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i,
Preface,

I would like to express my thanks to all who have helped
me in the preparastion of this thesis: the Governors of the
John Reid Trust Scheme of Aberdeen who, by awarding me a three
year resesrch grant, enabled me to undertake the work; the
University of Durham Library, both Durham and Newcastle div-
isions, whose librarisns gave me every a ssistance; Dr. W.
Douglas Simpson, Librariesn of Aberdeen University, for fhe
use of the University Library; the British Museum staff in
the Reading and Msnuscript rooms and in the Newspaper Library
et Colindale for their friendly co-operation, and the National
Librery of Scotland, Edinburgh, particularly Miss Marion Linton,
an Assistant Keeper.

In common with all students of Dramatic Literature, i
am deeply indebted to Professor Allardyce Nicoll, without
whose works such studies as my own would be a formidable if
not an impossible task.

Above 8all I wish to record my gratitude to my super-
visor, Professor Clifford Leech of Durhsm University, without
whose friendly guidence and wise counsel this thesis could
never heve been completed.

Throughout I have used the following abbreviations in

the foot-notes:=-



Doran

Fitzgerald

Genest

Hazlitt

Hunt

Nicoll

P.M.L.A.

ii,

Their Majesties' Servants: Annals of the

English Stage from Thomas Betterton to

Edmund XKeen:; edited and revised by R.W.Lowe,
3 vols. 1888.
P. Fitzgerald, A New History of the English

Stege, 2 vols. 1882,

Jde. Genest, Some Account of the English Stage

from the Restoration in 1660 to 1830, 10 vols.

1832,

The Complete Works of Willism Hazlitt Centenary

Edition, ed. P.PB. Howe, 21 vols. 1934.

Leigh Hunt's Dramatic Criticism, 1808-1831, ed.
L.H. and C.W. Houtchens, 1950.

Allasrdyce Nicoll, History of English Drama,

1660-1900, i, 1955; ii, 1952; iii, 1952;
iv’ 1955.
Publications of the Modern Lsnguage Association

of Americs,

For theatre abbrevistions I have used the femiliar

ones of Professor Allardyce Nicoll :

C. G.
D.'L.

Covent Garden, Theatre Royal.
Drury Lane, Theatre Roysl.
Haymarket, King's Theatre.

Haymarket, Theatre Royal.



"Blank verse is now, with one consent, allied
To Tragedy, and rarely quits her side.”

Byron, Hints from Horace, 11.117-118.
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CHAPTER I,
Theatrical conditions, 1790-1825

In dealing with blank verse tragedy, from 1790 to 1825,
we may not take it for granted that every play was written
specifically for the stsge; of the 249 plsys in this period
165 have never been publicly performed. Byron, for example,
was most anxious that his plsys should not be performed,1 as
witness the legal action he took when Drury Lene, in defience

of his wishes, performed Marino Faliero, Doge of Venice,

25/iv/1821;2 of lesser dramatists, W. Preston, in the

Preface to The Siege of Ismail,3 deprecates any theatrical

performance of his plays. Nevertheless, the theatres of the
time inevitebly influenced the dramatists, either directly,
by hopes of performance, such as stimulated Coleridge to
write Osorio, with Mrs. Siddons snd Kemble in mind;)'L or,
indirectly, through their deépair of the contemporsry theatre
which led them far from the stage into the rarified atmosphere

of poetic dremes ss waes the case with H.H. Milman, for example,

1. Letters and Journsls of Lord Byron, ed. R.E.Prothero, 1922,
v.167, 218, 224, 223, 224, 229, 256-7, 285, 290, 295; The
Works of Lord Byron:Poetry, ed. E.,H, Coleridge, 1922, iv,337;
v,9. (Hereafter referred to ss Byron).

2. Letters and Journals of Lord Byron, v, 226,288, 291.
3. 1794 (Anonymously).

L. Collected Letters of Semuel Taylor Coleridge, ed.E.L.Griggs,
1956, 1,318,




whose first play, Fazio, performed at Covent Garden, 5/ii/1818,
experienced throughout a most favourable reception,5 but who
finished his dramatic writing with a series of dramatic poems,
which he acknowledges as not intended, and unsuitable for,

the stage.6 Another aspect of this is found in the anti-
quarien reconstructions cast in & pseudo-drsmatic mould, for-
tified with long academic footnotes, such as H. Boyd provided

2

for The Royal Message, along with a postscript confirming

the impfession made by the plsy, stating that he was more in-
terested in the theological thsan in the dresmatic aspects of
his plsy. Other would-be writers of tragedy were led astray
by the conditions of the theatre, leaving "two bare.boards and
a passion" for such extravagances as Dr. J. Wolcot's glorious

musical spectacle in The F¥all of Portugal, where a scene

"Discovers 8 View of the TAGUS" complete with the Portuguese
fleet, séveral forts end spectators singing an ode,8 or Mrs.

M. Deverall's "Scotch Reel" which is sung ss an interlude in

5. The Times, 6/ii/1818.

6. The Martyr of Antioch, 1822, introduction; The Fall of
Jerusalem, 1820, introduction.

7. in Poems, chiefly Dramstic snd Lyric, Dublin, 1793.
8. The Fall of Portugel, 1808, V,ii.
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her tragedy, to the "Accompsniment of lively Music, Q?ébor

and Pipe";9 and towards the melodramatic tragedies of Frances

Bukey, '° w. Hayley, ' M. Mitford,
Sotheby, '* J. Templeton,'? end C.E. Wslker,

12 13w,

Sir Martin Shee,

16 who, by over-

playing sensstional elements, have made any tragic hsrmony

impossible. The conditions which influenced the writers,

one way or asnother, were (i) the system of Patent Houses,

(1i) Theatrical Architecture, (iii) Character of the Stage,

(iv) Actors and Msnagers, (v) Audiences.

(i) Patent Houses, snd others.

Only three theastres in the City of London were licensed

by the Lord Chamberlain for the performance of regular drama:

Drury Lane snd Covent Garden Theatres, the two patent houses

from the Stage Licensing Act of 1737, and The Little Theatre

9.
10.

11,
12,
13,
14,
15.
16.
17,

Mary Queen of Scots; an Historicael Tragedy, or, Dramstic
Poem, 1792, III,iv.

"Fitzormond; or Cherighed Resentment" in Tragic Dramss,
chiefly for Representations in Private Families....1818

Egdora, 1811,

Julien, 1823,

Alssco, 182l

Ellen, or, The Confession, 1816.

"The Shipwrecked Lovers" in Poems, Dublin, 1801.
¥allace, 1820.

10 Geo.II,c.28.
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in the Haymarket which, under Foote's menagement in 1766,

had obtained a summer licence for regulsr drama whilst the two

patent houses were closed.18 In addition there were numerous

minor theatres, licensed for various kinds of entertaimment,
such as opera, bsllet, psntomime, burlesque, equestriasn per-
formances snd spectacles; on;y a few retsined their identity
from 1790 to 1825: "The King's Thestre" in the Haymarket,
"The Royslty" - remodelled in 1816 end rensmed the East
London Thestre - and Sadler's Wells; of the many others
Allsrdyce Nicoll lists 17 buildings -~ the titles frequently
being changed - which had performances at some time within

19

the period. Outside the liberties of Westminster the

theatres could perform whst they pleased, legitimate or

illegitimete drama, subject to the Lord Chamberlasin's censor-

ship.20 Within reach of London, there were the Surrey

Theatre, Blackfrairs Road, snd The Richmond Theatre; The

21

Surrey - formerly The Roysl Circus - staged the first per-

formance of H,H. Milmen's Fazio, 22/xii/181622 and M.A. Shee's
18. Nicoll, iii, 229, ‘

19, Nicoll, iii, 229-230, 375; iv, 222-233.
20. Fitzgerald, ii, L437.

21, Nicoll, iv, 230, 232-3.

22. Ibid, iv, 356. .



-5 -

Aleseo,5/iv/182L, which was acted without a Lord Chsmberlsin's
24

licence;23 Richmond regularly housed London performers
during the summer months, and it waes here that Professor

Richardson's The Indisns had its only recorded performance,

round about 1790.27

In this situstion, the two patent theatres were the
only hope for a standard of good dramstic writing in the
period, but on account of other factors to be considered,
their size, the star system, financisl troubles, their rivalry
and their wooing of the populace, any new serious play had
little chance of success. Had the smaller theatres been
permitted to stage legitimate drema, it would have introduced
an acceptable element of competition, as distinct from rivalry
between two unchallenged theatres, and migﬁt have forced more
people fo realise that vast theatres, such as Drury Lene and
Covent Garden, were really better suited to lavish, illegitim-
ate spectascles, and that the minor theatres were better for
legitimate.drama, certaiﬂly the patent houses woﬁld have

gained financiaily: Hesrris of Covent Garden declared in &

23. Ibid, iv, L4OO.

25. Ibid, iii, 302.
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Chancery Suit that Covent Garden hsd not made 8 shilling on

regular drams from 1809 to 1821, but had subsisted on panto-

26

mimes, spéctacles and melodrams, these appearing along with

regular drama s psrt of the triple bill.

(ii) Thestrical Architecture.
The old Theatre Royal, Drury Lane, was abandoned in 1791,

when Sheridan, the manager of the company decided to build a
27

Nnew one. The old theatre was bsdly in need of repair, but

the main motive was the financisl gsin to be expected from a

28

new theatre with a capacity double that of the old. This

theatre, built by Holland,29 was opened on 12th March, 1794,
with 8 performance of Sacred Music, the first regulsr perform-
ance being on 21st April, 1794, when Kemble and Mrs. Siddons

played in Macbeth?® It could hold 3,611 persons, or, in terms

of box office receipts, £826. 6.0. when completely fille‘d.31

Its dimensions were, from easst to west, 320 feet long; from

north to south,‘155 feet brosd; roof width, 118 feet;32 the

26. Theatricsl Observer No. 3372, 5/x/1832.
27. Nicoll, iii, 229.

28, Fitzgerald, ii, 331.

29. Nicoll, iii, 229.

30. _Genest, vii, 149.

31. Fitzgerasld, ii, 380.

32, Ibid, ii, 340..
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proscenium opening wss L3 feet wide, 38 feet high, with a
stage depth of no less than 92 feet.33

This theatre was burned down on 24th February, 1809, 4
Wyatt designed a new one, opened on 10th October, 1812, with
Elliston end Miss Kelly in Hemlet.>” It was only slightly

smaller, seating well over 3,200 persons, with s proscenium

36

opening of 33 feet. In 1819 Elliston took over the manage~

ment end, under Beazley's direction, reconstructed the interior;
apart f?om this, and other, minor, aslterations, the Theatre
Royal remsins unchanged to the present day.37

The proprietors of Covent Garden, the other patent

theatre, greatly enlsrged the house in 1792,38 under Hollsnd's
39 Lo

direction,

to hold 3,013 persons. This theatre was burn-

ed down on 20th September, 1808, and a new building, designed

by Smirke, was opened on 18th September, 1809,u1 with Kemble

33. Allardyce Nicoll, The Development of the Theatre,
1927’ po185.

34. Nicoll, iv, 224,
35. Genest, viii, 351-2.

36. Allardyce Nicoll, The Development of the Theatre, 1927
p.185.

37. Nicoll, iv, 224,
38, Ibid, iii, 229.

39. Bosden, Memoirs of the Life of John Philip Kemble, Esg..
1825, ii, 68.

40, @Gillilsnd, The Drametic Mirror, 1808, i, 135-8, quoted
by Nicoll, iv, 223.

41. Niecoll, iv, 223.
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end Mrs. Siddons, in Macbeth, evidently 8 recognised piece

for opening 8 new theatre. The suditorium was 51 feet by
52 with four tiers, each containing twenty-six boxes; the
proscenium was 42 feet wide and 36 feet high; the stage 68
feet by 82."LE The oversll size was about 220 feet long and
170 b:r-oad.mL It held 3,000 persons and the recéipts from a

full house were equal to nearly .&E’?OO.L"5

involved, 52300,000,“'6 new prices were chsrged, resulting in

L7

To meet the expenses

the notorious 0ld Price riots. A committee, formed to ex-

amine the Covent Garden finances, demonstrated the precarious

48

financial position of such 8 vast theatre, but no attention

was paid to the devastation such-conditions wrought upon legit-
imete drsma, both in acting and in contemporary composition.
Had these two huge theatres provided psntomime eand popular
spectacles, they would, at best, have done no harm, but, licen-
sed as they were to provide iegitimate drama, thej struggléd-
to do so againét disadvantages of their own making, whichb
comﬁined with other tendencies of the period, reduced legitim-

ate drama to a sad state.,

L2, Genest, viii, 178.

L4L3. Allsrdyce Nicoll, The Development of the Theatre,1927,
p. 185.

L. Boaden, op.cit, ii, 488.
45. Pitzgerald, ii, 373.
46. Ibid, ii, 372.

47. Doren, iii, 337-345; Boaden, op.cit, ii, U492-516;
Haezlitt, v, 357; xvii,164; xviii, 397; xx,150 28&,
Hunt PP. 26-3)40

L8, Genest, viii, 171-173.




(iii) The Character of the Stage.

The solidity of a theatre mskes eny sudden innovation
in the character of the stage unlikely, rather do we find
gradusal modifications. The history of the stage, from 41790
to 1825, covers the complete rebuilding of the two patent
theatres,u9 but the character of the stsge developed slowly,
" and, apart from sheer physicel dimensions, independently of
the rebuilding. The apron stage, for exaﬁple, in its

attenuated form,50

still persisted, but it waes used less and
less, 88 the curtain wes used more; managers discovered thst
the curtain could be used to give dramatic impact to & play,
and also to conceal the increasing activity entsiled in
changing the ever more complicated sets. Stage directions
begin to include "Curtain fallsM: J. Baillie finishes

Ethwald” 52

end Orrse~“ with '"the Curtsin drops"; even Byron,
disclaiming stage presentation, uses the curtein to conclude

"The Twog_lj‘oscari"53 Marino Falieroy4 and Sardanapalus;55 and

" JeS. Knowles directs "curtein falls" at the end of Act IV

49. Supra, (i)-

50. Nicoll, iii, 31. .
51. A Series of Plays, 1802, ii, 237.

52, A series of Plays, 18412, iii, 100.
53. Byron, v, 196.

54, Ibid, iv, 461.

55. 1Ibid, v, 112.
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56

of Csius Gracchus” as well as the end of Virginius?7 1820,

which also boasts of a tablesu, a new effect, traced by The

58

Theatrical Repertory to Germen influence. References to

such usage in blank verse tragedy, are not as frequent as
those in melodrams and spectscle, as might be expected from
the smsller number of tragedies, but from legitimste and
illegitimete productions it is plain that the curtein was
becoming an accepted part of a performance.59

The o0ld flst sets were grsduslly, and not uniformily,
discarded in the pubsuit of realism; as the Angusten con-
ventionslism with its use of side-wings no longer attracted

the sudience, the box~-set was introduced.6o

With the dis-
appearance of side-wings and back-shutters, the movement
began which has resulted in the modern “eavesdropping" box
set whereby the sudience so often make up, 8s it were, the
fourth wall of & room. The built-up set was also introduced

sdding emphasis to the three dimensional effect, as, for .

example, in W. Cspon's set for J. Baillie's De Monfort,

56. Dramatic Works, 1856, i, L9.
57. Ibid, i, 110.
58. No. IV, 10/x/1801; quoted by Nicoll, iv, 46-47.

59. Nicoll, iv, 46-47. It was not until 1850 that the
end of an act meant "Curtasin" and the beginning of the
next act the rising of the curtain. (Allardyce Nicoll,
The Development of the Theatre, 1927, p.190

60. Nicoll, iii, 30-31; Allardyce Nicoll, The Development of
The Theatre, 1927, p.174.
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Drury Lene, 29/iv/1800: "In width this extrsordinary elevation
(s scemic church) was about 56 feet, 52 in depth, snd 37 feet

n61

in height. It was positively & building. Such innovations

combined with the decreasing use of the apron stage, made the
disappesrance of proscenium doors ineviteble;62 the Drury
Lane management tried to have them removed at the 1812 re-
building, but feiled owing to sctors' prejudices; they finally
succeeded in 1822.°%

Along with these sets went a much more ambitious
sttempt to reproduce the period snd stmosphere of 8 play, in
the painted settings, than had previously been tried. Will-
iam CeponGu (1757-1827) psinted 8 number of specisl scenes for
Drury Lsne's opening, on 21st April, 1794, designed to become
stock compeny pieces; they were as historically accurate as

possible, and all tending towards a8 Gothic style. Allardyce

Nicoll in The Develqpment of the Theatre65 reproduces one of

Capon's designs for Kemble s Shakespearisn revivals at Covent

Garden in 1809, an ancient scene, where we can see the Gothic

61. Boaden, Memoirs of the Life of John Philip Kemble, Esg.,
1825, 1i, 257.

62. Nico:].l, iii’ 30"31-
63. 1bid, iv, 31.

64. Allasrdyce Nicoll, The Development of the Theatre, 1927,
p.174.  Nicoll, iii, 26, 36/.

65. OE. Cit, 1927, po175-
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influence and also a particularity of detail, which became
more intensive as the nineteenth century progressed. De
Loutnerbourgh66 (circa 1735-1812) developed the more explicit-
ly romentic tendency of the period in lavish settings of
typical romantically conceived lendscapes with rocks, high
cliffs, mounteins and.water-falls - very different from the
Angustan Garden or Temple, so conventionally portrayéd.
Among all the changes in the character of the stage,
lighting was the only sudden chenge. Gerrick, in 1765, had
introduced a new principle when he removed the circular
candle chandeliers and substituted direct side lighting on
the stage from perpendicular candle bsttens behind tﬂe pro-

67

scenium and wings. The discovery of gas lighting was, at

first, regarded with suspicion, on account of the odour it
produced, snd the unaccustomed guality of its light; it was
however, introduced to Drury Lene, both stage and suditorium,
in 1817.%

The new style of lighting was too unfamiliar for

66. Allardyce Nicoll, The Development of the Theatre, 1927,
. pp.175-6; Nicoll, iii, 27, 367; Boaden, ii, 101-103.

67. Nicoll, iii, 38-39.
68. Ibid, iv, 35.
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managers to use it freely in lighting experiments, for specisl
effects, within this period,69 so it had no influence upon the
drama. Some of the other changes did have an effect upon
dramatists. The new lsvish settings suggested spectacle,
which was encouraged by the patent theatres, as the managers
fully reslised how much en sudience, femilisr with the illeg-
itimate theatre, gloried in lavish stage effects, According~-
ly, the finer aspects of dremetic performence, pasrticulsrly
of blank verse tragedy, were blunted and well nigh lost in

these huge patent theatres7o

more suited to spectacular panto-
mime thsn to the tragic intensity of, for exsmple, the recog-
nition scene in Xing ILear, This meant that intending writers
of tragedy either purposefully eschewed the stsge, or else
pandered to the public, majority tastes: Byron has been cited
as one who scorned stage production; most of thescorners, how-
ever, unlike Byron, were writers who had little or no talent,
either poetic or dramatic; whilst the lowering of stage

standards effected by those who indulged the public taste;

for example, M.G. Lewis, meant that when, say, Shelley sought

69. Nicoll, iv, 35; Hunt PP.153-156.
70. infra (iv).
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" o thst his dremstic telent,

performence, he was refused,
which was considerable for a romentic poet, was turned towards

the "lyric and clsssical drama" of Prometheus Unbound,which

defies normal stage production. The average dramatists of
the period, who were staged, for exemple, Knowles, Sheil,
Sotheby, Maturin, achieved performance, not by working out e
new dramatic idiom for their own time, but by relying largely
upon Shakespearetor the more melodreamatic, Gothic elements of

their popular contemporaries.

(iv) Actors, scting.

The leading actors of this period fall into three
groups; the Kembles, who had succeeded the Garrick school;
Kean and His disciples, who followed the Kembles; and the
Macready group; although there is, of course, no clear cleav-
age between them, each group does have its peculisr character-
istics:72- The Kembles turned from Gasrrick's romantic style

to 8 neo-classic poise snd dignity, only broken by the needs

of the growing romantic melodrama of the period, for example,

71. The Cenci was refused, cf. "A note on The Cenci" by’
Mary Shelley.

72. Throughout indebtedness to Alsn S. Dower "Nature to
Adventage Dressed: Eighteenth Century Acting", P.M.L.A.
1viii (1943) 1002-1037; and "Players and Pasinted Stage.
Nineteenth Century Acting"PiPM.L.8.1xi (1946), 522-576.
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for Rollegjin Pizano by Sheridan, one of thé meny translstions

of Kotzebue's Die Spenier in Peru oder Rollas Tod.73 With

these actors acting became slmost secondsry to declamstion.

The Kembles - John Philip Kemble, Charles Kemble, Mrs., Siddons -
addressed the sudience with their speech and with their gesture,
paying less attentipn to fellow Qctors on the stage with them.7u
This meant thest the unity expected from 2 good compeny was
often lacking, and, mey, in psrt at least, be responsible,

not only for the plays written obviously for one actor or an-
other, with a plum of a pért'giving a chance for outstanding
histrionics, but also for the tendency of blank verse tragedy
to produce, not interesting speeches, but 1ong:u§imost recit-
stions which could be aimed at the audience, and, no doubt,

most effectively, but which may not unite with the rest of

the play drematically; thus the acting style had encouraged

an undrasmatic weakness all too common in the contemporary

writers, There is a record of a comment made upon W. Soth-

eby's_Julian snd Agnes, Brury Lane, 25/iv/1801:- a footnote

to 8 review of this performance in The Drematic Censor, No.

XXXvVIii, Mey, 1801, runs -

"A gentlemsn being asked by the Manager of
Covent Garden Thestre, who attended the first

73, Nicoll, iii, 6l4.
74, P.M.L.A. lviii,1018,
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representation of Julisn and Agnhes, in the

Upper Boxes, what he thought of the New Tragedy?

- replied not unaptly: "“that it wes sn ill-made

pudding, with only one plumb and two currants in

it:= the plumb for Mr. Kemble - one currant for

Mrs. Siddons ~ snother for Miss Briggs - and the
- dough for the rest of the performers."

This school was also termed the "tes-pot school" be-
gcsuse of the strange, artificial attitude so often adopted -
"one hand on the .hip, the other extended and
moving in curved lines, with a8 gradusl descent
to the side, When the speaker was tired of this
he simply changed his attitude by throwing the
weight of the body on the opposite leg, and going
through the same routine gesture., " 75.
which resembled nothing more than a tea-pot. This adds to
the impression of stylisation, constraint to the point of
attitudinising. This kind of acting was not suited to an
sge becoming increasingly Romantic: inevitably it wes succeed-
ed by a new, fiery school epitomised by Kesan.
Kean was a small, dsrk men, who went to violence in
his passionate performances, scorning the Kemble classic re-

76

straint. Macready mingled Kemble snd Kesn in'his perform-
ances; from Kemble snd the neo-clessics he adopted a scholar-
ly approach to & part, end a besuty of declsmation; from Kean,
an almost violent intensity77 but not s perpetual one, as he

added his own peculiar element what has been termed the domes-

75. dJ.E. Murdoch, The Stage, Philadelphia,1880, p.49;
quoted P.M.L.A. 1xi, 528.

76, P.M.L.A, 1lxi, 533-L4; Hazlitt, xviii, 216; v,223-4.
77. P.M.L.A, 1xi, 542.
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tic style of acting. Hazlitt78 says of his Othello:

"He whined end whimpered once or twice, and
tried to affect the saudience by affecting a
pitiful sensibility, not consistent with the
dignity and masculine imagination of the
character,"” 79

The classical dignity of the Kembles, the romantic fire of
Kean, have, in Macready, been affected by the sensibility of

the age. Hazlitt considered him 8 '"better orastor than

actor."so This style of acting was well suited to the great

flood of domestic melodrama unleashed upon the stage in the

nineteenth century.81

All the actors were affected by the size of the patent
theatres: Mrs., Siddons became grander and more imposing;82

having more room, but her style coarsened;83 Kemble chanted,

8L

at times, to the gallery; Kean almost caricatured himself

in his fiery esgerness to impress;85 Macready's domestic man-

ner was no doubt intensified by e desire to sway and to control,
- by direct demands on public sentiment, his huge audiences.
The actors certsinly played in smaller provincisal theaﬁres, es~

pecilally during the summer months, but their main job was to

78. Hezlitt, xviii, 279,355.

79. Hezlitt, v, 339.

80. Ibid, v.3LO.

81. Nicoll, iv, 100-120.

82. Boaden, Memoirs of Mrs. Siddons, 1827, ii, 287-289.

83. Fitzgerald, ii, 341-2, quoting from Boaden, Lives of
the Kembles, i,310.

84. P.M.L.A.lviii, 1019.
85. 1Ibid, 1xi, 533-L.
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mesmerise a crowd of up to 3?000 people in these vast London
circuses: inevitably their styles changed, the finer points
were rubbed off, the deiicate interplay of light and shade wéé
bound to veer towards a starker black snd white effect. . Mrs.
Siddonsg!is most femous éffect was an ear-piercing shriek and
violent physical movemenﬁ, when,'as Mrs. Beverley in The Gambl-
er, she hurled perself upon her husband's body,86 an action
which, in a small theatre today, ﬁould probably be, not so
tragically moving, &s bordering upon the melodramétically
humorous. ,

The adulation of the star actor led to s regard for
roles, as spart from plays; this is natursl enough in Shekes-
peare productions, when an audignce wants to see, let us say,
Kemble's interpretation of Macbeth; but it does not do for
contemporary drams, which becomes & kind of sportsfield for
the actor to demonstrate his histrionic paces and is performed
enrdy only to exhibit an actor: this happened with, for ex-
ample, Fazio by H.H. Milman, whose contemporary success may
largely be explained by the power of the part of Fazio and not

by the effect of the whole play.87 A criticism of

-

86, P.M.L.A.lviii, 1019 - gquoting from Macready's Reminig-
cences, i, 55-56. : :

87. Nicoll, iv, 167.




- 19 -

Bertrem, Drury Lane, 16/v/1818, states: '"This tragedy was

presented, for the purpose of displaying the talents of Miss
Macauley in Imogine."88

By this time actresses had long been naturally accepted
upon thé stage. The genius Qf Mrs., Siddons, the star of the
Kemble school; has surely left é mark upon the tragedy of her
time. Coleridge records that he had her in mind when writing
89

0s0rio; in other plays her influence may be found: F.

d'Arblsy, Edwybnd Elgiva; S. Lee, Almeyda, Queen of Granada;

H.J. Pye, Adelaide; J. Baillie, De Monfort; Sotheby, Julian

and Agnes, smong some of the acted plays; of those not per-
formed, her influence is often detected in the heroine,90 with
a statuesque maegnificence in one who is capable of great depths
of feeling - or ss capable as the writer csn make her. Miss
O0'Neill waé the other outstanding actress of this period: she
supplanted Miss Walstein at Crow Street, Dublin, then came to
London and succeeded Mrs. Siddons.91 In the rough divisions

previously madé, she belonged to the Kemble School but, play-

ing with Kesn, she was influenced by him, much to Hazlitt's

88. The Theatrical Inquisitor, xii, (May 1818), 370.
89. BSuprs,p./

90, 'Hazlitt, xviii, 278.

941, Doran, iii, 2877289.
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disapproval,92 into more violence than wes nstural to her

whose peculisr excellence was that of "faultless nature";93
and who established her reputation upon her 'powers of sensib-
o4
i

ility. She too inspired dramstists: she played Sheil's

Adeleside in Adelside, or The Emigrants,95 and, high honour,

she seems to have heen in Shelley's mind for The Cenci.96

Naturally these leading stars, who so obviously drew

97

the crowds, demanded high salaries, which had to be paid

whether they played or not. Accordingly the management could
.not afford to pay the dramatisps very well,98 another induce-
ment gg; to write for the stage. Miss Mitford received only
£200 for Julisn (6.9.1813); Knowles, £400 for Virginius (€.§.
1820);99 sand until the Copyright Bill of 1833 plays could be
perfqrmed without eny royslties going to the writer. The
sctors, however, received large salaries, &8s, for example, Mrs.

