i r own day, they had no more success than when they 
r e l i e d so much upon the past. The events o f the French Revol­
u t i o n , and o f other h i s t o r i c a l events which could provide an 
analogy, i n s p i r e d many w r i t e r s . The anonymous Hezekiah. King 
of Judah; or, Invasion Repulsed and Peace Restored. A Sacred 
Drama, of National A p p l i c a t i o n a t t h i s Awful C r i s i s K (unacted^ 

1798, i s a d r a m a t i s a t i o n o f the Assyrian invasion o f Judah w i t h 
a preface i n c l u d i n g these remarks: 

"As £he pleasing r e t u r n o f peace was the u l t i m a t e 
object of t h i s Drama, the three u n i t i e s were not 
attempted to be preserved; and 8s the motive, 
though good, can have but l i t t l e e f f e c t t o s h i e l d 
i t s defects from the eye o f c r i t i c i s m , which i n 
some views, may d a r t s e v e r i t y " 

- a p a t h e t i c r e v e l a t i o n of the inadequacy of the author's 
conception o f drama, which he apparently believes may succeed 
i n f u r t h e r i n g a moral aim, although the play i t s e l f i s not a 
good play. 
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Another anonymous play, Thermopolyae; or Repulsed Invas­
i o n (unacted)^ 1811+ - though w r i t t e n i n 1792 - i s also an ex­
ample o f contemporary circumstances i n s p i r i n g a w r i t e r . I t i s 
f u l l of long expositions, and exclamations w i t h no dramatic 
sense. I t has one notable sentiment: i n I , i , Megisthias 
asserts: 

"Hold thee, my son, the times r e q u i r e despatch; 
And speech superfluous s u i t s f o r l i g h t occasions." 

- a piece of advice unhappily as neglected i n t h i s as i n most 
other minor tragedies o f the per i o d . J. Bartholomew's The 
F a l l o f the French Monarchy, or Louis XVI (unacted)^ 179U, i s 
also w i t h o u t any signs o f dramatic or poe t i c t a l e n t . J. 
Ha g g i t t ' s The Count de V i l l e r o i ; or The Fate o f Pat r i o t i s m . " 
(unacted), M9U, shows the same lack . I n de s c r i b i n g the events 
of the French Revolution, he concludes w i t h a rhymed moral exor 
t a t i o n -

"Thrice happy B r i t o n s ! o'er whose favour'd land 
No haughty despot r u l e s w i t h i r o n hand: 
Where equal laws j u s t government produce, 
And leave w i l d Anarchy without excuse.. 
Ah', i f less h i g h l y some your blessings p r i z e , 
.Devoted s t i l l t o desperate t h e o r i e s ; 
Of France, l e t such view w e l l the dreaded f a t e , 
Nor tempt the r u i n she deplores too l a t e . " 
The French Revolution i s also the subject o f R. Hey's 

The Captive Monarch (unacted). 179U, i n which again the verse i s 
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bad, s e n t e n t i o u s , bloated w i t h v e r b o s i t y and p o i n t l e s s apost­

rophes; of W. Preston's Democratic Rage; or L o u i s the Unfortun­

a t e , (Crow S t r e e t , Dublin, v i . 1793), Dublin^ 1793, which i s too 

long 8nd d i d a c t i c to convince i n any wsy; and of J . Wolcot's 

The F a l l of Portugal (unacted), 1808, a bad p i e c e of h e r o i c s , 

which culminates with 8 n ode - "At the c o n c l u s i o n of the ODE 

the two F l e e t s f i r e a Royal S a l u t e . " 

The r e v o l u t i o n a r y events i n s p i r e d J . Penn's The B a t t l e 

of Eddlngton; or B r i t i s h L i b e r t y (The L i t t l e Theatre i n the 

Haymarket, 10,v.1797) 1792, which d e a l s with A l f r e d f r e e i n g 

England from the Danes. I t i s p r e t e n t i o u s and prosy and 

uses a chorus composed of • attendants upon the queen, which 

s i n g s p a t r i o t i c Bongs. Each a c t ends w i t h a song. A. Por­

t a l ' s Vortimer; or^ The True P a t r i o t ( u nacted^ 1796, i s of 

r e v o l u t i o n a r y i n s p i r a t i o n w i t h p a t r i o t i s m of the Saxon period. 

W. Warrington's Alphonso. King of C a s t i l e , ( u n a c t e d ^ 1813, 

though s e t i n Spain, i s d i r e c t e d Bt B r i t a i n : i n I , v, Alphonso 

- d e c l a r e s : 

"True i s the dark r i n g ' d p i c t u r e Cof t h e i r unfortunate 
p o s i t i o n ] thou hast drawn: 

But minds attempt'd, and i n V i r t u e ' s cause, 
No p e r i l s dread, howe'er the tempest howls. 
T 1 a v e r t i t s i l l s and guard t h e i r n a t i v e land, 
V/hat men can do, the gen'rous end the brave, 
Spaniards w i l l do, then leave the r e s t to God." 
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I n h i s "Argument" Warrington says: 
"Should a sense of honor, and love o f v i r t u e 
appear i n t h i s Work as prominent f e a t u r e s , 
.and i t s governing s p i r i t , w i t h a p a t r i o t i c 
devotion to our country, i t may then, i f such 
be admitted, l a y some claim to p u b l i c indulgence...." 
H. Boyd, i n The Helots (unacted)^ Dublin 1793, uses the 

r e v o l t of the Helots t o propound h i s views upon the slavery of 
negroes i n the West I n d i e s . I n the preface he says : 

"The s i m i l a r i t y between the s i t u a t i o n o f these 
slaves (Helots) and our negroes i n the West Indies 
( t h e Helots o f modern times) w i l l at once suggest 
i t s e l f to the reader." 

The play i s d i r e c t e d towards "the reader," being undramatic 
and verbose. Boyd holds h i s convictions s t r o n g l y , but he 
does not know how t o t r a n s l a t e them i n t o good contemporary 
drama. J. Delap t r e a t s the same subject i n Abdalla (unacted^ 
1803. The slaves have ve r y elevated "proper" sentiments i n 
measured language, w h i l s t the traders are as coarse as Delap 
can p o r t r a y . Of Delap's other plays, The Usurper (unacted), 
1803, set i n Calydon, i s the most openly c l a s s i c a l i n theme 
and i n s p i r a t i o n , but the execution f a i l s , as i n Gumilda 8nd 
Matilde ( b o t h unacted)^ 1 803, where the scene i s Anglo-Saxon 
England, w h i l s t the i n s p i r a t i o n remains c l a s s i c a l . Delap 
s t r a i n s a f t e r l i t e r a r y e f f e c t ; a l l four plays were published 
together, i n 1803, under the t i t l e "Dramatic Poems." I n p u r s u i t 
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of l i t e r a r y e f f e c t he shows no sense of dramatic form. The 
complete lack of earthiness, o f any coarse or even normally 
human element, emasculates h i s plays, as i t does Jo many others 
o f the period. 

( v i ) Use o f language. 
Rhymed couplets occur at the end of plays, and, le s s 

f r e q u e n t l y , . a t the end o f i n d i v i d u a l acts. N. Ashe has a l l 
the l a s t speech o f h i s bad play, Panthea; or The Susian 
Captive (unacted^ D u b l i n , 1800, i n rhymed couplets. T.O'Neill 

33 
i n h i s unprinted The Siege of Warsaw, l i k e s to end each act 
w i t h a series o f rhymed couplets. J. Ha g g i t t , The Count de 
V i l l e r o i j or The Fate of P a t r i o t i s m (unacted)^ "179k, as w e l l 
as ending h i s play w i t h rhymed couplets, has rhymed couplets 
i n I , v i , concluding w i t h a t r i p l e t p r i n t e d w i t h the bracket-

" I f yet. I may, r e t i r e t i l l b e t t e r times, 
And q u i t t h i s medley o f unheard o f crimes. 
But whereso'er. I go, f o r Prance my soul 
S h a l l longing pant, as f o r i t s destined goal. 
So the wreck 1d seaman o'er the fiea-beat s t r a n d 
Wanders, d i s t r a c t e d by h i s native- land; 
Or climbs some l o f t y rock, from whose steep brow 
He sees the waste o f w a t e r s ' r o l l below, 
- And sees no more; no prosperous bark appears ) 
To waft him home, and dry his f a l l i n g tears: ) . 
An e x i l e through h i s sad remaining years. " ) 

- 33. M*S. i n the B r i t i s h Museum. 
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The anonymous He-z-e-kiah-.---K-ing-o-f— J-uda-h-;- o-r-,--.I-nv-as-i-on-Repu-1sed -
and Peace Restored (unacted),) 1798, does the same i n I , i -

"May* s t thou on us thy heavenly blessings send:) 
From ev* r y e v i l a l l our paths defend; ) 
And prove t o mortals both a guide and f r i e n d " ) 
The use of rhyme, apart from act or p l a y endings i n 

rhymed coupl e t s , becomes less frequent as the period progresses 
apart from songs, hymns and i n c a n t a t i o n s . J. Bartholomew 
i n The F a l l o f the French Monarchy, or Louis XVI (unacted)^ 179U 
f i n i s h e s w i t h verse t h a t sounds more l i k e unrhymed heroic coup­
l e t s than blank verse -

"That government, by Wisdom's s e l f approved, 
0' er which GREAT GEORGE presides i n regal sway, 
Where v i c e i s checked, and v i r t u e meets reward; 
Where every man enjoys h i s proper r i g h t . " 
Of a l l these minor d r a m a t i s t s , W. Godwin, i n Antonio; 

or. The S o l d i e r ' s Return (D.L. 13.xii.1800) ; 1800, uses verse 
most f r e e l y . This play has a Gothic p l o t and atmosphere. 
Antonio returns- from warfare to discover Helena, h i s s i s t e r 
m arried to Gusman, w h i l s t he had thought her ever f a i t h f u l to 
Rodrigo, a f r i e n d o f Antonio's, to whom she was a f f i a n c e d at 
her f a t h e r ' s death-bed. Antonio pleads w i t h his f r i e n d the 
k i n g , to i n t e r f e r e and separate Helena and Gusman. The king 
refuses, so Antonio f o r c e f u l l y removes Helena to a convent, 
from which she i s rescued^for i t ie- to be discovered t h a t 
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only i n f l u e n c e d by Antonio's a t t i t u d e 8nd r h e t o r i c , she wants 
to r e t u r n v o l u n t a r i l y . She i s forbidden to do so by the k i n g . 
Antonio stabs her to death. The play i s compelling from the 
simple force o f making one wonder what w i l l happen next, but as 
a dramatic conception i t f a i l s , w h i l s t the Gothic atmosphere o f 
a p r e c i p i t a t e plunging i n t o gloom and doom, v i a a death-bed vow 
and a convent, w e l l nigh f o r b i d s any t r u e d e l i n e a t i o n o f char­
acter. The verse, however, i s i n t e r e s t i n g . Antonio proclaims 
i n Act I I : 

"Honour! 
What i s the world to me, i f robb'd o f honour? 
No k i n d r e d , no a f f e c t i o n can survive^ 
'Tis the pure soul 
Of l o v e , the parent of e n t i r e devotion, 
Without i t man i s h e a r t l e s s , b r u t i s h , and 
A c l o d . This was my i n f a n t creed; i n t h i s 
I ' l l d i e . " 

The device o f using a l i n e o f two s y l l a b l e s i s f r e q u e n t l y used, 
perhaps too f r e q u e n t l y u n t i l the v a r i a t i o n becomes i t s e l f a 
norm. Most o f "the verse, though u n d i f f e r e n t i a t e d as f a r as 
chacacters are concerned, has freedom and looseness, f o l l o w i n g 
the rhythms o f speech, r 8 t h e r than the demands o f metre, but 
the speech i t embodies i s i t s e l f u n n a t u r a l , s t i l t e d and l a r g e l y 
devoid of dramatic spark: i n IV, Antonio -
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" I am t r u l y s o r r y t h a t I must d i s c l a i m 
The near a f f i n i t y which thus thou tender'st. 
Thy meek forbearance might deserve 
Another's thanks; but I have never l o v ' d 
To incur an o b l i g a t i o n , l e a s t of a l l , 
To him, 
To whom I do not f e e l I could r e t u r n i t . 
Therefore I thank thee not. - " 

or, Helena, V: 
"Gusman, 
My conduct i s r e s o l v ' d . Not r o y a l might, 
Not a l l the eloquence love can t u r n me. -
This then remains. 
While thus I y i e l d me to the voice o f duty, 
While I resolve to take away the cause 
Of s t r i f e and blood, 
Thou may pursue Antonio's l i f e , and b l a s t 
Me w i t h h i s murder. - W i l t thou, Gusman?" 

Antonio was performed at Drury Lane, 1 3 . x i i . l 8 0 0 . One c r i t i c 
observed : 

"This evening added another to the condemned l i s t 
o f unfortunate dramas brought forward, under the 
present management i t s premature e x t i n c t i o n 
i s , i n a great measure, owing t o inherent causes 
amongst which we rank a want of stage e f f e c t , 
and s u f f i c i e n t i n t r i c a c y o f p l o t . " 3k 

And another : 
" A f t e r the t h i r d act the i n d i g n a t i o n o f the audience 
began to manifest i t s e l f and i t increased to such a 
degree t h a t not a word o f the l a s t scene was d i s ­
t i n c t l y heard. A f r u i t l e s s attempt was made by 
BARRYMORE to give one the Tragedy f o r a second 
re p r e s e n t a t i o n . I t was f a i r l y judged, and i s , we 
t r u s t , consigned to the disgrace which i t has so 
deservedly inc u r r e d . Some of the passages were, 

3U. The Dramatic Censor, x x x i i i (January, 1801). 

http://13.xii.l800
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however, p o e t i c a l l y turned, and received the 
applause to which they were e n t i t l e d ; but who 
can be a t a l o s s t o f i n d some e x c e l l e n t l i n e s 
even i n a composition o f a BLACKMOEE? " 35 
Perhaps the most extreme verse o d d i t y i s i n the anony­

mous The Surrender o f Calais (unacted)^ York, 1801, where a 
prosy, undramatic p l a y produces i n I , i , 

" t i l l i n blank despair 
John gave a l a s t assault; from morn to noon 
The b a t t l e rag'd, from noon to p i t c h y n i g h t . " 

which i s not only M i l t o n i c rhythm, but M i l t o n i c language. 

35. The Times. 1 5 . x i i . l 8 0 0 . 
I t i s i n t e r e s t i n g to note t h a t Godwin wrote a tragedy 
which i s almost e n t i r e l y i n prose. Faulkner (D,L. 
l6/xii/l807).1807. He explains t h i s i n h i s Preface: 
"A few pa r t s of the f o l l o w i n g pages are i n verse, 
and t h e - r e s t i n prose. The cause was t h i s : I 
began my composition i n verse, but soon grew d i s ­
couraged. .." 

The convention o f the p e r i o d expected tragedy t o be 
i n blank verse. 

http://15.xii.l800
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CHAPTER IV. 

Minor Tragedy, 1815-1825, 

I n t h i s p eriod, 1815-1825, 71 authors wrote 98 p l a y s , 

11 others appeared anonymously, making 109 i n a l l . The same 

themes found from 1790^1814 are continued or developed and i n 

the minor tragedy as a whole no o r i g i n a l i t y of treatment 

appears. 

( i ) Sentimental, Melodramatic and Gothic Themes. 

S e n t i m e n t a l i t y i s s t i l l applauded, and f i n e f e e l i n g s , 

whether si m u l a t e d or n a t u r a l , are s t i l l admired. Mrs. Heraans, 

as one might expect from her l y r i c poetry, e x c e l l e d i n s e n t i ­

mental t r a g e d i e s . The Vespers of Palermo, (C.G.12/xii/l823)/l823 

abounds i n sentiment and high moral i s s u e s woven around the 

s t o r y of the S i c i l i a n John of P r o c i d a . One c r i t i c d e c l a r e d : 

"As a p o e t i c a l composition, i t i s b e a u t i f u l 
i n the extreme; but th8t i s not enough to 
form en e f f e c t i v e tragedy. The dialogue i s 
smooth, flowing and elegant - the d i c t i o n 
c l a s s i c a l l y chaste - the i l l u s t r a t i o n s , many 
of them n o v e l , none exaggerated. The poetry 

i s attuned with p e r f e c t harmony; not a l i n e 
can be found that i s not m u s i c a l : but i t was 
not s t r i k i n g , because i t wanted the e s s e n t i a l 
and i n d i s p e n s a b l e foundation of a l l genuine 
tragedy - a c t i o n . Y/antirig t h i s , the l i q u i d 
and g r a c e f u l numbers, even of Addison, are 
consigned to the c l o s e t . " 1 

1. The Drama; or The T h e a t r i c a l Pocket Magazine, V. 
(December 1823; p.243. 
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2.' 
This i s another example, "of the i n e f f e c t i v e contemporary c r i t ­
i c i s m which could do l i t t l e or nothing t o help the dramatists 
i n any attempt they may have made t o w r i t e p o e t i c tragedy f o r 
t h e i r own age. The c r i t i c i n t h i s n o t i c e has separated the 
poet r y from the a c t i o n - an a t t i t u d e as f a t a l to c r i t i c as to 
w r i t e r - and then found the poetry b e a u t i f u l , which i t mani­
f e s t l y i s not, so shackled i s i t by sentiment and e a r l y XIX 
century p r o p r i e t y . The c r i t i c should have regarded The Vespers 
of Palermo p r i m a r i l y as a play: an a r t form, whose t o t a l 
impression should be u n i f i e d . Had he done so he would have 
r e a l i s e d t h a t i n mentioning the l a c k o f a core of a c t i o n i n 
the play h i s c r i t i c i s m had damned i t o u t r i g h t . As i n the plays 
of the e a r l i e r p e r i o d 1790-181^,^ there i s no l a c k o f stage 
business i n these p l a y s , only a l a c k o f any t r a g i c a c t i o n . ^ 

Another c r i t i c r e a l i s e d t h a t The Vespers of Palermo 
lacked not only a c t i o n , but poetry as w e l l : 

" I t s c h i e f f a u l t s , as a tragedy, a r e , t h a t i t 
wants poetry and passion. I t i s / l i k e a l l the 
plays t h a t we r e c o l l e c t which have been s u f f e r e d 
to l i v e j u s t s i x nights w i t h i n the l a s t s i x t e e n 
years. There i s no f a u l t i n i t - save now and 

2. c f . p.S"?-
3 . c f . pp-57- "3-
i+. The d i s t i n c t i o n between dramatic a c t i o n and stage 

business i s made by H a z l i t t i n c r i t i c i s m s quoted 
i n f r a , c f . pp./i-j -
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then a l i t t l e awkward arrangement: but 
n e i t h e r i s t h e r e , t h a t we can perceive, any 
excellence at a l l . We never are i n s p i r i t s 
enough t o hiss such pieces as those; but 
they r u i n us i n s n u f f t o keep awake. " 5 

I n saying poetic tragedy "wants po e t r y and passion" one i n e v i t ­
a bly condemns i t , as any v i r t u e i t may have w i l l be f r u s t r a t e . 

Mrs. Hemans1 other p l a y s , { b o t h unacted^ - De C h a t i l l o n j 
or, The Crusaders, and The Siege of Valencia,' 1823 s u f f e r from 
the same f a u l t s - p r e t e n t i o u s sentiment and m o r a l i t y dressed up 
i n undramatic verse. As long as Mrs. Hemans, or any o f the 
other w r i t e r s , was concerned to show her d e l i c a c y o f f e e l i n g s , 
and pure m o r a l i t y , instead o f d r a m a t i c a l l y d e p i c t i n g human 
beings as they lead t h e i r l i v e s , tragedy could not be achieved. 

Charles L l o y d b l a t a n t l y acknowledges t h i s sentimental 
f a i l i n g i n h i s The Duke d'Ormond (unacted)^ 1822, where he 
p r i n t s , a f t e r h i s Dramatis Personae, 

"N.B. wherever commas are p r e f i x e d ( t h u s " ) 
the passage may, w i t h o u t i n j u r y to the thread 
of the piece, be omitted a t the d i s c r e t i o n o f 
the reader." 
The passages which are enclosed i n commas are sentiment­

a l , moral and/or s p e c i f i c a l l y r e l i g i o u s pieces - even more 
obviously so than the r e s t o f the play. E v i d e n t l y L l o y d i s 
q u i t e prepared t o w r i t e a p l a y under such a c o n d i t i o n : t h a t 

5. The Times, 1 3 . x i i . l 8 2 3 . 

http://13.xii.l823
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much o f i t remains i r r e l e v a n t t o the a c t i o n . He goes even 
f u r t h e r i n a p r e l i m i n a r y Advertisement containing a long speech 
which he has decided t o include i n the play, l e a v i n g the reader 
to i n s e r t i t i n the appropriate place f o r himself as the i n s p i r ­
a t i o n came t o Lloyd once the play had been set up i n type, 

an 

Such/additional speech could be appropriate t o the a c t i o n , 
but L l o y d has merely given another piece o f empty sentiment. 
The play i t s e l f has only the mechanics of stage p r o d u c t i o n and 
nothing else remotely dramatic. Long, tediousiv.moralising 
speeches, aimed a t an imaginary, and pious, reader bog the play 
down i n sentiment, w i t h no f e e l i n g f o r poetry or even f o r 
language. 

Charles Bucke* s The I t a l i a n s ; or The F a t a l Accusation 
(D. L. 3. i v . 1819), 1819, i s another tragedy w i t h sentiment and 
proper f e e l i n g s running through i t . A t l e a s t one c r i t i c showed 
sense i n h i s review; a f t e r damning the p l a y roundly, he con­
cluded: 

"of a l l the dramatic e x h i b i t i o n s we ever witnessed, 
t h i s was, indeed, the most d i s g u s t i n g . " 6 

I t i s a sad r e f l e c t i o n upon the t h e a t r i c a l management and con­
d i t i o n s o f the day t h a t such a p l a y ever reached the stage. 

6. The T h e a t r i c a l I n q u i s i t o r , x i v , ( A p r i l 1819) 301. 
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As we saw i n the l a s t chapter,^ t h i s sentimentalism 
was o f t e n accompanied by a Gothic and melodramatic element. 
By 1825, the most extreme forms of Gothicism had been worked 
o f f . The mystery, t e r r o r and horror unfolded amongst o l d 
r u i n s , haunted c a s t l e s and eery convents had l o s t a great deal 
of t h e i r a t t r a c t i o n . A few playwrights s t i l l used them, a s 
the Rev. T. S t r e a t f i e l d , The B r i d a l of Armagnaq. (unacted^1823. 
T h i s i s an involved t a l e of r e l a t i o n s h i p s . The Count of 
Armagnac i s about to marry Blanche, a French p r i n c e s s . He i s 
being encouraged by h i s abbot, who we gather from sundry h i n t s , 
has an e v i l hold over the Count. The Dauphin i s u n w i l l i n g f o r 
h i s s i s t e r to.omarry Armagnac, e s p e c i a l l y as she i s loved by 
h i s f r i e n d Archambold, an orphan whom the Queen of France had 
adopted. I t t r a n s p i r e s that Armagnac murdered h i s own brother 
to g a i n the t i t l e - hence the abbot's power over Armagnac, as 
he knew of the f r a t r i c i d e - and Archambold i s the son of the 
murdered brother. A former m i s t r e s s of Armagnac*s helps to 
e n l i g h t e n the other c h a r a c t e r s upon these events and f i n a l l y 
Blanche and Archambold can get married. Once again we have 
f a m i l i a r Gothic elements : a past event - the murder - shrouded 
i n mystery, an unknown young man, a s i n i s t e r c l e r i c and the 

7» c f . p.<o(o. 
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recognised stage d i r e c t i o n " s t a r t i n g back" - as Armagnac does 
when he sees Archambold c a r r y i n g the dagger w i t h which h i s 
f a t h e r had been murdered. But The B r i d a l o f Armagnac lac k s 
the abandoned excess o f Gothic p r o p e r t i e s which characterised 
the e a r l i e r plays, e.g. i n I I I , i , Adelaide, Armagnac's former 
mis t r e s s , addresses him w i t h much more r e s t r a i n t than would 
have been shown twenty years before : 

" A l l i n c o h e r e n t l y , 
Mutter'd confessions and convulsive c r i e s 
F r i g h t f u l and dark. 'Twould sound upon your ear 
L i k e pealing thunder, what your l i p s d i sclosed. 
I do not t h i n k you are so deep i n h e l l 
As t h a t dread t a l e h8s plunged you; not so f o u l . 
You are a v i l l a i n . Do not s t a r t and frown: 
I t i s the p i c t u r e you have drawn I show. 
I w i l l not make i t more deform*d than you 
Have painted i t . I do not l i k e t o look 
Upon i t s shades and t h i n k I knew; the man. 
I would not t h i n k i t ; b u t , I f e a r , I .fear 
That I have held a murderer i n my arms. " 
As we may see from t h i s q u o t a t i o n , Gothicism has been 

d i l u t e d by a good shot o f sentimentalism. This new mixture 
was dispensed by R.L. S h e i l . H a z l i t t commented upon S h e l l ' s 
Adelaide; or The Emigrants (G.G. 23.V . 1816) , 181*4.: 

"A tragedy, t o succeed, should be e i t h e r u n i f o r m l y 
e x c e l l e n t or u n i f o r m l y d u l l . E i t h e r w i l l do almost 
e q u a l l y w e l l . We are convinced i t would be possible 
to w r i t e a tragedy which should be a t i s s u e o f unin­
t e l l i g i b l e common-places from beginning to end, i n 
which not one word t h a t i s s a i d s h a l l be understood 
by the audience, and yet , provided appearances are 
saved, and nothing i s done to t r i p up the heels o f 
the imposture, i t would go down. Adelaide, or 
The Emigrants i s an instance i n p o i n t . I f there 
had been one good passage i n t h i s play, i t would 
i n f a l l i b l y have been damned. But i t was a l l o f 
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a piece; one a b s u r d i t y j u s t i f i e d another. 
The f i r s t scene was l i k e the second, the second 
act no worse than the f i r s t , the t h i r d l i k e the 
second, and so on to the end. The mind accommod­
ates i t s e l f t o circumstances. The author never 
once roused the i n d i g n a t i o n o f h i s hearers by 
the disappointment of t h e i r expectations. He 
s t a r t l e d the slumbering f u r i e s o f the p i t by no 
dangerous i n e q u a l i t i e s . We were q u i t e resigned 
bybthe middle o f the t h i r d s i m i l e , and e q u a l l y 
t h a n k f u l when the whole was over. The language 
of t h i s tragedy i s made up o f nonsense and indecency. 
Mixed metaphors abound i n i t . The.'torrent o f 
passion r o l l s along p r e c i p i c e s 1 . . . . /more 
examples g i v e n / ...... The p l o t of t h i s p l a y i s 
bad, f o r i t i s u n i n t e l l i g i b l e i n a great measure, 
and where i t i s not u n i n t e l l i g i b l e , absurd. " 8 

The Times agreed w i t h H a z l i t t . ^ 

Yet S h e i l presevered i n the same idiom and every one 
1 o 

of h i s plays was performed. The Apostate (C.G.3.v.1817^1817, 
i s best summed up by The Times c r i t i c : 

"The s i t u a t i o n s are f u l l o f ho r r o r , and t h i s 
h o r r o r i s o f t e n o f a k i n d t h a t we submit to w i t h 
most repugnance, because i t i s unnecessary, and 
brought about by-improbable means, merely f o r the 
sake o f effect...We cannot without some repugnance 
see her (Miss O'Neill as the heroine F l o r i n d a ) 
t e a r her h a i r and s t r a i n her e y e b a l l s , and r a t t l e 
w i t h her t h r o a t , and u t t e r shrieks l i k e mandrakes, 
and d i g f o r her husband's grave w i t h her n a i l s ; 
the pain i s greater'than the pleasure: the p h y s i c a l 
h o r r o r overpowers the p o e t i c a l i n t e r e s t . " 11 

8. The Examiner. 26.V .1816, H a z l i t t , v.308-309. 
9. The Times. 25. v . 1 8 1 6 . 

10. N i c o l l , i v , 400-401. 
11. The Times. 5.V .1817. 
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This review could be a p p l i e d to n e a r l y a l l sentimental 
Gothic plays: the unnecessary hor r o r is"brought 'about by im­
probable means," so t h a t the end o f tragedy i s p r o s t i t u t e d u n t i l 
i t becomes nothing more than a race "to see who can p i l e on the 
hor r o r t h i c k e s t , no matter how i t may be done. I n e v i t a b l y , 
"the physical horror overpowers the p o e t i c a l i n t e r e s t " because 
the w r i t e r has had more thought f o r the horr o r as i t i s the 
in g r e d i e n t most l i k e l y to make h i s play acceptable t o a theatre 

12 

manager. This i s another example of the i n t e r a c t i o n of 
t h e a t r i c a l management and dra m a t i s t s ' a s p i r a t i o n s which c o n t r i b ­
uted to the poor dramatic w r i t i n g o f the p e r i o d . Miss O'Neill's 
a c t i n g , g r a p h i c a l l y described by the reviewer, i s obviously i n 
a melodramatic, exaggerated s t y l e , impressing as a v i r t u o s o 
performance f o r i t s own sake, i n s t e a d o f being the means by 
which the dramatist's v i s i o n , such as i t i s , may be expounded. 
Again, a means has become an end i n i t s e l f , as happened w i t h so 

13 
many of the Gothic p r o p e r t i e s . Another reviewer, i n The 

Mi 

T h e a t r i c a l I n q u i s i t o r , has l i t t l e good to say o f The Apostate 
e i t h e r , and t r e a t s i t as i f i t were no more than an exercise 
f o r the actors where they could e x h i b i t t h e i r v a r i o u s e x c e l l ­
ences as they made t h e i r way through the horrors o f the play. 
1.2. c f . p. 20. 

13. c f . p. n-
1i | . X (May 1817) , 388. 
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But as a p l a y , a u n i f i e d work o f a r t , the reviewer seems t o 
regard i t as not worthy o f mention. As long as dramatists were 
f i n d i n g t h e i r p l o t s , characters and e f f e c t s by a mere s h i f t i n g 
about of sentimental, melodramatic and Gothic a t t r i b u t e s , they 
could not hope to produce works of a r t . As we saw i n the 
e a r l i e r p e r i o d , these w r i t e r s were e x p l o i t i n g a frame-work, a 

1 5 

convention, f o r i t s own sake, instead o f w r i t i n g w i t h i n i t . 
S heil's B e l l a m i r a ; or. The F a l l of Tuni3 (C. G. 22. i v . 1818) 

1818, i s probably h i s most successful, c e r t a i n l y by audience 
r e a c t i o n standards. 

"The testimonies of approbation at the close o f the 
tragedy, were loud and vehement, and q u i t e unmixed 
as f a r as. we could d i s c e r n , w i t h sounds o f a less 
agreeable nature." 16 

This success may be due to the f a c t t h a t i n B e l l a m i r a , 
l i k e so many o f the sentimental, Gothic tragedies, the tragedy^ 
as i t a f f e c t s thetaero and the heroine, consists o f the horrors 
and lamentations they go through on the stage during most of the 
p l a y , and o f t h e i r f i n a l emergence, shaky, t e a r - s t a i n e d , ennobl­
ed by s u f f e r i n g , both a l i v e and ready t o f i n d e v e r l a s t i n g happi­
ness i n each other's arms. Most of the dramatists o f t h i s 
p e r i o d are too s u p e r f i c i a l and obvious. They have f a i l e d to 

15. of. p.22. 
16. The Times, 2 3 . i v . l 8 l 8 . 
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look f o r , and c e r t a i n l y have never stumbled upon a c c i d e n t a l l y , 
the depth o f tragedy .which c o n s i s t s , not i n the externals o f 
a c t i o n , but i n the i n t e r n a l motives and c o n f l i c t s of the 
characters, which c e r t a i n l y r e s u l t i n a c t i o n s , but of a d i f f e r ­
ent k i n d from t h a t embarked upon f o r h o r r i f y i n g p r o p e r t i e s 
alone. They do not r e a l i s e t h a t what i s presented i n the 
p l a y should image a t o t a l v i s i o n o f human l i f e which has been 
genuinely apprehended by the dr a m a t i s t . 

As a w r i t e r of tragedies S h e i l was ruined by the age 
he l i v e d i n . Throughout a l l h i s plays there i s a suggestion 
t h a t he might have w r i t t e n good tragedy had he been d i s c i p l i n e d 
by higher t r a g i c standards. As i t i s , l i k e others o f the per­
i o d , he wrote w e l l enough t o s a t i s f y the huge contemporary 
theatre audiences; h i s plays were performed, he achieved succ­
ess, fame and no doubt a f i n a n c i a l competence. There was no­
t h i n g to spur him on t o greater e f f o r t s : p a r t i c u l a r l y i s t h i s 
evident when we r e a l i s e t h a t under the e x i s t i n g t h e a t r i c a l 
c o n d i t i o n s a good tragedy would have had great d i f f i c u l t y i n 
achieving performance. So S h e i l wrote on, allowing h i m s e l f 
to w r i t e , e.g. from Adelaide, where J u l i a meets her fiance'' 
h i t h e r t o b e l i e v e d dead: 
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" Alas', my Albert 1. 
I never thought to look aigajin upon thee. 
I wept unceasingly: f u l l many a k e r c h i e f 
Grew heavy w i t h the weight o f f a l l e n sorrow 
Yet i s there a f o r g e t f u l n e s s o f g r i e f 
I n thus beholding thee." 17 

The language i s clumsy, " I never thought to look again upon 
thee" i s both awkwardly w r i t t e n and d i f f i c u l t t o enunciate, 
w h i l s t 

" f u l l many a k e r c h i e f 
Grew heavy w i t h the weight o f f a l l e n sorrow" 

i s unnecessarily i n v o l v e d and r i d i c u l e s , r a t h e r than reveres, 
g r i e f . 

C.R. Maturin i s another w r i t e r who might have w r i t t e n 
b e t t e r plays. Underneath h i s conventional horror there l i e s 
the suggestion o f a dramatist who could by d i s c i p l i n e and a 
higher regard f o r the a r t o f tragedy, have w r i t t e n much b e t t e r 
than he does. Bertrams or^ The Castle of St. Aldobrand (D.L. 
9.v.1816)^ 1816, has a t y p i c a l Gothic p l o t , s e n t i m e n t a l l y t r e a t ­
ed. Bertram's ship i s wrecked on the w i l d c l i f f s near the 
Castle o f St. Aldobrand, whose owner has been pursuing Bertram 
f o r h i s past misdeeds. He i s saved from drowning by monies who 
as the custom i s , send him t o the Castle to recover. I n the 
Castle, Imogine, St. Aldobrand's w i f e , has been passing months 

17. I V . i . 
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i n sad contemplation and lamentation over her f 8 t e : she married 
St. Aldobr8nd to save her f a t h e r from s t a r v a t i o n , but she loved 
another - Bertram. Bertram and Imogine meet. Bertram s t i l l 
loves her and wonders what she i s doing i n the Castle, as he 
had had t o f l e e the country and does not know of her marriage. 
Y/hen he hears of i t h i s d e s i r e f o r revenge upon St. Aldobrand 
i s overpowering. St. Aldobrand retu r n s and appears as a gen t l e 
f o r g i v i n g man, yet Bertram murders him i n s p i t e o f Imogine's 
e n t r e a t i e s . Imogine goes mad w i t h g r i e f , Bertram becomes pen­
i t e n t through her madness and k i l l s himself. Imogine d i e s . 

The whole p l o t consists of one h i g h l y i n c r e d i b l e c o i n ­
cidence a f t e r another, a l l unfolded i n the Gothic t r a d i t i o n , 
w i t h the usual dramatic p r o p e r t i e s : the s e t t i n g o f the mon­
as t e r y and the c a s t l e perched upon c l i f f s , c l o s e l y hemmed i n 
by woods and r o a r i n g seas; the past event; the mystery o f 
who Bertram i s and what he has done: 

"He /Bertram7sleeps. i f i t be sleep; t h i s s t a r t i n g trance, 
Whose f e v e r i s h tossings and deep muttered groans 
Do prove the soul shares not the body's r e s t -
How the l i p works, how the bare t e e t h do g r i n d -
Arid beaden drops course down h i s w r i t h e n brow -
I w i l l awake him from t h i s h o r r i d trance, 
This i s no n a t u r a l sleep - ho, wake thee, stranger - " 

18 

18. I I , i . 
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Imogine's long cherished g r i e f ; her nocturnal ambles on the 
battlements; a l l ending i n madness and s u i c i d e . The a b s u r d i t ­
i e s of t h i s p l a y , and, by i n f e r e n c e , o f a l l others o f the same 
genre, were r u t h l e s s l y exposed by Coleridge i n Biographia L i t -
e r a r i a . x x i i i . Coleridge analyses the play, r i d i c u l i n g such 
things as the extent of the opening storm as being p o i n t l e s s l y 
vast and supernatural - a t y p i c a l Gothic device to i n s p i r e fear 
and a t e r r i f i e d expectancy o f what i s l i a b l e to f o l l o w : 

"But what i s there to account f o r the prodigy of 
the tempest at Bertram's shipwreck? I t i s a mere 
supernatural e f f e c t w i t h o u t even a h i n t of any 
supernatural agency; a prodigy without any circum­
stance mentioned t h a t i s prodigious; and a miracle 
introduced w i t h o u t a ground, and ending w i t h o u t a 
r e s u l t . " 19 

So Coleridge continues through the pl a y , which f i n a l l y emerges 
as improbable, i n a r t i s t i c , fatuous and r i d i c u l o u s . Even i f 
Coleridge wrote t h i s c r i t i q u e i n anger t h a t the Drury Lane 
management had accepted Bertram i n s t e a d of h i s own Zapolya; A 

20 
Christmas Tale. 1817> the c r i t i c i s m s t i l l stands. 

H a z l i t t w r i t i n g of Bertram made po i n t s which could also 
be applied e q u a l l y w e l l to other such plays: 

19. Op. C i t . 
20. Unpublished L e t t e r s o f Samuel Taylor Coleridge, ed. 

E.L; Griggs, 1932, i i , 17&, n.1. 
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" . . . I t s beauties are r a t h e r those o f language and 
sentiment than o f a c t i o n or s i t u a t i o n . The i n t e r e s t 
f l a g s very much during the l a s t a c t , where the whole 
p l o t i s known and i n e v i t a b l e . What i t has o f stage 
e f f e c t i s scenic and extraneous, as the view o f the 
sea i n a storm, the chorus of k n i g h t s , &c, i n s t e a d 
of a r i s i n g out of the business of the play. We aibso 
o b j e c t to the t r i c k o f i n t r o d u c i n g the l i t t l e c h i l d 
twice t o u n t i e the knot o f the catastrophe. One 
of these f a n t o c c i n i e x h i b i t i o n s i n the course o f a 
tragedy i s q u i t e enough. 

The general f a u l t o f t h i s tragedy, and of other 
modern tragedies we could mention, i s , t h a t i t i s a 
tragedy without business.. A r i s t o t l e , we b e l i e v e , de­
f i n e s tragedy to be the representation o f a serious 
a c t i o n . Now here there i s no a c t i o n : there i s 
n e i t h e r cause nor e f f e c t . There i s a want o f t h a t 
necessary connection between what happens, what i s 
s a i d , and what i s done, i n which we take the excuse, 
o f dramatic i n v e n t i o n to c o n s i s t . I t i s a sentimental 
drama, i t i s a romantic drama, but i t i s not a tragedy, 
i n the best sense o f the word? That i s to say, 
the passion described does not a r i s e n a t u r a l l y out o f 
the previous circumstances, nor lead n e c e s s a r i l y t o the 
consequences that f o l l o w . Mere sentiment i s v o l u n t a r y 
f a n t a s t i c , s e l f - c r e a t e d , beginning and ending i n 
i t s e l f ; true passion i s n a t u r a l , i r r e s t i b l e , produced 
by powerful causes, and compelling the w i l l t o 
determinate a c t i o n s . The o l d tragedy, i f we understand 
i t , i s a d i s p l a y of the a f f e c t i o n s o f the heart and 
energies of the w i l l ; the modern romantic tragedy i s 
a mixture o f f a n c i f u l exaggeration and i n d o l e n t sensib­
i l i t y ; the former i s founded upon r e a l c a l a m i t i e s 
and r e a l purposes: the l a t t e r courts d i s t r e s s , e f f e c t s 
h o r r o r , indulges i n a l l the l u x u r y o f woe, and nurses 
i t s l a n g u i d thoughts, and dainty sympathies, to f i l l 
up the v o i d o f a c t i o n . As the opera i s f i l l e d w i t h 
a s o r t o f singing people, who t r a n s l a t e everything .into 
music, the modern drama i s f i l l e d w i t h poets and t h e i r 
mistresses, who t r a n s l a t e everything i n t o metaphor 
and sentiment. Bertram f a l l s under t h i s censure 
The poet does not describe what his characters would 
f e e l i n given circumstances, but lends them h i s 
own thoughts and f e e l i n g s out of h i s general r e f l e c t ­
ions on human nature, or general observations o f 
c e r t a i n objects. I n a word, we hold f o r a- t r u t h , 
t h a t a thoroughly good tragedy i s an i m p o s s i b i l i t y 
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i n a s t a t e of manners and l i t e r a t u r e where the poet 
and philosopher have got the b e t t e r of the man; 
where the r e a l i t y does not mould the imagination, 
but the imagination glosses over the r e a l i t y ; and 
where the unexpected stroke of t r u e calamity, the 
b i t i n g edge o f t r u e passion, i s b l u n t e d , sheathed, 
and l o s t , amidst the flowers o f poetry strewed over 
u n r e a l , u n f e l t d i s t r e s s , and the f l i m s y t o p i c s of 
a r t i f i c i a l humanity prepared before f o r a l l occasions. 
We are t i r e d of this-long-spun a n a l y s i s . . . . 
/Here H a z l i t t quotes a long speech beginning i n 
This i s very b e a u t i f u l and a f f e c t e d w r i t i n g . The 
reader would suppose i t r e l a t e d t o events woven i n t o 
the web of the h i s t o r y ; but no such t h i n g . I t i s a 
p u r e l y v o l u n t a r y or p o e t i c a l f i c t i o n o f possible 
calamity, a r i s i n g out of the experience of the authofc, 
not o f the heroine." 21 

This provides a c r i t i c i s m o f the a r t i f i c i a l i t y , unnaturalness 
and s e n t i m e n t a l i t y of these plays. H a z l i t t ' s c r i t i c i s m i s un­
usual f o r t h i s period i n i t s i n t e g r i t y and the genuine i n t e r e s t 
he shows, not only i n Bertram, but i n the tragedy o f h i s own 
age and i n the theory of tragedy generally. Other c r i t i c s had 

a more hand-to-mouth a t t i t u d e , as witness, The T h e a t r i c a l I n -
. .. 22 q u i s i t o r t 

"Of a l l the authors of the present day, Mr. Maturin 
i s decidedly the one whose w r i t i n g s take the strongest 
hold upon the f e e l i n g s and the imagination; d u l l 
indeed must be the heart t h a t i s not t h r i l l e d and 
i n t e r e s t e d by them. He possesses the f a c u l t y o f 
working up the f e e l i n g s even to a p a i n f u l p i t c h o f 
i n t e r e s t ; they y i e l d themselves e n t i r e l y t o h i s 
c o n t r o u l , and u n r e s i s t i n g l y obey his powerful man­
dates. He excels i n d e p i c t i n g the dark, the t e r r i b l e , 

21. The Examiner. 19.V.1816, H a z l i t t , V.30/4--306. 
22. v i i i (May, 1816), 375 f f . 
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and the mysterious; h i s w r i t i n g s d i s p l a y , i n 
a remarkable degree, t h a t union o f refinement 
and wildness, o f ardent f e e l i n g and touching 
melancholy.. " 

S 

This i s bad c r i t i c i s m as i t s a ^ n o t h i n g about the p l a y . The 
c r i t i c r e l i e s upon vaguely emotive words and c a l l s upon our 
"heart" to respond. 