Jordsn, in the Drury Lasne season 1801-02, averaged £31.10/-

8 week, end Kemble, as actor-menager £56.1h/—.100 The sctor-

92, Hsazlitt, v, 261-2; xviii 279.
93. 1bid, v, 257.
o4. Ibid, v, 310.
95. Ibid,.v, 310.

96. Shelley's Letters, ed. R. Ingpen, 1914, 1i, 595-6, & note
by R. Ingpen.

97. Hezlitt, xviii, 218.

98. Boaden, Memoirs of the Life of John Philip Kemble, Esg.,
1825, 1ii, 354.

99. Nicoll, iv, 53.

100. Boaden, Memoirs of the Life of John Philip Kemble, Esq.,
1825, ii, 354-5.




- 21 -

manager combination was snother theatrical drawback, meking
the star system even more disastrous: s8s long as the manager
could not be sure of a star role suitable for him as an actor,
any play submitted was likely to be refused. Charles Bucke,

in his Preface to The Itslians, 1819, "containing the corres-

pondence of the Author with the Committee_of Drury Lane Theatre,
attacks Kean, the actor-menager, who, sccording to Bucke, de-
manded that "tragedy must be martyrized into a MONODRAME. '

W. Archer, in his W.C. Macready (1890) records that when Mac-

ready played Othello, Iago hed to be nowhere, and when Iago,
then Othello was the pipe he played upon.101

As in other aspects of this age, extremism has affected
the theatre, so that the harmony, the stability gained by
writers; actors, mansgers, each pulling his own weight hss

gone; the theatre and the writer suffered.

(v) Audiences.

The audiences affected both actors snd writers. The
houses were divided into the pit, usually keen playgoersg and
critics; the boxes, & fashionsble audience,102 more concerned

perhaps, with thémselves and their own activities then with the

performence, or merely concerned "to mock the silly fool, the

101. Op. Cit. pp.210-11 ~ guoted by Nicoll, iv, 48-49,
102, Hazlitt, xx, 284.
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author";m3 and the gallery, full of 2 jumbled assortment of
people ready to cheer or jeer at any moment and for any reas-
on.1o}4 The saudience was affected by the trends of the age:
sensibility, shown iﬁ the novels as well 8s the drama, was
strong at the end of the eighteenth century; but was gradually
' changing into 8 pre-Victorian prudery,105 which in regarding

a work of aft looked for sny offensiveness to protest over if
found whereas with sensibility people tended rsther to look
within themselves to make sure they were exhibiting 8 proper
"feeling". Whethef it was ke sensibility or prudery, the
effects were similar, an unnatursl response to the drama, as
the audience, particularly the more fashionable element, was
prevented from reacting spontaneously by reason of this pre-
occupation. The gallery which might be expected to react
spontaneously, had had its taste formed by the illegitimate
drama, so it fejoiced, on the whole, in large spectacle,
obviouS'effects; having little sympathy with the finer points
-of acting or dramatic writing; understandsbly, &8s in the new
houses the gallery could -hardly see the stage and acoﬁstics

103. Allardyce Nicoll, The Development of the Theatre,
1925, p.170.

104. Nicoll, iii, 5-22; iv,7-22; Hazlitt, xviii, 352-3;
Boaden, Memoirs of the Life of John Philip Kemble, Esq.
1825, ii, L4L46s7; Dorsn, iii, 182-18L.

105. Nicoll, iv, 14-15.
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in the large theatres were bad.106 The o0ld Drury had pro-

vided a8 good gallery, usually filled with intelligent play-
goers, the boxes held less in quantity, but of s better qual-

107

ity. The triple bill encoursaged a csreless audience, as

many of- them attended not for the tragedy but for the farce
or spectacle accompanying it.'_J_'o8 Accordingly there are
plays exhitbiting sensibility or prudery, to please the boxes -

for example, W. Richardson's The Indisns, with its "just"

sentiments, H. Brand's Hunisdes, S. Lee's Almeyda, Queen of

109

Grehada, which was "honoured" by tesrs, and the plays of

R.L. Sheil, B, Wilmot, H. Twiss, C. Bucke, C.E. Walker and
C.R.Maturin, whose Bertram produced a review which sums up
this tendency:

"Its .beauties are rather those of languasge snd
sentiment than of sction or situation.....It is

a sentimental drama, .it is & romsntic drama, but

it is not a tregedy in the best sense of the

word .....the modern romantic tragedy is & mixture

of fanciful exaggeration snd indolent sensibility
/which/ courts distresses, affects horror, indulges
in 81l the luxury of woe, and nurses its languid
thoughts, and dainty sympethies, to fill up the

void of action," 110

106, Boeden, op, cit, ii, 69.

107. Ibid, "ii, 41-2.

108. Nicoll, iv, 10,

109. S. Lee, Almeyda, Queen of Gransda, Advertisement.
110. The Exsminer, 19/v/1816.
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There were, too, large effects and melodrama, to
please the gsllery, as in the plays of W. Hayley, J. Hsynes,
A, Shee, J. Bird, T.S. Whalley, whose stage directions in

The Castle of Montval (1799) include "More groans', "grosns

/

repeated" and en accumulation of Gothic mysteries; and in

111
the pit exasperated critics bewail the state of English drama.

The size of the houseg led to another evil: as the
theatres could seldom be-filled with keen playgoers, prostit-

utes established their business among the sudience,helped by

112

the large private boxes snd anti-chambers. This open and

acknowledged scandal continued until well on in the century:113

'Tpe Theatrical Journsl, 27/vii/184lL, styled the theatres s

great public brofhels." This sffected the tone of the aud-
ience and discouraged meny would-be playgoers, the solid;

steady core which an audience requires. Authors, frightened

14

by the audience, wrote for private theatricsls, which,

going from one extreme to another, Became effete'in contrast

with the coarseness often found in public thestres, producing,

111. Hszlitt, v, 308.

112. Nicoll, iv, 10-11; W. Scott "Essay on Drems" (1819),
. reprinted Prose Works, Edinbufgh, 1834, vi,392.

113. HGZIitt’ Kx, 206_208.
114 Nicoll, iii, 19-22.
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mw : .
for example, F. Busiey's Tragic Drames, chiefly intended for

Representations in Private Families, 1818. But life snd

vigqur, though expressed coarsely is essentisl far,a 1iv;ng
; theatre, the alternative is a barren plot of geﬂtéel effeminacy.
Drama must be firmly.planted in strong earth, otherwise it
cannot grow to any height; private theatricals produced hot-’
house plants which were bound to wilt in sny other atmosphere.
L One emotion, patriotism, lihkéd ell kinds of playgoers.
Britain, fighting the French Revolution and Napoleonic Vars,

was filled with enthusiastic patriotiSm,115

so that msny plays
were written to exploit this emotion, but having no regard
for drasmatic or poetic velues: for example, J. Basrtholomew,

The Fall of the French'Monarchy, 1794; J. Chemock, Loyslty;

or Invasion Defeated, 1810; J. Penn, The Battle of Eddington;

or, British Liberty, 1792; G. Watson, England Preserved, 1795;

as well as a number printed anonymously, as The Patriot Prince,

. Calcutta, 1809.
} Enthusiasm was displayed over actors; a bad play could
| succeed on the stage if a good, or populsr, sctor took the ‘

116

lead. The emphasis on the actor discouraged any critical

115. Genest, vii, 209-10.
116. Cf.supra (iv)
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sense of dresma smong the majority of the sudience, as the

pleys were regsrded more as vehiclus for sn sctor's psassion

117

thsn as dramstic entities, whilst the writers were inevit-

ably influenced by the knowledge that success.or failure could

depend upon an sctor accepting and playing e part in their

118

plays, a feeling naturally aggravated when dealing with

119

actor-managers. Scott recorded "No part written for eith-

er of these astonishing performers- (Gerrick and Mrs. -Siddons)

has survived the transient popularity which their talents

0120

could give to slmost anything. This tendency is always

present in the theatre; in this period, however, it was taken

to an extreme; salong with it went such wild enthusiasms as

the Master Betty craze;121 only to be explained in terms of a

besotted audience, intoxicated by ster-acting snd bereft of
dramatic judgement; so0 that a manager felt he could fill his

theatre by novelties better suited to s circus; to the credit

117. 8. Lee. Almeyds, Queen of Grsnada, 1796, Advertisement;
Genest, vii, L4L9; U463; The Dreamatic Censor, No.XVIII,
(3/v/1800).

118. U.C. Nasg, "The English Theatre of the Romsntic Revivalﬂ
The Nineteenth Century, CIV (September 1928) 386-387.

119. "A letter to Charles Kemble, Esq., and R.W. Elliston,Esq.,
-on the Present State of the Stage." Blackwood's Magazine
xvii (June 1825) 727-731. ?

120, "Eséay on Dramsa'" 41819, reprinted Prose Works, Edinburgh,
1834, vi, 380,

121. Doran, iii, 239-247; Boaden, Memoirs of the Life of John
Philip Kemble, Esg., 1825, ii, 39L4-L09.
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of the audience, however, was the rejection of Kemble's
prodigy, Miss Mudie122 ~ here, at lesst, they showed some
discrimination.

The sudiences reflect the theatrical melaise of the
period: are they attending a circus, or a theatre descended
from The Globe? They do not know; critics fulminate; but
managers must £ill their’ theatres, finsncial facts obliterate
8ll others, so that until the monopoly is broken conditions are
hardly likely to improve. One gain stands out: these huge
sudiences, once their attention had been caught, their enthus-~
iesm aroused, prqvided such an encouragement to the players
that the theatre of this period, though providing no great
dramatists, produced great sctors, even if, as & result of
the size of the theatres, their acting had to be coarser than
accords with the beést of acting. . Unfortugately, their &rt
dies with them, but it did irradiste the period.

Mr., U.C. Naéchaudhuri puts forward the thesis that the
conditibn of-poetic dfama from 41800 to 5830 was more- due to
exte?na} ponditibns, such as I have just discussed, than to

weaknesses inherent in the writers:

122, Genest, vii, 715; Nicoll, iv, 21-22, who quotes
from The Percy Anecdotes (1822).
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"My main thesis, derived from 8 close study of
the drasmstic output of the period, is that the
failure of the poetic drams of the Romentic
Revival was due more to the attendent circum-
stances which were extremely adverse and less
to the playwrights who had constently to
fight sgeinst odds that have no psrallel in
the whole history of British Drama. " 123.

Whilst this is partly true, I believe more emphasis could
| probably be placed upon the undremetic character which
poets of the Romantic Revivel exhibited; subjectivity,
introspection and a distaste for putting themselves at the

mercy of an sudience. As is the case in any period, the

literary output was conditioned by many interacting factors.

123. Poetic Drems of thé Nineteenth Century: (from 1800-1830),
Unpublished Thesis, 1927, University of London.
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~- °°  CHAPTER II. ' ) -

Dramatic Theories of the period 1790-1825.
(i) Josnna Basillie.

Joanna Baillie stands aspart in this period as the only
dresmatist who publicly developed her own originsl dramatic
theory. In an "Introductory Discourse" to her first volume
of plays1 she outlines her intention in writing. plays and
gives the reasons for her intention. Joanna Baillie starts
her reasoning from Man's natural interest in his feilow men
which usually menifests itself in sympathy and curiosity.

This is particularly obvious when the cifcumstances surrounding
a8 man are unusual and lesd to a display of his passions, whether
the motive force be provided by outward events or inner con-

flicts.

"It is to this sympsthetick curiosity of our
nature exercised upon mankind in great and
trying occasions, and under the influence of
the stronger passions, when the grand, the
generous snd the terrible attract our attention
far more than the bsse and deprsved, that-the
high snd powerfully tragick, of every composition,
is addressed."

1. A Beries of Plays: in which 1t is attempted to delineate

the stronger passions of the mind, ¥ach passion being the
subject of 8 tragedy snd a comedy, 1798, i, 1-72.

2, Ibid, p.i1.
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This "syﬁpathetick curiosity" haes a morsl senction =

"Unless-when.accompahied with passiéns, of the

dark and melevolent kind, we cennot well exercise-

this disposition without becoming more just, more

merciful, more compassionate." 3
Studying humen nature displayed in the théatre enlarges our
sympathy'and understanding and makes us better men and women."L
This instruction fits in with the belief that you cannot hsve s
lasting delight in sny work of art without instruction. The
highest pleasure we derive from poetry is based upon this sym-
pathetic interest which not only sgrees with s basic truth of
human nature, but which slso provides instruction. Because of
this pleasure theatricel performsnces have always been populsar,
as they very readily sppeal to our natural sympathy. Tragedy
is slways the more iﬁportant drematic genre becaise it brings
great men before our eyes, not elevated beyond our knpwledge;
but displayed as human beings like ourselves swayed by the
_passions we 8lso experiehce. From' this Joanne Baillie concludes
that were tragedies writien sPecificélly around one passion,
the play would appeal to sn sudience more than the usual type
of tragedy, where passions indeed arise but are not traced
from their birth to their death and we are therefore always left

3, 4ibid, p.12.
4. ibid, peil, P.15.
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5

with an imperfect impression of them. Joenns Baillie hes

. therefore decided to write

"a peries of tragedies, of simpler construction,

less embellished with poetical decorations, less
constrained by that lofty seriousness which hss so
generally been considered as necessary for the
support of tragick dignity, and in which the chief
object should be to -delineate the progress of the
higher passions in the human breast, each play ex-
hibiting & pasrticular passion... I have been the
more readlly induced to asct upon this idea because

I em confident, that tragedy, written upon this plen,
is fitted to produce stronger moral éffect thsn upon
sny other. "

The characters concerned in such plays "must be powerful and

"7

interesting"’ and, although'ouf sympathies are with them, the

passions which the characters exhibit "muét_still be held .to

-

view in their mogtjbaleful and unseductive 1ight."8. The con~
flict in the plays must not be between a character and outward

events, but between the main psssion and Yother passions and

n9

propensities of the heart, So that the main passidn, repre-

sented in the leading character, may stend out more clearly,

subsidiary chasracters “should generally be represented in a

"calm unagitated state - though Joenna Beillie is aware of the

5. 2ibid, PP03‘8-39.

-6, ibid, pp.41-h42. -
7. ibid, p.59,

8. ibid, p. 59.

90 Lb_i'_q:’ b. 59.

10. ibid, p.59,
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denger thet such cheracters may "eppear asltogether insipid and
insignificant,"11 if the drematist is not careful. The plot
must, as one would expect, be simple so that the course of the
passion mey be more easily followed. To mske up for this sim-
plicity of plot Josnna Baillie calls upon "the shew and decpf—
ations of the theatre" believing thst

"it is much better to relieve our tired-out

attention with a battle, a banquet, o s

procession, than an sccumulation of incidents." 12
Joanna Baillle freaenkly acknowledges the wish to see her plays
performed. Unlike meny of her contemporaries, Josnna Baillie,
whilst admitting the deficiencies of the theatre of this perioq,
also reslised that blays should be written for performance.13_

The 1ldea of plays'written upon the psssions did not
originate with Joanna Baillie. In 1781, at the Haymarkef
Theatre there was performed for Digges' benefit on the 7th of

August, The School of Shekespeare, or Humours and Passions,

which was composed of five.acts'on Vanity, Parental Tenderness,

Cruelty, Filial Piety snd Ambition, esch sct respectively using

11. ibid, Pe 59.

12, ibid, p.60, note.Cf. Count Bsgil, I, i, which concludes
; with 8 psrade of soldiers, succeeded by 8 procession of
ladies.

13. That Josnna Baillie had a good gresp of contemporary .
theatricel conditions may be seen from this "Introductory
Discourse," from the preface to A Series of Plays, 1812,
iii, sand 8 note asppended to the preface where she shows
familisrity with the problems snd effects of stage
lighting.
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Henr IV, 2 Henry IV, The Merchant of Venice, Hamlet, the closet

scene, and Henry'VIII.1u The same idea waes later followed by
Drpry Lane (3ﬁ.v.1808) with-different'plays.15 The Eliza-
bethans present charéeters which almost personify such paaéions
as revenge or ., embition, as Vendice.ih Cyril Tourneur'slzgg

Revenger's-Tragedy, 1607, and Temburlaine in Merlowe's Tembur-

laine the Great, 1590, but Josnns Beillie was the first English

drematist to put' forward a theory of tragedy based upon the

exploitation of one particular passion.16 The.tragedies them-
' 17

selves are examined in detail in a later chapter, but in examin-

ing Josnna Baillie's theory some reference will neturally be

mede to-thc plays.

The first denger of Joshna Baillie's theory -is that the
passion should aééume such greast importsnce for the suthor that
tﬁé‘characters too easiiy becdme.personificétions of-eiements

found within & rounded human being, insteed of giving us the

14. Genest, vi, -202. I am indebted to Mergaret Cerhart,
The Life and York of Joenns Baillie, 1923, p.191, for
drewing sttention to this. )

15. Genest viii, 73. This performence is also noted by U.C.
Naghsudhuri, Poetic Dreme of the Nineteenth Century (from
1802—1830) Unpublisned Thesis 1927, University of London,
Pp.69-70

16. It is interesting to note that Sanscrit Drama recognises
eight principsesl "ressas" or impressions which may form tho
subject matter of a play - love, heroism, pathos or tender
grief, anger, laughter, fear or terror, disgust, wonder or
admiration. Cf. Allardyce Nicoll, The Theory of Drama,
1931, p.57, and J.M. Tagore, The E1ght Principal Resss
of the Hindus, 1879.

17. cf, pp.leq-mqo) Chapter V,
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impression of complete humen beings. This emphesis upon s
pession cen slso lead to a highly charged drematic atmosphere,
which, on sccount of her theory, Josnna Baillie could do little
to relieve, because drsmetic tension is not relieved by & grend
spectacle nearly so effectively as by some subsiduary interest
in the plot taking our attention off the mein theme on to
secondary oﬁe. If drematic tension is built up snd maintained
for too long, then it inevitsbly tires the sudience. This
weakness was aggrsvated by Josnns Beillie's strong belief in
the morsl senctions underlying her work, which mede her unwill-
ing to distract the audience from the main passion.

These flaws haveé been, unconsciously, explained by
Josnne Baillie herself when she seys thst her plen is

"To conceive the great moral object and outline of the

story; to people it with verious chsracters

under the influence of various passions; and to

strike out circumstences snd situetions cslculsted

to call them into action...." 18
She is, in other words, conceiving a play, firstly, by deter-
mininé upon & passion and 8 morsl to be drawn from it, then
thinking of characters to exemﬁlify the passion and moral,
before finslly making a plot to fit them all into. It is
very likely that a play so -plenned will lack the -rounded

characters whicﬁ enliven sny plsy in comparison with the

18. A Series of Plays, i, 62.
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deadening -effect of flat cheracters.,
_Josnns Baillie's sttitude towards the medium of

tragedy was not favourable to the best blank verse. The

Dream19 is a trasgedy written in prose which Joanna Baillie

exﬁlains thus:

"I have written it in prose that the expressions

of the agitated person might be plain though

strong, and kept as closely ss possible to the
simplicity of nsture. Such a subject /the passion

of The Dresm is the fear of death/would, I believe,

have been weskened, not enriched by poeticasl em-
bellishment. Whether I am right or wrong in this .
opinion, I assure my Reader it has not been indolence
that has tempted me to depsrt from conmmon rules." 20

The assumptions behind this are, epparently, that verse could
not demonstraste emotions plainly end that verse can be, end is,
regarded ss sn "embéllishment." This attitude is a1l too
common in this period: writers choosing blank verse elther be-
cause it is the accepted convention, or because they'want to
produce a drema which is ornamented by verse.

Allardyce Nicoll sums up Joanna Ba1111e 8 theory
thus:

",...it serves to mark st once e potentiality - .

for dramstic advance and an ungquestionably v1tiated

tendency. That which marred much of the esrly

nineteenth century poetic drama was the tendency

-towards the abstract. A Romentic-poet--only-too
often startéd from a theory, attempting to discover

19. A Series of Plays, iii, pp.101-171,

20, A Series of Plays, iii, Preface xi., We may note that
blank verse attached to tragedy is.a "common rule."
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and devise a plot which should illustrate his

mental abstrect, in this providing a sufficient
contraest to the methods of the Elizsbethan -
drematists, whose prime interest was in the humsn
personality and in the stoxry, thought of in the
first place as a stirring and smusing theme. On

the other hand, great drams always exhibits 8 centrsl
atmosphere or dominant passion, which gives sn
informing purpose to the humsn events narrasted...and
it is this dominant passion which was so lementably
lacking in the dresmes produced in England between
the time of Otwsy snd thset of the Rémantic poets.

In thus stressing the necessity for the centrsl
emotion, therefore, Josnna Baillie was doing
something which was of the utmost importance." 21

Apart from Josnna Beillie no writer or critic developed
8 new drsmatic theory. The eighteenth century trend awsy from
clagssic rules towards s greater freedom for the génius of the

writer22

wes neturally strengthened by the Romantic Revivsl.
This led to an ad hoc system of criticism where a critic
exsmined a play without any classical rules to helpihim in

his judgement. Thus Coléridge, for e#ample, criticises plays,
as they are produced or-printéd, not with referenqe to eny
classical eritical appafatus, but to his own beliefs and

theories concerning not only the thestre but the whole artistic

output of manki@d. Such criticism would have been invaluable

22, 'Cf. R. Wellck, A History of Modern Criticism:1750-1950,
1’ 1955, ppo109"‘1 320
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in this period if there had been any writers of real dramstic
genius to profit by such inspired criticism. To exemplify

this we could mention C.R. Maturin whose play Bertram (D.L.
9/v/1816), was so thoroughly exsmined by Goleridge23 and yet who
continued to write the seme poor tragedies in Manuel (D.L.
8/111/1817) 1817, end 'Fr'edolfo (c.G.12/v/1819) 1819,

Hezlitt edopted s slightly different spprosch. He
seldom enaslyses 8 play es & formal composition, but, K comments
much more either upon the cherscters of a play ss almost
separate entities, or upon Kemble, lirs. Siddons or any notasble
actor interpreting e bart; SBuch criticism is lively asnd
interesting for the reader - even today - and for those who
saw the performance but, like Coleridge, Hazlitt provides liftle
or no guidance to the kind of writer who was trying to produce

blank verse tragedies in this period. Charles Lamb shows sn-

" other sspect of Romentic criticism by evoking the atmosphere of

the plsy being discussed rsther than providing ény constructive
criticism of it. Such criticism geve no lead to the writers
of tragddy in this period, who were fathep influenced by &

number of differing factors.

23. Biogrsphis Literaris 1817, ch, xxiii; cf, Chapter IV.pp,
24 -129.
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(ii) Influences upon writers of tragedy, 1790-1825.

The influence of the Elizabethsns was naturally strong
because not only hed they written the largest body of good
English tragedy, but Shakespeare had done so without being over
troubled by classical rules of composition - 8 position with
which this period sympathised. Moreover, the poetic language
of the older dresmatists wes acclaimed and copied. As we will
see, the influence of Elizabethan diction runs throughout this
period. Shelley, in discussing his use of imagery in Prometh-
eus Unbound and The Cenci, acknowledges the example of Shakes-
peare:

"The imesgery which I have employed will be found,

in meny instances, to have been drawn from the
operations of the human mind, or from those externsal
sections by which they are expressed...Dante and
Shakespeare are full of instences of the ssme

kind," 24
"In a drematic composition the imegery and the

passion should interpenetrate one snother, the

former being preserved simply for the full de-
velopment and illustration of the latter.," 25

In a note-book Shelley remarks in connection with this passage,

"The finest works of Shakespeare are a continusl illustration

of this doctrine."26

2L4. Prometheus Unbound, Preface.
25. The Cenci, Preface.
26. Note-Book, ii, 95.
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Beddoes acknowledged that song-writing
"is almost the only kind of poetry of which
I have attained a decided and clear critical
theory," 27.
He may not have achieved a critical theory of drama, but
running through 8ll his poetry and drams, and mentioned in many
of his letters, we find the influence of Shskespesre and the
Elizabethans. Beddoes, who was the most Elizabethsn of all
the writers of this period was also the one who saw most clear-
ly the dsmage which was done to the theatre by too great a
dependence upon the dramatic wealth of the Elizabethens:
"Such ghosts as Marloe, Webster &c are better
dramatists, better poets, I dsre ssy then any
contemporary of ours - but they are ghosts -
the worm is in their psges - and we want to see
something thet our great-grandsires did not know.
With the greatest reverence for sll the sntiguities

of the drama, I still think we had better beget
than revive."

As we will see from an examination of the minor writers
of this period, many of them accepted Shakespeare as the only
_ model upon whom they could base their own work. This is an
underlying assumption which seldom emerges openly in a Preface;

it does, however, with Richerd Chenevix, whose "Remarks, by

27. The Works of Thomas Lovell Beddoes, ed. H.W.Donner,41935,
p.6L9: a letter to T.F. Kelsall, 19, vii,” 1830.

28, ibid, p.595: A letter to T.F. Kelsall, 11.i.1825

0
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the Author of the Play" (Leonors, 1802) include:

YAs Shakespeare is the epitome of every quality
which nature could bestow on man, to fit him
for a dramatic writer, he must occur, with the
very idea of a theatre, to every Englishman."

But Chenevix continues to assert that he hss written Leonora
according to the rules of Aristotle, snd that he himself hss

full faith in the unities.

It is interesting to note here what Volteire thought

of the effect of Shskespeare's influence early in the XVIII

century:

"le mérite de cet Auteur (Shakespeare) a perdu

le thé8tre englsis.....les auteurs modernes

1'ont presque tous copi€; meis ce qui réussissasit
chez Shakespeare est siffl€ chez eux, et vous
croyez bien gue la vénération gu'on a pour cet
sncien sugmente ® mesure que 1l'on méprise les
modernes. On ne fait pas réflexion qu'il ne
faudrait pas 1l'imiter, et le mauvais succes de

ces copistes fait seulement qu'on le croit
inimitable." 29

Like Chenevix John Galt acknowledges the supremacy of
Shakespeare, but slso wants to find some rules to guide him

in writing. In the Prefsce to The Tregedies of Maddalen,

Agamemnon, Ledy Macbeth, Antonis snd Clytemnestra, 1812, Galt

observes

"With respect to the style, I consider the
characteristics of the British dramatic verse

29, Lettres Philosophiques, 173L, quoted by F.E. Halliday,
Shekespeare and His Critics, 1949, pp.292-293[revised
edition, 1958, p.70)
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8s having been fixed by Shskespear; and his

successors, in my opinion, would shew as bad

a taste in attempting to introduce a new manner,

88 in imiteting the obsolete guaintness peculisar

to the writers of his asge...But in the structure

of the drama, I have ventured to preserve the

unities of the Greek theatre slong with the

natursl circumstances and dislogue of the English."

The greatest influence exerted by the classics in this
period is sn éxternal one found in the concern shown by meny
writers to adhere to the unities, rather than to strive for en
inner, restreined tragic reality. The influence of the unities
is found from Byron to Dr. Whitelaw Ainslie who in his Preface

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

stresses that

"the time does not occupy guite twenty-four hours;
with respect to the place, the furthest range
does not exceed two miles,"

A more direct influence is nsaturally found in plays

such as P. Bayley's Orestes.in Argos, 1825, which have a spec-

ifically clessical inspiration.

Of the major writers who wrote plays, Byron set most

store by the clessical unities,Bo and by

"writing naturslly snd regulsrly, and producing
regular tragedies, like the Greeks; but not in
imitation - merely the outline of their conduct,
adapted to our own times and circumstences, and
of course, no chorus." 31

30, c¢f. Marino Faliero, Doge of Venice, Preface;
Sardanapalus, Preface.