The Dublin correspondent o f The T h e a t r i c a l I n q u i s i t o r . 
commenting upon the performance of Bertram, i n Dublin on 
13.ii.l8l7» remarks : 

" JBertram," a tragedy i n which Mr. M a t u r i n 
has amalgamated the obsolete phraseology o f Spenser 
w i t h the modern snip-snap of Lord Byron and V/alter 
Scott." 23 

On the Edinburgh performance, w i t h Kean as Bertram, the corres 
pondent has t h i s t o say: 

"He ^Cean7 has been unquestionably the sole 
support o f t h i s drama as a stage composition." 2k 

Genest simply comments: 
"Bertram met w i t h more success than i t deserved." 25 
Manuel (D.L.8.iii.1817) 1817, i s w r i t t e n i n the same 

s t y l e and w i t h the s e n t i m e n t a l , melodramatic, Gothic atmospher 
enveloping i t . I t s climax i s a s u r p r i s e r e v e l a t i o n to a son 

23. The T h e a t r i c a l I n q u i s i t o r . X ( A p r i l 1817) s 31^. • 
2h» The T h e a t r i c a l I n q u i s i t o r . XI ( J u l y , l 8 l 7 ) , 10. 
25- Genest, i x , 570 
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t h a t h i s f a t h e r i s a murderer. Again sentiment and melodrama 
have replaced any t r a g i c impulse, w h i l s t the mechanics of 
tragedy have been borrowed from Shakespeare, e.g. V, i , where 
Manuel's s t a t e o f wandering, w i t l e s s shock on the f i n d i n g o f 
his daughter by h i s side, i s a poor echo o f Lear's bewilder­
ment at f i n d i n g Cordelia. 

Manuel was unfavourably reviewed. The T h e a t r i c a l I n -
26 

q u i s i t o r gives the published p l a y a bad, carping review i n ­
fluenced by the s p i r i t of Coleridge's c r i t i c i s m o f Bertram. 

27 
The Times. ' i s unfavourable and n o t i c e s : 

"The s t y l e o f Bertram was r a t h e r too h i g h l y 
decorated. The language of the new p l a y i s 
s t i l l more t h i c k l y set w i t h s i m i l e s , and even 
more a s p i r i n g to a p r e t e r n a t u r a l s t r e n g t h . " 
Fredolfo (C.G. 12.V.1819), 1819, the l a s t M a t u r i n tragedy 

o f t h i s period i s almost completely melodramatic and very 
much i n the sentimental, Gothic t r a d i t i o n . I t has a p l o t lack­
in g any development or climax, and i n c l u d i n g a secret murder -
i n e v i t a b l y witnessed - a daughter surrendering her charms i n 
exchange f o r her f a t h e r ' s l i f e (a device already used i n 
Bertram, where Imogine married St. Aldobrand to save her f a t h e r 

26. X (March, 1817), 2 0 1 f f . 
27. 1 0 . i i i . l 8 l 7 . 
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from f i n a n c i a l r u i n ) then a few f i n a l and open murders and the 
death o f one character as a r e s u l t of a l l the t e r r o r s exper­
ienced i n the play. I t i s unusual i n having only one female 
p a r t : i n t h i s period the heroine i s more u s u a l l y attended by 
at l e a s t one, and more o f t e n by a group o f confidantes, e i t h e r 
f r i e n d s or servants, to whom she unbosoms h e r s e l f so t h a t the 
audience may the b e t t e r f o l l o w the p l o t and experience Gothic 
t h r i l l s . The s e t t i n g s are very Gothic: Swiss mountains, 
chasms and r o a r i n g t o r r e n t s , "A Gothic H a l l i n the Castle o f 
Predolfo," and f i n a l l y a monastery. I , i has a storm as inex­
p l i c a b l e as the one i n Bertram. I n I , i t h i s interchange 
appears - though i t i s omit t e d from the a c t i n g version -

"Waldo. Where wouldst thou rush? 
U r i l d a . Where the tempest raves 

To bare my bosom t o the fo r k e d lightnings'. 
To s h r i e k i n tones t h a t w i l l appal the thunder! 
To y e l l i n nature's ear a daughter's p r a y e r l " 

a romantic, but impracticable d e c i s i o n . I I I , i i i f i n i s h e s i t s 
v e r b o s i t y w i t h a grand gesture : 

" U r i l d 8 . Lost'. Lost 1, f o r e v e r l o s t ! 
F r e d o l f o . (calmly c l a s p i n g her hand, and p o i n t i n g 

to heaven) 
Not l o s t f o r ever!!! 

^ C u r t a i n Drops. " 
W h i l s t the play concludes w i t h t h i s stage d i r e c t i o n f o r 

U r i l d a -
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"^Ealls-.on -the body of- Adel-mar-, -and expires s l o w l y , 
f o r c i n g a smile as she sees her f a t h e r ' s agony! " 

The T h e e t r i c a l I n q u i s i t o r and monthly L'lirror observed : 
"This Tragedy i s a complete i l l u s t r a t i o n of a l l these 
p e c u l i a r i t i e s , as w e l i excellencies as defects, 
which have characterised Mr. Maturin's former product­
ions. " The same powers o f imagination, the same, v e i n 
of poetry, richness of imagery, and nervousness o f 
d i c t i o n , which marked Bertram and Manuel, are displayed 
i n F r e d olfo; and there are l i k e w i s e the same want of 
r e a l character, the same outrageous i n c i d e n t , 8nd the 
same went of appeal to n a t u r a l sympathies." 28 

c 
The same j o u r n a l reviewed the p r i n t e d e d i t i o n of Fredolfo,1819: 

"We are too impatient to v i n d i c a t e the laws o f i n ­
s u l t e d j u s t i c e , which have been t e r r i b l y a s s s i l e d 
by the f a t e o f t h i s tragedy, to h e s i t a t e i n proclaim­
ing our opinion o f the poem w i t h which Mr. MATURIN 
has consented to g r a t i f y i t s readers. Fraught w i t h 
every charm t h a t can f i x the imagination or a r r e s t 
the judgement "F r e d o l f o " was r e j e c t e d at the great 
ordeal o f p u b l i c s c r u t i n y , and we r e j o i c e i n the 
event. I t has strengthened our c o n v i c t i o n t h a t the " 
stage i s but the grave o f genius, and t h a t i f poetry 
w i l l appreciate i t s proper reward, i t must look i n 
the pages of c r i t i c i s m , as i t were, f o r the world 
to come. " 

This reviewer i s d i s t i n g u i s h i n g two standards of judgement: 
•the one used by an audience watching a play i n a thea t r e -
" p u b l i c s c r u t i n y " - and the other by a c r i t i c reading e play 
i n h i s closet - the play's "readers." By the former standard 
he r e a l i s e s t h a t Fredolfo must be condemned out o f hand and i n 

28. x i v / (May, 1819), 392. j . 
29. xv (September 1819) 1U3, con't. i n October, p.200. 
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so doing r e v e a l s a warped i d e a o f the n a t u r e o f p l a y s : f o r him 

t h e a t r i c a l s u c c e s s o r f a i l u r e i s i m m a t e r i a l : i f he has any pre 

f e r e n c e , i t i s towards f a i l u r e . The p l a y form may c e r t a i n l y 

be used, and has been, by a p o e t t o communicate w i t h o t h e r s , 

i n a form t h a t i s not p r a c t i c a l t h e a t r e , e.g. S h e l l e y ^ Prometh­

eus Unbound, but s u c h p l a y s c o n s t i t u t e a v e r y s m a l l and e x c e p t ­

i o n a l m i n o r i t y . T h e i r a u t h o r s do not e x p e c t s t a g e p r o d u c t i o n . 

M a t u r i n , on t h e o t h e r hand, wrote h i s p l a y s i n a d e f i n i t e 

t h e a t r i c a l form and s u b m i t t e d them to t h e a t r e managers. The 

s t a n d a r d o f c r i t i c i s m f o r them s h o u l d be t h e a t r i c a l . On>;one 

p o i n t the r e v i e w e r i s no doubt c o r r e c t - the s t a g e o f t h i s p e r ­

i o d was u s u a l l y t h e g r a v e o f g e n i u s , but i t does no t f o l l o w 

t h a t i n t e r m e n t s s u c h a s F r e d o l f o were those o f g e n i u s , and a 

c r i t i c c e r t a i n l y h a s a d u t y to go b e h i n d t h a t judgement to 

d i s c o v e r what i s wrong w i t h the s t a g e , and t h e t h e a t r e gener­

a l l y , t h a t f o r c e s him t o come to h i s c o n c l u s i o n . One s t r a n g e 

a s p e c t o f ffredolfo i s t h a t t h e a u d i e n c e d i d r e j e c t i t : 

" t h e announcement f o r r e p e t i t i o n f o f F r e d o l f d J was 
s t i f l e d by the most d e c i d e d remarks o f d i s a p p r o b a t i o n . 
The p l a y , we have s i n c e u n d e r s t o o d , i s to be w i t h ­
drawn; and we f e e l d i s p o s e d to g i v e e v e r y c r e d i t to 
t he managers f o r the r e a d y and j u s t d e f e r e n c e t h e y 
have shown to t h e o p i n i o n o f the p u b l i c . " 3 

30. The T i m e s . 13.V.1819. 
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I t i s pu z z l i n g that Fredolfo f a i l e d to please w h i l s t other, plays 
w i t h the same mixture of characters and events were enthu s i a s t ­
i c a l l y received. One possible explanation i s t h a t the actors 
gave a very poor performance. Young played Predolfo, Hacready 
took the park o f Wallenberg, the A u s t r i a n governor o f Switzer­
land and Miss O'Neill played U r i l d a . 

Mary Russel M i t f o r d wrote J u l i a n (C. G. 1 5 - i i i . 1823)^ 1823, 
i n the same t r a d i t i o n , complete w i t h apparent p a t r i c i d e - the 
f a t h e r survives - a heroine, pursued by a scheming, wicked 
nobleman, and then f i n a l l y k i l l e d s h i e l d i n g the man she loves, 
who promptly d i e s , a l l t h i s w i t h much undramatic verse and 
great sentiment. Such p l o t s are more akin to f a i r y t a l e s , 
dealing w i t h a remote n o b i l i t y l i v i n g i n some f a r d i s t a n t moun­
tainous land and having no contact w i t h day to day humanity, 
i t s cares, a t t i t u d e s and manners. Some w r i t e r s i n t e n s i f y 
t h i s atmosphere by g i v i n g t h e i r dramatis personae names such 
as we f i n d i n Maturin's Fredolfo; Adelmar, U r i l d a , Waldo, 
Berthold. 

The Gothic element, found i n these w r i t e r s along w i t h 
the sentimental^ i s seldom found on i t s own, w i t h a whole play 
b u i l t upon and around Gothic horror alone. The most Gothic i s 
Major B.B.Pa'rXby1 s Revenge, or The Novice of San Martino (un­
acted') 1818. I t deals w i t h Father Angelo, who l i v e s o n l y to 
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revenge hi m s e l f upon Carantani, who, by tempting Angelo t o 
gamble, r u i n e d him and then married h i s fiancee. When the 
play opens Carantani, a r u t h l e s s nobleman, has two daughters: 
t h i s lapse o f eighteen to twenty years since the f i r s t k i n d l i n g 
o f Angelo 1s desire f o r revenge, i s a t y p i c a l Gothic e f f e c t , i n ­
tended to add mystery and suspense. Carantani i s determined t o 
marry h i s younger daughter, V i c t o r i a , to the Duke of ivlilan, i n 
s p i t e of her love f o r C e l e s t i n i . V i c t o r i a i s i m p o l i t e t o the 
Duke^ and Angelo, helped by Jerome h i s a s s i s t a n t i n v i l l a i n y , 
arranges f o r her to elope v;ith C e l e s t i n i . Meanwhile Angelo has 
discovered t h a t O l i v i a , Carantani's elder daughter, who i s 
about to take her f i n a l vows as a nun, i s i n love w i t h , and i s 
loved by, F l o r i a n . Angelo uses t h i s knowledge f o r h i s own 
ends and o f f e r s O l i v i a the a l t e r n a t i v e e i t h e r o f being openly 
revealed f o r the s t r a y i n g novice she i s , or of taking poison -
e i t h e r way Carantani would be disgraced and disheartened. 
O l i v i a refuses to damn her s o u l , and does not h8ve regard f o r 
her f a t h e r who h8S given her no sympathy. On the c o n t r a r y , he 
has been most harsh as he i s concerned only w i t h V i c t o r i a ' s 
wedding, which depends upon O l i v i a ' s t a k i n g vows and so r e ­
nouncing her i n h e r i t a n c e . Predolfo comes to elope w i t h O l i v i a , 
i s s u r p r i s e d by Angelo and Jerome, and i s f i n a l l y shot. O l i v i a 
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goes mad i n the Elizabethan idiom. Meanwhile V i c t o r i a has 
eloped and Cerantani rushes i n a changed man, f u l l o f remorse. 
Angelo reveals himself and g l o a t s over h i s work. P l o r i a n and 
O l i v i a both d i e . Then :"He /Angelc^is l e d o f f . " The p l a y ends 
w i t h a v a r i e t y o f echoes from Shakespeare and the B i b l e ; -

" O l i v i a . 
HaT Where i s he f l e d ? - Signor, my F l o r i a n 
I s gone abroad; your worship knows not whither. 
I s he here, or here? What c r u e l f a t e has p a r t e d us? 
Oh, no, no-j\5no - I see him, my eyes behold himl 
Look, s i r , i n yon b r i g h t cloud, s e e how benign h i s 

aspect, 
And i n h i s hand a wreath o f hyacinth. 
Mark how he p o i n t s a l o f t , the while h i s arm upheld 
Describes a boundless day. 
I come, I come, where we s h a l l p a r t no more. 
My f a t h e r - oh, my father'. 

Carantani. 
My c h i l d , O l i v i a : 
Would I h8d died f o r thee, my c h i l d , my c h i l d . " 

This play i s 8lmost impressive i n the s i n c e r i t y , however mis­
placed, w i t h which i t has been w r i t t e n , but i t has been spoiled 
by an undue l e n g t h , so t h a t even melodramatic suspense i s l o s t 
i n weariness. Had Parlby been acquainted w i t h - t h e theatre 
and stage c r a f t t h i s f a u l t would probably have disappeared. 
The characters are more a m b i t i o u s l y v a r i e d than i s usual at 
t h i s t i m e i t Carantani tends t o be a stock heavy-father f i g u r e , 
and Parlby's worst f a u l t i s the way he has changed Carantani's 
character towards the end o f the p l a y merely to s u i t the p l o t , 
i n s t e a d o f allowi n g any character development to evolve natur­
a l l y from w i t h i n Carantani. C e l e s t i n i i s an unusual, f i g u r e 
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f o r t h i s age - an effeminate fop, w e l l portrayed, which makes 
V i c t o r i a ' s conduct somewhat puzzling as her love f o r such a man 
goes much deeper than the r o m a n t i c - t r a g i c l e v e l of the play. 
V i c t o r i a i s a hard-headed woman w i t h a w i l l of her own who 
knows very c l e a r l y what she does not want. O l i v i a i s much more 
t y p i c a l o f the period: s e l f - q u e s t i o n i n g , s e l f - d r a m a t i s i n g i n 
her convent, exclamatory and c o n s t a n t l y l o o k i n g f o r the noble, 
i . e . , s e l f - s a c r i f i c i n g , course of a c t i o n . But l i k e Garantani, 
though to a lesser degree, a l l the dramatis personae f a i l be­
cause Parlby has portrayed them as best s u i t e d h i s p l o t , not as 
would have been most n a t u r a l to the kinds o f people he i s attempt 
-i n g to p o r t r a y . 

His s e t t i n g s and language are Gothic. I , i , opens -
"The chapel of the Convent of San Martino. (As 

the c u r t a i n r i s e s l i g h t s are seen through the 
windows o f painted glass. The organ sounds and 
the vesper hymn i s chaunted a t i n t e r v a l s . FLORIAN, 
who was concealed behind one of the p i l l a r s , comes 
gr a d u a l l y forward during the performance of the hymn. 
The f r o n t o f the stage darkened.)" 

Then F l o r i a n speaks : 
"This i s the place O l i v i a named, the hour appointed. 
Sure the deep gloom t h a t shrouds these ancient a i s l e s 
Has shed i t s i n f l u e n c e o'er my drooping s p i r i t . . . " 

I n the same scene, I , i , Father Angelo exclaims: 
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"Revenge, thou a r t a harpy, whose fowl ravenous claw 
D e l i g h t s t o pounce upon the d a i n t i e s t morsels; else why 

t h i s quickening pulse 
At the s i g h t o f yorjder maid?" 

I n V, i i i , O l i v i a bewails her f a t e -
" E m i l i a , thou would'st wake a f i n a l l i n g e r i n g hope; 
*Tis but a f l 8 g t o stem the mountain t o r r e n t , 
A t r a n s i e n t beam, t h a t 'ere i t s warmth i s f e l t 
The frowning cloud e c l i p s e s ; oh no, no, no, my 

kinsmen have no heart 
To step between my f a t h e r ' s haughty mandate 
And a poor trembling maid. Y e t " I 1 1 1 make t r i a l o f 

t h e i r hardihood, 
And at the a l t e r claim t h e i r s h e l t e r i n g arm t o save me; 
F a i l i n g i n that,.here s h a l l my sorrows close, 
Here s h a l l my s u f f e r i n g s f i n d a worthy end. 
I w i l l not w i t h i n i q u i t o u s breath l i e i n the face o f 

heaven, 
Nor s h a l l they, f o r c e me to those hated vows." 

The l a r g e r than l i f e exaggeration o f these plays i s very n o t ­
iceable i n Revenge, or^The Novice of San Martino, u n t i l the 
reader f e e l s he has l o s t a l l contact w i t h o r d i n a r y l i f e - s i z e d 
existence. 

The c u l t o f melodrama appears also i n the g r e a t l y overw 
dramatic tragedies o f the p e r i o d ; plays which are overloaded 
w i t h a c t i n g p o s s i b i l i t i e s o f the most obvious and melodramatic 
na t u r e , and charged w i t h an i n c r e d i b l e v e r b o s i t y , as i f the 
very volume of words would surge them t o success. Conrad the 
Usurper and The Kinsmen of Naples, published together i n 1818 
(Conrad the Usurper was performed, before p u b l i c a t i o n ' i n B i r -
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mingham and The Kinsmen o f Naples was unacted) and "By the 
Author of Tancred," are two such plays. The former was 
"emendated" by A l f r e d Bunn, the opera l i b r e t t i s t -

"The author's o b l i g a t i o n s to Mr. BUNN are i n ­
e x p r e s s i b l e ; i n a d d i t i o n to the b e n e f i t which 
the Tragedy derived from the emendations of h i s 
elegant pen, he gave i t every advantage o f scenery 
and music, which i t could have received from a 
London Theatre. " 32 

Bunn's "elegant pen" may have helped to produce, e.g. I , i -
"Monk. F l y , f l y and leave the princess to my care 

/~Adelheid f a i n t s . 
Leopold. One l a s t , l a s t look and now f o r P a l e s t i n e . 

</Exit Leopold. " 
and I I , i i i , 

"Conrad. Must t h i s g8rb, 
These v i l e p lebian weeds, disgrace f o r ever 
The s t r u g g l i n g heart which swells w i t h shame 

beneath them? " 
and c e r t a i n l y Bunn 'must have had a large share i n the songs 
which a chorus tends t o break i n t o from time t o time. 

The Kinsmen o f Naples i s no b e t t e r . The p l o t .was taken 
from Ford's The Witch o f Edmonton, then improved by the author -

"The double marriage i s the only i n c i d e n t which was 
r e t a i n e d from the o l d play; i t was considered necessary, 
i n order to heighten the stage e f f e c t , to give a 

31. Advertisement to Conrad the Usurper. 
32. I b i d . 
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stronger contrast i n the females than i s to be 
found i n Ford. " 33 
W i l l i a m Monney1 s Carac_tacus, 1816, unacted and intended 

f o r the c l o s e t , i s another undigested mass of words. I t opens 
w i t h three d r u i d s r e l a t i n g t o one another, a t great l e n g t h , 
but obviously d i r e c t i n g t h e i r remarks to the audience, or r a t h e r 
reader, a l l the bad omens - thunder, l i g h t n i n g and the l i k e -
which f i l l e d the previous n i g h t w i t h t e r r o r . Bogged down i n a 
great mass of undigested words, the play proceeds to dramatise 
B r i t a i n on the eve of the Roman invasion. 

( i i ) Shakespearean i n f l u e n c e . 
I t i s , however, q u i t e n o t i c e a b l e t h a t s p e c i f i c a l l y 

Gothic plays, and even plays w i t h Gothic i n t e r m i x t u r e s , dimin­
i s h i n number as the p e r i o d progresses. A number of explan­
a t i o n s may be suggested: the i n e v i t a b l e popular d e c l i n e of an 
a r t genre which had once been so w i d e l y acclaimed and eagerly 
read and w r i t t e n ; the German i n f l u e n c e being l a r g e l y replaced 
by a growing i n t e r e s t i n French drama; the i n t e r e s t i n 

Elizabethan l i t e r a t u r e leading to a c l o s e r i m i t a t i o n , espec-
35 

i a l l y amongst poetic dramatists. This Elizabethan influence 

33. The Kinsmen of Naples. Advertisement. 
3U. N i c o l l , i v , 78-88. 
35. i b i d , pp.88-90. 
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i s seen mixed w i t h Gothic i n G. Soawe's The Bohemian (unacted^ 
1817. The p l o t i s Gothic: Herman', discovers from the con­
fe s s i o n of a supposedly dying man ( i n Gothic plays such men 
seldom d i e ) t h a t h i s mother murdered his f a t h e r . Herman's 
enemy overhears the confession and revives the dying man so 
t h a t he may use t h i s man's evidence as a basis f o r revenge by 
a secret s o c i e t y t h a t e x i s t s s o l e l y to attend to such emergenc­
i e s . Herman, a member of the s o c i e t y , i s elected to revenge 
the death of his f a t h e r , upon h i s mother - i f he f a i l s h i s own 
w i f e and c h i l d w i l l be murdered. (One wonders i f another 
secret s o c i e t y deals w i t h such revenge as t h i s would c a l l f o r ) . 
Herman has already murdered the dying man whose confession 
s t a r t e d the a c t i o n ; he cannot, however, murder Ida, h i s mother, 
who promptly commits s u i c i d e . Haunted by h i s mother's blood -
f o r which he could h a r d l y be held responsible, Herman k i l l s 
h i s w i f e and c h i l d before he himself i s s t r u c k and k i l l e d by 
l i g h t n i n g . His enemy i s k i l l e d by a deus ex machina i n the 
form of some gypsies who have long borne him a grudge. The 
play i s very slow?fmoving against a background of c a s t l e s , a 
monastery and i t s chapel, dark and gloomy woods, and the grand 
f i n a l e o f a tremendous storm. 

The p l o t i s , however, cl o t h e d i n Shakespearean language 
and rhythms. Ida has a guilt-obsessed sleep-walk, c l o s e l y 
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copied from L8dy Macbeth; Hamlet keeps cropping up: elements 
i n the p l o t , the mother's crime, the son being summoned to 
vengeance and many of Herman's speeches remind us of Hamlet, e.g 

"Herman. Am I not honest? 
I d a . You have s t i l l seemed so. 
Herman. Y>'ere men but what they seem, t h e i r sum of good 

Might match the b r i g h t p e r f e c t i o n of the c h o i r , 
That wake i n immortal.Ity, when now 
Thei r best o f v i r t u e stands i n so great doubt 
The laughing demon w r i t e s them i n the book 
Of s i n condemned. " 

Or Herman's apostrophe to a human s k u l l which has been pre­
sented to him by the deranged but fa r - s e e i n g , E d i t h as he i s 
en route to commit a murder: 

"A human s k u l l 1 . ' t i s a f i t g i f t f o r him 
Whose thought i s r i p e to murder - stran g e l i s t h i s 
The hand of heaven? Or s h a l l we c a l l i t chance? 
Whate'er i t be thy dumbness speaks w i t h more 
Than l i f e 1 s persuasion. How poor i s the w o r l d 
To thought that dwells on thee; at thy, sad s i g h t 
Hope fades, f o r thou dost teach the end of hope; 
Thou a r t man's m i r r o r ; h i s eye can not see 
I t s proper form, and i n t h a t blindness t h i n k s 
His features ape immortal l o v e l i n e s s ; 
But thou dost show him as he t r u l y i s , 
So f o u l h i s own gorge r i s e s a t himself. 
The outward f l e s h i s but a garment, which 
Or time or sickness moulders; once thrown o f f , 
So looks the naked man, so f i e r c e l y g r i n s , 
So st a r e s from eyless sockets - " 

Soane i s q u i t e contented w i t h h i s play and admits i n the 
Preface : 

" I agree p e r f e c t l y w i t h the o p i n i o n o f the l i b e r a l 
c r i t i c who pronounced t h i s TRAGEDY to be u n f i t f o r 
REPRESENTATION, at l e a s t i n i t s present s t a t e , yet 
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I s h a l l hope t h a t i t may please i n PERUSAL. " 
Barry Cornwall (Bryan Waller Procter) does the same i n 

Mirandola (G.G.9.1.1821) 1821: A Gothic p l o t clothed by i m i t ­
a t i o n Shakespearean language. Mirandola was w e l l received upon 
the s t a g e ; ^ i t i s much more d r a m a t i c a l l y a l i v e than The 
Bohemian, no doubt because Cornwall was himself an a c t o r , but 
i t leans:.; too much upon Shakespeare, e s p e c i a l l y King Lear and 
Othello. The p l o t concerns the Duke of Mirandola, whose son, 
Guido, i s bel i e v e d to be dead. He marries I s i d o r a , who had 
been s e c r e t l y engaged t o Guido. But Guido's death i s no more 
than a rumour purposely l e f t uncontradicted by I s a b e l l a , the 
Duke's s i s t e r , who i s p l o t t i n g w i t h Gheraldi, a Monk, and 
arranging t h a t no l e t t e r s are received by Mirandola from h i s 
son, as she hopes her own son w i l l i n h e r i t the Dukedom. 
Guido r e t u r n s and i s g r e a t l y embittered by the marriage o f the 
Duke, but as the e x p l a n a t i o n shows no malice aforethought, he i s 
r e c o n c i l e d w i t h h i s f a t h e r and prepares to leave. I s a b e l l a 
then forces I s i d o r a to give Guido a r i n g given to her by Miran­
dola and also arranges a l a s t meeting between I s i d o r a and Guido 
making i t seem as suspicious as possible and then has Mirandola 
informed. Mad$ w i t h jealousy, he orders Guido's execution. 

36. The Times, 10.i.1821, 
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Meanwhile a f r i e n d of Guido's f i n d s Guido's l e t t e r s ^ hoarded by 
Gheraldi f o r blackmail purposes against I s a b e l l a , which should 
have been d e l i v e r e d t o Mirandola. He informs the duke - but 
too l a t e . I s i d o r e and Guido have both been executed. Mirandola 
di e s . 

The resemblances to Othello emerge i n the treatment of 
mistaken jealousy; to King Lear, i n the treatment o f the ageing 
Mirandola and his reactions to the discovery of I s i d o r a ' s suppos­
ed f a i t h l e s s n e s s and the f i n a l r e v e l a t i o n o f her innocence, e.g. 

"Duke. Mercy'. -
No more of: t h a t . I am a desolate man: 
Much i n j u r e d ; almost mad. I want - I ' l l have 
Vengeance - tremendous vengeance'. Hal pale 

thing;. 
I w i l l not tread upon her. Tears? V/hat, tears? 
Take her away. " 37 

And the ending: 
"Gasti. S i r , be calm. 
Duke. Sulphur and b l i s t e r i n g f i r e . I want t o die: 

Unloose me here, here: I'm too t i g h t - Some one 
Has t i e d my heart up; no, no; here, S i r , here. 
A l l round my hear t , and round my b r a i n - quick, 

quick -
I'm burning. - Hush', a drug - a -

Gasti. Hold him up. 
Duke. Some d u l l - some potent d r i n k . I ' l l give -

I ' 1 1 give 
The world away f o r peace. Oh', round my hear t , 
And - Ah', unloose t h i s cord about my t h r o a t . 
Has no one mercy here? I am the Duke -
The Duke. Ha'. - I am - nothing. " 38 

37. V . i i . 
38. V . i i . 
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But more than may be i l l u s t r a t e d by such quotations i s the 
Shakespearean atmosphere o f the play , emasculated by e a r l y XIX 
century sentiment i n t o an uneasy i m i t a t i o n having some physical 
resemblance, but no s p i r i t u a l l i k e n e s s , t o Shakespearean tragedy. 
There i s also a s l i g h t outward resemblance to John Ford's Love's 
S a c r i f i c e i n the p l o t of Mirandola. I t i s i n t e r e s t i n g to note 

t h a t i n Cornwall's Dramatic Scenes and Other Poems, 1819, there 
i s a short p l a y , The Broken Heart, which has e v i d e n t l y been 

38a 
i n s p i r e d by Ford. 

James Sheridan Knowles also r e l i e s upon Shakespeare a 
great d e a l , adding from h i s own i n s p i r a t i o n , and the conditions 
of h i s age, a domestic q u a l i t y to h i s . t r a g e d i e s , which deprives 
the heroes o f t h e i r f u l l t r a g i c s t a t u r e and lessens such t r a g i c 

39 
i n t e n s i t y as he might have developed. Macready, as we have seen, 
had introduced a new domestic s t y l e of a c t i n g . Knowles wrote 
V i r g i n i u s ; or, The L i b e r a t i o n o f Rome (C.G. 17.V.1820)^ Glasgow, 
1820, w i t h Macready i n mind as the h e r o , ^ 0 and when Caiu3 
Gracchus ( B e l f a s t , I 3 , i i . l 8 l 5 , D.L.18.xi.1823), 1823, Glasgow, 
was performed i n London, Macready played the t i t l e r o l e . 

Caius Gracchus was the f i r s t o f Jiis tragedies - he had 
38a. Of. C. Leech, John Ford and the Drama of h i s Time, 1957 

PP.137-138. J 

39. c f . p-'&-
1+0. The play i s "Dedicated to V/illiam Macready, Esq." 
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plays 
w r i t t e n two/previous to 1815 - and depends upon Shakespeare's 
Goriolanus f o r most of i t s power. Even the p l o t i s reminiscent 
of Shakespeare. Caius Gracchus has decided to r e t i r e from the 
pu b l i c l i f e o f Rome, much t o the joy o f hi s devoted and doting 
w i f e , L i c i n i a ; and to the bemusement o f h i s mother Corn e l i a , 
who i s a t y p i c a l Roman matron, as hi s brother had been executed 
by order o f the senate, f o r a c t i n g as the people's t r i b u n e , 
w h i l s t one o f h i s f r i e n d s i s being t r i e d upon a trumped-up 
charge and a l l Rome knows the case has been pre-judged against 
him. Persuaded by these circumstances, and h i s mother's o r a t o r y j 
Caius Gracchus enters p u b l i c a f f a i r s again, has h i s f r i e n d 
8 c g u i t t e d and i n c i d e n t a l l y gains the a f f e c t i o n of the plebs. 
The senate, which d i s l i k e s him, promptly sends him o f f t o a 
province on a s p e l l o f duty where he may do l e a s t harm to t h e i r 
scheming and- personal i n t e r e s t s . When h i s time i s up Caius 
Gracchus r e t u r n s to Rome and i s made t r i b u n e . The senate con­
spires w i t h h i s fellow t r i b u n e against Caius Gracchus, the 
people are turned against him, and the senate plans to murder 
him. Caius Gracchus, assured o f hi s own r e c t i t u d e , faces them 
b o l d l y . I n the ensuing f i g h t he stabs himself r a t h e r than 
surrender to h i s enemies. There are s l i g h t resemblances to 
,Coriolanus; Caius Gracchus f i n d s himself i n the people's 
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favour, not having courted i t , but by doing h i s duty. When 
the people 8 r e turned against him by the underhand scheming of 
the senate, he refuses t o c o u r t them i n anything: 

"Pomponius. 
Follow him, Caius'. Seek the people'. 
Gaius. 
Not a f o o t 
I ' l l s t i r to win them. Though the p r i c e of t h e i r love 
Were but the breath t h a t ask'd f o r ' t , i t should go 
Unbought f o r me I What! would they take our t i g e r s , 
They've seen a hundred times tear limb from limb 
The malefactor - would they take them, t h i n k you, 
For dogs, suppose they fawn'd on them? No wonder 
And i f they should 1. I w i l l not go among them, 
To pay court to them f o r t h e i r own sakes; c r y 
'Be served, I pray you, masters', pray you, be served'. 
Consent t h a t I supply you food; provide you 
C l o t h i n g and l o d g i n g ; f i n d you lands to t i l l ' . ' -
While, a l l the time, they lean the ear to Drusus, 
And I must p u l l them by the cloak t o win 
Attention'. No I No honest man could do i t 1 . 
I w i l l not go among them'. I f they are t o l d 
That poison's poison, yet w i l l swallow i t 
For food, i n Jove's name, l e t them! Nothing but 
The proving on't w i l l s a t i s f y them. V e t t i u s , 
Keep silence'. No men f u r t h e r urge me! 
I should not - cannot - w i l l not court the people!" 

C o r n e l i a , Caius Gracchus's mother, i s Knowles's v e r s i o n of 
Volumnia; L i c i n i a , h i s w i f e , i s s o f t e r , more gentle and even 
more home-centred than V i r g i l i a - as s u i t e d the atmosphere of 
Knowles's time. L i c i n i a i s a p o s i t i v e force pleading the 
happiness of love and home l i f e against the male world and i t s 
preoccupations which enmesh Caius Gracchus; w h i l s t C o r n e l i a , 
as i t were, holds a balance, both a p p r e c i a t i n g d o m e s t i c i t y and 
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r e a l i s i n g t h a t Caius Gracchus, as a man, and more e s p e c i a l l y 
as her son, must do as honour bids him, e.g. 

"Cornelia. 
Hath he hands and feet? - Hath he b r a i n s 

and heart? - I s he 
A man? - What do you take him for? - Have men 
No parts to play but lovers? - What? are they 
Not c i t i z e n s as well? - Have they no c r a f t s , 
C a l l i n g s , professions? Women act t h e i r p a r t s , 
Then, when they make t h e i r order'd houses know them 
Men must be busy out of doors, - must s t i r 
The c i t y - yea, make the great world aware 
That they are i n i t ; f o r the mastery 
Of which they race, and w r e s t l e , and such f e a t s 
Perform, the very s k i e s , i n wonderment, 
Echoing Earth's acclaim, applaud them, t o o l " 

8nd L i c i n i a ' s a t t i t u d e i 3 then displayed. 
"Cornelia 
Are not you pleased a t t h i s , L i c i n i a ? 
L i c i n i a . No; 
Nor pleased, yet nor displeased, Cornelia. 
What care I t h a t the world allows him good 
And wise? Did I not know him so before? 
Had I a doubt o f i t ? - When d i d I ask 
To give t h e i r oath o f i t ? - I was content 
With mine own knowledge. Why should I be glad 
That a l l applaud him? - For h i s sake? - Alas'. 
For any cause but that'. Whom a l l applaud, 
Let the t i d e change, though nev/er change the man, 
A l l are as sure to blame*. I d i d not wed 
Thy son as one would choose an i d l e gem, 
For sparkle, f o r the praise o f others' eyes, 
But t h a t he blazed i n mine. " k2 

Cornelia i s not so r u t h l e s s as Volumnia. Caius Gracchus has 
Coriolanus's p r i d e , but does not hold i t so aggressively, as 

/+1. I , i i i . 
k2. I l l , i i . 



- 149 -

i s tempered by a love of the people. Caius Gracchus could never 
make Coriolanus 1s speech i n I I I , i i i , 1 1 8 - 1 3 3 o f Goriolanus. 
Caius Gracchus i s l a r g e l y , however, a s o r t of d i l u t e d Coriolanus 
watered down to s u i t the sentiment of Knowles's own age. There 
are also echoes of J u l i u s Caeser. e.g. i n the s k i l l f u l mani­
p u l a t i o n o f the plebs, I , i i : 

"Caius Gracchus. 
I pray you, gentle f r i e n d s , i f I should make you 
A poor, confused, d i s j o i n t e d , graceless speech 
Let i t not h u r t the man f o r whom I plead. 
I f I should f a l t e r - i f my heart should r i s e 
I n t o my t h r o a t , and choke my utterance, 
Or i f my eyes should w i t h a t o r r e n t drown 
My s t r u g g l i n g words, Let i t not, I beseech you, 
Let i t not hurt the man f o r whom I plead'. " 

He continues i n t h i s s t r a i n u n t i l the people are w i l l i n g t o 
agree t o anything he may say. 

The e f f e c t o f t h i s play i s saddening i n i t s i m p l i c a t i o n s : 
Knowles has managed to por t r a y a hero undone by a t r a g i c flew -
h i s p r i d e , which leads him honourably to revenge h i s brother and 
yet u l t i m a t e l y to neglect h i s one hope o f s a f e t y , the support 
of the plebs. This i s a grand achievment f o r the age Knowles 
was w r i t i n g i n , when most dramatists depended upon e x t e r n a l 
circumstances f o r the hero's d o w n f a l l , r a t h e r th8n upon a flaw 
i n h i s character. Yet how d i d Knowles encompass i t ? Not 
from any genius of his own, but by leaning upon and borrowing 
from, Shakespeare. Once he had gathered h i s characters t o -
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gether the s p i r i t of the age bade him order them i n an u n t r a g i c 

and p a t h e t i c fashion, so that the t r a g i c impact, though so 

n e a r l y achieved - thanks to Shakespeare - i s s a d l y e l u s i v e and 

vani s h e s through Knowles 1s weakness; h i s i n a b i l i t y b o l d l y to 

stand by h i s own undoubted t a l e n t and to allow h i s p l a y s to 

appear 8S a u n i t y , emerging from himself, not a mixture of 

Sh8kespeare and an attempt to pander to the d e s i r e s of h i s own 

age f o r sentiment and s c a l e d down, domestic p a s s i o n s . L i k e 

the other d r a m a t i s t s Knowles has ref u s e d to be involved i n the 

problems of h i s own age, and i n s t e a d has ple a s e d the p u b l i c by . 

easy sentiment. 

His other tragedy i n t h i s period, V i r g i n i u s ; or The 

L i b e r a t i o n of Rome (Glasgow, 1820, C.G. 17.v. 1820)^ 1820 i s sim­

i l a r l y t r e a t e d . I t i s a dramatisation of the Roman t a l e of 

V i r g i n i a : Rome i s r u l e d by e v i l Decimvirs; V i r g i n i u s and 

Dentatus are t r y i n g to stand out against them, V i r g i n i u s ' s 

daughter, V i r g i n i a , i s betrothed to I c i l i u s . Appius, one of 

the Decemvirs, sees V i r g i n i a and l u s t s a f t e r her. To obtain 

her Appius makes one of h i s men claim t h a t V i r g i n i a i s the 

daughter of one of h i s s l a v e s and was adopted by V i r g i n i u s ' s 

w i f e . Under Roman law V i r g i n i a would t h e r e f o r e be h i s s l a v e 

as her mother was. So V i r g i n i a i s c a r r i e d o f f . V i r g i n i u s and 

I c l l i u s are away f i g h t i n g , but I c i l i u s r e t u r n s , f i n d s t h i s 
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s i t u a t i o n and sends f o r V i r g i n i u s t o r e f u t e the a l l e g a t i o n . 
V i r g i n i u s , meanwhile, i s deeply g r i e v e d becaussDentatus has 
been d e l i b e r a t e l y k i l l e d by agents of Appius. He comes home to 
f i n d t h i s g r e a t e r g r i e f . Appius t r i e s the case to decide 
whether or not V i r g i n i a i s V i r g i n i u s ' s daughter and arranges 
w i t h h i s supporters so t h a t the v e r d i c t goes against V i r g i n i u s . 
V i r g i n i u s k i l l s V i r g i n i a r a t h e r than have her taken by Appius, 
and then goes mad. He imagines V i r g i n i a has been abducted by 
Appius, chases him and murders him. F i n a l l y I c i l i u s 8nd other 
f r i e n d s appear w i t h V i r g i n i a ' s ashes to convince him she i s 
dead - a strange manner of c o n v i c t i o n , by u n i d e n t i f i a b l e ashes. 
The play ends -

" V i r g i n i u s . / i c i l i u s places the urn i n his hand. 
Hal Where t h i s ? 

I c l l i u s . V i r g i n i a ! 
^/Virginius looks a l t e r n a t e l y a t I c i l i u s and 
the urn - looks a t Numitorius and Lucius 
- seems s t r u c k by h i s mourning - looks at 
the urn again - bursts i n t o a passion o f 
tears and exclaims. "VIRGINIA!11 F a l l s on 
I c i l i u s ' s neclu ^Curtain drops. " 

I n comparing Knowles's play w i t h Webster's Appius and V i r g i n i a -
which t r e a t s the same s t o r y - we can see the e a r l y XIX century 
s e n t i m e n t a l i t y c l e a r l y defined i n comparison w i t h Webster's 
c l a s s i c r e s t r a i n t and s i m p l i c i t y o f c o n s t r u c t i o n . 