31. Letter to John Murrsy, L4/vii/1821 in The Works of Lord
Byron. Letters and Journals, ed. by R.E, Prothero,1922
v.217-218.
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In the same letter Byron explains:

"If you went to heve a notion of what I am trying
(inwriting tragedies), take up & translation of
any of the Greek tragedies. If I said the originsl,
it would be an impudent presumption of mine; but
the translations are so inferior to the originals
that I think I may risk it. Then judge of the
"simplicity of plot, etc.' and do not judge me by
your mad old dramatists....."

In another letter to Murray, 14/vii/1824, Byron emphasises
this:- ‘

"My object has been to dramatize, like the Greeks,

(a modest phrasel), striking passages of history...

You will find all this very unlike Shakespesre;

and so much the better in one sense, for I look

upon him to be the worst of models, though the

most extresordinary of writers. It has been my

object to be as simple and severe as Alfieri,

and I hesve broken down the poetry as nearly as I

could to common language." 32

The influence of the Italisn Alfieri snd that of the
French tragic writers both tended to emphasise clessical
regularity, one of the marks of the Amgustsn age, which was
giving way to the new spirit of romance at the end of the eigh-
teenth century. This new spirit influenced the English stage
by appearing in German adaptations and translations. Unfor-
tunately it wes not Goethe or Schiller who influenced English
drematists so much 8s Kotzebue. This Germsn influence did not

last very long: A.F. Tytler's translation of Schiller's

32. ibid, p.323,




|
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Die Rauber (1781) in 1792, could be tsken as s sterting point,

and by 1819 the craze had died down.33 But whilst it lasted
writers were influenced by the sentimentalism of Kotzebw whose
plays were performed in tranélation.
A;;ther unfortunete Germsn influence was experienced by those
writers who tended to write cloéet dramas; Schiller snd Goethe
were trenslated into English, but the translations were seldom
good theatre, so their readers
"finding thst Schiller snd Goethe could not be
performed in England....were inclined to forget
that there were theatres in Germeny." 34
This led many writers into writing plays which were as unsuit-
able for the theatre as were many of the German translations.
Wordsworth referred to the plays of the lesser German
drematists as "sickly and stupid Germsn Tragedies."35 Scott
observed of the same German playszthat
"the. tumid is too often substituted for the sublime;
and faculties and dispositions the most opposed to

each other are sometimes described as existing in
"the same person.," - 36

33, cf. Nicoll, iv, 85,
34s Nicoll, iii, 73.
35. Lyrical Ballsds, second edition, Preface.

36, Essay on the Dreme, 1819, This essay first sppeared
in the Encyclopsedis Britannica,fﬂvuhHwM
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Scott also remarked that the better German plays had not come

to England:

"for, by some unfortunate chance, the wretched

pieces of Kotzebue have found a readier acceptance,
or more willing translators, than the sublimity of
Goethe, the romantic strength of Schiller, or the
deep tresgic pathos of Lessing. They have tended
however (wretched as the model is,) to introduce

on our stage a degree of sentiment, and awaken among
the audiences a strain of sensibility to which

before we were strangers." 37

Hgzlitt, in examining Germsn tragedy, noticed:

"The Germen tragedy (end our own, which is only &
branch of it) sims at effect and produces it often

in the highest degree; and it does this by going

all the lengths not only of instinctive feeling,

but of speculstive opinion, snd startling the hero

by turning over the established maxims of society,
and setting at nought 8ll the received rules of
composition... It is an insult snd defiance to
Aristotle's definition of tragedy. The action is
not grave, but extravagant; the fable is not probable,
but improbable; the favourite characters are not
only low, but viclous; the sentiments are such as

do not become the person into whose mouth they sre
put, nor that of any other person; the language

is a mixture of metaphysical jargon and flaring

prose; the moral is immoraslity." 38.

Frederic Howard, Earl of Carlisle, remarks in the "Preface

to his play, The Step-Mother}(1800§:
"Without presuming to arraign the popular teste
on the subject of theatrical performances, or to

hint any opinion of my own on the German Drama,
(with which I profess to be but little acquainted)

37. ibid.

38, Lectures on the Dramatic Literature of the Age of
Elizabeth, Lecture VIiI, Hazlitt, vi, 360.
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I flatter myself no candid British critic will

be offended by the acknowledgement, thst, in the
construction of the fable or in the conduct of the
following scenes, recourse has not been hsd to
recorded history, or to the invention of contemporary
writers. Their works, in this instance, have not
been translated, their style of colouring has not
been copied, and their plots have been safe from
violation."

Whilst the Epilogue of the same play contains these lines:

"Should you tonight our Poet but endure,

You'll fix his frensy, and beyond all cure

Lord! how he'll vspour, and how domineer!

How little in his eyes shsll we appear!

God knows but he'll attempt in desperate rage,

To smend the taste, and fashion of the age,

And grown quite wild, blaspheme the German stage!l
This, you'll confess, is folly in the extreme;

0 do not then approve his dangerous dream;

But damning him, decree it be his fate,

Twelve plays a year, from Kotzebue to translate."

G.A. Rhodes in a Preliminary Essay to his pléy Dion’
1806,is also critical of the German influence upon contemporary
English drsma :

"The principal defec¢t in modern tragedy is thst it
generally oversteps the modesty of nsture; the
causes of this I conceive to be an attachment to
the German school, and an imitation of the spurious
passion, the false brilliancy, the creeping numbers,
and dull snd sophistic declsmation of 'the earlier
English tragedians, extolled much beyond their due
merit by the pseudocrities of the present day."
Associated with the German influence was the interest

in the mysterious and terrible as found in Gothic art. This,
just as much as the German experiments, was an 8ttempt by

dresmatists to provide new themes and materials for the stage.
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Walpole's The Mysterious liother, 1768, was the forerunner of a

succession of plays dealing with the terrors of mystery and
surprise usually unfolded in gloomy;macabre surroundings,

either of crumbling castle or convent or of dark, unfasthomable
woods, or any other background calculated to thrill an sudience.
This, on the whole, had a bad influence upon'dramatists who
tended to substitute stage business for action, and to lose

sight of any genuine tragic emotion in great weves of sensib-
ility.

"The possibilities of Gothicism as a conventional
framework within which tragic fears might be
explored were scarcely even perceived. The
gothic milieu neither acquired the symbolical
guality wlth which Yeats endowed the Irish
legends, nor did it develop into a convenient
framework which freed the dramatists from the
limitstions of verisimilitude and enabled
them to extend the meaning of the materials
to the full stature of tragedy, in some such
manner as Shakespeare treated the ancient
stories of Hamlet and Lear, or the Greeks the
old myths, Its principal influence was to
foster the thestrical.!" - 39

Consequently many writers, surrounded by Gothic works, can

do no other than produce Gothic heroes and villains performing

smong the stock Gothic properties: gloom, terror, mystery,
unmentionable complications - usually associsted with some

weird family relationship - and, most destructive of all for

39. Moody E.Prior, The Language of Tragedy, New York,1947,
P.217
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the best tragedy, gross éxaggeration'of sentiment.,

Coleridge in his "Critique on Bertram"ho has thoroughly
examined & Gothic tragedy and thoroughly exposed it. After
going through the play act by act and showing how ridiculous
are so many of the effects, Coleridge concludes thus upon the
character of Bertram :

"This felo de se and thief-captain, this
loathsome and leprous confluence of robbery,
adultery, murder and cowardly assassination,
this monster whose best deed is, the having
saved his betters from the degradation of
hanging him, by turning Jeck Ketch to himself,
first recommends the charitasble lionks and
holy Prior to pray for his scul, and then
has the folly end impudence to exclaim:

'I died no felon!s death,
A warrior's weespon freed a8 warrior's soul!' "

Coleridge's own play Remorée'LH (DeLe23.1.1813) 1813,
is not entirely free from Gothic attributes with & mysterious
snd unplesssnt event in the form of attempted fratricide be-
fore the action Begins,but considering fhe period in which it

was written it is happily free from Gothic faults., Words-

L

)2 1842, has @ Gothic psttern with the

worth's The Borderers

4O. Biographia Literaria 1817, .Chapter xxiii.
Bertram by C.R. Maturin, 1816, performed D.L.9.v.1816
ef.pp. |24 -129.

L. ef.pp 204-29s.
h2. cf.pp 242-262.
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deliberate deﬁelopment of mystery and withholding of the
solution, in the settings of blesk moor and ruined castle,
but Wordsworth, 8s has been pointed out by Mr. Bertrand Evans,)'L3
tried to work out. an idea within an established Gothic frame-
work, whereas most Gothic writers aim at exploiting the frame-
work to.obtain the maximum of mystery, gloom and terror.
Wordswofth maj have failed to write a good, acting tragedy, but
.8t least his attempt shows that Gothicism as such, did not have
té cripple the tragic vision. This is provedd conciusively
in Shelley's The Cenci&? 4181?; where there are some scenes, as,
for exsmple, III,i, giving the description of & ravine, snd
those scenes showing Beatrice's reactions to her father's sin,
'which'could be,intérpreted as revealing signs of Gothic influ-
ence, but the play as a whole is 1ifted guite beyond sll such
iimited and iimiting influences by Shelley's own genids.
"liesser writers. also bear witness to the Gothic influ-
ence, not only tacitly in their plays, which, as we will see,
are, in many instences, strongly influenced by the Gothic

tradition,'but openly, either with praise or condemnation, in

43. Gothic Drama- from VWialpole to Shelley, University of
Cakifornis Publications in English, vol.XVIII,1947,p.222,

Li. cf. pp-316- 348.




g -

prefaces. T.J. Serle in his Preface to Reffaselle Cimero,1819,

remarks

"The following Play has certainly no extrinsic
attraction to recommend it. Its Title Page

can boast neither of 'horrors' nor 'mysteries.’'
No 'Spectres' glare with delightful portent in
capital letters on the cover; nor does 8
'Robber's Cave' or a 'Haunted Tower' invite

the reader to pry into its recesses, or masgnani-
mously slumber amidst its eppsritions."

This points to the great popularity which Gothic drama enjoyed
with pléy readers.

Je Haggitt takes sn opposite view, which may in part be
explained by -his writing twenty-five years earlier. In his

Preface to his "The Count de Villeroi, or, The Fate of Patriot-

ism, 1794, he notices:

"One tragedy only occurred [H. Walpole's, The
Mysterious Mother, 1768] of considerable merit,
which was not the work of & professed poet; and
the excellence of that, indeed, is so great thst
it ought rather, perhsps, to have made him [J.
Heg@itt] throw down his pen in despeir, than
animated him to proceed. Those who are acquainted
with the 'Mysterious Mother,' will not look
further for that work which is here intended.....
we shall not easily find a piece in which elegance
of langusge, unity of design, strict preservation
of character, with all the higher excellancies of
tragedy - the power of exciting pity, terror,
distress, and horror for guilt, are more eminently
united. "

Along with the German, snd to a lesser degree with the

Gothic influence, there is & strain of morsl teaching. Joanna
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L5

Baillie, we have seen, pointed to the morel sanction for
her work, Of the lesser writers, V. Preston in particulsr al-
ways aimed at inculcating a morsl, no matter what else might

suffer thereby: writing of his play Offa and Ethelbert; or

The Ssxon Princes, Dublin, 1791, in "Letter to & Friend on the
Subject of the Saxon Princes" he remarks :

"I know it wants the bustle and intrigue, so
necessary to the modern drama; I know, that
many of the speeches may be thought declamatory,
diffuse, snd languid; but I flatter myself, it
contains a purity of sentiment, and a strain of
morality, which, with a8 candid reader, will hide
a multitude of sins."

Preston's Preface to The Siege of Ismail, 1794, is long and al-

nost completely devoted to explaining the moral and allowing

it to explain his complete lack of dramatic talent:

"T do not consider it gThe Siege of Ismsil] as
a regular tragedy, but, merely, as 8 moral poem
in dialogue...the length and declematory cast
of many of the speeches must be attributed to an
anxious .desire of impressing my morsl."

Similarly J. Dillon in s "Prefetory Letter to John Symmons, "

says of his tragedy, Retribution;. or, The Chieftain's Dsughter,
(C.G.1.1.1818) 1818:

"Whatever Reception the Work may eventuslly
meet with from the Public, it is, at lesast,
an honest effort to inculcate an useful and
important moral Lesson; in any case it is’
therefore of some velue. "

h5.,g§.p.30.
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This unnstural emphasis upon one aspect of all creative
work led writers like Dillon end Preston to write tragedies of
no merit sand yet to remsin complacent in the fece of their in-
ability becsause they had at least tried to give morsl instruct-
ion which, as has so often been explained, is unsvailsble if
the work does not please first.

A different attitude is to be found, as one would expect,
in the Preface to Shelley's The Cenci, 1820,

"The highest moral purpose aimed at in the

highest species of the drama, is the teaching

the human heart, through its sympathies and

entipathies, the knowledge of itself; - 'in

proportion to the possession of which knowledge,

every human being is wise, just, sincere,

tolerant and kind. If dogmss can do more, it is

well: but a drama is no fit place for the en-

forcement of them.,"

But even Shelley does not go beyond the ides of self-knowledge,
vherees the moraslity of great art consists in an sffirmation

" that is with difficulty arrived af, and perhaps precariously
maintained. The morality which the writers of this -period

usually thought of waes the simple exemination of commonplace

un-experienced precepts.
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(iii) Attitude of writers to the stage.
The dramatic theory of this period was modified by a

relatively new attitude to pley writing. Before the eighteenth

century a play such ss Samson Agonistes, or the plays of the

non~-theatrical Seneccan dramatists of the late XVI and early
XVII centurieéfﬂ%ritten to be read rather than performed, was a
rarity, but the late eiéhteenth century saw a great increase

in the number of plays written not so much for the stage as

for the closet. The reasons for this increase in closet drama
are varied; some depend upon the theatrical conditions of
this‘period,u6 for the hugée theatres, the love of spectacle
and melodrama, the star system, all discouraged poets from
trying to gain performance for their plays. ﬁyron is an ex-
ample of one poet who shrank from public performance -~ "I will

b7 Thus,

not be exposed to the insolences of an sudience"
increasingly there arises a belief thet to write a play not
intended for the stage was 8 normal activity, which was the

worst possible belief to circulate during a period of Romantic

L6, cf. Chapter I.
L7. Viorks of Lord Byron, Letters snd Journals, ed. by R.E.

Prothero, 1922, v.221: A letter to John Murray, 11.vii.1821
45a. Such writers as Daniel, Fulke Greville, -the Countess of
Pembroke.
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poetry when the lyricel aspect of poetry predominasted, making
dramatic objectivity even more difficult. Wordsworth under-
stood some measure of the trouble when he- wrote:

"A dramatic Author, if he write for the stage,
must adapt himself to the taste of the audience,
or they will not endure him; accordingly the
mighty genius of Shakespeare was listened toe.ee.
that Shskespeare stooped to accommodate himself
to the People, is sufficiently appsrent; and
one of the most stiriking proofs of his slmost
omnipotent gemius is, that he could turn to such
glorious purpose those materials which the pre-
possessions of the age compelled him to make
use of," 48

What Wordsworth fails to say is thst, were there sny good
dramatists in the lste eighteenth, early nineteenth centuries,
they too would "turn to glorious purpose" all the aspects of
the age which might have displessed them, instead of grumbling
sbout them in long winded prefaces to plsys designed for the
closet. Many of the writers regarded the closet as 8 second-
best to smage performance, but this did not seem to spur them
on to greater efforts to reach the stage. A, Murphy in the
Preface to Arminius, 1798, remarks:

Y

"The following Poem was written in the course
of last summer. Vhy it was not offered to the
Stage, it is unnecessary to mention."

L4L8. "Essay, Supplementary to the Preface" [i.e. Preface
to The Lyrical Balladd]




- 54 -

G.A. Rhodes shows the same resignstion in his "Preliminary
Essay" to Dion, 1806:

"This poem was intended more for the closet
than the stage, and may be deemed possibly
more a8 work of philosophic fancy than
impassioned interest....."

Jemes Bird, in the "Advertisement" to -his play, Cosmo; -Duke of

Tuscany, 1822, frankly admits the superior position of the
stage:

"It has become the fashion for dramatic poets to
affirm, that their pieces were not written for
the stage. The Author of 'Cosmbé' cannot mske
such an affirmstion: on the contrary, he
acknowledges that his Tragedy was composed ex-
pressly with a view to its performence. That a
play may be more interesting in the closei than
on the stage, he is willing to sllow; yet if
its respective scenes present not to "the mind's
eye", a certain portion of pictorisl effect,
combined with the charm - the pathos - of liter-
ature, it may exhibit a series of dislogues in
verse, but can have little, if any, pretension

"to the distinguishing appellation of a drama."

Unfortunately, however, Bird lacks any feamiliarity with the
theatre, His dramatic treatment seems to consist of nothing
more than rapid speech, broken up dislogue, and, at the beginn-
ing, quick action, whilst undramatic descriptions intrude too
often, cf. II, iii :

"The soft snd balmy breath of evening comes,

Wafting a Jjoyous freshness on its wings;

The moon is. sleeping on her asure couch -

And heaven's blue canopy hangs cloudless o'er her,

While two refulgent stars are watching near
As though to guard the chamber of her restl"



- 55 =

In the end one realises there has been no resl action, only
one character after another expressing his feelings about
action, but not developing them, nor ascting upon them. It
deteriorates into melodrsma with its usual stage business,
movement and shifting about of Gothic properties, instead of
the desired internal tragic sction. It ends with a convent on
fire and this stage direction -

"(Julia is seen above, enveloped in flame.

A shriek of women is heard without. In a

few moments Giovanni is discovered, making

his way through the flames. He cstches Julis

in his srms, and besrs her fainting on the
stage).

/The Gurtain ¥alls. "

"A Female Refugee" who is the suthor of The Carthusisn Friar, or

The Age of Chivslry, 1793, confesses:

"Inexperience in stage business in every part

of the world, joined to the sbsolute transgression
of the unities of the perfect Drama, have deterred
her from hazarding it in representstion...... L9
Her aims, her desires, are confined to the

narrower circle of the studious, and, above.sll, the
compassionatel It is in the silent recesses of

the closet, that she deres to court the eye of
sensibilityl"

But surely one so inexperienced in stage business should

have either gained stage experience or. turned her thoughts in

L9. The "Femele Refugee" meesns that she has flouted the

Unities in her play and therefore feels it woudd not
be accepted on the stage.
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other direc¢tions.
H.H. Milman is unusuel in that his first tragedy,
50
Pazio, 1815, was performed with applause, yet he continued
writing, not acting tragedies, but "Drametic Poems" such as
The Fall of Jerusalem, 1820, which prompted Genesttto remark:
"A drematic poem...is @ species of writing
which ought not to be encouraged - it is like
a mule - neither horse nor ass but something
between both - a person ought to write a regular
Drama, or a regular poem without any reference to
the Drama - he who will not conform to dramatic
laws is not entitled to dramatic privileges." 51
Genest is being too forceful here, perhaps, but certainly few
writers can write effective dramatic poems. In this period

Shelley and Byron both show it can be done: Shelley with

Prometheus Unbound end Hellas, Byron with lMsnfred, but they

. Were exceptional.

50. Survey, 22.x11.1816 - 8s The Itslisn Wife; C.G.5.1i.1848.
51. Genest, X,é39.
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CHAPTER III
Minor Tragedy, 1790-1814.

In this period, 1790-1814,%§r1ters published 127 plays
snd 26 appeared snonymously ~ 153 in sll. .(Of these plays, U5
were acted, 21 of them in London; few of them ran for more
then a night or two and they were seldom revived.  For every
blank verse tragedy published there must have been approximate-
ly twenty other drematic works published.)1 The majority,
as we would expect in esny period, ere mediocre, if not simply
bad theatre. It is instructive, however, to trace the featur-
es these plays have in common, which are peculiar to this sage,

and help us to understend why they failed.

(1) Sensibility snd Sentimentslity.

By 1790 sensibility, with the hero as "the man of feel-

n2

ing, had developed in the English drame as well es in the

novel, It became 8 cult of emotion for its own sake, for the
vicarious pleasure .of reader or sudience, snd the sheer abandon
of sickly excess.

", ..the literary school of sentimentalism de-
generated towards the end of the eighteenth
century. Quantitatively it flourished as

1. cf.Allerdyce Nicoll's "Hend-list of Plays," Nicoll,iii,iv.
Whenever 8 play mentioned has been performed performence
is recorded in brasckets sfter the title, using abbreviat-
ions for theatres: D.L. for Drury Lene; C.G. for Covent
Garden.

2. Mackenzie's "The Msn of Feeling" was published in 1771.
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much as before, but the authors of genius had
been succeeded by imitators well versed in the
tricks of the trend but without the necessary
talent to produce great literature.

"One of the ressons for this degeneration wss
the fact that sentimentalism, or sensibility hasd
become the fashiom. 8Sensibility originating in
thet hybrid mixture of thought and feeling, was
characterised by extreme innate sensitiveness,
which responded to externsl stimuli with utmost
guickness. In consequence, certain outward
manifestations developed, such as weeping, ("o
sympathetic pitying tear"), kneelling, swooning,
as SPONTANEOQOUS signs of 8 feeling heart and
delicate disposition.

"It is understendsble that not everybody was
gifted with such @ faculty of responsiveness as
was expected from s man of sensibility. Now when
sensibility beceme the fashion, that is, when
sensibility came to be regsrded as '"good manners,"

- 8 very natural expedient was adopted. The external

signs were imitated irrespective of whether the corres-
ponding innete promptings were there or not.

"The result wss the sccusation of insincerity and
dissimulation, which, eventusally, becsme sssocisted
with the movement as a whole. The stage of degener-
ation had set in." 3

M.G. Lewis, for example, in Adelgitha; or, The Fruits of

a Single Error (D.L.30/L/1807),1806, Wes a slight tsle of Crus-

and
aders and their wives, to support his lurid fancy®s positive en-

joyment of undisciplined emotion. The Times, 1.v.1807,reviewing

3, E. Eramests®, A Study of the Word “"Sentimental" and of
other Linguistic Cheracteristics of Eighteenth Century
Sentimentalism in Englend, Helsinki, 1951, p.57.
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the performance at Drury Lsne on. 30.iv.1807, says,

"But Mr. Lewis is a poet only in his imagination
of horrorsj he is no master of poetic language -
none of poetic figures....Mr. Lewis sbounds too
in the barbarism of making his characters describe
a passion instesd of meking them imitate ite....
The purity of morsls, snd the rigidness of virtue,
which are enforcéd by this tragedy, called forth
the best approbation of a numerous audience.
Indeed so successful a performance has not been
witnessed this sesson.”

This demohsfrates the weaknesses of many of the drams-
tists of this period, and by inferenece, of the critics: +the
drematist's inebility to conceive poetically - "no mester of
the poetic language" - combined with the critic's idea that
drsma can be enhanced, be made "poetic!" by the sddition of
"poetic figures," as if they were to be sdded to & play by the
writer from without, instead of asrising naturally, through the
poetic conception from within:

"artistic success in the use of verse in tragedy...

is contingent on an essential formal relationship

between a diction poetically conceived and ordered

and the dramstic character of the work...the

diction of poetic tragedy becomes drasmatic only

when, after satisfying all other necessary demands,

it contributes to the form as a necessary and
probable action." L

It also shows the drametist's lack of dramatic feeling - "mek-

ing his characters describe a passion, instead of msking them

L, Moody E.Prior, The Languesge of Tragedy, New York,1947,
P.15,




- 60 -
imitate it" - so that characters verbosely enlarge upon their
feelings, instead of acting in such s way that the audience
understands their emotions through their various courses of
action, and the necessary, drematic speech associated therewith.

This results in lines such as Wsllace de&laims in D. Bain's

The Patriot; or Wellace (unscted), Edinburgh 1806, I,iii

" in that glistening eye

And in this heaving breasst my witness lives,"

end Henry, in Henry and Almeris (unscted), 1802, by A. Birrell,

II, i,
"But yet it wﬁngs my heart to part....To part?
Impossiblel....Noy never, never!
Whilst this has Judgement,ZEtrlklng his hesd with his
hand/or this heart hath heat."
which are no doubt undramatic reflections from the meny hand-
books published at this time giving the sspiring sctor ready
information upon the appropriate faciesl expression and physical
posture for every possible emotion.
Critics were bound to fail in their task as long as
sentimentalism end sensibility were mistaken for sincere

emotion, as happened so often in this period, so that, for

example, Wallace in Bain's The Patriot, becomes an eighteenth

century man of feelinge. His love for wirtue and honour
forces him to fight; consequently he lacks 2ll drsmatic con-

flict, as no way is open to the man of honour other than the



- 61 -

path of honour itself. The play drags on for five undramati%
insincere -scts, relating the story of VWallace's fight for Scott-
ish independence. Thus it is not really surprising to find thet
critic so misleading about Adelgithe - "the purity of morals,
and the rigidness of virtue which are enforced by this tragedy"
. = a8 play sbounding in 2 moral repulsiveness. The finsl de-
gradation is "he best approbation of a numerous sudience."

The tendency to descriptive speech, which is asséciated

with & diffuseosentiment, is a2 common weakness of the age, e€.g.

in J. Mylne “"The British Kiggs"5 I, v, Coadwallan proclaims:

‘"I cannot, like a superstitious girl-
To her confessor, sigh a piteous tale
Of humen frailty, snd implore forgiveness,
Made of more stubborn stuff, my haughty heart,
That ill can bear e'en friendship's kind rebuke,
Will swell with ill-timed passions. and convert
My friend into a foe."

Both Mylne's plays, The British Kings snd Darthula? use in-

volved, untheatrical verbosity mak?ng theﬁ dull poems snd
abjsmal plays. In Dallas's Lucretia6 talk abounds concerning
"Magdeline's marrisge to Orlando, who, unknowh to either, is

her fsther, but the play does not move, it is - a contradiction

in terms -~ a static plasy, which can never produce sn honest

5. In Poems, 1790 (unscted).

6. In Miscellaneous Writings, 1797 (unacted).
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tragic conflict. The same undrsmatic exposition is found in

Mrs. Deverell's Mary, Queen of Scots (unacted2,1792, e.g.11,iv,

Queen Mary =~

"There, in conjunct opinion

Of Elizabeth's illegitimacy,

Henry of France, enjoin'd his son and me

T'assume the title of England's King snd Queen,

And bear th' arms as my heredit'ry right." -
Where too meny lines like this bog down a8 play already hsndi-
capped by a lack of tragic conflict. Such conflict as does
exist is a8 simple one between Mary, who wants to fiee to Eng-
land, snd her attendants who do not - instead of the much more
interesting one which must have existed within Mary herself

and would have given the play the dramatic vigour it so obvious-

1y lacks. Jsmes Graheme, in his Mary Stewsrt, Queen of Scots,

(unscted), 1801, Edinburgh, has the same difficulty of devel-
oping a8 conflict, but ovefcomes it by making his pla& centre
rather upon Adelaide, an attendant much loved by Mary, snd
Dougles, Adelaide's lover. Douglas is captured and executed
by. the English after an sbortive attempt at rescuing Mary from
her ceptivity. His life could, however, have been saved had
Mary signed a document proclaiming herself a murderess and a
harlot. Here Mary's conflict lies between her affections, ss

8 private person,snd her responsibilities as a gueen. This

)
gives shape to the play, which is written largely from Shekes-

pearean inspirstion. The lesser characters, the mechanics,
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use prose, an unfortunate pseudo-Scots, and sttempt humorous
relief, Greheme also displsys an unusual snd welcome realimm
when, at the end of I,ii, Adelaide, who has just made a very
brief aside, is addressed by Leven -~ "Haste, muttering minion,
to thy chamber." This forms a coﬁtrast to the more ususl
lack of attention peid to ssides of much gfeater length in
this period, which was much more ready to abuse, than to use,
the coﬁvention. Shakespesrean echoes sound through Graheme's

language ss in I,iil, in 8 description of Xary's srrivsl in

Scotland in a barge:

"Graceful she stood,
With one hand clasped around the rose wresthed post,
Which o'er her. hesd upheld a silken sky
Tinged faintly with e broken - vaulted rainbow.
At intervels was heard a quire of flutes,
Bresthing such lays! - - -
The listening waves seemed music lulled, hesving
With noiseless swell, that gently reised
And yet half yielded 'neath the gilded prow."