Knowles has not used the p l o t w e l l : he centres the 
i n t e r e s t upon V i r g i n i a and her f a t e , but V i r g i n i s i s not por-
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tray e d s t r o n g l y enough t o be convincing and, 8 f t e r her death 
i n Act IV, Knowlcs has to depend upon V i r g i n i u s ' s d o u b t f u l 
i m i t a t i o n - L e e r meanderings to s u s t a i n Act V. The verse i s not 
so good as tha t i n Gaius Gracchus, and i s eked out by too much 
exclamation and apostrophe. Dentetus has most c o n v i c t i o n and 
uses language w e l l , though owing much to Shakespeare, e.g. i n 
the i r o n i c a l prose passage, I , i i -

"That was a very p r e t t y echol - a most s o f t echo. I never 
thought your voices were h a l f so sweet. A most 
melodious echo'. I ' d have you ever a f t e r make your 
music before the p a t r i c i a n s ' palaces. They give most 
e x q u i s i t e responses'. - e s p e c i a l l y t h a t o f Appius 
Claudius'. A most d e l i c a t e echo'. " 

H e z l i t t p r a i s e d V i r g i n i u s ; 
" V i r g i n i u s i s a good play. I t i s a r e a l tragedy; a 
sound h i s t o r i c a l p a i n t i n g . Mr. Knowles has taken 
the f a c t s as he found them, and expressed the f e e l i n g s 
t h a t would n a t u r a l l y . a r i s e out o f the occasion 
Some c o l d , f o r r n 3 l , a f f e c t e d , and i n t e r e s t e d c r i t i c s 
have not known what to make of t h i s . I t was not what 
they would have done. One f i n d s f a u l t s w i t h the s t y l e 
as poor, because i t i s not i n f l a t e d . Another can see 
nothing i n i t because i t i s not i n t e r l a r d e d w i t h modern 
metaphysical t h e o r i e s , unknown t o the ancients. 
A t h i r d declares t h a t i t i s a l l borrowed from Shakes-
peer, because i t i s tr u e to nature. A f o u r t h pronounces 
i t a s u p e r i o r form of melodrama, because i t pleases the 
p u b l i c . The two; l a s t things to which the d u l l and 
envious ever t h i n k of a t t r i b u t i n g the success o f any 
work (and yet the only ones to which genuine success 
i s a t t r i b u t a b l e ) are Genius end Nature. The one they 
hate,- and^he other they are ign o r a n t . The'same 
c r i t i c s who despise and s l u r the V i r g i n i u s o f Covent 
Garden, praise the V i r g i n i u s and David Riasio o f ' 
Drury Lane, /Drury Lane produced J. Bidlake's V i r g i n i a 
29.v.1820, i n r i v a l r y w i t h Covent Garden7 because (as 
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i t should appear) there i s nothing i n them to 
rouse t h e i r dormant spleen, stung e q u a l l y by 
m e r i t or success, and t o m o r t i f y t h e i r own 
r i d i c u l o u s , i n o r d i n a t e , and hopeless v a n i t y . . . . 
Besides the m e r i t s o f V i r g i n i u s as a l i t e r a r y 
composition, i t i s admirably s u i t e d to the stage. 
I t p r e s ents a succession of p i c t u r e s . Me might 
suppose each scene almost to be copied from a 
b e a u t i f u l b a s - r e l i e f , or t o have formed a group 
on some antique vase. ''Tis the t a s t e o f the 
ancients, ' t i s c l a s s i c a l l o r e . 1 But i t i s a 
speaking and a l i v i n g p i c t u r e we are c a l l e d upon 
to witness. These f i g u r e s so s t r i k i n g l y , so simply, 
so harmoniously combined, s t a r t i n t o l i f e and a c t i o n , 
and breathe f o r t h words, the soul of passion -
inflamed w i t h anger, or m e l t i n g w i t h tenderness... " i+3 

R.H. Home had a t r u e r assessment of Knowles's t a l e n t s -
" A l l h i s dramas are domestic, and strange to say, 
those t h a t should be most c l a s s i c , or most c h i v a l r i c , 
most above and beyond i t , are the most imbued w i t h 
t h i s s p i r i t . I n what c o n s i s t s the i n t e r e s t and 
force of h i s popular p l a y of " V i r g i n i u s " ? The 
domestic f e e l i n g . The costume, the s e t t i n g s , the 
decorations are he r o i c . We have SQUEBII t u n i c s , but 
a modern E n g l i s h heart - the scene i s the Forum, 
but the sentiments those o f the "Bedford Arms". " 1+1+. 
Of these two tragedies, V i r g i n i u s had the b e t t e r recept­

i o n as a performance. The Times correspondent l i s t e n e d to 
Caius Gracchus w i t h "not the breathless silence o f suspense, 
but of a p a t h y ? ^ This comparative f a i l u r e i s s u r p r i s i n g be­
cause Knowles was at l e a s t t r y i n g t o w r i t e spontaneously i n 

1+3. The London Magazine, J u l y 1820,"The Drama, N o . v i i 1 ^ 
H a z l i t t , x v i i i , 3U5-3US, 

1+1+. A New S p i r i t o f the Age, 181+1+, i i , 81. 
t+5. The Times. 19.xi.1823 
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both. Apart from h i s over r e l i a n c e upon Shakespeare h i s 
plays are sincere; they are not as l a v i s h l y i n f l a t e d w i t h 
heroic v e r b o s i t y or Gothic horror as were so many plays of 
hi s time - though, o f course, t h i s coultd account f o r the 
8 p a t h y . Even i n h i s domesticity there i s at l e a s t an attempt 
at a fresh.approach t o h i s themes. We may f i n d i t tiresome, a t 
times r i d i c u l o u s , but i t was the almost i n e v i t a b l e d e r i v a t i v e 
o f sentiment; sentiment, once s i n c e r e l y f e l t , became s e n t i ­
m e n t a l i t y , a spurious assumption of the outward appearances 
of the sentimental emotion; then, as s e n t i m e n t a l i t y p a l l e d , 
t h i s d o mesticity, a reduction of the universe to an i n t i m a t e , 
a l l - i m p o r t a n t c i r c l e , took i t s place. As the XIX century 
continued, t h i s too became debased to an outward appearance 
to encompass some of the worst aspects of the V i c t o r i a n age 
w i t h h y p o c r i t i c a l d o m e s t i c i t y and l u r i d melodrama employed to 
i n t e r e s t the average play theatre-goer. Knowles was at lea s t 
opening up a f r e s h f i e l d , even i f we do not f i n d i t a very 
a t t r a c t i v e one. 

Dr. Whitelaw A i n s l i e may exemplify another w r i t e r who 
r e l i e d upon Shakespeare, but having no o r i g i n a l i t y of h i s own 
combines t h i s r e l i a n c e w i t h the sentimental appearances o f the 
preceding years, producing, i n Clemenza; or,. The Tuscan Orphan, 
(Bath, 1.vi.1822)1822, a strange, r e p u l s i v e mixture. Dudley, 
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i n I t a l y , loves Clemenza, but has to r e t u r n to England to see 
h i s mother on her death-bed. V/hen he r e t u r n s to I t a l y he f i n d s 
Clernenza's f a t h e r has died and she i s en route to a nunnery. 
His love remains. The v i l l a i n Rinaldo also loves Clemenza and 
attempts to k i l l Dudley, but f a i l s . Rinaldo, to f u r t h e r h i s 
v i l l a i n y , disguises himself as Dudley and i s u n w i t t i n g l y k i l l e d 
by his own f r i o n d Scevola, who wants to marry Dudley's s i s t e r 
and to gain Dudley's wealth, which he could o n l y do i f Dudley 
were dead. Clemenza goes mad when she sees what i s apparently 
Dudley's corpse. Dudley, however, turns up, Clemenza swoons, 
comes round r e s t o r e d to her senses, Clemenza and Dudley em­
brace and the p l a y ends. A i n s l i e shows a Shakespearean i n ­
fluence i n describing Clemenza -

"Already does t h i s overwhelming woe 
Peed on thy fading cheek and angel form." 2+6 

an echo from T w e l f t h Night. I I , i v , 113-11U. S t i f f w i t h 
unnatural language and Shakespearean echoes - Clemenza's mad­
ness i s as near Shakespearean a.s A i n s l i e can manage - the play 
drags on. The characters wander around the stage discussing 
s i t u a t i o n s , or r e l a t i n g the p l o t to each other at great l e n g t h , 
but there i s no r e a l a c t i o n . The language, when not echoing 

2+6. I . i . 
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Shakespeare, drops to imdrarnatic words put together: i t i s 
said o f Dudley's mother -

"That pious lady, hastening to the grave, 
Worn not by shears, but premature decay, 
Had b r e a t h 1 d a solemn and a l a s t request, 
That, ere she y i e l d e d up her soul to heaven, 
She might again behold her d a r l i n g son." hi 

"premature decay" i s an unhappy d e s c r i p t i o n , even of the hero's 
mother. 

A i n s l i e provides a Preface t o e x p l a i n h i s use of song 
and w i t c h c r a f t ; to stress h i s adherence to the u n i t i e s ; to 
demonstrate how h i s characters are meant to impress us; f i n a l l y , 
to d e l i v e r h imself upon dramatic w r i t i n g -

" I t has been the Author's wish, t h a t the v e r s i f i c a t i o n 
should be n a t u r a l yet f l o w i n g , e q u a l l y d i s t a n t from 
the extremes o f an i n f l a t e d and o v e r - f a m i l i a r d i c t i o n ; 
o f the success of a l l these endeavours, he has many 
doubts, - of the candour of the B r i t i s h p u b l i c , none. 
Whatever may be the f a t e o f the Drama, however, i t i s 
hoped tha t no o b j e c t i o n s can be found to the sentiments 
i t contains." 
Charles Maturin's B e n t i v o g l i o (unacted)^ 182U- i s more 

successful 8S a Shakespearean i m i t a t i o n than as a XIX century 
p l a y standing on i t s own m e r i t s : t h e r e f o r e i t f a i l s because 
i t lacks any genuine i n s p i r a t i o n , the whole p l a y having been 
derived from sources beyond Masterton's compass. The p l o t 
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owes much t o Othello. B e n t i v o g l i o r e t u r n s home t o Venice' from 
warfare to discover t h a t w h i l s t he was f i g h t i n g f o r Venice his 
f a t h e r had been executed f o r treason. B e n t i v o g l i o i s befriended 

use BenHvogllo 

by DebrogOiiOjWho f e i g n s f r i e n d s h i p so t h a t he may^- as Iago 
does O t h e l l o - MBQ B e n t i v o g l i o as he burns w i t h the d e s i r e f o r 
revenge upon B e n t i v o g l i o , who, before he went to the wars, had 
exposed Debroglio f o r the v i l l a i n he i s . This i s a grave 
weakness i n the p l o t , as i t makes B e n t i v o g l i o 1 s f a i t h i n the 
f a l s e Debroglio d i f f i c u l t t o accept. Debroglio makes B e n t i ­
v o g l i o believe t h a t the Duke of Venice had h i s f a t h e r executed 
because he had forbidden the Duke to marry his daughter. Deb­
r o g l i o also t e l l s B e n t i v o g l i o t h a t h i s s i s t e r , Polymnia, now 
engaged to the Duke, i s a strumpet. B e n t i v o g l i o i s i n love 
w i t h Cassandra, the Duke's daughter, but he immediately r e ­
nounces her, organises the army f o r a r e v p l t , and i s then 
a r r e s t e d f o r treason. Debroglio arranges his escape. B e n t i ­
v o g l i o disguises himself as a f r i a r and hears Polymnia 1s con­
f e s s i o n before her marriage and then k i l l s her. The end o f 
the p l a y i s a l a v i s h Jacobean-inspired blood bath, w i t h violence 
o f f e r e d by a l l t o a l l . B e n t i v o g l i o i s f i n a l l y k i l l e d by h i s 
l o v e , Cassandra, who k i l l s him r a t h e r than allow him t o k i l l 
her f a t h e r . Debroglio, unmasked, i s removed, g l o r y i n g i n h i s 
i n i q u i t y . 
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Debroglio i s almost an exact copy of Iago: i n h i s 
language -

"Revenge - revenge - the thought's a heaven-born v i s i o n l 
I ' l l stand, l i k e Samson i n h i s might, and p u l l 
Some p i l l a r ' d f a b r i c o f d e s t r u c t i o n down; 
Although the crumbling of i t s rubbish g u l f 
My foe and me, i n one death-vault together." k& 

and: 
"Mock thee - not I -
'Tis but a p i c t u r e o f the world - young man, 
A r t thou a i i l y amidst t h i s t l e s ? pshawi 
I t e l l thee, S i r r a h , but f o r p r i d e and cant, 
Men's v i r t u e s a l l might be w i t h i n a nut-shell'. 
No more of t h i s - now l e t ' s proceed to business. " U9 

Also i n h i s a c t i o n s , eg. I I , i i , where he stands apart w i t h 
B e n t i v o g l i o and describes the behaviour o f Po3jrania and the 
Duke to s u i t his own d e s i r e d i n t e r p r e t a t i o n , as Iago £4£afot$ 

w i t h Othello i n O t h e l l o , I V , i . Debroglio also uses events as 
they t u r n up to f u r t h e r h i s scheming, e.g. I l l , i , where he wantE 

to get r i d of Adolpho, murders him, but makes the g u i l t seern 
B e n t i v o g l i o ' s -

"Debroglio. 
I n crowded places, where r e s o r t the i d l e , 
To see and be seen, to hear l i e s and to t e l l l i e s , 
I ' l l be a frequent v i s i t o r ; and t h e r e , 
With gentle whispers, give surmise a b i r t h 

• Which rumour's tongues w i l l s h o r t l y spread afar 
With loud r e v e r b e r a t i o n . 

i+8. I , i . 
U9. I , i . 
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I ' l l t e l l how once, when they were upon s e r v i c e , 
Count B e n t i v o g l i o w i t h Adlopho g u a r r e l i ' d : 
Then t a l k o f rancour, which.I know was cherish 1 d: 
And h i n t t h a t words pass'd l a t e l y , over wine: 
Then w i l l I use my handkerchief; and moan 
With eyes t u r n ' d heavenwards, p r a i s i n g the deceas'd; 
And, casting then my eyeballs to the ea r t h 
Express s u r p r i s e that any mortal breathing 
Could have a soul so callous as to murder him -
The a r t of l i f e i s mummery; and men 
Who mask the best, the sooner cheat t h e i r neighbours. 
I've l e a r n t the a r t - then why not cheat the cheaters? 
But, Gaspar, mark me, - i f to m o r t a l , thou 
Breathe but a h i n t of what thou now hast heard; 
I am no lambkin; and, by e a r t h and heaven 
Thou s h a l t not h i n t i t twice - - i f thou be t r u e , 
And keep my secret, thou s h a l t f i n d i n me 
A constant benefactor - more anon. " 
B e n t i g o v l i o , i n I I I , i i , t r e a t s h i s s i s t e r Polymnia j u s t 

as Othello does Desdemona ( O t h e l l o I V , i i ) . Echoes of Hamlet 
appear i n B e n t i g o v l i o , 

"Thou gravel thou grave! the dusk of whose dank c l o d 
Destroying l i f e , perpetuates' philosophy'. 
Thou! i n whose chasm f r i e n d s and foes commingle; 
Hurl'd, l i k e the waters foaming down a c a t e r a c t , 
Amidst convulsions, to. e t e r n i t y : 
Or, peaceful, s i n k i n g to et e r n a l r e s t ; 
Like blue stream'd r i v u l e t , from s i g h t escaping, 
By oozing g e n t l y t h r o ' the green sward - say -
Since we're at l a s t but pasture f o r the worm -
Why are these s t r u g g l e s , why these w i l d t u r m o i l s , 
Which fade our energies, as c h i l l , blowing a i r s 
Despoil the proud clad f l o w e r e t i n the garden?" 50 

Reminiscence^ o f Hamlet appears also i n B e n t i v o g l i o ' s a t t i t u d e 
to the task which he believes he should accomplish - revenge 

50. I I I , i i i . 
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upon the Duke f o r murdering h i s f a t h e r and debauching h i s s i s ­
t e r . Instead o f k i l l i n g the Duke, he delays, w i t h much less 
j u s t i f i c a t i o n , p o etry or dramatic power than Hamlet does. I n 
I I I , i v , he organises the army f o r a r e v o l t which puts idea*of 
personal revenge even f u r t h e r from him. 

The atmosphere o f the play and the nature of the char­
acters are not Shakespearean, but are pervaded by a contemporary 
s p i r i t , e x i s t i n g as a background and coming forward from time 
to time, i n , e.g. Cassandra's s e n t i m e n t a l i t y when B e n t i v o g l i o 
r e t u r n s t o Venice: 

" I t was not Tuscany tha t gave me b i r t h l 
I t was not Tuscany t h a t taught me love'. 
There, t h e r e , the rays, from heaven's blue v a u l t , 

descending, 
With, golden t i n t s , would t i n g e earth's face i n v a i n ! 
There, there, i n v a i n , the moon, i n n i g h t ' s s t i l l sky, 
Would o'er the world i t s s i l v e r radiance spread! 
For there, i f e'er I> breathe the Tuscan a i r , 
Compell'd to marry him who now sues f o r me, 
I ' l l d w e l l upon the t a l l e s t steeple's top, 
Whence my sad eye can f i x i t s e l f on Venice; 

. And weep, to f i n d myself remov'd, so f a r , 
From my l o v ' d f a t h e r , and from B e n t i v o g l i o 
Behold, he comes - w i t h a l l h i s v i r t u e s blooming! 
Like f e a t h e r ' d Mercury he nimbly steps; 
His grace i s as Apollo's: and, l i k e Mars, 
His s t a t e l y p o r t bespeaks the w a r r i o r , crown'd 
With honour's chaplet, from the new pluck'd l a u r e l ! 
Oh B e n t i v o g l i o l When thou wentest, methought, 
On every f e a t u r e was p e r f e c t i o n seated: 
And now, methinks, what then" p e r f e c t i o n seem'd, 
Displays p e r f e c t i o n , b e t t e r than at f i r s t . " 51 

51. I , i i i . 



- 161 - , 

The XIX century s p i r i t also appears i n V , i i i , where Ben t i v o g l i c 
hears Polymnia 1s confession w h i l s t a v a s t , supernatural storm 
i s raging. This was probably derived from the storm i n King 
Lear, but i t lacks the Shakespearean power end i m p l i c a t i o n . 
C e r t a i n l y B e n t i v o g l i o i s i n a t u r m o i l before he k i l l s Polymnia 
but the murder i t s e l f i s an i l l e g i t i m a t e expression o f h i s 
primary d e s i r e f o r revenge upon the Duke, and d e l i b e r a t e soror-

52 
i c i d e - pace A r i s t o t l e - i s more l i k e l y t o be h o r r i f i c than 
t r a g i c : i t c e r t a i n l y i s i n Masterton. 

W i l l i 8 m B a i l e y also t r i e d basing an e a r l y XIX drama upo: 
Shakespeare i n h i s Grimaldi (unacted), 1822. I t has the same 
p l o t 8S H.H. Milman's Fazio (Surrey, 2 2,xii , 1 8 l 6 f as The I t a l l 
Wife; C.G .5.1i . l8l8)^ 1815. I n h i s Preface Bailey'shows 
anger because h i s play was w r i t t e n , though not p r i n t e d , before 
Milman's and he suspects Milm8n o f copying, or at l e a s t using 
the record o f the event which h i s G r i m a l d i must have brought 
to Milman's n o t i c e . G r i m a l d i , an o l d miser, i s a c c i d e n t a l ! 
stabbed by a bravo, who mistook him f o r someone el s e . He 
staggers i n t o Fazio's house and d i e s . Fazio i s t r y i n g t o 
f i n d the philosopher's stone, but decides Grimaldi*s key w i l l 
be a good s u b s t i t u t e . He goes t o France, exchanges Grimaldi's 

52. Poetics. 1U, 1^53b. 
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gold and re t u r n s to I t a l y r i c h . He and hi s w i f e are very happy 
even though some people are suspicious of Fazio's claim to have 
found the philosopher's stone. Fazio i n v i t e s a widowed r e l a t i o n 
end her daughter to l i v e w i t h them. He pays undue a t t e n t i o n to 
the daughter; h i s wife i s jealous and t e l l s the a u t h o r i t i e s of 
the murder as i f Fazio had committed i t . She i s beli e v e d and 
Fazio i s executed f o r Grirnaldi's murder. The bravo confesses 
to the murder, but too l a t e . On the execution p l a t f o r m , V a l -
e n t i a , Fazio's w i f e , stabs her c h i l d r e n end h e r s e l f . 

Shakespeare's influence emerges i n patches: Grirnaldi 
i s modelled upon Shakespeere's o l d men -

"Thank 'e, thank 'e, thank ' e l mo ,mo,no,no -
Tut, t u t , t u t , t u t , - debauch, debauch, what would, 
What w i l l men say o f o l d Grimaldi? 
Good n i g h t , good n i g h t : I must go home 
And press my counsel p i l l o w . 11 53 

though i t i s only f a i r to remember H a z l i t t ' s c r i t i c i s m o f 
5k 

Knowles's c r i t i c s : how f a r i s Grimaldi modelled upon nature 
and not upon Shakespeare? I t would be b e t t e r i f we could 
decide i t was nature, but i f so, why does B a i l e y and so many 
of h i s f e l l o w dramatists, f o l l o w nature at the points where 

53. I , i i i . 
5k. c f . p.151. H a z l i t t alleges t h a t some c r i t i c s declare 

" t h a t i t i s a l l borrowed from Shakespeare, because i t 
i s t r u e to nature" - they do not allow any modern 
author t o be true to nature independently of Shakespeare. 
( H a z l i t t x v i i i , 3k5) . 
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Shakespeare, d e l i n e a t i n g man as he found him, i s more easily-
copied than at other points? I f a l l these plays impressed by 
t h e i r n a t u r a l spontaneity, by t h e i r close p o r t r a y a l of men and 
manners, then to suggest Shakespeare as the source o f t h i s or 
t h a t element would be f o o l i s h l y misguided, but when, repeatedly, 
we encounter obvious Shakespearean c h a r a c t e r i s t i c s e x i s t i n g by 
themselves i n the midst of a r i d plays, we must conclude t h a t 
they have come, not d i r e c t from nature, but v i a Shakespeare. 