Which is so obviously derived from'Antoﬁz,gnd Cleopatre II,ii.

Another unususl feature is his trick of using rapid dialogue
oftén giving characters no more than 8 line at a time. " But
the play falls because Grahame has grasped no more than a few
outward drsmatic prdperties, e.g., use of humorous prose scenes
to relieve tension, bresking up of long speeches, and has

followed too much the outer form of Shakespesre, his rhythms,
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cadences, use of language, so that the play lacks unity to
harmonise these outward tricks, and Grahame himself lacks an
ear for individual dramatic verse. Consequentiy the pley is
melodrasmetic with characters who do not develop within the
action. This weakness is even morelapparent in Grshesme's
Wisllace (unacted), 1799, Edinburgh, where he treats the story
of Wallace and Margaret of Hexeldham. It may be that he is
geining experience in this play, or perhaps he could not sym-

psthise with his characters as much as he does in Mary Stewart,

Queen of Scots: howsoever, Wallace is stiff and unnatural

with long, undrsmatic speeches, which could belong to any of
the charascters, so lacking in individuality are they.
A lack of dramatic pungency is self-confessed by W.

Preston. His play Offa and Ethelbert, or, The Saxon Princes

(unacted% 1791, Dublin, which sbounds in long tedious speeches
of description embodying 2 moral tone of high seriousness is
printed along with "Letter to a Friend on the Subject of the
Saxon Princes", where Preston says of his playi
"I know that many of the speeches msy be thought
declamatory, diffuse, and languid; but I flatter
myself, it contsins 8 purity of sentiment, snd a

strein of morality which, with a candid reader, will
hide a multitude of SinSee..."

Again, in the Preface to his The Siege of Ismail (unacteq>n39h) '




he admits:

"I am sensible that many of the speeches in this

poem are too long snd declamatory, and, as a play,

it is censurable for heing embarrassed with person-

ages, that are unnecessary to the fable; and

scenes that do not form the catastrophe."
and excuses all his undremetic ways by saying it is to incul-
cate @ moral - "morality should be its (the drama's] predom-
inant festure,"

Sentiment and morslity should never be cslled in to
"hide s multitude of sins": if Preston wented to give only
a moral lesson, he should have used a different art form, and
not prostituted the dresma, especially as he seems to realise
how theatrically inadequate his plays sre.¥et he does show an
occasional gleam of promise, such as Ethelbert's image in I,i,

"With cruel art she dsllies with my love

And wrings with hope delay'd my sicken'd soul,

Winds up desire to madness, snd wears out

The strings of life,"
where the first conventional lines finish in & tightly knit
image achieved by a true realisation of the imaginastive strength
which should be derived from poetic -drema at its best.

This moral tendency was often denounced - though not

always, as we saw from the critit's misunderstanding of

Adelgitha - if and when such pléys were performed, as,ecd.
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H.J, Pye's Adelside, 1800, (D.L.25/i/1800), when The Drematic

Censor commented, "Twas 8 fast sermon in decasyllabic verse,

||7

transferred from the pulpit to the stage. Doran remarks:
"but who knows anything more of 'Adelaide' then

that it was. insipid, possessed not even a 'tuneful
nonsense', and was only distinguished for having

made Mrs. Siddons and John Kemble appear almost

.as insipid as the play." 8

and Genest: "Kemble and Mrs. Siddons are said never to have

9

sppeared to less sdvantage. Yet, as we have seen, Lewis's

Adelgitha, or The Fruits of a Single Error, which has the under~

lying repulsiveness one would expect from the author of The
Monk, was welcomed for "the pufity of morals, and the rigidness
of virtﬁe which are enforced by this tragedy." The éritics
then, as now, were not in agreement, but it is interesting that
even in this age of stasr performers Mrs. Siddons and John Kém—

ble could not make Adelaide acceptable.

(ii) Gothic elements.

Sentiment, sensibility, @ high moral tone and Gothicisam

-

are 8ll involved in each other. "Sentiment" is used for fine

feelings, often with s high moral and humanitariasn sanction;

7. Op cit. No. V, 1/ii/1800
8. Dorsn, iii, 2.
9. Genest, vii, L63,

\

|
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"sensibility" for an almost morbid perception and reception of

fine feelings, leading to an obvious response to them. Gothic-
ism is not so readlly definable; outwardly it is characterised
by the properties first found in the Gothic novel: wild, scen-
ic backgrounds, storms, ruined castles, gloomy groves, myster-

ious monassteries, 8ll combining to produce 8 surprise climax of
terror and horror, Coleridge,'in a8 review of Mrs. Radcliffe's

The Mysteries of Udolpho,10 noticed:

"The same powers of description are displayed
(ss in the Romance of the Forest), the same
predilection is discovered for the wonderful and
the gloomy - the same mysterious terrors are
continually exciting in the mind the ides of a
supernatural sppearance€......Curiosity is kept
upon the stretch from psge to pasge, and from
volume to volume, and the secret, which the
reader thinks himself at every instent on the
point of penetrating, flits like a phantom before
him, end eludes his eagerness until the very last
moment of protracted expectation.....the interest
is completely dissolved when once the adventure
is finished, and the reader, when he is got to the
end of the work, looks about in vain for the spell
- which has bound him so strongly to it."

This criticism could essily be applied to most of the Gothic

dramas.

By 1790, this external Gothic horror was being augmented

10. Critical Review, August, 179L4.
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by an internsl agony of suffering:

YHorrors continued to be popular, but less in

the way of robbers, ghosts, and tyrsnts, external
miseries, crass romances, and empty tirades,

than in inward commotions of the soul." 11

Coléridge had profeséional experience -

"pbut indeed I em slmost weary of the Terrible,
having been sn hireling in the Critical Review
for the last six or eight months ~ I have been
lately reviewing the Monk, the Italisn, Hubert
de Serrace and Ec end Ec - in all of which
dungeons, and old castles, snd, solitary Houses
by the Sea Side, -and Caverns & Woods, &f
extrsordinary cheracters, & sll the tribe of

Horror and Mystery, have crowded on me - even to
surfeiting." 12

A reflection of this is found in Coleridge's remarks on Shakes-

peare's characteristics. Among other things he praises Shakes-

peare for

11.

12.

13.

"Expectation in preference to surprise...

As.-the feeling with which we startle st a shooting
star, compared with that of watching the sunrise

at a pre-established moment, such and so low is
surprise compared with expectation....Keeping at
3ll times on the high road of life) Shakespeare
has no innocent adulteries, no interesting incests,
no virtuous vice (81l very Gothic attributes];

he never renders that smiable which religion and
reason alike teach us to detest, or clothes
impurity in the garb of virtue, like Beaumont

and Fletcher, the Kotzebues of his day." 13.

A. Brandly, Coleridge and the English Romantic School,
1887,p.16€

Collected Letters of Ssmuel Taylor Coleridge, ed.
E.L. Griggs, 1956, i, 318.

Shakespearian Criticism, 1930, ed. T.M. Raysor, p.225-6.
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The characters of these plays are usually surrounded by
a mystery of some dneadfui, unmentionable nature, Often some
event which.occurred many yearé before the play opens, is the
mysterioué impulse which gives the play what form it has by
beginning the action. This event is alwsys referred to in
obscure, difficult terms, with much agony, until its final
revelation, ususlly in the last act, when, like a deus ex
machina, it explains all the difficulties and mysteries which
have accumulated throughout the play.

Take, for exsmple, W. Sotheby's Julian and Agnes, or

The Monks of the Grest St. Bernard (D.L.25/1v/1801a1801, and

the altered stage version, Ellen, or, The Confession, 1816,

which tell of Julian, Count of Tortona, re-nsmed "Alfonso" in
Ellen,who, slready married to Agnes, bigamously-marries Ellen,
a young woman whom he has prqmised to look after when she was
submitted to his care by her brother, who was evidently dying
of wounds on the battle-rfield. (He does, in fact, live - a
typical Gothic surprise). Julian hsppily meintains two
households without sny aspparent conscience troublings, until
Ellen's brother re-appears and denounces him. Whereupon

Julian is promptly overwhelmed by 8 desolate sense of sin..
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He flees to the mountains to live with the monks of the CGrest
St. Bernard. Meanwhile the desolate Countess Agnes, confronted
with the mystery of her husband's sudden disappearance - Ellen's
brother denounced Julisn only to himself - determines to enter a
convent, as Julien had left word asking her to regard him as
dead. Ellen, the second wife, knowing from her brother of
Julisn's first merrisge, has joined Agnes, who is ignorent of
Ellen's history and who urges Ellen to join her. They travel
into the Gothic, mountainous country where the monks of the
Great St. Bernard live, and are attacked by assassins, who are
beaten off by Julisn, Before this happens we have seen Julian
in the monastery troubling sll the monks by his great sense
of guilt - and no wonder, for the care with which a Gothic hero
cultivetes his guilt and remorse, his sin and his dsmnation,
would upset all but the most Calvinistic of Christians. In
Ellen, III, ii, the Provost of the Monastery talks to Alfonso:
"Provost. Know, too, our holy church
Has pray'rs and pensnces of power to cleanse
‘ The soul from all infections.
Alfonso. This to me!l
Who commun'd with his soul and talk'd with
guilt
Lonely on unknown heights, where none e'er
gaz'd
Penance to me! who watchful of the sound
Hesrd the night tempest call, and walk'd
abroad
When nought but Heaven's avenging ministers
The lightning of wing'd whirlwind mov'd on

earth!
Telk not to me of penence.,"
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The play closes with Julian being forgiven by his wives before
he dies. Ellen also dies. Nearly all these facts, however,
of the relstionships and of the past, are concealed until the
end; only mysterious references hint at Julian's sin and
crime and at Ellen's identity, so that the plsy is more skin
to a detective novel then a tragedy. The situstion is not
tragic, but melodramatic and wildly romantic: Ellen, in Ellen;

or The Confession,I,iii, warnes the Countess:

"oh! bewsre!
Thou hast rais'd me from the couch of death,
And all unconscious to thy bosom clasp'd
The adder that must pierce thee - search not out
My secret soul, nor rouse its slumbrous fires." -
an extract from a speech 8ll in that vein which puzzles both
the Countess and the audience, coming to a climax with

M e 4 ¢ ¢ o o o & o«The awful voice

Again has warn'd me forth: but, where are thou

Viho call'st on Ellen?"
This supernaturel voice is snother Gothic property, guilt, as
it were, spiritualised into a voice of conscience. In II, i
and ii, we are introduced to Alfonso - Julisn - in the Convent
of the Greast St. Bernard, adding to the sense of mystery as he
is apparently gquite unconnected with Act I and is himself ob-

viously bedevilled with guilt. Alfonso meets the Provost

of the Convent, II, i :
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"Alfonso. I must hail him,:
Your benediction, father!

Provost. Pesce be with thee!

Alfonso (striking his breast, rushes by him)
Peace! never - never."

In IT1I, i, -the bigamous marriasge is revealed, giving & melo-
dramatic scene between Ellen and Agnes; then in III,ii, "The
Inside of 8 Gothic Cathedral", Ellen melodramatises before
Alfonso's tomb - he had left instructions to the Countess Agnes
for his tomb to be raised when he diseppesred. In Act IV
Alfonso confesses to the ?rovost, apd Act V ties up the ends,
but it does not resolve the tragedy, for there is no tragedy
to resolve; instead there is é succession of acts providing
opprortunities for melodramatic histrionics. A tragic spirit
may not perhaps properly be expected from the minor tregedy
of any period; &et we-do expect a tragic form,but here’and too
often in his period, the plot is not tragic but is more accur-
ately termed "melodrematic." Sotheby suffers from the weak-
ness of his age - that no genuine idea of tragedy prevailed
among the dramatists.

This pley also demonstrstes a stsge in the evolution of
the Byronic hero, as traced by Bertrand Evans in Gothic Drams

from Walpole to Shelle;g.“+ There Mr. Evans sees a movement

14, University of California Publications in English,
XVIII, 1947,
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in Gothic drams leading from villainfhero, through hero=-
villain, to Byronic hero. The emphssis upon mystery, gloom .
and terror, required the villain to be the most powerful figure
so that the atmoéphere could best be ekploited. Star sctors

. were encouraged to take the villain's part as the most import-
ant in the play. Their natural desire to appeal to the sudience
was pandered to by symnsthetic touches in the . villains, who
gradually evolved into heroes. In tregedy this modification
was probsbly hastened by the writer's desire to hsve a strong
tragic héro. In Sotheby we find the hero-villesin in Julisn-
Alfonso, has almost become the Byronic hero such as Manfred for
example. Julisn is the only villain in the play, but neither
of the wronged heroines feels any animosity toﬁards him, be-
cause he is also the hero.15 |

The same wegkness, of mystery replacing the tragic

impulse, is found in the snonymous The Carthusian Frisr; or

The Age of Chivalry (unacted)y1793, by "A Female Refugee.
Eugenia, Duchess of Rochford, has lived in grief ever since,
eighteen yearé before, the Duke, after a secret discussion with

her, rode off never to return. Rochford, lher son, now eighteen

15. Though this &sme tendency is found in, e.g. Frank in
Ford's The Witch of Edmonton, 1658.
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years old, suddenly wanting to solve this mystery, accosts
his mother, I, ii:
"Rochford. You start! - mysterious hour! why tremble
Why heaves that bosom like thé swe§?§g§ sea

When tempest-shook? - Explsin this horror!
Spésk!

Eugenia, I cennot ~ Fly me! "
Rochford, determined to seek en explenation, goes to the
coumt at Paris, where he is mocked as having an idiot father.
'He returns to his mother, providing the author with a scene .
she obviously revels in when young Rochford and his mother
meet in St. Michael's Chapel before the tomb of the late Duke
of Rochford, the fsther and husbend. (In this period, we must
hote, a8 tomb does not necessarily include a corpse., ) The
Duchess enters, ITI,iii : | ’

"Once more, thou dismal treasury of sorrow!

Once more, remote from every human eye

(As the pale miser steals to count his gold)

I come to number o'er my store of griefsi "
Young Rochford, with many catches in his bresth, asks if he
really is the soni: of the late Duke. Amid great sentiment
snd lamentation the scene ends, without & definite answer -
a technique now employed by bad detectiwve stories. In Act IV
the Duchess revesals how Msnsoli, a8 great friend of her

husband's, had ettempted to seduce her. She spurned him.

In revenge lMansoli made Rochford believe she had & parsmour,
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Rochford stabbed his wife, then pregnant, and vanished. But
he had miscalculated the fatal blow and the Duchess lived.
She weeps and exclaims, as she has evidently been doing for
eighteen years. Young Rochford weeps also before rushing
off to avenge his mother. An added complication is found in
Juliet, 8 young girl of mysterious sntecedents, who loves
Rochford. In ITI, i, she excleaims,

"O do not sesrch the reason of my griefs,

Unless thou canst as surely give their remedy!

Unless thou canst invoke some pow'r divine

To banish shame, which holds my tongue enchsin'd

VW/lhen I wou'd speak of them.'
Juliet, disguised as a page, and owing much to Shakespesrean
maids. in similar circumstances, accompsnies Rochford in his
search for Mansoli. She revgals her identity in time to
plead with Rochford not to fight Mansoli, whom he has finally
found in Turin. Rochford, however, fights 8 duel - naturally
winning - and Mensoli, before he dies, confesses his crime
towards Eugenisa, He also admits to having ruined a woman
before he met kugenia ~ the result of‘which ruining turns out to
be Juliet. Then Rochford is srrested, under Turin laws, for
his duelling. A frisr who comes to comfort him in prison

turns out to be his own father, the "late" Duke of Rochford,

who hsd sought typicsl Gothic refuge in a monastery from his
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wife's infidelity. A grest sentimental scene follows. Then
the news arrives thst Bugenis has died. Young Rochford goes
to the scaffold, whilst old Rochford returns to his cell, where,
it is strongly hinted, he will only survive & few days, 8o
great is the burden of his remorse.

There is no genuine tragedy in this plgy, unless tragedy
is to be eguated with mystery and unhappiness, whilst the ides
of 8 tragic hero meeting his death through breaking the lsw of
8 city does not add to the "tragedy." The bad writing is in-
separable from the bad plot: .the conception is non-poetic
and non-tragic, whilst the whole play is slmost a parody of
the worst sspects of Gothic melodrams: @a mysterious mother,
whose son suddenly starts posing unanswerable questions; a
husband and father who is missing, assumed dead, but who turns
up in a monastery, old snd feeble, very willing to experience
grief end remorse snd to welcome death; 8 young girl of myster-
ious pasrentage, always revealed finslly as noble; all the
mysteries surrounding these people being demonstreted and
worked out in midnight groves, Gothic chapels or cathedrals,.
monasteries with tolling bells, ruins, or any of the other
stock Gothic properties, to the sccompsniment of melodramatic
outbursts, inexplicsble starts and sighs and meny tears from

both sexes.
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Another Gothic mystery drams is provided by S. Richard-
son's Gertrude (unacted% 1810. Here Gertrude, the lesding lady
advised by her nurse Ursula, has exchanged babies so that her
son may become. Count Linckenstein. Now, the regquisite number
of yearé having péssed, the children are old enough for marriage
and Gertrude is seething with remorse. Her daughter Clara, and
Henricus, her sppsrent son, suspect that something is amiss,
not only from Gertrude's mysterious innuendos, but from their
mutusl love, which goes beyond brotherly affection. Clers,
meanwhile, is betrothed to the Count who is her real brother.
This is a typical Gothic situation; involved relationships
trembling upon the brink of unmentionable sins, which so often

take the form of some kind of breach of the table of aeffinity.

Certrude determines, after much turmoil, to resolve the situ-
ation, as far ss she herself is concerned, by taking poison.
She is prevented by snother stock Gothic property - a friar.
Just as Clara and her unscknowledged brother are standing be-
fore the altar on the very brink of maetrimony & short note
written by Gertrude, confessing everything and hurriedly deliv-
ered by Fr. Anselm, prevents a catastrophe. Everything is
explained and Gertrude goes to a nunnery: obviously her Gothic
choice was between that and death. This melodramatic, emot-

ional frenzy is entitled, Gertrude, A Tragic Drama, but wherein
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the tragedy consists is difficult to understand. Fr. Anselm
closes the play thus, referring to Gertrude:
" ~ She stands & mournful evidence to prove

That not the best intentions can suffice

No, nor the clearest sense, or proudest talents,

To guard us thro' life's perils and temptsations,

Unless the soul is srm'd by FORTITUDE,

- Her virtues struck upon the Rock of FEAR."
Sentiments singulerly inappropriate when applied to Gertrude,
who exhibits neither "best intentions,"! "clearest sense'" nor
"proudest talents," whilist her so-called virtues struck, not
upon "the Rock of FBEAR", but upon the rock of maternsl selfish-
ness. Once again we find an unheslthy piety based upon

pseudo~Christianity of & most unpleasant kind.

Mrs. Richardson's other play, Ethelred, A Legendary

Tragic Dramsa (unacted))1810 is no better. Ethelred II has

. married a commoner, Ethelgive, against the advice of his nobles.
Now the hobles recognise her worth and went to crown her as
queen. But Ethelred has fallen in love with Emms, Princess

of Normendy, and is now going to renounce Ethelgive as if it
were a noble sacrifice for his country. Ethelgive swoons

and remains unconscious so long thst it is assumed she is dead.
Ethelred now regrets his passion for Emma, especially after
reading a noble, self-sacrificing letter from Ethelgive anent

their children. Ethelgive revives. Ethelred is killed by
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Ethelgive's brother, who then poisons Ethelgive for still
feeling warmly towards Ethélred. Ethelred is a most naive
hero-villsin, swinging from one emotion to snother just as it
pleases Mrs., Richardson. In II, ii, Ethelred is made.to

throw away his chance of conflict,

v, « « One of us must suffer,

And why not she? The reasoning is fair:

I'1l think no more of her, snd beauteous Emma
Shall with her heavenly presence quite dispel
Each dark and fear-form'd visione..."

At the end of II, iii, Ethelred, leaving Ethelgive, drops 2
picture o} Emma: the mind boggles at an Anglo-Ssxon portrait
of a Princess clattering unnoticed to the ground. Iinslly,
however, the morai is drawn, Ethelred should hasve remained
faithful to Ethelgive.

Another morsl ending is provided by C..Masterton in

The Seducer (unacted% 18411, which ends:

"From this seduction what misery hes come?l

0, that men ever cerried in their minds

The curp for passion, that a moment's pleasure
Often incurs eternity of psin,"

Another Gothic play with a strange relstionship element
is R.C. Dallas's Lucretia.16 Orlando is preparing to marry

Magdeline, who, unknown to either, is in fact his daughter.

16, Miscellaneous Writings, 1797 (unscted).
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The mystery is not revealed until Lucretia, Magdeline's mother,
but not Orlendo's wife, returns from 8 pilgrimaege of penance,
accompenied by her legitimate son, though neither mother nor
son knows ofythe relationship. This involved play is neither
dramatic nor poetic, in conception, or in execu£ion end, 8s
referred to above, it is no more than static talk. It is
interesting to note a typical Gothic element: Lucretis has
been on a pilgrimage of pensnce for the sin of Magdeline's
conception, which was committed more than eighteen years before
and has been regretted ever, since. Yet pensnce continues.
There is the ssme, unpleasant wallowing in sin, 8 repulsive
delight in the continued remembrance of mistakes snd a refussl
to accept forgiveness - presumablj the sin has been committed
ageinst God,'if we may judge from some of the soliloquie;land
therefore capable of being forgiven by God.

Much the same kind of thing occurs in W. Hayley's
Enhdora (C.G.29/i/1790)} 18113 Raymond is falsely accused of
murdering his prince, who was in fact murdered by sn enemy of
Reymond's so that Raymond could be blsmed, Endors, Raymond's
wife, having refused to gratify this man's desires. Raymond

is imprisoned and his fasther urges him to suicide. For many
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wailing scenes the father believes he has succeeded, but

Endora stops Raymond, the feal murdeﬂris revealed and peace
restored. This plot is in no sense tragic: there is no
tragic conflict or tragic hero, and any tragic situations which
might have been developed are neglected. The characters
lament to one another in bad verse and 8ll ends happily with
the bad men punished and the good man justified. The use

of language may be illustrated from I, i, when an officer
reports :

" Yes, my lord,

Your lovely daughter, in a grateful tresnsport
Charg'd me to thank you for the joyous summors,
Which she is hastening to obey."

His other plays, The Viceroy (unacted)}Chichester, 1811, and

The Heroine of Cambbia, (unécted),Chichester, 1811, both have

the same weaknesses of undramatic exclsmations imposed upon

themes trested melodramatically. J. Templeton, The Ship-

wrecked Lovers (unacted),Dubiin'1801, also indulges in melo-
drama and bad verse. His hero, Seymour, ends the play:

"When fates are wesried with their fiercest rage,
And wish our griefs and sorrows to assuage,
When the full conflict of our cares are o'er,
When the black phial pours its ills no more:
To temper bliss with woe, the powers above,
Waft to our bosoms heav'n-descended love,
Bid yielding beauty hear the bursting sigh,
And wipe the flowing torrents from the eye,
Command the thoughts of dangers past to cease,
And werm the soul to rapture, love and pesce."
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Thié tendency to melodrama affects most of the minor
tragedy, 1796-18153 in varying degrees., Whenever a tragic
vision is lacking the dramatists have feigned the tragic
emotion by assaults upon the sentimental emotions. This
emotional emphasis was encouraged by the tendencies of the
period in other art forms. The major writers were enabled to
pass beyond crude emotional effects becsuse they tended to be
more intellectually involved in the problems of their age.

These Gothic properties, mystery, gloom, perpetusl
penance, guilt ahd violence of emotion, areaccompsnied by senti-
ment and en unplessing morality, combining to give an oversll
unhealthy impression, inévitable when emotions probably false
to begin with, are exploited for their own sake. At first
Gothic properties constituted a genuine attempt to introduce
fresh themes and meterials as eighteenth century themes
were growing too familiar énd could not be expected to appeal
to the new spirit of the age which was moving at the end of the

17

eighteenth century. But the dramatists could not seé
how 8 powerful dramea might have evolved had they used the
Gothic machinery as a framework within which to developctheir
themes. Instead, they were content to exploit the framework
itself, and by concentrating upon the Gothic properties neg-
lected the tragedy which they both could and should have

17. Moody E. Prior, The Lengusge of Trasgedy, New York,1947,
Chaspter Iv, "Nineteenth Century Tragedy," pp.213-290,
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presented. Dramstic action tended to be replaced by stage

business. J. Haggitt, The Count de Villeroi, or The Fate of

Patriotism (unscted), 1794, ststes in his Preface:

"we shell not easily find e piece [Haggitt is
referring to Walpole's The Mysterious Mother,176§]
in which elegasnce of lsnguage, unity of design,
strict preservation of charscter, with all the
higher excellencies of tragedy -~ the power of
exciting pity, terror, distress, and horror for
guilt, are more eminently united."

In his play Heggitt not only confuses Stage business with -
dramatic action, but crude asssulis upon the sensibilities with

emotion, the more easily as a patriotic element enters the

play. In IV, i, Julia, the heroine, has & soliloguy of 100

lines upon her emotions, which is both unthestrical snd typicasl

of these plays. J. Mason, in The Renown,18 writes a tragedy

which smounts to no more than the moving sround of Gothic
properties; mystery is furnished by the Marchioness de Eboli
who agonises over her dsughter Julis's intention to marry Lord
Dormer. The Marchioness very obviously and vociferdusly has
a secret grief, explained when Desmond, Lord Dormer's friend,
appearé and reveals himself as the Marchioness's natursl son.
She wants to keep this quiet, but Desmond finds his father and
_ the Marchioness dies. There is no tragedy, only & stupid

mystery, unexplained terror, grief end remorse. Mason

18. 1In Litersry Miscellanies, 1809, II (unacted),
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appears to write blenk verse tragedy as a hobby suitable for

a8 gentleman. His other play, Ninus19

concerning & usurping
monarch in Babylon, is not so Gothic, but is as useless.
Baker says of Mason, "of this person we know no more than

that he wrote The Nastural Son, T.8 vo,1809£20 This play,

The Natural Son, I have been unable to trace and tentatively

conclude that it is an alternative or earlier title of

The Renown, as kason staztes in his "Observations on our Princip-

Dramatic 24
al/Authors,"

that "two (of these plays) have been already
published." His hobby attitude may explein his bad writing,
but it probably indicates that he followed the best kind of
contemporary tragedy as he saw it, instead of writing with any
artistic conscioushess reacting to the age in which he 1lived or
to_his own vision of the world. The marshalling of the out-
ward, obvious Gothic manifestations could never replace genuine
drsmatic action. W. Preston, in his "Letter to & Friend, on
the Subject of the Saxon Princes,”22 says

"I know it (Qffs and Ethelbert] wents the bustle

and intrigue, so necessary to the modern drama....

I know that the introduction of madness has fallen

into some discredit, and perhaps justly. A mad
scene has been a kind of bow of Ulysses, in which

19. In Litersry Miscellsnies, 1809, II (unacted).

20. D.E, Bsker, I. Reed, S. Jones, Biographis Dramatica; or
A Companion to the Playhouse, 1812, i,uU95.

21, Ead Litevan Misctlianics, 1999, 1.
22, 0Offs and Ethelbert, Dublin, 1791.
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every tragic writer, great and smell, who

wished to produce 2 rant, has tried his strength;

yet what is more nstural than privation of

reason under violent agitations of mind?

And, what is better calculasted to produce in

stage representation, the drsmatic effects of

terror and pity?"
This emphasis upon '"bustle and intrigue" and "terror and
pity" is wrong; bustle snd intrigue there may well be in a
tragedy, but it should be incidental to the development of
the tragic theme, and not referred to, as Preston does here,
as some kind of an extra prescribed specifically for "the
modern drsme." Pity enters into tragedy, as one element,:
end not the most important one, in the response of the audience,
but it should quickly be developed and deecpened into a right
compassion which embraces, not one particular character or
play, but the whole unfathomed perplexity of the universe:
the pity referred to by Preston is the late eighteenth.century
pity for e psrticular character and his predicament. Simil-
arly the Gothic terror is exploited for its own sake. and is
not allowed to harmonise with 8 proper pity so that any cethsr-
sis may be achieved.

Along with this went purposeful assaults upon the

gensibilities instead of upon the compsssion of the audience.

In III, i, of The Minstrel, or The Heir of Arundel (unacted%

1805, by J. West, Rudolph, Earl of Arundel, 8 tyrant and a
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murderer, remembers how he murdered a young boy who stood in
his way:
"What to me is beauty?

I murder'd beauty. Rosy was his cheek:

His eye a8 morning sun-besm; sand his arms,

As he extended them in vein for mercy -

Oh! horror! horror! fatsl pomp! curst greatness!

Would I could guit this state, snd once sgsin

Enjoy one peaceful hour! "
Such inartistic efforts to bludgeon s reader, or sn audience,
into a trsgic response, relying upon simple melodrasma to do it,
are usuaslly boosted by stage directions. (And one casn imagine
that actors lavished all their melodramatic powers upon such

parts). The Castle of Montvel, (D.L.23,iv,1799),61799, by

T.S. Whalley, was written so that Mrs. Siddons could play the
Countess, It abounds witp Gothic mystery, spectres, haunted
rooms, and deep grosns. In 1V, iv, directions include "“More
grosns; she {the Countesg) starts aghast:....”; "Groans re-
peated; " "She looks with wild,horror.round the alcove,"

In the preface, "To the Public" of thé Anonymous,

The Carthusisn Friasr, or, The Age of Chivalry (unacted)}1793

the Author writes:

"Her @im (i.e.the author's), her desires, are confined
to the narrower circle of the studious, and, above all,
the compassionete! ~ It is in the silent recesses of
the closet, that she dares to court the eye of
sensibility!™" )

which displays her misunderstanding of '"tragedy", &s she has

so termed her play. ,
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(iii) German influence.

This sensibility went slong with the influence of
German drams and of Germsn ideas, which was psrticularly strong
at the end of the eighteenth century, when the French influence
began to wane as all things French appeared unpatriotic.23
Kotzebue's sentimental drsmas encouraged English sentimental
tragedies snd spectscular melodramas. Pérformed adaptations
and translations of Kotzebue, as strasight plays, spectacles

24

or melodramas, listed by Professor Allardyce Nicoll between
1790. and 1825, only amount to 16 and they were not freguently
performed. But the unproduced, and often unproduceable
translations hsd a stronger effect upon English dramatists,

who were writing as much for the closet as for the stage.
Between 41790 snd 1825, Professor Nicoll lists 70 such plays,’

of all kinds, renging from literal translations to free sdsptet-
ions. This total of 86 plays, dependent upon only one foreign
drematist, demonstrates his influence, one which.tendeﬂ toward

25

heavy emotion, melodrsmesnd sentiment. Better Germsn

drametists did not have so. much influence. Eight translations

23, Wicoll, iii, 59-61.

24, ©Nicoll, iii, 232-3L8, 377-L06; iv, 249-558,
567~6435. . :

25, Nicoll, iii, 4, 66.
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or adaptations of plays by Goethe were published between 1790
and 1825. Feust appeared first in an anonymous sbridged ver-
sion in 1821, and Lord Francis Gower's translation in 1823.

In the same period Schiller appesred in 21 direct translations
or adsptstions of one kind or snother, of which 5 were performed
between 1790 and 1825, 1 in 1848, and the remsining 15 were un-
performed. Consequently the influence of Goethe and Schiller

in the period was not as powerful as that of the lesser Kotzebue
who coﬁld not provide the intensity of tragic spirit found in,

e.g. Die Raiber.

Naturally this Germen influence was commented upon
during the period. Wordsworth notes that -
"the works of Shakespeare and liilton are driven
into neglect by frantic novels, sickly and
stupid German Tragedies," 26
Coleridge, in his "Critigue on Bertram"27 refers to "pernicious

barbarisms and Kotzebuisms in morals and taestes.' He then

continues to examine German drama and traces its, roots to

English works, such as Young's Night Thoughts, Hervey's

Meditstions and Richardson's Clarissa Harlowe -~ in fact, to

the earliest works of the sentimental school of English writers.

26. Lyrical Ballads, Preface.
27. Biographia Literaria, xxiii.
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Colerldge concludes
"The so~-called Germsn drama, therefore, is English

in its origin, Dnglls in its msterials, and

English by re-adoption."”

This recognition of the sources of German drama does
not, of course, alter Coleridge's low opinion of its extreme
manifestations.

The minor writers themselves recognised the German

influence. F. Howard, Earl of Carlisle, in the preface to

The Step-Mother (unacted% 1800, remarks,

"Without presuming to asrrsign the popular taste
on the subject of theatrical performsnces, or
to hint any opinion of my own on the German
Drema (with which I prbfess to be but little
acquainted) I flatter myself, no csandid British
critic will be offended by the scknowledgement,
that, in the construction of the fable, or
in the conduct of the following scenes, recourse
has not been had to recorded history, or to the
invention of contemporary writers. Their works,
in this instance, have not been translated, their
style of colouring has pot been copied, and their
plots have been ssfe from violation."

This is 8n obvious reference to the number of translations,
“both close and loose, found at this period. 8S.T. Coleridge's

- trenslation (1800) of Schiller's Die Piccolomini is an example

.of the latter. He does not transliterate; he omits lines,

e.g._Die Piccolomini, 11.209-257; he inserts lines of his

ewn, e€.g. The Piceolomini, II, xiii, 9-15; he does not always

keep Schiller's sct and.scene division, e.g. where Schiller
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starts Act II Coleridge continues his Act I, and his Act II
does not stsrt until Schiller's Act III; he translates Schill-

er's blsnk verse into prose when servants are concerned, e.g.

Die Piccolomini, II, xiii from Schiller, IV,v. Coleridge has

trouble with Germsn compounds: Die Piccolomini, [f.1822-3

"Beweise,
Dass du des Ausserordentlichen Tochter bist"

becomes, in The Piccolomini, II, vii, 57 ff
"Give them proof,
Thour't the daughter of the Mighty - his
Who where he moves creates the wonderful."

At times Coleridge's enthusissm runs away with him:

The Piccolomini, T, iv, 149:

"The ramparts are all filled with men and women,

With peaceful men and women, that send onwards

Kisses and welcomings upon the sair,

Vhich they make breezy with affectionate gestures."
comes from Die Piccolomini, 11.542-3

"Von Menschen sind die W8lle rings erfiillt,
Von friedlichen die in die Luste grissen."

In psssing we may note a tendency of this period torwards doub-
ling, as Coleridge has done here, and more particularfy in, e. g.
I, viii, 6, where

"Yes! pure snd lovely hath hope risen on me."
is a8 sentimental doublet from Schiller's 1.722

"Ja! Schon ist mir die Hoffnung aufgegangen."
or, I, iii, 22, where Coleridge makes his own addition -

"Alas, my friend! alas, my noble friendl"
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Loose adaptations renge from Sheridan's Piéago, 179%

an sdsptation of Kotzebue's Die Spanier in Peru, 1796; to

J.C. Cross's Spectscle, The Songs....in the New Splendid Serious

Spectacle called Cora; or, The Virgin in the Sun. Princip2lly

taken from Mafmontel's Incas of Peru sand the German Drema of

The Virgin 6f the Sun, by Kotzebue, being the first part of his

Popular Plsy of the Death of Rolla, 1799.

Howard, in the epilogue to The Step-Mother (unactedz

1800, writes :

"Should you to-night our Poet but endure,

f? You'll fix his frensy, and beyond all cure.

’ Lord! how he'll vapour, snd how domineer

How little in his eyes shsall we appear!

God knows but he'll attempt, in desperste rage,

To amend the tsste, and fashion of the age,

And, grown quite wild, blaspheme the German stage!

This, you'll confess, is folly in the extreme;

0 do not then improve his dangerous dresm;

But, demning him, decree it be his fate,

Twelve plays, a year, from Kotzebue to translste." -
Showing that he, for one, recognised the folly of his compat-
riots in showing such uncritical enthusiasm for the Germsan

stage,

(iv) Shskespearean influence.
G.A: Rhodes refers to snother element in the drams of

this period - the influence of Shakespeare snd the Jacobean
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dremetists - which also hindered the writers who were trying
to find a genuine drsmatic idiom for their age. Whiist in
lyric poetry we find poets branching out with a new Romantic
conception of the value of poetry and its relationship to
each individusl; 1in the theatre we find, for example, J. Galt

asserting in his preface to The Tragedies of Msddslen, Agamemnon,

Lady Macbeth, Antonia snd Clytemnestra (unacted) 1812:

"With respect to the style, I consider the
charscteristics of the British drasmatic verse
as having been fixed by Shakespear; and his
successors, in my opinion, would shew as bad a
taste in attempting to introduce s new msnner,
as in imitating the obsolete guaintness peculisr
to the writers of his age. I have, therefore,
endeavoured to adapt his simple and colloguisal
metres to modern modes of expression. But in
the structure of the drama, I have ventured to
present the unities of the Greek theatre, slong
with the natural circumstances and dialogue of
the English; and I have chosen to divide the
fable into three parts, (I know not why five
should have been hitherto preferred,) and my text
will be found to indicste without the aid of
marginal notes, what should be the business of
the stage."

Galt has inevitably failed to disﬁinguish between 'character-
ist;cs ceecan fixed by Shskespear,'" and the Shekespearean lang-
ﬁééé: no such distinction is possible end any attempt at

distinction can too easily lead to distortion. Thus in Lady

Macbeth, I, iv, Macbeth asserts -
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"The priestly benediction, and the oil,

Nor sll the ritual of the stone at Scone

Can charm my eyes to innocent repose." -
no doubt an attempt "to adapt his simple snd colloquial metres
to modern modes of expression," but really an unhappy and
unnatural piece of blank verse for Galt's own time. We not-
ice how flaccid and inevitable the adjectives are here -
"priestly," "innocent" - how "charm" weakens the impression,
and how.the rhetorical grouping in the first two lines robs
the passage of any immediac& of effect. This preface re-
veals the weaknesses not only of Galt, but of his age: the
unquestioned assumption that British dramatic verse can have
characteristics which hsve been eternsally fixed by ong drama-
tist, who, moreover, is not properly understood: - Shakespearean
texts were uncertain snd stege presentations were usually adapt-
ations made by en eighteenth century improver, Aiso the non-
artistic conscious imitastion of certain aspects of his model -
the "simple and colloquial metres:and the decision to maintain

the unities, in spite of criticism such as Johnson's Preface to

Shakespeare, 1768, - both amount to 8 deliberate framework to

which his own conception hsd to conform, instesd of allowing
the nature of his inspiration and of his materisl to find its
own natural, orgenic form, much more relevaent to his age than

any résuscitated antiquities. In lyric poetry no poet regard-
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ed, let us say, Chaucer with this wrong-headed, misplaced,
insulting sycophancy. The best praise to have given Shskes-
peare would have been to write in his spirit not according to
his letter. None of Gslt's plays is successful, His failure
is dﬁe to ignorance of the theatre, verbosity and lsck of

' dramatic form. One contemporary reviewer of his tragedies

gsserts :28

"It has seldom been our misfortune to witness
a more striking and deplorable example of self-
confidence, united with contemptible imbecility,
of affectation with vulger and detestable gross-
ness, and of perverse or helpless ignorance,
with the most ostentatious pretensions to scholastic
knowledge, than is exhibited.in these motley
performences.....We firmly believe that a composition
more prolific in nonsense, absurdity, vulgarity,
pedantry snd all the gquaslities of bad writing, end
less destitute of every poetical quality, than
Mr. Galt's Tragedies has never polluted the press,
or degraded the literature of England..."

This is certainly hsrsh, but the reviewer gives his reasons:

", ..the state of modern drama at present is so
deplorable, and the taste of the theatricsl
‘community so lamentably perverted, that every
composition which tends in the slightest degree
to promote the diffusion of bad taste, and the
degradation of the drams, demands from its friends
the most severe and most immediaste reprobation."

28. The Theatrical Inguisitor, iv, (June,481ﬁ) 358.

-
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J. Bidlake shows the same feilings in Virginia, or

The Fall of the Decemt!ir's,z9 1800, .There is no character
delinestion, instead there is Qerbosity,.sentimentality, and
would-be overwhelming aessertions of moral integrity with no
speech differentiations between the characters and a great
reliance upon Shskespesre; e.g. Virginius declsres, I,ii%

"But praise must not be scattered lavishly,

It is too sacred to be lightly giv'n.

When well apply'd, it most enriches virtue,
Making e'en that more worth: it is the spur
Which quickens honour's psce, and emulates

The gen'rous breast to deeds of high achievment;
It puts dishonour to the blush. Then weigh
With casre most scrupulous thy  precious gifts,
Nor let them wasteful fall like common dews,
Upon the wholesome and the noxious herb.

The good alone deserve thy commendation,

Praise is like gold, of little estimation

If it be plenty, and 'tis valued most

By scarceness: heap'd on all, it flatters none.
Let not demewt stesl the dues of virtue."

This is verbose comment with'proper sentiments," relying largely
upon Shakespeare in rhythm and language, snd not furthering

the play. If Virginius was a charescter who genuinely experienc-
ed and gave utterance to such sentiments in such a way, our
understanding would be extended, but all the characters in the

play use the sasme unnsturasl stilted mode of expression. It is

29, A revised version of Bidlake's play, retitled Virginius;
or The Fall of the Decemwirs, wes performed D.L.29/v/1820,
after Khowles' Virginius, or The L1berat10n of Rome had
appeared st C.G. 17/v/1820.
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“.
Bidlake versifying, noﬁdcharacter functioning. When this

play was performed, in a revised form, Virginius4 or The Fall

of the Decemgirs, at Drury Lané, 29/v/1820 ~ in reply to the

Covent Garden production of Knowles's Virginius, or, The Lib-

eration of Rome, (C.G.17/v/18202’1820, one critic regasrded it

as "completely below the standsrd of criticism." 30

Grahame's Mary Stewart, Queen of Scots, has already been

mentioned in this context of Shakespearean imitation‘?’1 The
anonymous Zapphirs (unactedz 1792, presents a genuine Eliza-
bethean villain, Rhynsault, who the moment he is slone upon the
stage, I,i, has 3 soliloguy such as Richerd IIT and the bastard
Bdmund have, announcing himself for the villein he is and

concluding

"So I shall dupe this virt'ous fool,'my master,
With that most useful garb, hypocrisy.....'"

whilst in IIT, i, snother character, Jacquilina, has a8 solilo-
gquy upon 8 crown, with references to royelty and to the common
~mén which, though certeinly found in other dramatists, are

largely associsted with Shakespeare.

30. The Theeatrical Inquisitor, and Monthly Mirror newiséri€s,
vol. i (Mey, 1820) 392.

31. cf. DPeb2.
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The most notorious 8S8hakespearean influence was upon
W.H. Ireland, who "found" a hitherto unknown play by Shakes-

peare, Vortigern, an Historical Tragedy, (D.L. 2.iv.1796; 1799.

This forgery, along with the less publicised Henry the Second,

an Historical Dramgl(unactedL 1799, was so obviously false
that st the performance of Vortigern members of the sudience,

Shakespearesns or '"Melone-ites," cried out "Henry the Sixth,"

"Richard the Third," or whatever was appropriaste for the
32

Shakespeafean echo on the stage. - This furore reached its
climax when Kemble, as Vortigern, had a speech contsining the
line

"And when this solemn mockery is over’"
"~ and the audience howled its agreement.

The plot itself has Shakespéareaﬁ achoes. Vortigern
has been given a share in the ruling of Bfitain by Constantius;
he then has Constantius murdered, as Macbeth had Bsnguo, and
blames the Scots. Vortigern recalls Constsntius's two sons

from Rome, intending to murder them, but they are warned and

join the Scots. They .sttack Vortigern, but are defeated.

32, J.C. Trewin, The Night Has Been Unruly, 1957, pP.31-L46.
The best account of the Irelend forgeries is in J. Mair's
‘The Fourth Forger,Wj&
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Hengist and Horsa now join Vortigern. Horsa is killed.
Vortigern sPurns'his own wife for the love of Rowens, daughter
of Hengist, who encourages the union as he schemes for the
throne himself. Flavia, Vortigern's daughter, falls in love
with Aurelius, Constantius's elder sdn; the Britons revolt
and Aurelius and Flavie are left king and queen, Rowena poisons
herself end Vortigern is led off stage - no doubt to his de-

served doom.

This is derived from Holinshed snd strengthened by King
Lear snd Macbheth in its plot. In language it is undigested
Shakespeare, e.g., I., i, 2 soliloquy by Vortigern:

"Fortune, I thank thee!

Now is the cup of my smbition full!

And by this rising tempest in my blood

I feel the fast approsch of greatness which

E'en like & peasant stoops for my acceptance.

But hold! 0 conscience, how is it with thee?
Why dost thou pinch me thus, for should I need thee,
Then must my work crumble and fall to nought;
Come then, thou soft, thou double fac'd deceit!
Come dearest flatt'ry! Come direst murder!
Attend me guick, 2nd prompt me to the deed!

What! jointly wear the crown? No! I will 811!
And that my purpose may soon find its end,

This, my good King, must I unmannerly

Push from his sest and fill myself the chair.
Welcome then glittering mark of loyalty!

And with thy plessing yet oppressive weight,

Bind fast this firm, @hd-this determintd brow. "

This is 2 mixture of King Lear, with the dengers of a shared

crown and the daring of an Edmund; of Macbeth, Lady‘Macbeth's
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1nvocat10ns and purposeful screwing up of courage; of

Richerd I1II, the open ambition and ruthlessness. In I, ii, @

Shakespesrean fool appesrs, a sad shadow of his originsl, the
fool in King Lear, and lacking 8ll Shakespesre's bite and
'bawdry. In I, iii Vortigern holds forth largely in obvious

Macbeth strain -

"Now then good King prepsre thee for the worst

For ere the thick and noisome air of night

Shall with daemn'd Hecate's baneful spells be fill'd,
Thou must from hence to the cold bed of death,

To whom slike pessant and king are slsves.

Come thou bleck night, and hood the world in darkness,
Seal close the hearts of those I hsve suborn'd

That pity may not turn them from their purpose."

The most distasteful and unsuccessful of Irelesnd's imitstions

is in V, i, when Edmundas, Vortigern's wife, who hes gone mad,
regains consciousness in the presence of her son, Plaséenthus,
and dsughter Flavia:

"Edmundas: :
Indeed, my gentlemsid, indeed thour't kind )
And by those tears that .glaze thy lovely eyes,
'"T"would seem that truly thou did'st pity me.

Flavia:
~ Pity thee, O Gods.

Edmunda:
Nay, wherefore weep ye both?
'Tis long, long since I was thus kindly trested,
Your. pardon, but I fear you scoff at me.

Plascentius:
Doth she yet know you? :
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Flavie:
Wou'd to Heaven she did.

Edmunda:

And yet there was a8 ma&d that once did love me,
Heigh ho! she went alack!

Edmunda.

Then be it so, and wilt thou 51t and watch me?
Flavia:

Aye, 8nd I'1l kneel and pray, end some times weep."

This is 2 miserable rchash from King Lear;

There is no unity, nof firmness in the plot; the
language is bombast or imitation; there is no climsx, little
conflict and no conviction; yet this play is not unlike many
of the period which eare now forgotten as they were printed
under their author's own name and never performed.

Ireland's Henry the Second is en imitsation Shakespeare

history play, and a better forgery, 2s it has, unintentionally
Y would think, the same disjointedness as the early history

| plays, combined with echoes of idess common to most of the
history plays, e.g., & Shakespearean apostrophe to sleep -
the gift of peasants, but not of kings. In X, i, Henry de-
clares:

"I'de not give fifty, fifty! nay not five

Of these, my sturdy bow—men, for a world

Of such loons .......

relying obviously upon Henry V, IV, iii, 20-39.
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In Act V, Henry hss one unususlly strong speech -
"0!this, this is the very curse of kings!

If we but nod, thst nod must be obey'd;

And though we only have the thought of sin, .

Yet there are many thet surround the throne,

Who to gain love and fsvour of their Prince,

Will nourish and ripen such sinful thoughts,

Till in the soul, they take a lasting root,

And in the end seal us for destruction."

Ireland's other play, Mutius Scaevola; or The Roman

Patriot (unacted))1801, is sentimental, unpoetic, undramatic,
but, in its way, is rcally a tribute to Shakespeare's genius
which, sppsrently, could enlighten, though feebly and inter-
mittently, even such a8 heavy-handed writer as Ireland.

V. Wetkins, in The Fall of Csrthage (Whitby, c.1801%

Whitby,1802, has written a tragedy of Eiizabethan inspiration;
The plot is deceptively slight for this period: Bomilcar re-
turns to Carthage to find it besieged by the Romans; he is
_reunited with Barteé, whom he loves, but who is beloved by
Hanno, 8 Cartheginian who wants to desert and to surrender to
the Romans, asking for Barie as his reward when:the city falls.
~Hanno persuades Asdrubal, the Carthéginian lecader, that the
best way to save his wife Phoenisia and their children is to
surrender. Bomilcar snd Barte flee and meet the traitor Hanno;
whom Bomilcar kills. Phoenisia kills her children and herself,

through shame, leaving Bomilcar and Barg® together and alive,
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This plot is used in s grand msnner, as 8 sort of peg upon
which may be hung much rhetoric and, more often, ranting.
Naturally, however, the Elizsbethan rhetoric seems false in
the nineteenth century, and is overdone because Watkins ob-
viously puts it upon the play; it is not his naturasl mode
of expfession, which is, more likely, the eightcenth century
sentiment that clogs up much of the play. These elements are
not fixed into an artistic unity, but intrude unnaturally,
and as it is an imitation of Elizabethan playwriting, there
is no main passion burning through it, end not even a leading
character,
It opens with Bomilcar viewing Carthage and expressing

his® feelings as an Elizabethan character might have doneﬁ
- "And is Bomilcar then st lasst return'd

To find thee thus? 0 most unhsppy city!

Where now, is all the pomp I left behind me%

Where thy tall towers that glitter'd high in air?

Alas, they glare, but now by hostile fires!

Where thy proud ships, (whose variegatcd flags

Stream'd to the moon and wanton'd with the wind)

Rich with the produce of extraneous climes?

Consuming flames and undistinguish'd ruin,

Involve their pomp, their opulence and fame

Where now the chorsl band{ the festal songs, ,

That then re-echoing fill'd thy Joyous streets? -

The shriek of woe, the grosn of lamentation,

Are all the sounds that meet my wounded ecar,"
This use of anaphore and of rhetorical questions is typical

of the period, probably because they are at once Elizabethan
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and easily imitated. Another example from The Fall of Carthage

is found in II, - iv, where Phoenisia addresses her children:
" . . « « 0! ye unhsppy babes,

Who cllng around your more unheppy mother,

As clasp the willows the storm-shatter'd oak,

Would ye my boys (though yet your infant tongues

But feebly lisp) e'er sue to Rome for mercy,

Or spread your little hands to beg your lives?

First let me see you weltering in your blood,

Pirst let me hear|y6ur last expiring groans."

It may slso be noticed how weak his simiie is, in comparison
with, say, Shakespeare: even sllowing for nature's producing
an ogk, lover of dryish ground, and willows, lovers of wettish
ground, in close proximity, the ides of a2 mother beaten down
by misfortune and surrounded by her clsmouring, innocent
children, is not illuminsted by the simile. This insptitude
is agein demonstrated in IV, iv, where Bomilcar produces an

epic rather than dramatic simile =~

"Let us go forth like the Thessalian pair:
(When the wild deluge swept Emathia's plains
And carried dire depépulstion round,)
As on they wondered fo the sacred fane
Where reverend Therius held her lone abode,
By pious men in sncient times rever'a
But when Dencation cast his joyless view
0'er the deserted wsste, his spirits sunk,
And 8ll the heroe was absorbed in woe;
Yet when his wife met his returning glance,
All were forgot; since Pyrrha was not lost:
And such 8 sacred comfort fllled his heart
As I feel now, who see my Bargt's safe..

- Thy hend my Fair - A long farewel to Carthsge. "
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Another example of this speech elaboration is found in IV, ii,
between Bostar and Bomilcar -

"Bostar
. The morning cock has crow'd
And through the breaks of yon disparting clouds,
Disclosing soft variety of tints,
(The shadowy crimson snd the bright'ning gold,)
The first effulgence of returning light
Diffuses fer the purple gleam of day.

Bomilcar
It does indeed, for see my Bargt comes, :
Though dim the radiance of her eyes with tears:
So shines the star of Venice through the mist
That veils the rising of th'sutumnal morn
When first upon th'enpurpling mountain spreads
In emsnation bright her orient ray,
Bidding the dewy buds their folds expand, -
And with fresh fragrance impregnate the breeze,"

At the end of Act II Bomilcar delivers some klizabethsan sent-

ences .

"Perhaps the Gods can thus their fsvours show,
By wholesome lessons of instructive woe;

Thus teach swaken'd mortals to disdain

This trensient world, snd its smusements vain."

And Supia ends Act V with -

"So mgy you learn, by Heaven itself assur'd,
Whatever ills are by the good endur'd
Superior Beings make the just their care,

So all the oracles of Heaven declare,

Amidst the rage of war and din of arms,
These bosoms which celestisl Virtue warms,
Secure in native innocence mey rest,

In desth, or life, still fated to be blest."

Whilst the moralising Epilogue concludes -

1
'But what's the moral,' say you, 'of this Play?'



- 105 -

Patience; good people - hesr what I've to say.
All life's 8 moral; every history

May teach us how to live and how to die:

Msy teach us - Truth snd Virtue cennot fail,
(Whate'er may threaten or whate'er sssail,)
Or soon or late to meet requitsl due,

If we their dictates steadfastly pursue.!

(v) Contemporary influence.

When the dramatists attempted to write in the idiom
of their own day, they had no more success than when they
relied so much upon the past. The events of the French Revol-
ution, and of other historical events which could provide an

analogy, inspired many writers. The anonymous Hezekiah, King

of Judsah{ or, Invasion Repulsed and Peace Restored. A ‘Sacred

Drama, of National Application at this Awful Crisis, (unactedz

1798, is a dramatisation of the Assyrian invasion of Judsh with
a preface including these remarks:

"As the plessing return of peace was the ultimate
object of this Drama, the three unities were not
attempted to be preserved; and ass the motive,
though good, can have but little effect to shield
its defects from the eye of criticism, whlch in
some views, may dart severity . . . .

-~ 8 pathetic revelation of the inadequacy of the suthor's
conception of drema, which he apparently believes may succeed
in furthering a moral aim, although the play itself is not a

good play.
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Another anonymous play, Thermopolyseji or Repulsed Invas-

ion (unacfed2’181h - though written in 1792 - is also an ex-
ample of contemporary circumstances inspiring a writer., It is
full of long expositions, and exclamations with no dramatic
sense. It haé Qne notable sentiment: 1in I, i, Megisthias

asserts:

"Hold thee, my son, the times require despatch;
And speech superfluous suits for light occasions."