B a i l e y uses prose more f r e q u e n t l y than i s usual i n t h i s 
period: the Bravoes - h i r e d assassins - speak prose, so does 
Fazio when deeply moved by Grimaldi's death and when e x c i t e d 
by h i s wealth. Shakespeare's i n f l u e n c e i s found i n t h i s prose, 
p a r t i c u l a r l y i n comic r e l i e f scenes, when Pico and Pestle chaff 
one another i n a would-be humorous, i n f a c t very i r r i t a t i n g man­
ner; or when the Old Woman, I I I , v i i i , addresses Fazio -

"God bless your worship's honor', how g l a d I am t h a t 
you have found t h i s phlosgobular stone'. What s o r t 
o f stone i s i t , an't please your honor's worship? 
I s i t a m i l l s t o n e , or a grunstone, or a stepping 
stone? or i s i t t h a t what-you-may-call-um 
stone, t h a t has always been kept h i d , l i k e ? " 
His humour too e a s i l y lapses i n t o farce not s u i t a b l e f o r 

a tragedy. Sentiment oozes throughout I I I , V, where Marcella 
and Adelaide, the widow and her daughter, i n long, pious speech­
es brood over t h e i r poverty and the frequent unhappiness o f the 
r i c h . T y p i c a l of the sentiment i s Adelaide's speech t e l l i n g 
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us she has been i n love once: 
"Alas! one o n l y wave hath g l i d e d past me, 
One f l e e t i n g wave i n the great t i d e of time: 
Since t h a t dread frown my r i n g l e t head had brought 
I n modest sorrow even to the ground; 

• Since danc'd my heart to Fancy's sweetest note; 
Since love rode l i g h t l y on the noon-tide web 
Of gale-betwisted gossamer to me. 
Why, dearest mother, force me t o repeat, 
That long ere evening clos'd t h a t f l e e t i n g day, 
A breeze sprung up that bore away the god, 
And l e f t the downy f i l m upon my b r a i n , 
A sad memorial entangling there. 
Ah', say what now i s a l l the world to me 
That I should tremble at i t s dark'ning power?" 55 

" F l e e t i n g wave", " r i n g l e t head",'modest sorrow" are^ sadly, to 
be expected i n t h i s period, but the involved speech f i g u r e s , 
concealing instead o f r e v e a l i n g , or i l l u m i n a t i n g , what Adelaide 
means, are almost bewildering i n t h e i r badness - how i s love 

" l i g h t l y on the noon-tide web 
Of gale-betwisted gossamer to me" ? 

Miss Muffet i s bound to be our f i r s t thought. 
Grimaldi i s an i r r i t a t i n g play because i t does have poss­

i b i l i t i e s , a l l of which have vanished i n the w r i t i n g . B a i l e y 
has r e l a t e d the s t o r y o f Fazio and Grirnaldi e v i d e n t l y without 
any attempt to transmute i t i n t o a tragedy of h i s own; had he 

55. I V , i i . 
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been capable - and the f a u l t o f many o f these w r i t e r s i s t h e i r 
dramatic i n c a p a c i t y - he could have developed the c o n f l i c t s 
w i t h i n Fazio over h i s t h e f t and subsequent misrepresentation, 
over his i n f a t u a t i o n f o r Adelaide; w i t h i n Valentina,Fazio's 
w i f e , over her r e v e l a t i o n of the murder, and the c o n f l i c t be­
tween her and Fazio as t h e i r p o s i t i o n i n s o c i e t y i s changed, 
and t h e i r own r e l a t i o n s h i p . B a i l e y could also have a r r i v e d a t 
a less melodramatic f i n a l e . Instead of making any e f f o r t he 
has l e f t h i s p l a y weak and f l a b b y , l a c k i n g - t h e firmness and 
tautness o f good drama, w i t h a p l o t t h a t moves weakly forward 
having no compulsion of i t s own, but only t h a t put upon i t by 
Bailey. 

H.H. Milman's Fazio (Surrey, 22,xii,181S fas The I t a l i a n 
Wife; C.G. 5 , i i . l 8 l 8 ) 1815 uses the same p l o t w i t h v a r i a t i o n s : 
once Fazio i s established as a r i c h man he i s c o r d i a l l y received 
by A l d a b e l l a , a F l o r e n t i n e beauty, whom he had loved, but who 
had scorned him when he was poor. Fazio's w i f e , Bianca, i s 
neglected and miserable, so she t e l l s the Duke of Florence 
where to f i n d Grimaldi's body b u r i e d i n Fazio's garden. Fazio 
i s charged and r e a l i s e s how wrong he has been i n seeking gold 
and i n l o v i n g A l d a b e l l a . Completely p e n i t e n t , he goes to his 
execution f o r a murder he d i d not commit as i t were i n compen­
s a t i o n f o r his other weaknesses. Bianca i s h o r r i f i e d , as she 
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had thought the money would be taken 8way, but Fazio would r e ­
main. She pursues A l d a b e l l a , denounces her i n f l u e n c e upon 
Fazio before the Duke, and explains why she acted as she d i d . 
The Duke i n v e s t i g a t e s the murder and discovers the j u d i c i a l 
e r r o r . A l d a b e l l a i s condemned to a convent (a strange punish­
ment, e s p e c i a l l y as Milman was a c l e r i c ^ but v e r y t y p i c a l o f the 
period) and Bianca dies. 

Fazio i s i n t e r e s t i n g at f i r s t , d e p i c t i n g Fazio's despair 
of f i n d i n g the philosopher's stone and i n the subsequent study 
of the c o r r u p t i n g power of gold upon him, also i n showing how a 
man having once sinned, i s a l l the more ready f o r the next s i n 
when i t appears. But Milman cannot keep i t up, the play f i z z l e s 
out i n t o set declamations end speeches based upon the more eas­
i l y i m i t a t e d Shakespearean c h a r a c t e r i s t i c s . : 

( i i i ) Dramatic poems. 
The dramatic poems of t h i s p e riod were not intended f o r 

the stage. On the other hand, none of them f l o u t the physical 
l i m i t a t i o n s of the theatre as S h e l l y does i n Prometheus Unbound. 
Most of these dramatic poems are s h o r t e r than the average play, 
although Charles Wells's Joseph and h i s Brethren. 1821+, i s one 
o f the exceptions, R.E. Landor's The Count A r e z z i , 1824» another. 

Milman wrote dramatic poems as w e l l as plays. 
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His i n t e n t i o n i n w r i t i n g them i s explained i n the preface t o 
Belshazzar; A Dramatic Poem (unacted)^ 1822 -

"May I presume to hope tha t t h i s , as w e l l as the 
preceding works o f the same nature, may tend t o 
the advancement of those i n t e r e s t s , i n subservience 
to which alone our time and t a l e n t s can be w o r t h i l y 
employed - those o f p i e t y and r e l i g i o n ? " 

His manner o f w r i t i n g i s explained i n the i n t r o d u c t i o n to 
The F a l l of Jerusalem: A Dramatic Poem (unacted)^ 1820: 

"Every reader w i l l a t once perceive from the nature 
of the i n t e r e s t , and from the language, t h a t t h i s 
drama was n e i t h e r w r i t t e n w i t h a view t o p u b l i c 
r e p r e s e n t a t i o n , nor can be adapted to i t without 
being e n t i r e l y remodelled and r e w r i t t e n . " 
These poems are s i g n i f i c a n t i n as much as Milman i s 

obviously w r i t i n g a more closet-designed form of poetic drama 
than had been usual before t h i s time. The decades of l a r g e 
th e a t r e s , s t a r a c tors, managerial r i v a l r y and other abuses of 

56 
the p e r i o d had i n e v i t a b l y r e s u l t e d i n the assumption t h a t 
such verse plays eould be w r i t t e n and p r i n t e d w i t h no reference 
to the stage. Byron c e r t a i n l y d i d not want stage production 

57 
f o r his plays but he d i d w r i t e them i n a dramatic mould -
they are only at one remove from the l i v i n g stage - while M i l -
man's Dramatic Poems are q u i t e remote from t h e a t r i c a l production. 

Charles Wells, i n h i s Joseph and His Brethren. A- Dramatic 

56. _cf. pp.3-25. 
57. c f . p.;. 
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Poem (unacted)^ 182k, wrote a p l a y whose standards are very 
obviously poetic r a t h e r than dramatic. I t i s no use c r i t i c i s i n g 
i t f o r being u n t h e a t r i c a l : Wells obviously d i d not i n t e n d that 
i t should be so. Regarded as a long poem, i t o f f e r s an e x h i l -
e r a t i n g sweep of poetry, e.g. Simeon i n I , i i i -

"These dry Egyptians are l i k e a l l the rest. 
Strangers or not, man p a i n t s commodity 
As though he l o v ' d to give i t s v i r t u e s up; 
Dazzling your fancy w i t h a gay r e p o r t 
T i l l you s h a l l die of longing a l l t h i s while. 
'Tis but a s h i f t to keep the money back 
And save i t i n the pouch. Gold i s the t h i n g : 
Get much of t h a t , and you may pick your way 
Over the crouching world: t h i s tawny key 
Can open wide the secrets o f a l l hearts 
And nature wears a u n i v e r s a l smile! 
A hundred slaves w i t h a l l t h e i r hundred w i l l s 
Are but mute shadows f o l l o w i n g your eye. 
Gold i s the r i b s o f power. " 

58 
Joseph and His Brethren i n t o x i c a t e d Swinburne^ but as a blank 
verse play i t does not have an important pl8ce i n t h i s study. 

S l i g h t l y nearer to the t h e a t r e than Wells,' R.E. Landor's 
The Count A r e z z i , "iQZk, o f f e r s good dramatic speech, e.g., 
C i m b e l l i -

" World'. 0! world'. 
A l l s o r t of men are moonstruck or possessed, 
P r i e s t s , e l d e r s , bachelors, and those w i t h wives -
A l l wretched, a l l f o r l o r n , a l l prone to darkness, 
A l l tempted, vexed, tormented! I would f i n d 

58. c f . Swinburne's i n t r o d u c t i o n t o Joseph and His Brethren 
World's C l a s s i c s , 1908. 
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Some wizard w i t h his almanack, to l e a r n 
The worst at once." 59 

who has the gay, almost h y s t e r i c a l w i t of a Shakespeare clown 
or o f Mercutio. Admittedly what i s d r a m a t i c a l l y good owes 
much to Shakespeare, but i n t h i s p e r i o d we tend to accept t h a t . 
But the play i s too long, the p l o t too complicated f o r dramatic 
urgency. I t could not be performed as i t stands, and i f cut 
down, i t would be incoherent. The climax i s f o l l o w e d by too 
many scenes which drag any t r a g i c impression down i n t o tedium. 
The poetic element, l y r i c r a t h e r than dramatic, appears i n e.g. 
Arezzi's s o l i l o q u y , I V , i i i : 

"Their shadows move upon the w a l l s w i t h i n , 
And o'er the s o f t e r cadences of song, 
I hear t h e i r mirth'. What was so pleasant once -
Night w i t h her coolness, and th a t crimson moon 
Whose r i s i n g wakes the n i g h t i n g a l e - the f l o w e r s , 
Too p r o d i g a l of t h e i r dewy sweetness, now 
T i r e and offend. I would not breathe again 
The orange blossom's fragrance thus or,hear 
The f o u n t a i n waters dash t h e i r marble vase. 
No sounds distw<K&t the moonlight se8 beyond: 
They seem to r e s t whose barks are anchored there, 
This music does not reach t o theml - but I 
S h a l l sleep no more t i l l death - my heart s t i l l t e l l s me 
I t s throbs are numbered. - Amongst so many blessed, 
There i s but one t h a t can remember yet 
The wretch shut out:- she would f o r g e t me too 
I f fear were not as strong as t h i s new love -
Now they must watch together, and a breast 
So innocent once, become the incestuous couch 
Where shame engenders falsehood! Let her b r i n g 

59. I . i v . 
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New l i e s upon her l i p s , and then go back 
To f l u t t e r i n the l i g h t o f those f a i r h a l l s , 
Breathe t h e i r sweet incense, render sigh f o r s i g h , 
Or dubious pressure o f d i v i d i n g palms, 
And blush beneath the lengthened gaze of love -
She d i d so, l a t e , w i t h me. - The strongest takes her, 
And I , who might be such, stand here a l o o f 
For f o o l s to b a i t and hoot at 1. - Hark - she comes," 

( i v ) Gonzalo, the T r a i t o r ; E u r y p i l u s , King of S i c i l y ; Durazzo. 
There are three plays i n t h i s p e riod which impress as 

b e t t e r than the average. One i s Thomas Roscoe's Gonzalo. the 
T r a i t o r (unacted)^ 1820., I t i s not e n t i r e l y o r i g i n a l . Roscoe 
i s indebted c e r t a i n l y t o Shakespeare and probably t o Joanna 
B a i l l i e . The p l o t i s b u i l t around revenge, but the impression 
i s l e s s o f Iago and more of the passions o f revenge and hatred, 

60 
as Joanna B a i l l i e portrayed them i n , e.g. De Mon^fort. 
Gonz8lo wants to have revenge upon Rodriguez, who has always 
managed t o achieve what Gonzalo wanted before Gonzalo d i d so 
himself. Now Rodriguez i s about t o marry E s t r e l l a , whom Gon­
zalo also loves. Gonzalo arranges f o r Alvarez, Rodriguez's 
f a t h e r , and Montalva, E s t r e l l a ' s f a t h e r , to q u a r r e l , t o the 
extent o f having/duel. Alvarez i s o l d , and by appealing to 
f a m i l y honour he p r e v a i l s upon Rodriguez to f i g h t i n h i s place. 
Rodriguez does so and wounds Montalva, but believes he has k i l l 
•ed him. Meanwhile, by t r i c k e r y , Gonz8lo makes Rodriguez 

60. _cf. p./^if-



- 171 -

believe E s t r e l l a does not love him, but h i m s e l f , Gonzelo, snd 
makes the I n f a n t a believe t h a t Rodriguez r e t u r n s her love f o r 
him. The wedding o f Rodriguez and E s t r e l l a i s postponed, be­
cause Rodriguez i s imprisoned f o r d u e l l i n g and wounding Montalva 
who m8y d i e . Gonzalo, by f u r t h e r t r i c k e r y , marries E s t r e l l a 
himself but h i s h i r e d assassins f a i l to k i l l Rodriguez, whose 
n o b i l i t y shames them i n t o penitence. Rodriguez, released from 
prison^as Montalva has sur v i v e d , leads the army against Gonzalo, 
who has treacherously leagued witathe Moors, hoping to become 
ki n g . Gonzalo and Rodriguez f i g h t and Gonzalo stabs Rodriguez 
i n the back when Rodriguez o f f e r s to embrace and be f r i e n d s be­
fore the wounded Gonzalo dies. Rodriguez i s not m o r t a l l y 
wounded, Estre.lla appears, and a l l i s w e l l . Word i s brought 
t h a t the I n f a n t a , whom Rodriguez had married by Gonzalo's 
t r i c k e r y , has committed s u i c i d e . 

This p l o t i s used w i t h power, l a r g e l y d e r i v i n g from 
Gonzalo's single-minded purpose, which makes him r u t h l e s s l y 
subdue a l l else t o the accomplishment of hi s goal -

" I ' l l sleep no more - Oh God', dreams, dreams of hate, 
Without revenge, w i l l k i l l . - I t was Rodriguez -
Again he had me down - again he smote me 
As once i n boyhood: then, e'en to my face, 
Methought, he took the woman th a t I loved 
Prom 'neath my arm, and l e d her t o the a l t a r . 
Am I awake? and are not these things dreams? 
No, t r u e , too t r u e , i f I should f a i l to-day, 
How my soul withers i n the dread suspense'. 
What hour i s i t ? - How f a r from my revenge? - " 61 

61. I . i i . 
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And l a t e r i n the same scene : 
" F l a t t e r y 1 , t h y breath i s sweeter sure than woman's, 
Whispering t h ' enamoured ear of youth. How g r e e d i l y 
He suck 1d i t i n ! -
YesI I w i l l t h i n k and t o i l , and creep and whine, 
B e l i e my very nature to achieve i t . 
What I have a p u l i n g boy p r e f e r r e d before me? -
Refuse my hand? - I second here to any? -
Hate be my guide - now to the King " 

And again: 
"Why, who c r i e s out on f o r t u n e , and r e v i l e s her? 
'Tis but a cloak to hide our ignorance, 
And cover blunders, t h a t would else expose us. 
And thus we c r y , f o r s o o t h , i t was unlucky! -
There's nought but f o r t u n e to a c a r e f u l man; 
She i s the k i n d e s t mistress! - ever pleas'd 
;7ith those who know to use her handsomely, 
And take her i n the humour " 62 

Gonzalo's character comes over very w e l l w i t h i t s pa 
o f hatred and revenge, s t u d i e d and developed i n the way f i r 

63 

used by Joanna B a i l l i e . He i s at h i s best i n scheming 
s o l i l o g u i e s : 

Now stand I on the thresh o l d o f my g l o r y ; 
And s h a l l I venture on? I f death should f r o n t me, 
And spurn me back upon my n a t i v e nothing! 
This i s the thought t h a t gives my purpose pause:-
I c a l c u l a t e on l i f e as w e l l as honor, 
F i r s t , I have s a t i s f i e d my vast revenge 
And reached i t s summit i n my foe's dishonor; 
And he but l i v e s to hear i t from my l i p s . 
I helped to wed him - t r u e ; to p l a y him f a l s e -
This i s the s t i n g : I ' l l haste to p r i c k him w i t h i t ; 

62 . I I I , i . 
63 . c f . P - ' J f j f -
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And when he f e e l s i t , I s h a l l be reveng'd 
For his long overtopping me i n e l l t h i n g s . 
His f i s t , h i s sword, h i s love d i d s t i l l oppress me;-
He was the vampyre t h a t consum'd me l i v i n g . 
Revenge i s sped - I spurn not on the dust -
My hate i s s a t i s f i e d - ambition something; 
And I had b e t t e r r e s t upon my l a r u e l s , 
For, venturing forwards, death may snatch them from me. 
But seel w i t h i n the temple I approach 
Upon hi s golden throne, s i t s high Ambition, 
With h i s r i c h throng o f nobles and dependents 
Who k i s s h i s feei^ and w a i t upon h i s motions. 
And s h a l l I t u r n my back i n coward f l i g h t , 
Scar'd at the f i r e that f i l l s h i s awful eye, 
When I am come so f a r to h a i l h i s presence? 
He beckons me - I w i l l approach, and seat me 
I n q u i e t majesty upon - the throne! 11 6k 

U n f o r t u n a t e l y the whole play does not come up to the standard 
of Gonzalo's c h a r a c t e r i s a t i o n . The p l o t i s s l i g h t l y too com­
plex, so t h a t Roscoe has to spend time simply i n d e s c r i b i n g 
events. I t lacks a c o n t r o l l e d design, but instead seems t o 
wander at times without an a r t i s t i c l i m i t . The r e l a t i v e l y 
happy ending i s b l a t a n t l y c o n t r i v e d . Nevertheless, because of 
Gonzalo, the play does impress. 

Another good play, D.W. Paynter's E u r y p i l u s , King of 
S i c i l y (unacted)^ 1817, Manchester, also derives a l o t of i t s 
power from Shakespeare. E u r y p i l u s , King of S i c i l y , marries 
Melona - a woman of d o u b t f u l antecedents, who sends out f i f t y 
r i n g s to noble v i r g i n s o f S i c i l y . Hermolina, one of the chosen 

6U. V . i . 
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r e c i p i e n t s , refuses a r i n g 8s she has j u s t l o s t her c h a s t i t y to 
Leterno - one o f Melons's former paramours. Hermolina and her 
s i s t e r approach Melona f o r j u s t i c e against Laterno. Llelona de­
cides t o have him banished, f o r her own sa f e t y , as he knows too 
much about her. Laterno persuades Melona's p r i e s t t h a t i f he 
stabs Melona w i t h a dagger given t o him by Laterno, Melona w i l l 
not be k i l l e d , but an e v i l s p i r i t d w e l l i n g w i t h i n her w i l l die. 
Laterno's sins f i n a l l y catch up w i t h him as so many people de­
nounce him to E u r y p i l u s . He i s k i l l e d by Hermolina 1s brother. 
Melona dies by the p r i e s t ' s misguided hand. A l l Melona's l i f e 
i s now revealed. E u r y p i l u s curses h i s f a t e and commits suicide. 