- 8 piece of advice unhappily as neglected in this 8s in most
other minor tragedies of the period. J. Bartholomew's The

Fall of the French Monarchy, or Louis XVI (unacted)) 1794, is

also without any signs of dramatic or poetic talent. Je

Hoggitt's The Count de Villeroi; or The Fate of Patriotism,”

(unactedL 1794, shows the same lack. In describing the events
of the Prench Revolution, he concludes with & rhymed moral exor-

tation -

"Thrice happy Britons! o'er whose fasvour'd land
No hasughty despot rules with iron hand:

Where equal laws just government produce,

And leave wild Anarchy without excuse..

Ah! if less highly some your blessings prize,
_.Devoted still to desperate theories;

Of Frence, let such view well the dreaded fate,
Nor tempt the ruin she deplores too late."

The French Revolution is also the subject of R. Hey'é

- The Captive Monarch (unactedb 1794, in which again the verse is
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bad, sententious, blosted with verbosity snd pointless spost-

rophes; of V. Preston's Democratic Rege; or Louis the Unfortun-

ate, (Crow Street, Dublin, vi.1793) Dublin 1793, which is too
long and didsctic to convince in any way; end of J. Wolcot's

The Fall of Portugsl (unacted2,1808, 8 bad piece of heroics,

which culminates with an ode - "At the conclusion of the ODE
the two Fleets fire a Roysl Salute."
The revolutionary events inspired J. Penn's The Bsttle

of Eddington: or British Liberty (The Little Theatrc in the

Heymarket, 10,v.1797)’1792, which deals with Alfred freeing
E¥nglend from the Denes. It is pretentious and prosy and
uses 8 chorus composed of -attendants upon the queen, which
sings petriotic songs. ach act ends with 8 song. A. Por-

tal's Vortimer; or.The True Patriot (uhacted), 1796, is of
P d

revolutionary inspiretion with pstriotism of the Saxon period.

W. Werrington's Alphonso, King of Castile, (unacted),1813,

though set in Spein, is directed st Britein: in I, v, Alphonso
- declares:

"Prue is the dark ring'd picture [of their unfortunste
position) thou hast drawn:

But minds attemp#'d, end in Virtue's csuse,

No perils dresd, howe'er the tempest howls.

T'avert its ills and gusrd their nstive land,

What men can do, the gen'rous end the brave,

Spenisrds will do, then leave the rest to God."
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In his "Argument" Warrington says:

"Should a sense of honor, and love of virtue

appesar in this Work as prominent features,

and its governing spirit, with a patriotic

devotion to our country, it may then, if such

be admitted, lay some claim to public indulgence...."

H.'Boyd, in The Helots (unacted)‘Dublin 1793, uses the

revolt of the Helots to propound his views upon the slavery of
négroes in the West Indies. In the preface he says :
"The similarity between the situation of these
slaves (Helots) and our negroes in the West Indies
(the Helots of modern times) will st once suggest
itself to the reader."

The play is directed towerds "the reader," being undramatic

and verbose. Boyd holds his convictions strongly, but he
does not know how to trenslate them into good conteﬁporary
dreme. J. Delap treats the same subject in Abdsllas (unacted%
1803. The slaves hasve very elevated "proper" sentiments in
measured lsnguage, whilst the traders are as coarse as Delap

can portray. Of Delap's other plays, The Usurper (unactedb

1803, set in Calydon, is the most ovenly classical in theme
end inspiration, but the execution féils, as in Gumilda and
Matilde (both unacted)/1803, where the scene is Anglo-~Saxon
Englsnd, whilst the inspirastion remains classical. Delap
strains after literary effect; 8ll four pleys were published

- together, in 1803, under the title "Drasmatic_Poems." In pursuit
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of literary effect he shows no sense of drametic form. The
complete lack of earthiness, of any cosrse or even normally

human element, emssculstes his plsys, as it does $o many others

of the period.

(vi) Use of language.

Rhymed couplets occur at the end of plays, snd, less

frequently, .8t the end of individual acts. N. Ashe has all

the last speech of his bad play, Panthes; or The Susian
° 7
Captive (unacfedz Dublin, 1800, in rhymed couplets. T.0'Neill

in his unprinted The S8iege of Warsaw,33 likes to end each act

with a series of rhymed couplets. J. Haggitt, The Count de

Villeroi; or The Fate of Patriotism (unactedb 1794, as well

8s endihg his plsy with rhymed couplets, has rhymed coublets
in I, vi, concluding with a2 triplet printed with the bracket-

"If yet I may, retire till better times,

And quit this medley of unhesrd of crimes.

But whereso'er. I go, for France my soul

Shall longing pent, as for its destined goal.

So the wreck'd seamsn o'er the dea-beat strand
Wanders, distracted by his native- land; :

Or climbs some lofty rock, from whose steep brow

He sees the waste of waters roll below,

- And seés no more; no prosperous bark appears )
To waft him home, and dry his falling tears: .
An exile through his sad remaining years., " )

~ 33, MeS. in the British liuseum.
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The anonymous Hezekish.,-King—-of-Judshi er, -Invaesion-Repulsed -

and Peace Restored (unacte@}) 1798, does the same in I, i -

"May'st thou on us thy hesvlnly blessings send:

From ev'ry evil all our paths defend;

And prove to mortals both & guide and friend" )

The use of rhyme, apart from sct or play endings in
rhymed couplets, becomes less freguent ss the period progresses,
apart from songs, hymns snd incantations. J. Bartholomew

in The Fall of the French Monarchy, or Louis XVI (unacted), 1794

finishes with verse that sounds more like unrhymed heroic coup-
lets than blank verse -

"That government, by Wisdom's self spproved,

O'er which GREAT GEORGE presides in regal sway,

Where vice is checked, and virtue meets reward;

Where every man enjoys his proper right. "

Of all these minor dramstists, W. Godwin, in Antonio;

or, The Soldier's Return (D.L. 13.xii.1800),1800, uses verse

most freely. This play has 8 Gothic plot and atmosphere.
Antonio returns. from warfare to discover Helena, his sisteg
merried to Gusman, whilst he had thought her ever faithful to
Rodrigo, a friend of Antonio's, to whom she was affianced at
her father's death-bed. Antonio pleads with his friend the
king, to interfere and sepsrate Helena and Gusmen. The king
- refuses, so Anténio forcefully removes Helena to a convent,

vy

from which she is rescuedAfor it & to be discovered that
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ety influenced by Antonio's sttitude and rhetoric, she wants
to return voluntarily. She is forbidden to do so by the king.
Antonio stabs her to death. The play is compelling froﬁ the
simple force of making one wonder what will hsppen next, but 8s
a dramatic conception it fails, whilst the Gothic atmosphere of
8 precipitate plunging into gloom and doom, vga 8 death-bed vow
and a8 convent, well nigh forbids any true delineation of char-

acter. The verse, however, is interesting. Antonio proclaims °

in Act II :

"Honour?! -

What is the world to me, if robb'd of honour?
No kindred, no affection can survive,
'Tis the pure soul

Of love, the parent of entire devotion,

Without it men is heartless, brutish, and

A clod. This was my infant creed; in this

I'1l1 die, "
The device of using a line of two syllables is frequently used,
perhaps too frequently until the varistion becomes itself a
norm. Most of the verse, though undifferentiated as far as
chacacters are concerned, has freedom and looseness, following
the rhythms of speech, rather than the demands of metre, but

the speech it embodies is itself unnstursl, stilted and largely

devoid of dramatic spark: in IV, Antonio -



"I am truly sorry that I must disclaim
The nesr affinity which thus thou tender'st.
Thy meek forbearsnce might deserve
Another's thanks; but I have never lov'd
To incur an obligation, least of all,
To him,

, To whom I do not feel I could return it.

1 Therefore I thank thee not. - m

or, Helena, V:

"Gusmen,

My conduct is resolv'd. Not roysl might,
Not all the eloquence love can turn me, -
This then remairs.

While thus I yield me to the voice of duty,
While I resolve to take away the cause

Of strife and blood,

Thou may pursue Antonio's life, and blast
Me with his murder. - Wilt thou, Gusmen?"

Antonio was performed at Drury Lane, 13.x11i.1800. One critic

observed

"This evening added another to the condemned list

of unfortunate dramas brought forward, under the
present management.....its premature extinction

is, in a8 great measure, owing to inherent causes
amongst which we rank e want of stage effect,

and sufficient intracacy of plot." 3L

And snother :

"After the third sct the indignation of the sudience
began to manifest itself and it increased to such a
degree that not a word of the last scene was dis-
tinctly heard. A fruitless attempt was made by
BARRYMORE to give one the Tragedy for & second
representation. It was fairly judged, and is, we
trust, consigned to the disgrace -which it has so
deservedly incurred. Some of the passsges were,

34. The Drametic Censor, xxxiii (Jsnusry, 1801).
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however, poetically turned, and received the
applause to which they were entitled; but who

can be at a loss to find some excellent lines

even in a composition of a BLACKMORE? " 35

Perhaps the most extreme verse oddity is in the anony-

mous The Surrender of Calais (unactedl York, 1801, where a

prosy, undramatic play produces in I, i,

teeeanean till in blenk despair

John gave a8 last assault; from morn to noon
The battle rag'd, from noon to pitchy night."

which is not only Miltonic rhythm, but Miltonic langusge.

35, The Times, 15.xii.1800.

It is interesting to note that Godwin wrote a tragedy
which is almost entirely in prose. Faulkner (D,L.
16/x11/1807)1807. He explains this in his Preface:

"A few parts of the following pages are in verse,
and the-rest in pross. The csuse wss this: I
began my composition in verse, but soon grew dis-
couraged..."

The convention of the period expected tragedy to be
in blank verse.
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_CHAPTER_IV.

Minor Tragedy, 1815-1825,

In this period, 1815-1825, 71 suthors wrote 98 plays,
11 others appesred snonymously, making 109 in all, The same
themes found from 179@?181& are continued or developed énd in
the minor tragedy as 8 whole no originality of treatment

appears.,

(1) Sentimentsl, Melodrsmaetic end Gothic Themes.
Sentimentslity is still applauded, and fine feelings,

whether simulated or nstural, asre still sdmired. Irs. Hemans,

es one might expect from her lyric poetry, excelled in senti-

" mental tregedies. The Vespers of Palermo, (C.G.12/x1i/1823)1823

abounds in sentiment and high moral issues woven around the
story of the Sicilisn John of Procida. One critic declared :

"As a8 poetical composition, it is heautiful
in the extreme; but that is not enough to
form sn effective tragedy. The dialogue is
smooth, flowing and elegent - the diction
"classically chaste ~ the illustrations, meny
of them novel, none exaggerated. The poetry
is attuned with perfect harmony; not a line
can be found thet is not musical: but it was
not striking, because it wanted the essentisal
send indispensseble foundation of all genuine
tragedy - asction. Wanting this, the liquid
end graceful numbers, even of Addison, are
consigned to the closet." 1

1. The Drema; or The Theatrical Pocket lMagazine, V.
(December 1823) p.243.
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This is snother example?*of the ineffective contemporary crit-
icism which could do little or nothing to help the dramatists
in any attempt they msy have made to write poetic tragedy for
their own age. The critic in this notice has separated the
poetry from the action - an attitude ass fatal to éritic as to
writer - and then found the poetry beautiful, which it maﬁi-
festly is not, so shackled is it by sentiment and ear;y XIX

century propriety. The critic should have regarded The Vespers

of Palermo primarily as a play: an art form, whose total

impression should be unified. Had he done so he would have
reslised that in mentioning the lack of a core of action in

the play his criticism had dsmned it outright. As in the plays

of the earlier period 1790-18114,3 there is no lack of stage
L

business in these plays, only 8 lack of any trasgic action.

Another critic realised that The Vespers of Palermo

lacked not only action, but poetry as well:

"Its chief faults, as a tragedy, are, thet it
wants poetry and passion. It iglike all the
plays that we recollect which have been suffered
to live just six nights within the last sixteen
years. There is no fault in it - save now and

; 2. gf_l- p.S'?
3. c___fo pP57’”3.

L. The distinction between dramastic action and stage
business is made by Hazlitt 1n criticisms guoted
infra, cf. pp.127-124
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then & little awkward arrangement: but

neither is there, that we can perceive, any
excellence at all. We never are in spirits

enough to hiss such pieces as those; but

they ruin. us in snuff to keep awske, " , 5

In saying poetic tragedy '"wants poetry and passion'" one inevit-
ably condemns it, as any'virtue it may have will be frustrate.

Mrs. Hemsns' other plays, {both unacted} - De Chatillon;

or, The Crussders, snd The Siege of Valencia, 1823 suffer from

the same faultis -~ . pretentious sentiment and morality dressed up
in undresmatic verse. As loné as Mrs, Hemans, or eny of the
other writers, was concerned to show her delicacy of feelings,
and pure morelity, instead of dramatically depicting human
beings ss they lead their liwes, tragedy could not be achieved.
Charles Lloyd blatantly acknowledges this sentimental

failing in his The Duke 4d'Ormond (unacted% 1822, where he

prints, after his Dramatis Personae,
"N.B. wherever commas are prefixed {thus")
the passsge may, without injury to the thread
of the piece, be omitted at the discretion of
the reader."
The passages which are enclosed in commas are sentiment-
al, moral and/or specifically religious pieces - even more
obviously so than the rest of the play. Evidently Lloyd is

guite prepered to write a play under such a coridition: +that

5. The Times, 13.xii.1823,
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much of it remains irrelevant to the action. He goes even
further in s préliminary Advertisement containing & long speech
which he has decided to include in the play, leaving the reader
to insert it in the eppropriate place for himself as the inspir-
ation came to Lloyd once the play had been set up in type.
Suzﬁ/additional speech could be appropriste to the action,

but Lloyd has merely given another piece of empty sentiment.
The play itself has only the mechenics of stage production snd
nothing else remotely dresmatic. Long, tedious-moralising
speeches, simed at an imsginsry, and pious, reader bog the play
down in sentiment, with no feeling for poetry or even for

language.

Charles Bucke's The Italians: or The Fatal Accusation

(D.L.3.iv.1819), 1819, is snother tragedy with sentiment and
proper feelings running through it. At lesst one criti¢ showed
sense in his review; affer domning the play roundly, he con~
cluded: |

"of 8ll the drematic exhibitions we ever witnessed,
this was, indeed, the most disgusting."

It is @ sad reflection upon the theatrical management and con-

ditions of thé day that such a play ever reached the stage.

6. The Theatrical Inquisitor, xiv, (April 1819) 304.
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Ag we saw in the last chapter,7 this sentimentalism
.was often accompenied by & Gothic and melodrametic element.
By 1825, the most extreme forms of Gothicism had been worked
off. The mystery, terror and horror unfolded amongst old
ruins, hsunted castles and eery convents had lost a great desl
of their sttraction. A few plsywrights still used them, as
the Rev. T. Streatfield, The Bridsl of Armagnsc, (unacted21823.

This is sn involved tale of relationships. The Count of
Armisgnac is sbout to merry Blanche, & French princess. He is
being encouraged by his abbot, who we gather from sundry hints,
has an evil hold over the Count. The Dauphin is unwilling for
his sister to.msrry Armagnac, especially as sﬁe is loved by

his friend Archambold, en orphan whom the Queén of France had
‘adopted. It transpires thst Armsgnsc murdered hislown brother'
to gein the title - hence the abbbt's-pbwer over Armagnsc, 88
he knew of the fratricide - and Archambold is the éon of the
murdered brother. A former mistress.of'Armagnac's helps to
enlighten the other characters upon these eyents and finally
Blanche and Archsmbold can get married. Once agaip we have .
familiar Gothic elements : 8 pest event - the murder - shrouded

in mystery, an unknown young men, & sinister cleric and the

Te E_f:o p.éé
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recognised stage direction "starting back' - as Armagnac does
when he sees Archambold cerrying the dagger with which his

father had been murdered. But The Bridal of Armagnac lacks

the sbandoned excess of Gothic properties which characterised
the earlier plays, e.g. in III, i, Adelside, Armagnsc's former
mistress, addresses him with much more restraint then would

have been shown twenty years before :

"All incoherently,
Mutter'd confessions and convulsive cries
Frightful snd dark. 'Twould sound upon your ear
Like pealing thunder, what your lips disclosed.
I do not think you are so deep in hell
As that dread tale hes plunged you; not so foul.
You are 8 villein. Do not start snd frown:
It is the picture you have drawn I show.
I will not moke it more deform'd than you .
Have painted it. I do not like to look
Upon its shades and think I knew the man.
I would not think it; but, I fear, I .fear
That I have held 8 murderer in my arms, "

As we may see from this gquotation, Gothicism has been
diluted by a good shot of sentimentslism. This new mixture
was dispensed by R.L. Sheil. Hazlitt commented upon Sneil's

Adelaide; or, The Emigrents {(C.G. 23.v.1816), 1814

"A tragedy, to succeed, should be either uniformly
excellent or uniformly dull. Either will do almost
equally well. We are convinced it would be possible
towrite a tragedy which should be & tissue of unin-
telligible common-places from beginning to end, in
which not one word that is said shall be understood
by the audience, and yet, provided appearsnces are
saved, and nothing is done to trip up the heels of
the imposture, it would go down. Adelaide, or
The Emigrsnts is an instance in point. If there
had been one good pesssage in this play, it would
infellibly have been dsmned., But it was all of
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8 piece; one absurdity justified snother.

The first scene was like the second, the second

act no worse than the first, the third like the
second, and so on to the end. The mind accommod-
ates itself to circumstances. The author never

once roused the indignation of his hearers by

the disappointment of their expectstions. He
startled the slumbering furies of the pit by no
dangerous inequalities. We were quite resigned
bysthe middle of the third simile, and equsally
thankful when the whole was over. The langusge

of this tragedy is made up of nonsense and indecency.
Mixed metaphors abound in it. The. ' torrent of
passion rolls along precipices' . . . . /more
exsmples given/ ...... The plot of this play is

bad, for it is unintelligible in a great measure,

eand where it is not unintelligible, sbsurd. " 8

The Times sgreed with Hazlitt.?

Yet Sheil presevered in the same idiom and every one

of his plays wsas performed.1o

The Apostate (c.G.3.v.18172181@
is best summed up by The Times critic :

"The situations are full of horror, snd this

horror is often of a kind that we submit to with
most repugnance, because it is unnecessary, and
brought about by improbable mesns, merely for the
sake of effect...We cannot without some repugnance
see her (Miss 0'Neill as the heroine Florinda)

tear her hair and strein her eyebslls, and rattle
with her throat, and utter shrieks like mandrakes,
and dig for her husband's grave with her nails;

the pain is greater than the pleasure: the physicsl
horror overpowers the poetical interest." 11

8. The Examiner, 26.v.1816, Hezlitt, v.308-309.
9. The Times, 25. v.1816.

10, Nicoll, iv, L4OO-401.

11« The Times, 5.v.1817,
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- ----This review could be applied to nearly all sentimental
Gothic plays: the unnecessary horror is'brought ‘esbout by im-
probable means," so that the end of tragedy is prostituted until
it becomes nothing more than & race to see who can pile on the
horror thickest, no matter how it may be done. Inevitably,

"the physical horror overpowers the poetical interest" because
the writer has had more thought for the horror as it is thei
ingredient most iikely to meke his ﬁlay‘acceptable-to a thestre

manager., This is snother example12

of the interaction of
theatrical menagement and drematists' sspirations which contrib-
uted to the poor dramstic writing of the period. Miss O'Neill's
acting, grephicslly described by the reviewer, is obviously in

a8 melodramatic, exaggerated style, ilmpressing as a virtuoso
performance for its own sake, instesd of being the means by
which the dramatist's vision, such as it is, may be expounded.
Again, 8 means has become an end in itself, as happened with so

13

many of the Gothic properties.

Theatrical Inquisitor1“, has little good to say of The Apostate

Another reviewer, in.The

either, and treats it ss if it were no more then an exercise
for the actors where they could exhibit their various excell-

ences as they made their way through the horrors of the play.

12. cf. p.20.
13, cf. p.82.
14. X (May 1817), 388.
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But as a8 plsy, a unified work of art, the reviewer seems to
regard it as not worthy of mention. As long as dramatists were
finding their plots, cheracters and effects by a mere shifting
about of sentimental, melodramstic snd Gothic attributes, they
could not hope to produce works of art. As we saw in the
eariier period, these writers were eiploiting a frame-work, 8
15

convention, for its own sske, instead of writing within it.

Sheil's Bellamira; or, The Fall of Tunis (C.G.22.iv.18182

1818, is probably his most successful, certainly by audience
reaction standards.

"The testimonies of approbation at the close of the

tragedy, were loud and vehement, and quite unmixed

as far as we could discern, with sounds of a less

sgreesble nature." 16

This success may be dve to the fact that in Bellamirs,
like so many of the sentimentsl, Gothic tragedies, the tragedx
as it sffects thehero and the heroine, consists of the horrors
and lamentations fhey go through on the stage during most of the
play, and of their final emergence, shaky, tear-stained, ennobl-
ed by suffering, both alive and ready to find everlasting hsppi-

ness in each other's arms. Most of the drsmstists of this

periocd are too superficisl and obvious. They have failed to

i5. ef. p.92.
16. The Times, 23.iv.1818.
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look for, and certainly have never stumbled upon accidentally,
the depth of tragedy which consists, not in the externsls of
action, but in the internal motives end conflicts of the
characters, which certainly result in actions, but of s differ-
ent kind from that embarked upon for horrifying properties
alone. They do not reeslise that what is presented in the
play should'image a total vision of humsn life which has been
genuinely apprehended by the dramatist.

As a8 writer of tragedies Sheil was ruined by the sge
he lived in. Throughout all his plays there is a suggestion
that he might have written good tragedy had he been disciplined
by higher tragic standards. As it is, like others of the per-
iod, he wrote well enough to satisfy the huge contemporary
theatre audiences: his plays were performed, he achieved succ-
ess, fame snd no doubt a financisl competence. There was no-
thing to spur him on to greater efforts: particulsrly is this
evident when we recalise thst under the existing theatrical
conditions a good tragedy would have had great difficulty in
achieving performance. So Sheil wrote on, allowing himself
to write, e.g. from Adelside, where Julia meets hef fiancd

hitherto believed dead:
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" Alas! my Albert!
I never thought to look again upon thee.
I wept unceasingly: £full meny 8 kerchief
Grew heavy with the weight of fallen sorrow
Yet is there a forgetfulness of grief
In thus beholding thee." 17

The language is clumsy, "I never thought to look agsin upon
thee" is both awkwardly written and difficult to enunciate,
whilst

" full many a kerchief
Grew heavy with the weight of fallen sorrow'"

is unnecessarily involved snd ridicules, rsther than reveres,

grief.

C.R, Maturin is another writer who might have written
better plays.. Underneath his conventionel horror there lies
the suggestion of 8 dramatist who could by discipline and a
higher regard for the art of tragedy, have written much better

than he does. Bertram; or, The Castle of St. Aldobrand (D.L.

9.v.1816)’1816, hes a typical Gothic plot, sentimentally treat-
ed. Bertram's ship is wrecked on the wild cliffs near the
Cestle of St. Aldobrand, whose owner has been pursuing Bertram
for his pasf misdeeds. He is ssved from drowning by monks who,
as the custom is, send him to the Castle to recover. In the

Castle, Imogine, St. Aldobreand's wife, has been passing months

17. IV.i.




- 125 -

in sad contemplstion and lamentation over her fate: she merried
St. Aldobrand to save her father from starvation, but she loved
another - Bertram. Bertram and Imogine meet. Bertram still
loves her and wonders what she is doing in the Castle, as he

had had to flee the country asnd does not know of her marriage.
V/hen he hears of it his desire for revenge uﬁon St. Aldobrand

is overpowering. St. Aldobrand returns and appears as a gentle
forgiving men, yet Bertrsm murders him in spite of Imogine's

entreaties, Imogine goes mad with grief, Bertram becomes pen-

itent through her madness and kills himself. Imogine dies.

The whole plot consists of one highly incredible coin-
cidence after another, all unfolded in the Gothic tradition,
with the usual dramatic properties: the setting of the mon-
astery and the castle perched upon cliffs, closely hemmed in
by woods and roaring seas; the past event; the mystery of
who Bertram is and what he has done:

"He /Bertram/sleeps, if it be sleep; this starting trance,

Whose feverish tossings and deep muttered grosans

Do prove the soul shares not the body's rest -

How the lip works, how the bare teeth do grind -

And beaden drops course down his writhen brow -

I will awske him from this horrid trance,

This is no natural sleep - ho, wake thee, stranger - "
18

180 II, i.
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Imogine's long cherished grief; her nocturnal ambles on the
battlements; all ending in madness and suicide, The absurdit-
ies of this play, and, by inference, of all others of the same

genre, were ruthlessly exposed by Coleridge in Biographia Lit-

eraria, xxiii. Coleridge snalyses the plsy, ridiculing such
things as the extent of the opening storm ss being pointlessly
vast and supernatural - 8 typical Gothic device to inspire fear
and 8 terrified expectancy of what is liable to follow:
"But what is there to account for the prodigy of
the tempest at Bertram's shipwreck? It is 8 mere
supernatursl effect without even a hint of any
supernstural sgency; 8 prodigy without any circum-
stance mentioned that is prodigious; 8nd 8 miracle
introduced without a8 ground, snd ending without a
~ result." 19
So Coleridge continues through the play, which finslly emerges
as improbsble, insrtistic, fatuous and ridiculous. Even if
Coleridge wrote this critigue in anger that the Drury Lane
management had accepted Bertram insteesd of his own Zapolys; A

20 -
Christmas Tale, 1817, the criticism still stands.

Hezlitt writing of Bertram made points which could 8lso

be applied equally well to other such plays:

19. Op. Cit.

20. Unpublished Ietters of Semuel Teylor Coleridge, ed.
E.L. Griggs, 1932, ii, 176, n.1.
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'eeo.Its beauties are rather those of langusge and
sentiment thsn of action or situstion. The interest
flags very much during the last act, where the whole
plot is known and inevitsble. What it has of stage
effect is scenic snd extrsneous, as the view of the
sea in a storm, the chorus of knights, &c, instead
of arising out of the business of the play. We arso
object to the trick of introducing the little child
twice to untie the knot of the catastrophe. One
of these fantoccini exhibitions in the course of a
tragedy is gqguite enough.

The general fault of this tragedy, and of other
modern tragedies we could mention, is, that it is a
tregedy without business.. Aristotle, we believe, de-
fines tragedy to be the representastion of a serious
action. Now here there is no sction: there is -
neither cause nor effect. There is a want of thst
necessary connection between what happens, what is
said, snd what is done, in which we take the excuse.-
of dramatic invention to consist. It is 8 sentimental
drama, it is a romantic dramaé but it is not a tregedy,
in the best sense of the wordS That is to say,
the passion described does not arise naturally out of
the previous circumstances, nor lea@& necessarily to the
consequences that follow. Mere sentiment is voluntary
fantastic, self-created, beginning and ending in 7
itself; true passion is natural, irrestible, produced
by powerful csuses, and compelling the will to
determinate actions. The old trsgedy, if we understand
it, is a displsy of the affections of the heart snd
energies of the will; the modern romantic tragedy is
a mixture of fanciful exaggeration and indolent sensib-
ility; the former is founded upon resl caslamities
and real purposes: the latter courts distress, sffects
horror, indulges in all the luxury of woe, and nurses
its languid thoughts, and dsinty sympathies, to fill
up the woid of action. As the opers is filled with
a sort of singing people, who trsnslate everything .into
music, the modern drams is filled with poets snd their
mistresses, who translate everything into metaphor
and sentiment. Bertram falls under this censure.....
The poet does not describe what his characters would
feel in given circumstances, but lends them his
own thoughts and feelings out of his general reflect-
ions on human nature, or general observations of
certain objects. In 8 word, we hold for a truth,
that a thoroughly good tragedy is en impossibility
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in a stste of masnners and literature where the poet
and philosopher have got the better of the men;

where the reslity does not mould the imagination,

but the imagination glosses over the resality; and
where the unexpected stroke of true calamity, the
biting edge of true pession, is blunted, sheathed,

and lost, amidst the flowers of poetry strewed over
unreal, unfelt distress, and the flimsy topics of
artificial humanity prepsred before for all occasions.
Vie are tired of this-long-spun 8nelysisS....

Zﬁere Hazlitt quotes a2 long speech beginaning in I,jz
This is very besutiful and affected writing. The
reader would suppose it relasted to events woven into
the web of the history; but no such thing. It is a
purely voluntary or poetical fiction of possible
calamity, arising out of the experience of the author,
not of the heroine." 21

This provides a criticism of the artificiality, unnaturalness
and sentimentality of these plsys. Hazlitt's criticism is un-
usuel for this period in its integrity and the genuiné interest
he shows, not only in Bertrsm, but in the tragedy of his own
age and in the theory of tragedy generslly. Other critics had
a more hand-to-mouth attitude, as witness, The Theatrical In-

. . 22
gquisitor:

"Of 8ll the authors of the present day, Mr. Maturin

is decidedly the one whose writings take the strongest
hold upon the  feelings and the imaginstion; dull
indeed must be the hesrt thast is not thrilled and
interested by them. He possesses the faculty of
working up the feelings even to & psinful pitch of
interest; they yield themselves entirely to his
controul, and unresistingly obey his powerful man-
dates. He excels in depicting the dark, the terrible,

21. The Exeminer, 19.v.1816, Hazlitt, v.304-306.
22, viii (Mey, 1816), 375 ff.
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and the mysterious; his writings display, in

a remarkable degree, thet union of refinement

and wildness, of srdent feeling and touching

melancholyeeeseeo

S

This is bad criticism ss it say nothing sbout the play. The
critic relies upon vaguely emotive words snd caells upon our
"heart" to respond.

The Dublin correspondent of The Theatricsl Ingquisitor,

commenting upon the performance of Bertram, in Dublin on
13.,1i1.1817, remarks :
"e.....sBertram," a tragedy in which Mr. Maturin
has smaelgamated the obsolete phraseology of Spenser
with the modern snip-snap of Lord Byron and Walter
Scott." ' 23
On the Edinburgh performance, with Kean as Bertram, the corres-
pondent has this to say:

"He [ﬁeag7 has been unguestionsbly the sole
support of this drsma as a stage composition." 24

Genest simply comments:
"ﬁerbram met with more success than it deserved." 25
Manuel (D.L.B.iii.1817% 1817, is written in the ssme
style and with the sentimental, melodramatic, Gothic atmosphere

enveloping it. Its climex is a surprise revelation to a son

23, The Thestrical Inguisitor, X (April’1817), 31Y4.
24. The Theatrical Inquisitor, XI (July,41817), 10.
25. Genest, ix, 570
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thet his father is a murderer. Agein sentiment and melodrams
hsve replaced eny tragic impulse, whilst the mechanics of
tragedy have been borrowed from Shakespesre, e.g. V, i, where
Manuel's state of wandéring, witless shock on the finding of
his dsughter by his side, is a poor echo of Lear's bewilder-
ment 8t finding Cordelis.

Manuel was unfavourably reviewed. The Theatrical In-

2
guisitor 6 gives the published play & bad, csrping review in-
fluenced by the spirit of Coleridge's criticism of Bertram.

27

The Times is unfavourable and notices:

"The style of Bertrsm was rather too highly
decorated. The language of the new play is
still more thickly set with similes, and even
more aespiring to a preternatursl strength."
Fredolfo (c.G.12.v.1819L 1819, the last Msturin tragedy
of this period is almost completely melodramatic and very
much in the sentimental, Gothic trasdition. It has a plot lack-
ing sny development or climax, &nd incldding a secret murder -
inevitébly Witnessgd -8 daughter surrendering her charms in

exchange for her father's life (8 device slready used in

Bertram, where Imogine married St. Aldobrand to save her father

26. X (March, 1817)’201; ff.
27. 10.4ii.1817
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from finencisl ruin) then a few finsl and open murders end the
death of one character as a result of all the terrors exper-
ienced in the play. It is unusual in having only one female
part: in this period the heroine is more ususlly sttended by
at least one, end more often by 8 group of confidantes, either
friends or servants, to whom she unbosoms herself so that the
audience may the better follow the plot. and experience Gothic
thrills. The settings are very Gothic: BSwiss mountains,

chasms and roaring torrents, "A Gothic Hall in the Castle of

Fredolfo," and finally & monsstery. I, i has a storm as inex-
plicable as the one in Bertram. In I, i this interchenge
appears - though it is omitted from the acting version -

"Waldo. Where wouldst thou rush?

Urilda. Where the tempest raves

: To bare my bosom to the forked lightnings!
To shriek in tones that will appal the thunder!
To yell in nature's ear 8 daughter's prayer!: " -

a romantic, but impracticable decision. III,iii finishes its
verbosity with a grand gesture :

"Urilde. Lost! Lost! forever lost!

Fredolfo. (calmly clssping her hsnd, snd pointing
to heaven)
Not lost for ever!!!

/Curtain Drops. "
Whilst the play concludes with this stage direction for

Urilda -
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"/Falls-.on-the body of Adelmar,-and expires slowly,
forcing a2 smile as she sees her father's agony. "

The Theetricagl Inquisitor and wionthly Hirror observed :

"Phis Tragedy is 8 complete illustrfation of sll these
peculiarities, as well && excellencies ss.defects,
which have characterised Mr. Maturin's former product-
ions. " The same powers of imagination, the same. vein
of poetry, richness of imsgery, end nervousness of
diction, which marked Bertrsm and Msnuel, sre displayed
in Fredolfo; and there are likewise the same want of
real character, the same outrageous incident, snd the
same went of appesl to natural sympathies." 28

The ssme journal reviewed the printed edition of Fredolfo,1819?9

"We are too impatient to vindicate the laws of in-
sulted justice, which have been terribly sssasiled
by the fate of this trasgedy, to hesitaste in proclsim-
ing our opinion of the poem with which Mr. MATURIN
has consented to gratify #ts readers. Fraught with
every charm that can fix the imaginastion or arrest
the judgement "Fredolfo" was rejected at the great
ordesl of public scrutiny, and we rejoice in the
event. It has strengthened our conviction that the
stage is but the grave of genius, and that if poetry
will sppreciste its proper reward, it must look in
the pesges of criticism, ss it were, for the world

to come. "

This .reviewer is distinguishing two standards of judgement:
the one used by an audience watching alplay in & theatre -
"public scrutiny" - snd the other by 8 critic resding & plsy
in his closet - the play's "readers." By the former standard

he realises that Fredolfo must be condemned out of hand snd in

28. xivy (May, 1819)1 392, .
29. xv (Septembqr 1819% 143, cont. in October, p.200,




- 133 -

so doing reveals a warped idea of the nature of plays: for him
theatrical success or failurc is immateriasl: if he has any pre-
ference, it is towards failure. The play form may certainly

be used, end has been, by a poet to comnunicate with others,

in a8 form that is not practical theatre, e.g. Shelley;Prometh-

eus Unbound, but such plays constibute & very small and except-

ional minority. Their authors do not expect stage production.
Maturin, on the other hand, wrote his plays in a definite
theatricel form and submitted them to theatre Managers. The
standard of criticism for them should be theatrical. On.:one
point the reviewer is no doubt correct - the stage of this per-
iod was ususlly the grave of genius, but it does not follow
that interments such as Fredolfo were those of genius{ and a
critic certainly has a duty to go behind that judgement to
discover what is wrong with the stage, snd the theatre gener-
ally, that forces him to coﬁe to his conclusion, One strange
sspect of Fredolfo is that the sudience did reject it:

"the ennouncement for repetition fof Fredolfo) wes

stifled by the most decided remsrks of disspprobation.

The plsy, we have since understood, is to be with-

drawn; and we feel disposed to give every credit to

the managers for the ready sand just deference they
have shown to the opinion of the public." 30

30. The Times, 13.v.1819.
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It is puzzling that Fredolfo failed to pleaée ghilst other.pla&s
with the szme mixture of characters and events vere enthusiast-
ically received. One possible explanstion is that the actors
gave 8 very poor performance. Young played Fredolfo, lacready
took the park of Wellenberg, the Austrian governor of Switzer-
land and iiiss 0'Neill played Urildas.

Mary Russel Mitford wrote Julian (C.G.15.iii.1823% 1823,
in the sesme trsdition, complete with apparenp,patricide - the
father survives -~ 8 heroine, pursued by 8 scheming, wicked

nobleman, and then finally killed shielding the man she loves,

who promptly dies, all this with much undramatic verse and
great sentiment. Such plots are more skin to fairy tales,
dealing with 8 remote nobility living in some far distant moun-
tainous land and having no contact with dey to day humsnity,
its cares, attitudes and menners. - Some writers intensify
this stmosphere by giving their drematis personae names such
as we find in kMaturin's Fredolfé: Adelmar, Urilda, Valdo,
Berthold.

The Gothic element, found in these writers along with
the sentimenta})is seldom found on its own, with & whole play

built upon and asround Gothic horror slone. The most Gothic is

Major B.B.Parlby's Revenge, or The Novice of San Mesrtino (un-
4

~acted?’1818. It deals with Father Angelo, who lives only to
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revenge himself upon Carantani, who, by teﬁétiﬁg Angelé to
gamble, ruined him and then married his fiancee. Yhen the
play opens Carantani, a ruthless nobleman, has two daughters:
this lspse of eighteen to twenty years since thé Tirst kindling
of Angelo's desire for revenge, is a typical Gothic effect, in-
tended to add mystery and suspense. Carantesni is determined to
marry his younger daughter, Victoria, to the Duke of i{ilen, in
spite of her love for Celestini. Victoria is impolite to the
Dukq’and Angelo, helped by Jerome his assistant in villainy,
arranges for her to elopc viith Celestini. Mesnwhile Angelo has
discovered that Olivia, Cerantani's elder daughter, who is
about to take her final vows aé 8 nun, is in love with, and is
loved by, Florian. Angelo uses this knowledge for his own
ends and offers Olivia the alternative either of being openly
revesled for the straying novice sihe is, or of taking poison -
either way Carsntani would be disgraced snd dishesrtened.
Olivia refuses to damn her soﬁl, and does not hsve regard for
her father who has given her no sympathy. On the contrary, he
has been most hasrsh as he is concerned only with Victoria's
wedding, which depends upon Olivia's teking vows and so re-
nouncing her inheritence. Fredolfo comes to elope with Olivia,

is surprised by Angelo and Jerome, and is finally shot. Olivis

<
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goes mad in the Elizabethsn idiom. Meanwhile Victoria has
eloped and Ceranteni rushes in & changed man, full of remorse.
Angelo reveals himself and gloats over his work. Florian and
Olivia both die. Then :"He /Angelo/is_led off." The play ends
with a variety of echoes from Shakespeare and the Bible: -
"Olivis,

Ha! t\/here is he fled? - Signor, my Florian

Is gone sbrosd; your worship knows not whither.

Is he here, or here? What cruel fate has parted us?

Oh, no, noy.,no - I see him, my eyes behold him!

Look, sir, in yon bright cloud, se@ how benign his

aspect,

And in his hsnd a wreath of hyacinth.

Mesrk how he points sloft, the while his arm upheld

Describes a boundless day.

I come, I come, where we shsll part no more.
My fether - oh, my father!

Carsnteni.

My child, Olivia:

Would I hed died for thee, my child, my child. "
This pley is almoét impressive in the sincerity, however mis-
placed, with which'it has been written, but it has been sp;iled
by an undue length, so thet even melodrsmatic suspense is lost
in weariness. Had Parlby been scquainted with- the theatre
and stage craft this fault would probsbly have disappeared.
The characters are more ambitiously veried thsn is usual at
this time¢, Carantani tends to be 8 stock heavy-father figure,
and Parlby's worst fsult is the way he hes changed Carsnteni's
charscter towards the end of the plsy merely to suit the plot,

instead of allowing any character development to evolve natur-

ally from within Carantsni. Celestini is an unususl figure
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for this age - an effeminate fop,—well portrayed, wﬁich makes-
Victoris's conduct somewhsat puzzling as her love for such a man
goes much deeper than the romantic-tragic level of the play.
Victoria is a hard-headed womsn with & will of her own who
knows very clesrly whsat she does not want. Olivia is much more
typical of the period: self-questioning, self-dramatising in
her convent, exclamatory snd constantly looking for the noble,
i.e., self-sacrificing, course of action. But like Carenteni,
though to a lesser degree, all the dramatis personae fail be-
cause Parlby has portrayed them as best suited his plot, not s&s
would have been most natural to the kinds of people he is attempt
~ing to portray.

His settings and language sare Gothiﬁ. i,i, opehs -

"The chapel of the Convent of San Martino. (As

the curtain rises lights are seen through the
windows of painted plass. The organ sounds anq

the vesper hymn is cheunted at intervsls. FLOhIAN,
who was concealed behind one of the pillars, comes
gradually forward during the performsnce of the hymn.
The front of the stage dasrkened.)"

Then Florisn spesks @

"Phis is the place Olivis named, the hour sppointed.
Sure the deep gloom that shrouds these sncient aisles
Has shed its influence o'er my drooping spirit..."

In the same scene, I,i, Father Angelo exclaims:
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"Revenge, thou art a harpy, whose fowl ravenous claw

Delights to pounce upon the dsintiest morsels; else why
this guickening pulse

At the sight of yorider maid?"

In V, iii, Olivia bewails her fate -

"Emilia, thou would'st wske a final lingering hope;

'Tis but 8 flag to stem the mountain torrent,

‘A transient beam, that 'ere its warmth is felt

The frowning cloud eclipses; oh no, no, no, my
kinsmen have no heart

To step between my father's haughty msndate

And a poor trembling maid. Yet I'll mske trisl of
their hardihood,

And et the aslter cleim their sheltering arm to save me;

Failing in thset, here shell my sorrows close,

Here shall my sufferings find 8 worthy end.

I will not with iniquitous breath lie in the face of

heaven,
Nor shall they. force me to those hated vows."

The larger than life exaggeration of these plays is very not-

iceable in Revenge, or The Novice of Ssn Martino, until the
4 :

reader feels he has lost all contact with ordinary life-sized
existence.

The cult of melodrama appéars slso in the greatly over#
dramatic praggdies of the period; plays which are overloaded
with acting.possibilitmes of the most obvious and meiodfamatic
nature, snd charged with an incredible verbosity, as if the

very volume of words would surge them to success. Conrad the

Usurper snd The Kinsmen of Naples, published together in 1818

(Conrad the Usurper was performed, befdre publication in Bir-
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ming’ham31 and The Kinsmen of Naples was unacted) end "By the

Author of Tancred," are two such plays. The former was
"emendated" by Alfred Bunn, the opera librettist -

"The author's obligations to Mr. BUNN are in-
expressible; in sddition to the benefit which

the Tragedy derived from the emendstions of his
elegant pen, he gave it every adventage of scenery
and music, which it could have received from a

London Theatre. " 32

Bunn's'"elegsnt pen" may heve helped to produce, e.g. I, i -

"Monk. Fly, fly and leave the princess to my care
. / Adelheid faints.

Leopold. One last, last look and now for Palestine.
/Exit Leopold. "

and II, iii,
"Conrad. Must this gsrb,
These vile plebian weeds, disgrace for ever
The struggling heart which swells with shame
beneath them? "
and certeinly Bunn ‘must have had a large shsre in the songs
which a chorus tends to break into from time to time.

The Kinsmen of Naples is no better. The plot was taken

from Ford's The Witch of Edmonton, then improved by the author -

"The double marriage is the only incident which was
retasined from the old play; it was considered necessary,
in order to heighten the stage effect, to give &

31. Advertisement to Conrad the Usurper.
32. Ibid.
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stronger contrast in the femsles than is to be
found in Ford. " 33

Willism Monney's Carsctacus, 1816, unacted and intended
for the closet, is another undigésted mass of words. It opens
with three druids releting to one snother, at great length,
bﬁt obviously directing their remarks to the sudience, or rather
.reader, all the bad omens - thunder, lightning and the like -
which filled the previous night with terror. Bogged down in a-
great mass of undigested words, the plasy proceeds to dramatise

Britain on the eve of the Roman invasion.

(ii) Shakespesrean infiuence.
It is, however, quite noticeable that specifically
Gothic plays, and even plays with Gothic intermixtures, dimin-
ish in ﬁumber.aé the period progresses. A number of explan-
ations may be suggested: the inevitable popular decline of an
art genre'which had once been so widely acclaimed and esgerly
read and written; the German influence being largely replsaced
' 34

by a growing interest in French drams; the interest in

. Elizsbethan literature leading to & closer imitation, espec-

35

ially amongst poetic drematists. This Elizabethan influence

6]

33. The Kinsmen of Naples, Advertisement.
ibid, pp.88-90.
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is seen mixed with Gothic in G. Soamg's The Bohemian (unacted%
1817. The plot is Gothic: Herman . discovers from the con-
fession of 2 supposedly dying men (in Gothic plays such men
seldom die) thst his mother murdered his fether. Herman's
enemy overhears the confession and revives the dying men so
that he may use this men's evidence as 8 basis for revenge by

a secret society thet exists solely to attend to such emergenc-

tes. Herman, a2 member of the society, is elected to revenge

the death of his father upon his mother - if he fails his own
wife and child will be murdered. (One wonders if another

| secret society deals with such revenge as this would call for).

Herman has already murdered the dying man whose confession

started the action; he cannot, however, murder Ida, his mother,

who promptly commits suicide. Hsunted by his mother's blood -

for which he could Hardly be held responsible, Hermsn kills

his wife and child befofe he himself is struck and killed by

lightning. His enemy is killed by a deus ex machina in the

form of some gypsies'who have long borne him a8 grudge. The
play is very slowsmoving against 8 background of castles, a
monastery and its chapel, dsrk snd gloomy woods, and the grand
finale of 2 tremendous storm.

The plot is, however, clothed .in Shakespearean language

and rhythms. Ids has 8 guilt-obsessed sleep-walk; closely
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copied‘from Ledy Macbeth; Hsmlet keeps cropping up: elements
in the plot, the mother's crime, the son being summoned to
vengeence and many of Herman's speeches remind us of Hamlet, e.g.

"Herman. Am I not honest?
lIda. You have still seemed so.

Herman. Were men but what they seem, their sum of good
HMight metch the bright perfection of the choir,
That wake in irmortaslity, when now
Their best of virtue stands in so great doubt
The laughing demon writes them in the book
Of sin condemned. "

Or Herman's apostrophe to a human skull which has been pre-
sented to him by the dersnged but far-seeing, Edith ss he is
en route to commit 8 murder:

YA human skulll! 'tis s fit gift for him

Whose thought is ripe to murder - strange! is this
The hand of heaven? Or shall we call it chance?
Whate'er it be thy dumbness spesks with more
Then life's persuasion. How poor is the world
To thought that dwells on thee; at thy sed sight
Hope fades, for thou dost teach the end of hope;
Thou art man's mirror; his eye csn not see

Its proper form, and in that blindness thinks
His festures ape immortal loveliness;

But thou dost show him as he truly is,

So foul his own gorge rises a8t himself,

The outward flesh is but s garment, which

Or time or sickness moulders; once thrown off,
So looks the nsked man, so fiercely grins,

So stares from eyless sockets - "

Soame is guite contented with his play and admits in the
Preface :
"I agree perfectly with the opinion of the liberal

critic who pronounced this TRAGEDY to be unfit for
REPRESENTATION, st least in its present state, yet
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I shsall hope that it may plesse in PERUSAL. "

Barry Cornwall (Bryan Visller Procter) does the same in
Mirandola (C.G.9.i.1821)}1821: A Gothic plot clothed by imit-
ation Shakespearean language. Miyandola was well received upon

the stage;36

it is much more dramatically alive than The
Bohemian, no doubt because Cornwall was himself an actor, but
it leans: too much upon Shaskespesre, especially King Lear and

Othello. The plot concerns the Duke of Mirandolas, whose son,

Guido, is believed to be desd. He marries Isidora, who had
been secretly engaged to Guido. But Guido's death is no more
than a rumour purposely left uncontradicted by Isabella, the
Duke's sister, who is plotting with Ghersldi, a Monk, and
arranging that no letters are received by Miranddéla from his
son, 8s she hopes her own son will inherit the Dukedom.

Guido returns end is greatly embittered by the msrriage of the
Duke, but as the explanation shows no malice sforethought, he is
reconciled with his father and prepsres to leave. Isabells
then forces Isidora to give Guido a8 ring given to her by liiran-
dola and also arranges-a last meeting between Isidores and Guido
making it seem as suspicious as possible and then has Kirandola

informed. Mad¢ with jeslousy, he orders Guido's execution.

%6. The Times, 10.i.1821,
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Meanwhile a8 friend of Guidé's findé Guido's 1etter§,hoarded by
Gheraldi for blackmail purposes against Isabella, which should
have been delivered to Mirsndola. He informs the duke - but
too late. Isidora and Guido hsve both been executed. Mirandols
dies.,

The resemblances to Othello emerge in the treatment of

mistaken jealousy; to King Lesr, in the treatment of the ageing
Mirandola and his resctions to the discovery of Isidora's suppos-
ed faithlessness and the finsl revelation of her innocence, e.g.

“Duke. HMercy! - :
No more o6f that., I am a desolste man:
Much injured; almost mad. I want - I'll have
Vengeance - tremendous vengeance'! Ha! psle
thing;.
I will not tread upon her. Tears? \lhat, tears?
Take her away. " 37

And the ending:

"Casti. ©Sir, be calm.

Duke. Sulphur snd blistering fire. I want to die:
Unloose me here, here: I'm too tight - Some one
Has tied my heart up; no, no; here, Sir, here.
All round my heart, and round my brain - guick,
) guick -
~I'm burning. - Hush! 2 drug - 8 -
Casti. Hold him up.

Duke. Some dull - some potent drink. I'll give -
I'11 give
The world away for peace. O0h! round my heart,
And - Ah! unloose this cord about my throat.
Has no one mercy here? I am the Duke -
The Duke. Ha! - I am - nothing. " 38

37. V.ii.
38. V.ii,
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But more than may be illustrated by such guotetions is the
Shakespearean stmosphere of the play, emasculated by early XIX
century sentiment into an uneasy imitation having some physical
resemblance, but no spiritusl likeness, to Shakespearean tragedy.
There is also a slight outward resemblance to John Ford's Love's
Sacrifice in the plot of Mirandola. It is interesting to note

that in Cornwell's Dramatic Scenes and Other Poems, 1819, there

is a short play, The Broken Hesrt, which-has evidently been
58a
inspired by Ford.

Jeames Sheridan Knowles also relies upon Shakespeare a
great deal, adding from his own inspiration, and the conditions
of his age, 8 domcstic guality to his. tregedies, which deprives
the'heroes of their full tragic'stature and lessens such tragig
intensity as he might hsve developed. Macready, as we have seei,

had introduced a3 new domestic style of acting. Knowles wrote

Virginius; or, The Liberstion of Rome (C.G. 17.v.1820), Glasgow,
L0

1820, with Macresdy in mind as the hero, and when Caius
Gracchus (Belfast, 13,ii.1815, D.L.18.x1.1823), 1823, Glssgow,
was performed in London, llacready played the title role.

Caius Gracchus was the first of his tragedies - he had

38a. Cf. C. Leech, John Ford and the Drsma of his Time, 1957
pp.137-138.

39. cf. p-le.
LO. The play is "Dedicated to William Macready, Esqg."
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plays
written two/previous to 1815 - and depends upon Shakespesre's

Coriolanus for most of its power. Even the plot is reminiscent
of Shakespeare. Caius Grecchus has decided to retire from the
public life of Rome, much to the joy of his devoted and doting
wife, Licinia; 8and to the bemusement of his mother Cornelis,
who is.a typical Romen matron, as his brother had been executed

by order of the senate, for acting es the people's tribune,

whilst one of his friends is being tried upon & trumped-up
charge snd all Rome knows the csse has been pre-judged against
him. Persuaded by these circumstances, and his mother's orsatory,
Caius Gracchns enters public affairs sgain, has his friend
acguitted and incidentally gains the affection of the plebs.
The senate, which dislikes him, promptly sends him off to 8
province on 8 sSpcll of duty whefe he mey do least harm to their
scheming and personal interests. When his time is up Caius
Grgcchus returns to Rome and is made tribune. The senate con-
spires with his fellow tribune agsinst Caius Gracchus, the
Tpeople are turned against him, and the senaste plans to murder
him. Csaius Gracchus, assured of his own rectitude, faces them
boldly. In the ensuing fight he stabs himself rather than
surrender to his enemies. There are slight resemblances to

Loriolanus: Caius Gracchus finds himself in the people's
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favour, not having courted it, but by doing his duty. When
the people sre turned sgainst him by the underhsnd scheming of
the senate, he refuses to court them in anything:

"Pomponius.
Follow him, Caius® Seek the people!

Caiug.

Not & foot

I'1ll stir to win them. Though the price of their love
Were but.the breath that ask'd for't, it should go
Unbought for me! What! would they taske our tigers,
They've seen a hundred times tear limb from limb
The malefactor - would they taske them, think you,
For dogs, suppose they fawn'd on them? No wonder
Ahd if they should! I will not go among them,

To pay court to them for their own sakes; cry

'Be served, I pray you, masters! pray you, be served!
Consent that I supply you food; provide you
Clothing and lodging; find you lasnds to tilll' =~
While, all the time, they lean the ear to Drusus,
And I must pull them by the clogk to win

Attention! No! Wo honest men could do it!

I will not go smong them! If they are told

That poison's poison, yet will swallow it

For food, in Jove's nsme, let them! HNothing but
The proving on't will satisfy them. Vettius,

Keep silence! No men further urge me!

I should not -~ cannot -~ will not court the peoplel"

Cornelia, Csius Gracchus's mother, is Knowles's version of
Volumnis; Licinié, his wife, is softer, more gentle snd even
more home-centred than Virgilia - as suited the atmosphere of
Knowles's time. Licinia is a positive force pleaﬂang the
happiness of love and home life against the male world and its

preoccupations which enmesh Csius Gracchus; whilst Cornelia,

as it were, holds a balsnce, both appreciating domesticity and
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reslising that Caius Gracchus, s a man, snd more especially
as her son, must do as honour bids him, e.g.

- WCornelia.

Hath he hands and feet? -~ Hath he brains
and heart? - Is he
A men? -~ V/hat do you take him for? - Have men
No parts to plsy but lovers? - What? are they
Not citizens as well? - Have they no crafts,
Cellings, professions? Women act their parts,
Then, when they make their order'd houses know them
Men must be busy out of doors, - must stir
The city - yea, maske the great world aware
That they are in it; for the mastery
Of which they race, and wrestle, and such feats
Perform, the very skies, in wonderment,
Echoing Berth's scclsim, spplsud them, tool " L1

end Licinia's attitude is then displayed.

"Cornelis

Are not you pleased at this, Licinia?

Licinia. No;

Nor plessed, yet nor displeased, Cornelia.

What care I that the world allows him good

And wise? Did I not know him so before?