The p l o t has various strands i n i t : sentimental, melo­
dramatic, Gothic and a Jacobean love f o r v i l l a i n y openly d i s p l a y 
ed. But the language, w h i l s t indebted t o Shakespeare, does 
have some force o f i t s own, almost as i f Paynter had so t h o r ­
oughly absorbed Shakespeare that h i s language i s n a t u r a l l y 
Shakespearean - as i n I , i i , a s o l i l o q u y by Laterno:-

"Now, do my p r o j e c t s wear a goodly face'. -
A shrewder knave ne'er form'd and r a i s ' d , from naught, 
Such passing f a b r i c k s i - I n a short l i v ' d month 
I've caus'd the king to woo, and couple w i t h 
A s k i l f u l drab - a h a r l o t o' the trade'. -
A v i r g i n once, ' t i s t r u e ; whom I myself 
Begu i l ' d - and s t r i p p ' d of t h a t - which ch a r t e r ' d f o o l s 
C a l l c h a s t i t y , - ev'n i n the very core 
Of l u s t f u l Venice. But, to serve my t u r n , 
Of l a t e , by d i n t of s p e c i a l promises, 
I ' l u r ' d her h i t h e r ; gave her p r i v a t e precepts; 
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Reform'd t h 1 unseemly w i t c h c r a f t o f her tongue, -
And made i t use a b a s h f u l , sober d i c t i o n : 
Repair'd t h ' o f f e n s i v e flaws and blemishes 
Of wry-neck'd. Vice, w i t h p a i n t - and holiness; 
Did canonize her, sans the wonted r i t e s ; 
Bray'd out her p r a i s e , w i t h p i t h y , grave d i s c r e t i o n ; • 
Anon, the am'rous king wto$ smit w i t h passion; -
And, now - why, now, I have created her 
The mighty, s t a r - l i k e queen of S i c i l y ! 
'Twas e x c e l l e n t l y done! i n f a i t h , 'twas bravel -
But why was't done? - To feed rny hungry c o f f e r s , -
And l i f t myself to r o y a l t y : - f o r gold 
Ne'er f a i l s to give the da r i n g s p i r i t triumphl 
Deformity i s o f t , by i t , transform'd 
To comeliness; sharp, penal s p i t e , t o love; -
A w r i n k l e d age-worn Hag ' t w i l l render f a i r , 
And s p r i g h l y , as the unfading Amaranth; -
' T w i l l make a man a f o o l , - a f o o l , a man. -
A coward v a l i a n t , - and a v i l l a i n u p r i g h t : - " 

The p o e t r y i s uneven, but alt o g e t h e r the play has power. T. 
are sudden v i v a d uses of imagery t h a t give a good atmosphere 
the play. 

"Melona / t o Laterno disguised as a F r i a r . 7 
Wherefore thus accoutered? 

Laterno 
To keep our g a l l e y i n i t s even course. 
Suspicion i s a wakeful cur, which snarls 
And yelps, at ev'ry heedless t r e a d . " 65 

Then Paynter produces t h i s : , 
"Hermolina 

Meanwhile, I ' l l gather yonder bashful f l o w ' r 
Which droops f o r lack o f r a i n - Ah, me'. - ' t i s 

w i t h e r ' d l -
A l l , a l l i t s sweetness gonel -

C a s t e l l a . 
E'en such a f l o w ' r as thy s i c k fancy 

shew'st thee, 
A r t thou t h y s e l f , unhappy sufferer'. - " 66 

6 5 . I I , i i i . 
66.. I V , i i i . 
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where Ca s t e l l a ' s gloss i s q u i t e unnecessary and unpoetic. 
I n reading i t there i s an impression o f s t r e n g t h and 

compulsion, unusual f o r the time and d e r i v i n g l a r g e l y from 
Paynter's use of language: he has a c e r t a i n f a c i l i t y i n blank 
verse, combined w i t h a capacity f o r keeping i n t e r e s t a l i v e i n 
his q u i t e complicated p l o t . 

Paynter's other play, King Stephen, or The B a t t l e of 
L i n c o l n , (unacted^ Manchester, 1822, i s more obviously modelled 
upon Shakespeare's h i s t o r y plays. I t i s competent, but no more 
and much of the competence i s derived from Shakespeare. There 
i s no attempt at character drawing and very l i t t l e dramatic 
form. 

James Haynes managed t o gain a greater freedom than 
any of the others. I n Conscience; or The B r i d a l Night (D.L. 
21.iiJ'1821 ) 1821, he had assembled Gothic elements and fused 
them as best he could, w i t h bad verse, i n t o a bad p l o t , r e s u l t ­
ing i n a useless play. But h i s Durazzo (C.G.xi. 1838), 1823, i s 
q u i t e d i f f e r e n t . There are s t i l l Gothic, seatimental, melo­
dramatic elements, but they are secondary to the progress of 
the p l o t . Durszzo i s the grandson o f an e x i l e d l o r d o f Gren- . 
ada, whither he returns f u l l o f ambition and schemes the- over­
throw of Alonzo, the fiance'' of Zelinda, whom Durazzo loves, 
but whose f a t h e r , Benducar, i s h i s enemy. Durazzo's p l o t 
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succeeds and Alonzo and Benducar, accused o f treason, are ban­
ished. Zelinda refuses t o marry Alonzo before he goes, and, i n 
penitence, renounces Durazzo as w e l l . Durazzo's f a l s e accusat­
ions against Alonzo and Benducar are exposed. Alonzo and Bendu 
car r e t u r n . Alonzo i s put i n c o n t r o l of the defence o f the 
c i t y against the Moors. Durazzo wants to be r e c o n c i l e d to 
Benducar, who i s adamant i n h i s enmity and gives Dura.zzo a 
blow - the second one he has d e l i v e r e d , so Durazzo k i l l s him. 
Zelinda goes mad. I n f i g h t i n g the Moors, Durazzo acts most 
h e r o i c a l l y , saves the king's l i f e and ensures v i c t o r y . Wounded 
he goes t o the convent where Zelinda i s and stabs himself. 

Durazzo i s unusual f o r t h i s period i n t h a t he i s much 
more of a rounded character i n s t e a d of a mere cardboard puppet. 
He has a good c o n f l i c t i n h i s ambition versus h i s . b e t t e r f e e l ­
ings; there i s also c o n f l i c t i n h i s love f o r Zelinda versus 
h i s hatred of Benducar. He speaks and acts w i t h an inner 
c o n v i c t i o n , and not as i f Haynes were simply p u t t i n g words i n t o 
the mouth o f a c l a y f i g u r e . Durazzo's f e e l i n g o f unhappiness 
comes over, but the other characters are not s u f f i c i e n t l y a l i v e 
to help give a rounded impression o f Durazzo - they are much 
more conventional types, e s p e c i a l l y the women, who are s e n t i -
mental and long-winded. Hajfles catches a good o r a t o r i c a l 
rhythm which goes w e l l w i t h Durazzo's firmness -
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"Yet be not rash; my speech, I doubt, was warm -
I t may be wrong; but, as my heart conceived, 
Ky tongue has u t t e r ' d . I would have you f i r m , 
But nothing v i o l e n t ; prepared to urge 
Your wrongs i n accents t h a t inform, and not 
Offend the Royal ear. Thus s h a l l your cause 
Find favour; your dishonour, f u l l redress -
Outrage expires i n weakness. Peace,, my f r i e n d s ; 
Peace i n the c i t y , conduct i n the f i e l d , 
And j u s t i c e on the throne: be t h i s your motto 
And prosper. " 67 

Durazzo's pride i s w e l l expressed: 
"Garcia. 
'Twere f i t t i n g more such uprise to be humble. 
Durazzo. 
Howl by what process of the i n t e l l e c t 
Prove you t h i s f i t n e s s ? Do we not go arm'd 
I n t o the f i e l d of arms; and s h a l l we not 
Tread proudly i n the palaces o f pride? 
I come amongst you a competitor, 
To answer taunts w i t h tauntings. When the wind 
Scold a t the sea, the sea rebukes the wind 
With l i p s of foam; and when a comet s t a r t s 
I n t o our system,, a n g r i l y he glares 
That the b r i g h t m u l t i t u d e of s t a r s t u r n pale 
To see the mighty stranger pass along. " 68. 

Haynes's poe t i c grasp emerges i n , e.g., 
"Durazso. My p r o s p e r i t y 
Game on as sudden as a n o r t h e r n s p r i n g , 
That shoots i t s growth up l i k e a c u l v e r i n 
To meet the i n s t a n t season; but, as quick 
As w i n t e r s t r i k e s the pole, misfortune t u r n s , 
To sweep away the t r a c k and vestige o f 
My p e r i s h i n g hopes. "• 69 . 

67. I , i i . 
68. I l l , i i . 
69. IV, i . 
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Though these three plays stand out from the minor 
tragedy of t h i s p e r i o d , i t must be remembered t h a t t h e i r merit 
i s r e l a t i v e and not absolute. 

( v ) Verse i n the Minor Tragedies, 1815-1825. 
The verse i s l i t t l e d i f f e r e n t from t h a t o f the e a r l i e r 

p e r i o d , ^ apart from a greater use of prose and a lesser of 
rhyme. Peter Bayley, i n h i s Sophoclean d e r i v e d Orestes i n 
Argos, 1825, (G.G. 20. i v . 1825) j tgives the Furies i n c a n t a t i o n s of 
rhymed couplets, but, such exceptional uses a p a r t , rhyme has 
dropped from p o e t i c tragedies. Prose, on the other hand, i s 
i n c r e a s i n g l y used, owing something to Shakespeare, as i t s use 
i s confined^ l a r g e l y , to the mechanicals. The anonymous, 
The Queen of Ar^os ( unacted')^ 1823, i s a b r i s k p l a y w i t h more 
v a r i e d dramatic verse than i s usual, although i t does s u f f e r 
from undramatic tedium i n i t s l e n g t h and comparative lack o f 
a c t i o n ; once the pla y i s f i n i s h e d we are l e f t w i t h only a 
record o f e x t e r n a l events, which cannot compensate f o r lack of 
dramatic a c t i o n , no matter how complicated i t may be. The 
verse, however, seems to be a genuine attempt t o b r i n g vividness 
i n t o the play and to break 8way from heavy, conventional forms: 

70; .cf. p.fo?. 
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"Aye, we have married i n the tee t h o f l u c k ; 
The moon's not f u l l - nor t h i s by Jove the f o u r t h . 
Oh! we're a wretched p a i r ! no settlements, 
Nor store o f v i r g i n s s t a l e , to set us r i g h t . 
Jewels not thought o f - miserable we! 
Ungarlanded - pipers and dancers none! 
We haven't a l i n k - unkneaded the bride-cake -
Lugubrious couple! And to top our woes, 
Furnished, unfurnished, not a house have I i " 71 

The prose comes from the comic lower characters, who 8re i n v o l v 
ed i n a s l i g h t secondary a c t i o n o f t h e i r own. They are w e l l 
portrayed, earthy people, expressing themselves n a t u r a l l y , and 
i f they do owe a l o t to Shakespeare, they are b e t t e r than the 
usual Shakespearean i m i t a t i o n s o f genteel clowns uprooted from 
t h e i r mother ea r t h and w i t h a l l the s o i l shaken from t h e i r 
r o o t s , e.g. 

"To be pe t t e d and pinched and be slobbered by a 
wizen'd o l d dotard, a mess of c h a f f and water! 
Sha-ah-ah-ah! (shuddering) f r e t t e d and 
fondled and sneezed on and snarled a t : I can't 
have him. My dear'd and my d a r l i n g 1 d ; lovey, 
mouse, honey-comb, sweet! and anon, p e r t , 
wanton, b u t t e r f l y , baggage! Harried o f f my 
stomach by the precise paddling of a toad-skin 
paw; and mayhap - I won't have him: 
i t ' s too much - " 72 

We have already noticed V/. Bailey's use o f prose i n 
73 

G r i r n a l d i , 1822^for humour among mechanicals. He also uses i t 
when Fazio i s deeply moved by Grimaldi's death and when he i s 
e x c i t e d by h i s new-found wealth: two points o f heightened 
7 1 . I I , i . 
7 2 . I I I , i i . 
7 3 . c f i p. /63. 
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excitement i n the p l a y which would more u s u a l l y be w r i t t e n i n 
verse, normally o f a most l u x u r i o u s and expansive nature. 
Ba i l e y ' s p r a c t i c e here i s most unusual f o r h i s age. J.S, 
Knowles also uses prose, f o r h i s plebs and o c c a s i o n a l l y f o r 
other characters. John Roby, The Duke of Mantua^ 1823, gives 
prose to h i s servants and t o Laura, a cousin o f Hermione, the 
heroine, probably because she i s e x p l o i t e d as a s l i g h t l y comic, 
e l d e r l y person, owing much t o Shakespeare; e.g., Hermione and 
Blanch have a t y p i c a l mistress-servant scene, i n c l u d i n g a song 
and comments: 

"Blanch. How l i k e you the song? 
Hermione. I n d i f f e r e n t w e l l ; methinfes i t were too sad. 

a'xit sadness and I must h8ve close f e l l o w s h i p ere 
long 

Or I mistake the note of her approach..." 7k 

W i l l i a m Tennant i n Cardinal Beaton (unacted)^ Edinburgh, 
1823, intersperses long, undramatic, u n d i f f e r e n t i a t e d speeches 
w i t h s p r i g h t l y S c o t t i s h prose spoken by o l d women and a j a i l e r . 
The e f f e c t o f c o n t r a s t emerges : 

"Mrs.Strang. 
0 l i t t l e knows t h i s stony-hearted man 
How dear to me t h i s passing interview'. 
Else he would grudge not t h i s poor span o f time. 
0 husband, I am grieved f o r your sake; 
Sad t e r r o r s vex rne f o r your s t a t e o f l i f e . 
There i s a cloud of mischief i n the sky 
Ready to drop i t s h a i l on some poor head; 
Nor know I w e l l i f jjours s h a l l be secure. 

7U. I , i i i . 
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-CB-l-dc-l-euch - ( j a i l e r ) - . _ . . 
That I dinna ken n e i t h e r -
There are faggots g a t h e r i n ' , s t i c k s s p l i t t i n ' , coals 
d r i v i n ' , stakes rammin', gun-powther pokes 
crammin 1 , a* about the Castle and the Priory-
p u f f i n 1 an' blawin' w i ' business Now, 
a' t h i s wark i s no done f o r naebody and naething -
h e r e t i c s maun burn - i t ' s a law i ' the k i r k -
they t h a t w i l l to Cupar maun t o Cupar. 

Mrs. Strang 
Oh do not, w i t h your croakings r a v e n - l i k e , 
Increase to an i n t o l e r a b l e load, 
These fe 8 r s w i t h which already I'm oppress'd..." 75 

W i l l i a m Woodley i n James the T h i r d , p r i n t e d w i t h Catherine de 
Medicis, 1825, uses prose i n the same way, only h i s attempts 
at Scots d i a l e c t are p a t h e t i c . 

I t may be observed o f these plays mentioned which make 
great use of prose, apart from Caius Gracchus, 1815, whose 
prose i s obviously of Shakespearean d e r i v a t i o n l i k e the r e s t o f 
the p l a y , t h a t a l l o f them appeared i n the 1820s. With a 
study ending i n 1825 i t would be f o o l i s h t o draw any conclusions 
but I would t e n t a t i v e l y suggest t h a t , j u s t as, e.g. Wells i n 
Joseph and His Brethren, has l e f t the usual poetic drama form 
to become more p o e t i c a l - a l i n e which was i n c r e a s i n g l y f o l l o w ­
ed - so other w r i t e r s are r e - i n t r o d u c i n g a greater prose element. 
The w r i t e r s o f both d e v i a t i o n s must have been aware of the un­
happy inadequacies o f the contemporary p o e t i c drama and each 
d e v i a t i o n was an attempt at a remedy. 

75. I I , i . 
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CHAPTER V. 
Joanna B a i l l i e . 

During the period 1790-1825 Joanna B a i l l i e published 
three volumes o f plays, each e n t i t l e d A Series of. Plays; i n 
which i t i s attempted to d e l i n e a t e the stronger passions of the 
mind* E:achi passion being the subject of a tragedy and a comedy. 
Volume i , 1798, contains, o f blank verse tragedy, Count B a s i l 
and De Montfort; volume i i , 1802, Ethwald ( i n two p a r t s , each 
o f f i v e a c t s ) ; volume i i i , 1812, Orra. She published another 
tragedy, The Family Legend, i n 1810. These icrolumes are p a r t i c ­
u l a r l y i n t e r e s t i n g on account o f the long " I n t r o d u c t o r y Dis­
course" which forms a preface to volume i, and the preface, "To 
the Reader" of volume i i i , where Joanna B a i l l i e develops her 
own dramatic theory. 

( i ) Dramatic theory. 
Joanna B a i l l i e 1 s theory i s f u l l y t r e a t e d i n Chapter I I , 

I t i s n o t , however, out o f place, to remind ourselves here of 
her main contention before proceeding to a study o f the plays. 
Joanna B a i l l i e , w i t h strong moral sanctions, determined 

" t h a t an attempt to w r i t e a series of trag e d i e s , 
o f simpler c o n s t r u c t i o n , less embellished w i t h 

p o e t i c a l decorations, less constrained by th a t 
l o f t y seriousness which has so g e n e r a l l y been 
considered as necessary f o r the support o f t r a g i c k 
d i g n i t y , and in.which the c h i e f object should be 
to delineate the progress of the higher passions i n 
the human breast, each play e x h i b i t i n g a p a r t i c u l a r 

1. c f . pp. 17-37. 
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2 passion, might not be unacceptable to the p u b l i c k . " 
The main innovation i s the d e l i b e r a t e i n t e n t i o n t h a t each play 
w i l l be b u i l t around one passion. 

( i i ) Count B a s i l . 
Count B a s i l (unacted)^ p r i n t e d i n the f i r s t Series of 

Plays, 1798, i s b u i l t around the passion o f l o v e . Count B a s i l 
i s a brave, honourable and honoured general i n the service of 
Charles V. When the play opens he i s leading h i s troops t o ­
wards Pavia t o j o i n the Emperor. He stops i n Mantua, where he 
f a l l s i n love w i t h V i c t o r i a , whom he had seen once before, two 
years ago, and o f whom he has dreamed ever since. V i c t o r i a 
i s the daughter of the Duke of Mantua, who wants to delay 
B a s i l ' s advance as he s e c r e t l y hopes Francis I w i l l defeat 
Charles V i n the forthcoming b a t t l e . B a s i l refuses to stay 
at the Duke's request, but agrees to remain another day a f t e r 
V i c t o r i a , completely innocent and knowing n o t h i n g o f her f a t h ­
er's schemes, has asked him t o stay. I n s t a y i n g B a s i l a l i e n ­
ates his f r i e n d s and o f f i c e r s , and the Duke has no tr o u b l e i n 
spreading r e v o l t among B a s i l ' s s o l d i e r s . B a s i l manages to 

2. A Series o f Plays, i , 41 s 

3 . I n the t h i r d (1802) e d i t i o n o f the f i r s t Series o f Plays. 
Joanna B a i l l i e a l t e r s t h i s , r e v e r t i n g i n f a c t to her 
o r i g i n a l p l a n , so t h a t B a s i l f i r s t sees V i c t o r i a i n the 
procession and the whole process of the passion i s thereby 
enacted before us. (Note a t the end of B a s i l , I,pp.89 -90 
1802 e d i t i o n , i n which Count B a s i l i s a l t e r e d as a t i t l e 
to B a s i l . ) 
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regain t h e i r t r u s t , but he i s too besotted w i t h love to leave 
V i c t o r i a . W h i l s t he i s delaying i n Mantua the b a t t l e o f Pavi8 
i s fought. The Emperor waited f o r B a s i l u n t i l he could w a i t 
no longer. B a s i l , b i t t e r l y ashamed at t h i s l o ss o f honour, 
shoots himself. 

B a s i l i s q u i t e a w e l l drawn, rounded character. I n the 
opening scenes we are prepared f o r h i s appearance by the t a l k 
of h i s f r i e n d s ; we hear o f his character; "he d i s c i p l i n e s his 

k 5 men severely" , "he loves not ease; and r e v e l r y " , " B a s i l i s 
6 

o f f l i n t y matter made." When he does appear, however, he 
nasi already f a l l e n under V i c t o r i a ' s s p e l l : 

"Rosinberg. That o l i v e branch 
The princess ̂ V i c t o r i a } bore h e r s e l f , o f f r e t t e d g old, 
Was e x q u i s i t e l y wrought. I mark'd i t more, 
Because she held i t i n so white a hand. 

B a s i l ( i n a quick voice) 
Mark'd you her hand? I d i d 

not see her hand, 
And yet she wav'd i t t w i c e . " 7 

This i s B a s i l ' s f i r s t speech. He and hi s f r i e n d s have j u s t 
seen V i c t o r i a i n a procession. B a s i l ' s r a p i d speech and 
strange v i s u a l dichotomy - he saw her hand and yet d i d not see 
i t - are p o i n t e r s to h i s c o n d i t i o n . This i s c l e a r l y i n d i c a t e d 
f u r t h e r on i n the same scene: 



- 186 -

"Rosinberg. 
What mighty thoughts engage my pensive friend? 

B3S?.l 
5T i t i s admirable. 

Rosinberg. 
Hovf runs thy fancy? What i s admirable? 

B a s i l 
Her form, her face, her motion, e v ' r y t h i n g ! 

Rosinberg 
The princess? Yes, have'we not p r a i s ' d her much? 

B a s i l 
I know you p r a i s ' d her, and her o f f ' r i n g s too; 
She might have g i v ' n the treasures o f the east 
Ere I had known i t . 
She came upon my wond'ring s i g h t -
0! d i d s t thou mark her when she f i r s t appear'd? 
S t i l l d i s t a n t , slowly moving w i t h her t r a i n ; 
Her robe, and tresses f l o a t i n g on the wind, 
Like some l i g h t f i g u r e i n a morning cloud; 
Then as she onward to the eye became 
The more d i s t i n c t , the l o v e l i e r s t i l l she grew. 
That g r a c e f u l bearing of her slender form; 
Her roundly-spre8ding breast, her tow'ring neck, 
Her face t i n g ' d sweetly w i t h the bloom of youth -
But when on near approach she tow'ards us t u r n ' d , 
Kind mercy'. Wh8t a countenance was- there 1 . 
And when to our s a l u t e she g e n t l y bow'd, 
Didst mark tha t smile r i s e from her p a r t i n g l i p s ? 
Soft s w e l l ' d her glowing cheek, her eyes s m i l ' d too; 
Ol how they smil'd 1. 'twas l i k e the bbeanss of heav'n! 
I f e l t my roused soul w i t h i n me s t a r t , 
L i ke something wak'd from sleep. 

Rosinberg 
Ah', many a slumb'rer heav'n's beams do wake 
To care and misery!" 8 

This long speech i s , u n f o r t u n a t e l y , marred by many t y p i c a l 
f a u l t s of t h i s period: the opening image i s p o e t i c i n describ­
i n g B a s i l ' s f e e l i n g s w i t h imagination: 

8. I , i i . 
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"She might have g i v ' n the treasures o f the east 
Ere I had known i t . " 

Then B a s i l continues w i t h conventional tedium - "tresses f l o a t - , 
i n g on the wind", J'bloom of youth", "glowing cheek", a l l 
amounting to a p o e t i c d e s c r i p t i o n i n the worse meaning o f the 
word " p o e t i c " - fulsome, unnatural, obviously not prosej 
i n s t e a d of which B a s i l should have described her appearance as 
he saw i t f o r himself 8nd as i t reacted upon hi s imagination. 
Joanna B a i l l i e e v i d e n t l y could not endow her character w i t h 
p o e t i c v i t a l i t y . This speech i n v i t e s comparison w i t h 
Enobarbus's speech des c r i b i n g the appearance o f Cleopatra i n 
Shakespeare's Antony and Cleopatra. Enobarbus does not 
merely describe, by his language and i n t e r p r e t a t i o n i:he f i r e s 
our imagination as, f o r example, i n 

"Purple the s a i l s , and so perfumed,'that 
The winds were l o v e - s i c k w i t h them, the oars were s i l v e r 
Yn'hich t o the tune of f l u t e s kept s t r o k e , and made 
The water which they beat to f o l l o w f a s t e r , 
As amorous .of t h e i r s t r okes..." 10 . 

Enobarbus p e r s o n i f i e s wind and water and w i s e l y permits Cleo-
"petra's appearance to beggar a l l d e s c r i p t i o n . B a s i l p a r t i c u l ­
a r i s e s w i t h unhappy r e s u l t s : 

• "Her roundly-spreading breast, her tow'ring. neck." 

.9. I I , i i , 199-226 
10 . I I , i i , 201-205 . 
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Throughout t h i s p e riod we f i n d a s i m i l a r s t i f l i n g of p o e t i c 
imagination, which i s replaced by plodding, " p o e t i c a l " de­
s c r i p t i o n . 

B a s i l ' s obsession i s conveyed, not, as we learned t o 
expect from the minor w r i t e r s j by t a l k of the other characters, 
but by his own undeniable a d o r a t i o n o f V i c t o r i a - an extreme 
explained by h i s f r i e n d and kinsman Rosinberg when he says: 

" thus earnest from your l i p s 
Her praise displeases me. To men l i k e you 
I f love should come, he proves no easy guest." 11 

This l i n k s up w i t h an e a r l i e r d e s c r i p t i o n of B a s i l as a man 
who has only one weakness: 

"One f a u l t he has, I know but only one; 
His too great love of m i l i t a r y fame 
Destroys h i s thoughts, and makes him o f t appear 
Unsocial and severe." 12 

From t h i s i t i s easy t o f o l l o w Basil.'.s development as h i s love 
f o r V i c t o r i a c o n f l i c t s w i t h h i s f i r s t love - m i l i t a r y fame -
and as the p h y s i c a l presence o f a b e a u t i f u l woman conquers the 
s p i r i t u a l idea o f honour. This c o n f l i c t makes h i s s u i c i d e , 
though s l i g h t l y drawn out, nevertheless acceptable because we 
can understand how much m i l i t a r y honour means to him and how 
crushed he must have been by the message he received from 
Piscaro, Charles V's general: 

11. I , i i . 
12. I , i i . 
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"Piscaro sent me to inform Count B a s i l 
He needs not now his a i d , and gives him leave 
To march h i s t a r d y troops to d i s t a n t quarters " 13 

During the play B a s i l does evoke our sympathy, and we may en­
t e r i n t o h i s character and sympathise w i t h him as we never can 
w i t h any o f the characters presented by the minor dr a m a t i s t s 
of t h i s period. 

U n f o r t u n a t e l y B a s i l ' s character i s the only one we may 
begin to understand: the other characters are too easy to 
understand, i n accord w i t h Joanna B a i l l i e ' s theory, H they are 
f l a t and used more l i k e m i r r o r s i n which we may see B a s i l r e ­
f l e c t e d . This would be j u s t i f i e d were o n l y minor characters 
a f f e c t e d , e.g., Valtomer or Frederick, two of Ba s i l ' s o f f i c e r s , 
but V i c t o r i a ' s f l a t n e s s s t r a i n s our c r e d u l i t y . We r i g h t l y 
expect a much f u l l e r study of the woman whose feminine a t t r a c t ­
ions and power are going to b r i n g B a s i l to d e s t r u c t i o n . I n a 
way, t h i s l a c k r e s u l t s i n a for e s h o r t e n i n g o f B a s i l ' s character 
which would be f u l l e r i f we could meet more f u l l y the woman 
whom he loves. Instead we have a f l i g h t y , s p o i l e d g i r l who 
f a l l s i n t o a stock stage character p a r t : a woman who mocks 
man's passion u n t i l i t i s too l a t e , then she i s overwhelmed 
by melodramatic remorse. V i c t o r i a cannot come to l i f e be­
cause at every t u r n she must act as the passion - the p i v o t 

13. IV, v. 
1k.. A Series o f Plays, 1798, p.59. 
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of the p l a y - d i c t a t e s . 

On the other hand, V i c t o r i a ' s c h a r a c t e r could be account­

ed f o r by seeing i t as a f u r t h e r and most convincing proof of 

the extremity of B a s i l ' s p a s s i o n . T h i s would accord w i t h Jo­

anna B a i l l i e T s primary i n t e n t i o n : to portray 8 p a s s i o n r a t h e r 

than to dramatise c h a r a c t e r s . I t would a l s o p i npoint one of the 

g r e a t weaknesses of her theory. She always puts the passion 

f i r s t , so t h a t , at times, she f a i l s to see t h a t by so doing 

she has s t r a i n e d a c h a r a c t e r u n n a t u r a l l y and so defeated her 

own end that we no longer b e l i e v e i n the c h a r a c t e r and conse-

quentlymey not accept the passion connected w i t h him, or her: 

e.g., i n I V j v, of Count B a s i l , where V i c t o r i a d e l i b e r a t e l y and 

c o l d l y i l l t r e a t s B a s i l ' s d e c l a r a t i o n of love, not w i t h any 

mischievous, f l i r t a t i o u s suggestion of t e a s i n g him, but almost 

with the c r u e l t y of a c a t taunting a'captured mouse. Y e t i n 

V , i i i , a few hours l a t e r , she makes most extravagant p r o t e s t a t ­

ions over h i s corpse, though i t i s i n t e r e s t i n g that the reason 

she g i v e s f o r her genuine passion i s t h a t he loved her, not 

that she loved him. T h i s behaviour might have i l l u m i n e d 

our knowledge of V i c t o r i a , except that the sketchy o u t l i n e we 

do have of her i s not c l e a r enough to s u f f e r such apparent 

i n c o n s i s t e n c y or be strengthened by i t . 
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Generally the dramatic c o n s t r u c t i o n i s not good i n 
Count B a s i l . I t opens w i t h scenes o f e x p o s i t i o n which serve 
to introduce us to B a s i l ' s character w i t h o u t too much unnatural 
s t r a i n i n g ; then i t continues t o develop B a s i l ' s passion. 
But Joanna B a i l l i e cannot m a i n t a i n our i n t e r e s t w i t h B a s i l ' s 
weakness alone, f o r she has l i t t l e else to dramatise. Indeed 
her theory would oblige her to keep any secondary i n t e r e s t s to 
the minimum. Instead of c u t t i n g down 8nd making the p l a y 
of a l e n g t h w i t h i t s content, Joanna B a i l l i e drags i t out t o 
i t s pre-ordained f i v e a c t s , and our i n t e r e s t i n e v i t a b l y drags 
as w e l l . 

Perhaps Joanna B a i l l i e has gone to an extreme w i t h the 
good p r i n c i p l e t h a t the primary c o n f l i c t should be between 
two passions w i t h i n a character r a t h e r than between the char-

1 5 
ac t e r and e x t e r n a l events. That p r i n c i p l e i s obviously 
of paramount importance, but i t does not exclude a d d i t i o n a l 
e x t e r n a l c o n f l i c t s or entanglements w i t h which a character has 
to deal. B a s i l ' s only entanglement i s an e a s i l y placated 
r e b e l l i o n among h i s s o l d i e r s . Apart from t h a t , a l l c o n f l i c t 
i s connected w i t h h i s i n t e r n a l one: love f o r V i c t o r i a versus 
love of honour, and Joanna B a i l l i e does not m a i n t a i n our i n t e r -

15. A Series of Plays. 1798, p.59. 
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" expect 

est p o w e r f u l l y enough. This was her f i r s t p l a y , so we could / 
t h a t her theory, not yet experienced, would not f i n d i t easy 
to p u l l evenly w i t h her p r a c t i c e . I n the d e l i n e a t i o n o f a 
leading character and the passion which obsesses him, she has 
had some success, but she has f a i l e d t o i n t e g r a t e t h i s w i t h the 
r e s t of the p l a y , so tha t Count B a s i l droops l i m p l y . Joanna 
B a i l l i e , l i k e other dramatists o f t h i s p e r i o d , had theor i e s 
about dramatic w r i t i n g , but she lacked f i r s t - h a n d experience 
of the stage i t s e l f . She was not w r i t i n g so.much f o r the 
physical stage and massive audiences o f her own age, but more 
f o r some k i n d o f i d e a l stage, which she, l i k e so many others, 
had conceived i n the c l o s e t , a s o r t o f X V I I I century bastard, 
s i r e d by Shakespeare. Genest spotted these drawbacks i n Jo­
anna B a i l l i e :-

"Two things are r e q u i s i t e to make a good dramatic 
poet - genius and a knowledge o f the stage 

Miss B a i l l i e possessed i n a very high degree 
the f i r s t and more e s s e n t i a l of these q u a l i f i c a t i o n s 
- she was very d e f i c i e n t i n the second T the con­
sequence has been, t h a t she has presented t o the 
p u b l i c much f i n e poetry i n a dramatic shape, wi t h o u t 
having w r i t t e n one s i n g l e p l a y which i s w e l l c a l c u l ­
ated f o r r e p r e s e n t a t i o n - as she.wished her plays 

. to have been acted, she should have frequented the 
theatre h e r s e l f , or have consulted some person who 
was conversant w i t h the stage !' 16 

16. Genest, v i i i , 333 
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The blank verse of Count B a s i l i s mixed. The general 
background of verse tends t o s t i f f n e s s and an unnatural d i c t i o n 
- a m i x t u r e o f Shakespeare and X V I I I s e n s i b i l i t y , e.g. 

"Frederick. 
How pray thee do confess thou a r t asham'd 
Thou, who a r t w i s e l y wont to set at nought 
The noble f i r e o f i n d i v i d u a l courage, 
And c a l l calm prudence the superior v i r t u e , 
What sayst thou now, my candid Rosinberg? 
When thy great c a p t a i n , i n a time l i k e t h i s , 
Denies h i s weary troops one day of r e s t 
Before the exe r t i o n s of approaching b a t t l e , 
Yet grants i t to a p r e t t y lady's s u i t ? " 17 

Here we have to make our way, as best we can, through a c l u t t e r 
o f "thees", "thous" and " t h y s " , and much c i r c u m l o c u t i o n , to 
the meaning of the speech. Dramatic speech cannot a f f o r d t o 
be so meticulous w i t h i t s subordinate clauses: the audience, 
or reader, wants t o be compelled i n t o the heart o f a c t i o n , not 
kept at a s t u d i e d distance. But there are passages where 
Joanna B a i l l i e has shown the dramatic power she d e f i n i t e l y 
possesses, where she seems t o be approaching her subject 
f r e s h l y , f e e l i n g i t upon her own pulses and not VDLB Shakes­
peare or the.preconceptions of her own age: - B a s i l addressing 
h i s r e b e l l i o u s s o l d i e r s a f t e r having dragged one p a r t i c u l a r l y 
troublesome r i o t e r from the ranks : 

"Stand there, damn'd, meddling v i l l a i n , and be s i l e n t ; 
For i f thou u t t 1 r e s t but a s i n g l e word, 
A cough, or hem, to cross me i n my speech, 
I ' l l send thy cursed spine from the e a r t h , 
To bellow w i t h the damn'd'. 
New from b a t t l e s , where my n a t i v e troops 

17. I l l , i -
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So b r a v e l y fought, I f e l t me proud at h e a r t , 
And boasted of you, boasted f o o l i s h l y . 
I s a i d f a i r g l o r y ' s palm ye would not y i e l d 
To.e'er the bravest l e g i o n t r a i n ' d to arms. 
I swore the meanest man of a l l my troops 
Would never s h r i n k before an armed host 
I f honour bade him stand 
But ye do peace, and ease, and booty l o v e , 
Safe and ignoble service - be i t so -
Forgive me that I d i d mistake you thus, 
But do not earn w i t h savage mutiny, 
Your own d e s t r u c t i o n . We'll f o r Pavia march, 
To j o i n the r o y a l army near i t s w a l l s ; 
And there w i t h blushing forehead w i l l I plead, 
_That ye are men w i t h w a r l i k e service worn, 
Requiring ease and r e s t . " 18 

One need hard l y add t h a t the s o l d i e r s now want to f o l l o w B a s i l 
anywhere. This crowd o r a t o r y has power because B a s i l i s 
immediately concerned w i t h a c t i o n , he i s not e n l a r g i n g upon an 
abstract emotion,, but u r g e n t l y t r y i n g to convince h i s troops 
of h i s own i n t e g r i t y . Not only does B a s i l use e x c e l l e n t 
crowd psychology but h i s language has a vigour and compulsion 
which i s so o f t e n , and so w e a r i l y , l a c k i n g from t h i s period. 
The verse has a t t a i n e d a new freedom, i t i s no longer con-

19 
s t r a i n e d by the l e n g t h of a l i n e , as was Frederick's i n I I I , i ; 
and i t has achieved a rhythm much nearer t o t h a t o f speech. 

Un f o r t u n a t e l y t h i s k i n d of language i s seldom heard, 
and none of these p o i n t s of heightened power, good though they 

18. I V , i i . 
19. c f . p.»<J3. 
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may be, can o b l i t e r a t e the impression o f heaviness made by 
the general run of unnatural verse. This i s p a r t i c u l a r l y so 
i n undramatic scenes, e.g. I I , i v , where V i c t o r i a and her women 
attendants discuss love and a l l i e d s u b j e c t s , and a young boy 
i s s e n t i m e n t a l l y introduced. Though t h i s precocious boy may 
be introduced to demonstrate a pa r t o f V i c t o r i a ' s character, 
t h a t as o l d Geoffry has said: 

"She i s f a i r , 
But not sofadr as her good mother was. " 20 

Tedium i s found i n long, d e s c r i p t i o n s , e.g. I l l , i , where B a s i l 
i s described, by one character to another, as he had appeared 
when i n t r o d u c i n g an o l d s o l d i e r , Geoffry, to h i s own s o l d i e r s ; 
i n I I I , i i i , at a masked b a l l , and i n the long, undramatic d i a ­
logue o f I V , i i i , t h i s same lac k o f i n t e r e s t i s found. A l l 
these p o i n t s help to promote a most undramatic l a c k of urgency. 

I n Act V, Joanna B a i l l i e y i e l d s to the Z e i t g e i s t i n 
her Gothic s e t t i n g s : 

"A dark n i g h t , no moon, but a few s t a r s glimmering; 
the stage represents (as much 8s can be discovered 
f o r the darkness) a church-yard w i t h p a r t of a chapel 
and a wing o f the ducal palace a d j o i n i n g to i t . " 21 

20. I , i . 
21. V , i . 
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The bracketed i n t e r p o l a t i o n i n these stage d i r e c t i o n s shows 
an unusual commonsense f o r t h i s period. This Gothic element 
mingles w i t h a romantic i n V , i i : . 

"A Wood, w i l d and savage; an e n t r y t o a cave, 
very much tangled w i t h brushwood, i s seen i n 

the background. " 22 
Genest, commenting upon Count B a s i l , remarks : 

" - frfrAfi an i n t e r e s t i n g T., but there i s too much 
said and too l i t t l e done - some of the scenes might 
be omitted, or shortened to advantage - Geoffry, an 
o l d s o l d i e r , who has been very much maimed i n the 
wars, i s a good character - but he does not i r i the 
s l i g h t e s t degree c o n t r i b u t e to the conduct of the 
p l o t " 23-

Genest's reference to Geoff r y i s misleading. I n Geoffry, i f 
I am not mistaken, Joanna B a i l l i e undertook an ambitious design: 
u n f o r t u n a t e l y ^ i t may not have been e n t i r e l y successful, but 
the idea was good. Geoffry i s an aged, honourable and revered 
e x - s o l d i e r . He fought bravely, but was passed over f o r pro­
motion because : 

" A f t e r t h a t b a t t l e where my happy f 8 t e 
Had l e d me t o f u l f i l a g l o r i o u s p a r t , 
Chaf'd w i t h the g i b i n g i n s u l t s o f a slave, 
The worthless f a v ' r i t e o f a great man's f a v ' r i t e , 
I r a s h l y d i d a f f r o n t ; our cautious p r i n c e , 
With narrow p o l i c y dependent made, 
Dar 1d not, as I am t o l d , promote me then, 
And now he i s asham'd or "has f o r g o t i t . " 2k 

22. V , i i . 
23. Genest, v i i i , 33k-
2k. I I I , i . 
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From Geoffry's f i r s t appearance i n the opening scene we are 
f o r c i b l y made aware o f the esteem i n which he i s held by a l l 
Mantua. He i s r a t h e r a s t o c k - f i g u r e o l d s o l d i e r , but t h i s i s 
almost an advantage as he i s being used as a symbol, and there. 
i s no i n d i v i d u a l i t y t o hinder our r e c o g n i t i o n of him as such. 
He has always put the trade of war and the love of honour f i r s t 
i n a c t i v e l i f e . Now, i n revered r e t i r e m e n t , he i s applauded by 
a l l ; B a s i l comes s p e c i a l l y f o r the honour o f shaking h i s hand 
•and then presents Geoffry as a hero to h i s s o l d i e r s and he i s 
borne across the stage i n triumph, i n one o f Joanna B a i l l i e ' s 

25 
r e l i e f scene endings. ^ We are meant, I t h i n k , to r e a l i s e 
how p r o p o r t i o n a l l y g reater B a s i l ' s p o s i t i o n w i l l be when he r e ­
t i r e s , honoured by a l l who know him f o r an honourable man. 
Yet B a s i l leaves the narrow path of honour and duty. I n V,i,as 
he i s repenting h i s f o l l y before committing s u i c i d e , i t i s old 
Geoffry who meets him and t r i e s t o dissuade him, but B a s i l says 
to him: 

"Then go t h y way, f o r thou a r t honourable; 
Thou hast no shame, thou needst not seek the dark 
Like f a l l e n , fameless men. I pray thee goi " 26. 

But the execution o f t h i s p a r a l l e l i s m has not equalled i t s 
conception and we may e a s i l y g ain Genest's impression - t h a t 

,̂ 25- I I I , i ; A Series o f Plays, i,60, f o o t n o t e . 
26. V , i . 
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Geoffry i s q u i t e i r r e l e v a n t to the a c t i o n . He would, I t h i n k , 
c e r t a i n l y upon the stage, appear i r r e l e v a n t because he does 
not seem i n any way i n t e g r a t e d w i t h the other characters and 
his entrances and e x i t s have no good reason behind them. But 
the idea of having such a c o n t r a s t i s good. 

( i i i ) De Monfort. 
I n De Monfort (D.L.29.iv.1800), 1 7 9 8 2 6 a Joanna B a i l l i e 

t r e a t s of hatred, n o t, as she explains i n her " I n t r o d u c t o r y 
27 

Discourse" the quick, f l a r i n g hatred more commonly associated 
w i t h anger, but a slow gathering hatred, accumulating over many 
years. This d i s t i n c t i o n i s an a r t i f i c i a l one which Joanna 
B a i l l i e has made, I would t h i n k , because she r e a l i s e d t h a t a 
sudden overpowering hatred would prove much more d i f f i c u l t 
t o dramatise i n t o tragedy. Her d i s t i n c t i o n could be c h a l l ­
enged by reference to the e a r l i e r d i s t i n c t i o n she made f o r 
Count B a s i l : there she accepts love as a sudden passion -

26.a. Kemble r e v i s e d De Monfort f o r the stage, but the revised 
v e r s i o n has not survived. Dutton compared a copy of 
the f i r s t e d i t i o n w i t h a copy of Kemble's a c t i n g v e r s i o n 
and concluded th a t the changes consisted l a r g e l y o f the 
c o r r e c t i o n of grandmatical e r r o r s , c f . M. S.Carhart, The 

• L i f e and Works of Joanna B a i l l i e , 1923, P-112. ( I am i n ­
debted t o Miss Carhart's study throughout t h i s chapter). 
Joanna B a i l l i e , i n a note to De Ivlonfort i n The Dramatic 
and P o e t i c a l Works of Joanna B a i l l i e , 2nd edition,1853, 
p.. 10k, r e f e r s to the Drury Lane performance as "adapted 
to the stage by Mr. Kemble," which does not suggest any 
great a l t e r a t i o n . 

27. A Series o f Plays, 1798, p.6k. 


































































































































































































































































































































































































































































