Had I a doubt of it? - When d4id I ask

To give their oath of it? - I was content

With mine own knowledge. Why should I be glad
That all applaud him? - For his sake? - Alas!
For any cause but that! Whom all spplaud,

Let the tide change, though never change the man,
All are as sure to blame!l I did not wed

Thy son es one would choose an idle gem,

For sparkle, for the praise of others' eyes,

But thst he blazed in mine. " . L2

Cornelia is not so ruthless as Volumnia. Caius Gracchus has
Coriolanus's pride, but does not hold it so aggressively, as it

© 41. I, iii.
h2. III, ii.
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is tempered by & love of the people. Caius Gracchus could never

make Coriolanus's speech in III,iii,118-133 of Coriolanus.

Caius Gracchus is largely, however, a sort of diluted Coriolsnus
P4

watered down to suit the sentiment of Knowles's own age. There

are also echoes of Julius Cseser, e.g. in the skillful mani-

pulation of the plebs, I,ii :

"Caius Gracchus.

I pray you, gentle friends, if I should make you

A poor, confused, disjointed, graceless speech

Let it not hurt the man for whom I plead.

If I should falter - if my heart should rise

Into my throat, and choke my uttersnce,

Or if my eyes should with 8 torrent drown

My struggling words, Let it not, I beseech you,

Let it not hurt the man for whom I pleadl "

He continues in this strain until the people are willing to
agree to anything he may say.

The éffect of this play is saddening in its implications:
Knowles has managed to portray a hero undone by a tragic flsw -
his pride, which leads him honourably to revengé his brother and
yet ultimately to neglect his one hope of ssfety, the support
of the plebs. This is a grasnd achievment for the age Knowles
was writing in, when most dramatists depended upon external
circumstances for the hero's downfasll, rather then upon a flaw
in his character. Yet how did KnoWwles encompass it? Not

from any genius of his own, but by lesning upon and borrowing

from, Shakespeare, Once he had gathered his characters to-
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gether the spirit of the age bade him order them in esn untragic
and pathetic feshion, so that the tragic imﬁact, though so
nearly schieved - thanks to Shskespeare - is sadly elusive snd
venishes throuéh Knowles's weakness; his insbility boldly to

stand by his own undoubted talent snd to allow his plays to

appear 8s a unity, emerging from'himself, not & mixture of
Shekespedre and an attempt to pander to the desires of his own
age for sentiment asnd scaléd down, domestic passions. Like

the other drametists Knowles has refused to be .involved in the
problems of his own age, and instead has plessed the public by .
easy sentiment.

His other tragedy in this period, Virginius; or The

Liberation of Rome (Glssgow, 1820, C.G.17.v.18202’1820 is sim-
ilarly trested. It 1s & dresmatisation of the Roman tale of
Virginia: Rome is ruled by evil Decimvirs; Virginius and

- Dentatus are trying to stsnd out againsf them. Virginius's
dasughter, Virginia, is betrothed to Icilius. Appius, one'of

. the Decemvirs,.-sees Virginis and lusts after her. T6 obtain

" her Appius.makes one of his men claim that Virginis is -the
deughter of one of his slaves snd wss sdopted by Virginius's
wife. Under Romaen law Virginié would therefore be his slave_
a8 her mother was. So Virginis is carried off. Virginius and

Icilius sre away fighting, but Icilius returns, finds this
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situatiﬁn and sends for Virginiﬁs to refﬁte the allegation.
Virginius, mesnwhile, is deeply grieved becsuse:Dentsatus has
been deliberstely killed by agents of Appius. He comes home to
find this greater grief. Appius tries the cese to decide
whether or not Virginia is Virginius's daughter snd arranges

with his supporters so that the verdict goes against Virginius.

Virginius kills Virginia rsther than have her taken by Appius,
and then goes mad. He imagines Virginia has been abducted'by
Appius, chaseé him and murders him. Finally Icilius esnd other
friends appear with Virginia's ashes to convince him shelis
dead - a strange menner of conviction, by unidentifiable ashes.
The play ends -
"Virginius. ﬁcilius places the urn in his hend.
Hae What's this?

Icilius. Virginia!

éVirginius looks alternstely at Icilius and
the urn ~ looks at Numitorius and Lucius
- seems struck by his mourning - looks at
the urn sgsin -~ bursts into & psssion of
tears and exclaims, "VIRGINIA!" Falls on
Icilius's neck. -Curtsin drops. "

- In compering Knowles's play with Webster's Appius and Virginis -

which treats the same story - we can see the esrly XIX century
sentimentality clearly defined in comparison with Webster's
clessic restraint and simplicity of construction.

Knowles has not used the plot well: he centres the

interest upon Virginis and her fate, but Virginis is not por-
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trayed strongly enough to be convincing eand, after her death
in Act IV, Knowlcs has to depend upon Virginius's doubtful
imitation-Lear mesanderings to sustain Act V. The verse is not

so good as that in Caius Gracchus, and is eked out by too much

exclametion and apostrophe. Dentetus has most conviction and
uses language well, though owing much to Shakespesre, e.g. in
the ironicel prose passage, I, ii -

"That was a very pretty echo! - a most soft echo. I never
thought your voices were half so sweet. A most
melodious echo! I'd have you ever after mske your
music before the patricians' pslaces. They give most
exquisite responses! - especially thet of Appius
Claudius! A most delicate echo! "

Hezlitt praised Virginius:

"Virginius is a good play. It is a recal tragedy; s
sound historical nainting. lr. Knowles has taken
the facts ss he found them, and expressed the feelings
that would naturally arise out of the occesion.....
Some cold, formal, affected, and intcerestcd critics
have not known what to make of this. It was not what
they would hsve done., One finds faults with the style
as poor, becsuse it is not inflated. Another csn see
nothing in it becsuse it is not interlarded with modern
metaphysical theories, unknown to the sncients.
‘A third declsres that it is all borrowed from Shakes-
pesr, becsuse it is true to nature., A fourth pronounces
it a superior form of melodrema, becsuse it pleases the
public. The two lasst things to which the dull and
envious ever think of attributing the success of any
“work (and yet the only ones to which genuine success
is sttribufable) are Genius esnd Nature., The one they
hate, and®the other they are ignorsnt. The same
critics who despise and slur the Virginius of Covent
Garden, praise the Virginius and David Rizzio of -
Drury Lsne, [ﬁrury Lane produced J. Bidlske's Virginia
29.v.1820, in rivelry with Covent Garden/ because (8s
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it should appear) there is nothing in them to

rouse their dormant spleen, stung equally by

merit or success, and to mortify their own
ridiculous, inordinate, snd hopeless vanity....
Besides the merits of Virginius as a literary
composition, it is admirsbly suited to the stage.

It presents a succession of pictures. Vle might
supposeé each scene almost to be copied from @
beautiful bas-relief, or to have formed a group

on some antique vase. ''Tis the taste of the
ancients, 'tis clsssicsl lore.' But it is 8
speaking and a living picture we are called upon

to witness. These figures so strikingly, so simply,
so harmoniously combined, start into life and action,
and bresthe forth words, the soul of passion -
inflamed with anger, or melting with tenderness... " 43

R.H. Horne had a truer sssessment of Knowles's talents -

"All his dramas are domestic, and strange to say,

those thau should be most clsssic, or most chivalric,
most sbove and beyond it, are the most imbued with

this spirit. In what consists the interest and

force of his popular play of "Virginius"? The

domestic feeling. The costume, the setiings, the
decorations are heroic. \ie have Romen tunics, but

a8 modern English heart - the scene is the Forum,

but the sentiments those of the "Bedford Arms'., " Ly,

Of these two tragedies, Virginius had the better recept-
ion as a performance. The Times correspondent listened to

Caius Gracchus with "not the breathless silence of suspense,

but of apathyfu5 This comparative failure is surprising be-

cause Knowles was at least trying to write spontaneously in

43. The London Magazine, July 1820,"The Drams, No.vii%
Hezlitt, xviii, 345-346.

4. A New Spirit of the Age, 184L, ii, 81.
4L5. The Times, 19.x1.1823
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both. Apsrt from his over relisnce upon Shakespeare his
plays are sincere; they are not as lavishly inflasted with
heroic verbosity or Gothic horror as were so many plays of
his fime - though, of course, this could account for the
epathy. Even in his domesticity there is at least an.attempt
at a fresh approach to his themes. We msy find it tiresome, st
times ridiculous, but it wss the almost inevitable derivative
of sentiment; sentiment, once sincerely felt, became senti-
mentality, a spurious assumption of the outwsrd appesrances
of the sentimental emotion; then, as sentimentality palled,
this domesticity, @ reduction of the universe to an intimate,
all-important circle, took its place, As the XIX céntury
continued, this too became debased to an outwerd appearance
to encompass some of the worst aspects of the Victorian age
with hypocritical domesticity end lurid melodrams employed to
interest the average play theatre-goer. Knowles wes at least
opening up a8 fresh field, even if we do not find it & very
attractive one.

Dr. Whiteleaw Ainslie may exemplify another writer who
relied uﬁon Shakespeare, buf—having no originality of his own
combines this reliance with the sentimental appearances of the

preceding yeers, producing, in Clemenzs; or, The Tuscan Orphsan,

(Bath, 1.vi.'l822%1822, 8 strenge, repulsive mixture. Dudley,
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in Itely, loves Clemenza, but has to return to England to see
his mother on her death-bed. When he returns to Italy hé finds
Clemenza's father has died and she is en route to a nunnery.
His love remains. The villein Rinaldo also loves Clemenza and
attempts to kill Dudley, but fails. Rinaldo, to further his
villainy, disguises himself as Dudley snd is unwittingly kilied
by his own fricnd Scevola, who wants to marry Dudley's sister
and to gain Dudley's wealth, which he could only do if Dudley
were dead. Clemenza goes mad when she sees what is spparently
Dudley's corpse. Dudley, however, turns up, Clemenzs swoons,
comes round restored to her senses, Clemenza and Dudley em- |
brace and the play ends. Ainslie shows a Shakespearean in-
fluence in dsscribing Clemenzs -

"Already does this overwhelming woe
Feed on thy fading cheek and angel form." L6

an echo from Twelfth Night, II, iv, 113-11L. Stiff with

unnatursl language snd Shakespearean echoes - Clemenza's mad-
ness is as near Shakeépearean as Ainslie can manage - the play
drags on. The charscters wsnder around the stage discussing
situations, or relating the plot to each other at great length,

but there is no resl action. The language, when not echoing

o W6, I.i,
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Shakespeare, drops to undramatic words put together: 1t is
said of Dudley's mother -

"That pious lady, hastening to the grave,

Worn not by years, but premature decay,

Had breath'd a solemn 2nd a last request,

That, ere she yielded up her soul to heaven,

She might again behold her darling son." L7

"premature decay" is an unhappy description, even of the hero's
mother.

Ainslie provides a Preface to explain his use of song
and witcheraft; to stress his adherence to the unities; to
demonstrate how his characters are meant to impress us; finslly,
to deliver himself upon dramatic writing -

"It has been the Author's wish, that the versification
should be natural yet flowing, equally distant from

the extremes of an inflasted and over-familiar diction;

of the success of s8ll these endesvours, he has many

doubts, - of the candour of the British public, none.

Whatever may be the fate of the Drama, however, it is

hoped that no objections can be found to the sentiments
it contains."

Charles Maturin's Bentivoglio (unacted% 1824 is more
svuccessful as a Shakespearean imitetion than ss a XIX century
play stending on its own merits: therefore it fails because
it lacks any genuine inspirstion, the whole play having been

derived from sources beyond Maesterton's compass. The plot

47. I,i.
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owes much to Othello. Bentivoglio returns home to Venice from
warfere to discover that whilst he wes fighting for Venice his
father had been executed for tresson. Bentivoglio is befriended
' : us¢ Bentivoglio
by Debrogilio,who feigns friendship so that he mayp- as Iago
does Othello - wee-—Boalives+ie a5 he burns with the desire for
revenge upon Bentivoglio, who, before he went to the wars, had
exposed Debroglio for the villesin he is. This is a grave
weakness in the plot, as it makes Bentivoglio's faith in the
false Debroglio difficult to sccept. Debroglio makes Benti-
voglio believe that the Duke of Venice had his fsther executed
because he had forbidden the Duke to marry his daughter. Deb-
roglio also tells Bentivoglio that his sister, Polymnia, now
engaged to the Duke, is a strumpet. Bentivoglio is in love
with Cassandra, the Duke's daughter, but he immediately re-
nounces her, organises the army for a revolt, and is then
arrested for treason. Debroglio arranges his escape. Benti-
voglio disguises himself as a friar and hears Polymnia's con-
fession before her marriasge and then kills her. The end of
the play is @ lavish Jacobesn-inspired blood bath, with violence
offered by 8ll to 8ll. Bentivoglio is finally killed by his
love, Cassandra, who kills him rather thsn allow him to kill
her father. Debroglio, unmasked, is removed, glorying in his

iniquity.
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Debroglio is almost an exact copy of Iago: in his

language -

"Revenge - revenge -~ the thought's a heaven-born vision!
I'11 stend, like Yamson in his might, and pull

Some pillar'd fabric of destruction down;

Although the crumbling of its rubbish gulf

My foe and me, in one desth-vsult together." L8

and:

"Mock thee - not I -

'Tis but 8 picture of the world - young msen,

Art thou 8 lily esmidst thistles? pshsw!

I tell thee, Sirrah, but for pride and cant,

Men's virtues 811l might be within a nut-shell!

No more of this - now let's proceed to business. " L9

Also in his actions, eg. II,ii, where he stends apart with
Bentivoglio and describes the behaviour of Polymies and the
Duke %o suit his own desired interpretation, as Iago &id does
with Othello in Othello, IV,i. Debroglio also uses events 8s
they turn up to further his scheming, e.g. III, i, where he wants
to get rid of Adolpho, murders him, but mekes the guilt seem
Bentivoglio's -

"Debroglio.

In crowded places, where resort the idle,

To see and be seen, to hear lies and to tell lies,

I'11l be a frequent visitor; and there,

With gentle whispers, give surmise & birth

- Which rumour's tongues will shortly spread afar
With loud reverberation.

. L48. I,i.
49. I,i.
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I'11 tell how once, when they were upon service,
Count Bentivoglio with Adlopho gusrrell'd:

Then talk of rancour, which I know was cherish'd:

And hint that words pass'd lately, over wine:

Then will I use my hsandkerchief; sand mosn

With eyes turn'd heavenwsrds, preising the decess'qd;
And, cssting then my eyeballs to the earth

Express surprise that eny mortsl breesthing

Could hsve 8 soul so callous as to murder him -

The art of life is mummery; and men

Who mask the best, the sooner cheat their neighbours.
I've learnt the art - then why not cheat the cheaters?
But, Gsspar, mark me, - if to .mortal, thou

Breathe but 8 hint of what thou now hast heard;

I am no lambkin; sand, by earth snd heaven

Thou shalt not hint it twice - - if thou be true,
And keep my secret, thou shslt find in me

A constant benefactor -~ more snon. "

Bentigovlio, in III,ii, treats his sister Polymnia just
as Othello does Desdemona (Othello IV,ii). Echoes of Hamlet
appesr in Bentigovlio,

"Thou grave! thou grave! the dusk of whose dank clod
Destroying life, perpetuates philosophy!

Thou! in whose chasm friends and foes commingle;
Hurl'd, like the waters fosming down & csteract,
Amidst convulsions, to eternity:

Or, pesceful, sinking to eternsl rest;

Like blue stream'd rivulet, from sight escaping,

By oozing gently thro' the green sward - say -

Since we're at last but passture for the worm -

Why sre these struggles, why these wild turmoils,
Which fade our energies, ss chill, blowing airs
Despoil the proud clad floweret in the garden?" 50

Reminiscence# of Hamlet appears also in Bentivoglio's attitude

to the task which he believes he should sccomplish - revenge

50. III,iii.
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upon the Duke for mufﬁeriﬂg his fatﬁer and debauching his sis-
ter. Instead of killing the Duke, he delays, with much less
justificstion, poetry or dramatic power than Hamlet does. In
I1I, iv, he organises the army for a revolt which puts ideas of
personal revenge even further from him.

The stmosphere of the play and the nature of the char-
acters are not Shekespearean, but are pervaded by a contemporary

spirit, existing &s & background snd coming forwsrd from time

to time, in, e.g. Cassandra's sentimentslity when Bentivoglio

returns to Venice:

"It was not Tusceny that gave me birth!
It was not Tuscany that teught me love!l
There, there, the rays, from heaven's blue vault,
: : descending,
With golden tints, would tinge earth's face in vain!
There, there, in vain, the moon, in night's still sky,
Would o'er the world its silver radisnce spread!
For there, if e'er b bresthe the Tuscen air,
Compell'd to marry him who now sues for me,
I'11 dwell upon the tsllest steeple's top,
Whence my sad eye can fix itself on Venice;
. And weep, to find myself remov'd, so far,
From my lov'd father, and from Bentivoglio
Behold, he comes - with all his virtues blooming!
Like feather'd Mercury he nimbly steps;
- His gresce is as Apollo's: and, like Mars,
His stately port bespesks the warrior, crown'd
With honour's chsplet, from the new pluck'd laurel!l
Oh Bentivoglio! When thou wentest, methought,
On every feasture was perfection seated:
And now, methinks, what them perfection seem'Qd,
Displays perfection, better than at first. " 51

54. TI,iii.
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The XIX century spirit aléo appears in V,iii, where Bentivoglic
hears Polymnia's confession whilst a vast, supernstural storm
is raging. This was prbbably derived from the storm in King
Lear, but it lacks the Shakespearesn power sand implicstion.
Certainly Bentivoglio is in a turmoil before he kills Polymni%
but the murder itsélf is an illegitimate expression of his
primasry desire for revenge upon the Duke, and deliberate soror:

icide - pasce Aristotle”?2

- is more likely to be horrific than
tragic: it certsinly is in Masterton.

Williem Bailey also tried baesing esn early XIX drems upo:
Shekespesre in his Grimeldi (unscted), 1822. It has the safie
plot ss H.H. Milmen's Fazio (Surrey, 22,xii,18165 as The Iteli
Wife; C.G.5.ii.1818)}1815. In his Preface Bailey'éhéws
anger because his play was written, though not printed, before
Milman's and he suspects Milmen of copying, or at least using
the record of the event which his Grimsldi must have brought
to Milman's notice. Grimaldi, an old miser, is accidentsll
stabbed by & bravo, who mistook him for someone else. He
staggers into Fazio's house snd dies. Fazio is trying to

find the philosopher's stone, but decides Grimaldi's key will

be a good substitute. He goes to France, exchanges Grimaldi's

52. Poetics, 14, 1453?
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gold and returns to Italy rich. He and his wife sre very happy
even though some people asre suspicious of Fazio's clsim to hsve
found the philosepher's stone. Fszio invites a widowed relstion
end her daughter to live with them. He pays undue attention to
the daughter; his wife is jealous snd tells the suthorities of
the murder as if Fszio had committed it. She is believed and
Faezio is exeéuted for Grimeldi's murder. The bresvo confesses
~to the murder, but too late. On the execution plstform, Val-
entia, Fazio's wife, stsbs her children snd herself.

Shakespesre's influence emerges in patches: Grimaldi
is modelled upon Shakespeare's old men -

"Thenk 'e, thenk 'e, thsnk 'e! mo,no,no,no -

Tut, tut, tut, tut, - debauch, debsuch, what would,

What will men say of o0ld Grimsldi?®

Good night, good night: I must go home

And press my counsel pillow. " 53
though it is only fsir to remember Hezlitt's criticism of

54

" Knowles's critics: how far is Grimeldi modelled upon nature

and not upon Shakespeare? It would be better if we could
decide it wess nature, but if so, why does Bailey snd so many

of his fellow drematists, follow nature st the points where

53, I,iii.

54, cf. p.'52., Hazlitt alleges that some critics declare
"that it is all borrowed from Shskespeare, because it
is true to nature" - they do not sllow sny modern

author to be true to nature independently of Shakespeare.
(Hazlitt xviii, 345).
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_éhakespeare, delineatiﬁg man as he found him, is more easily
copied than at other points? If 8ll these plays impressed by
their natural spontaneity, by their close portraysl of men and
manners, then tb suggest Shakespeare as the source of this or
that elemgnt would be foolishly misguided, but when, repeatedly,
we encounter obvious Shakespearean characteristics existing by
themselves in the midst of syid plays, we must conclude that
they have come, not direct from nature, but vla Shakespeare.

Bailey uses prose more frequently than is ususl in this
period: the Bravoes - hired assassins - speak prose, so does
Pazio when deeply moved by Grimaldi's death and when excited
by his weslth. Shakespeare's influence is found in this prose,
perticularly in comic relief scenes, when Pico and Pestle chaff
one snother in a would-be humorous, in fact very irritating man-
her; or when the 0ld Womesn, III, viii, addresses Fazio -

"God bless your worship's honor! how glad I am that

you have found this phlosgobulsar stone! What sort

of stone is it, an't please your honor's worship?

Is it a millstone, or & grunstone, or a stepping

stone? or is it that what-you-may-call-um

stone, that has always been kept hid, like?"

His humour too easily lapses into farce not suitsble for
8 tragedy. Sentiment oozes throughout III, V, where Marcells
and Adelaide, the widow and hef daughter, in long, pious speech-

~es brood over their poverty and the frequeht unheppiness of the

rich. Typical of the sentiment is Adelaide's speech telling
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us. she has been in love once:

"Alss! one only wave hath glided past me,

One fleeting wave in the great tide of time:

Since that dresd frown my ringlet head had brought
In modest sorrow even to the ground; )

Since denc'd my heart to Fancy's sweetest note;
Since love rode lightly on the noon-tide web

Of gsle~betwisted gosssmer to me.

Why, dearest mother, force me to repest,

That long ere evening clos'd that fleeting day,

A breeze sprung up that bore sway the god,

And left the downy film upon my brasin,

A sad memorisl entengling there.

Ah! say what now is a8ll the world to me

That I should tremble at its dark'ning power?" 55

"Fleeting wave", '"ringlet head", 'modest sorrow" are, sedly, to
be expected in this period, but the involved speech figures,
concealing instead of revealing, or illuminsting, what Adelsaside
means, are slmost bewildering in their badness - how is love

to ride

"1lightly on the noon-tide web
Of gesle-betwisted gossamer to me" ?

Miss Muffet is bound to be our first thought.

Grimaldi is 8n irriteting play becsuse it does have poss-
ibilities, 811l of which hsve vanished in the writing. Bailey
has related the story of Fszio snd Grimeldi evidently without

any sttempt to transmute it into 8 tragedy of his own; had he

55. IV,ii.

=
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been capable - and the fsult of many of these writers is their
dramatic incspecity - he could have developed the conflicts
within ¥Fazio over his theft and subsequent misrepresentation,

over his infatuation for Adelside; within Valentina,Fazio's

wife, over her revelastion of the murder, snd the conflict be-
tween her and Fazio as their position in society is chsnged,
and their own rclationship. Bailey could slso have arrived at
a8 less melodramatic finsle. Instead of making any effort he
has left his play weak and flabby, lacking~-the firmness snd
tautness of good drama, with 8 plot that moves weakly forward
having no compulsion of its own, but only that put upon it by
Bailey.

H.H. Milman's Fazio (Surrey, 22,xii,1816)as The Italian

Wife; C.G. 5,11.1818) 1815 uses the same plot with variations:
once Fazio is established @s 8 rich man he is cordially received
by Aldsbella, a8 Florentine besuty, whom he had loyed, but who
had scorned him when he was poor. Fazio's wife, Bisnca, is
neglected and misersble, so she tells the Duke of Florence

where to find Grimsldi's body buried in Fszio's garden. Fazio
is cherged and realises how wrong he has been in seeking gold
and in loving Aldabells. Complefely penitent, he goes to his
execution for a murder he did not commit as it were in compen-

sation for his other weaknesses. Bisnca is horrified, 8s she
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had thought the money would be taken away, but Fazio would re-
main. She pursues Aldabella, denounces her influence upon
Fazio before the Duke, and explains why she acted as she did.
The Duke investigates the murder snd discovers the judicisl
error. Aldsbella is condemned fo a convent (& strange punish-
ment, especially as Milmen was 8 cleriq’but very typicel of the
period) snd Bisnca dies.

Fazio is interesting at first, depicting Fazio's despsir
of finding the philosopher's stone and in the subsequent study
of the corrupting power of gold upon him, also in showing how 8
man ha%ing once sinned, is all the more ready for the next sin
when it appcears. But Milmsn cannot keeﬁ it up, the plsy fizzles
out into set declamstions end speeches based upon the more eas-

ily imitated Shakespesrean characteristics.:

(iii) Drsmatic poems.
The dramatic poems of this period were not intended for
the stage. On the other hand, none of them flout the physical

limitations of the theatre as Shelly does in Prometheus Unbound.

Most of these dr?matic poems 8re shorter than the average play,

although Charles Wells's Joseph snd his Brethren, 1824, is one

of the exceptions, R.E. Landor's_The Count Arezzi, 1824, another.

Milmen wrote dramstic poems as well as plays.
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His intention in writing them is explsined in the preface to

Belshezzar: A Dramatic Poem (unacted% 1822

"May I presume to hope that this, as well as the
preceding works of the same nature, may tend to

the asdvancement of those interests, in subservience
to which alone our time and tslents csn be worthily
employed ~ those of piety and religion?"

His menner of writing is explained in the introduction to

The Fsll of Jerusalem: A Drematic Poem (unacted)’1820:

'Every reader will at once perceive from the nature

of the interest, and from the language, that this

drame was neither written with a view to public

representation, nor csn be adapted to it witheut

being entirely remodelled and rewritten."

These poems are significant in as much as Milman is
obviously writing 8 more closet-designed form of poetic drams
then had been ususl before this time. The decades of large
théatres, star sctors, mensgeriel rivelpy and other sbuses of
the period56 had inevitably resulted in the sssumption thsat
such verse plays eould be written and printed with no reference
to the stage. Byron certainly did not wsnt stage production
for his plays57 but he did write them in s dramatic mould -
they are only at one remove from the living stsge - while Mil-

man's Dramatic Poems are quite remote from theatrical production.

Charles Wells, in his Joseph and His Brethren, A Drsmgtic

56. cf. pp.3-28
57. c¢f. p.l.
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Poem (unacted% 1824, wrote a play whose standards sre very
obviously poetic rafher than dramstic., It is no use criticising
it for being unthestrical: Wells obviously 4did not intend that
it should be so. Regarded as a long poem, it offers an exhil-
erating sweep of poetry, e.g. Simeon in I,iii -~

"These dry Egyptisns are like all the rest,
Strangers or not, msn psints commodity

As though he lov'd to give its virtues up;
Dezzling your fancy with a8 gay report

Till you shall die of longihg 8ll this while,
'Tis but 8 shift to keep the money back

And save it in the pouch. Gold is the thing:
Get much of that, and you may pick your wey
Over the crouching world: this tswny key
Can open wide the secrets of all hearts

And nasture wesars 8 universal smile!

A hundred slaves with 8ll their hundred wills
Are but mute shadows following your eye.
Gold is the ribs of power. "

Joseph and His Brethren intoxiecated Swinburne?8 but as a blank

verse play it does not have an important plasce in this study.
Slightly nearer to the thestre than Wells, R.E. Lendor's

The Count Arezzi, 1824, offers good drematic speech, e.g.,

Cimbelli -

" World! 0! worldl
All sort of men are moonstruck or possessed,
Priests, elders, bachelors, and those with wives -
All wretched, 8ll forlorn, all prone to dsrkness,
All tempted, vexed, tormented! I would find

58. c¢f. Swinburne's introduction to Joseph and His Brethren
World's Clessics, 1908.
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Some wizard with his almenack, to learn
The worst at once." 59

who has the gay, almost hysterical wit of a Shakespeare clown
or of Mercutio. Admittedly what is drametically good owes
much to Shakespeare, but in this period we tend to accept that.
But the play is too long, the plot too complicated for dramatic
urgency. It could not be performed es it stands, snd if cut
down, it would be inecoherent. The climax is followed by too
many scenes which drag eny tregic impression down into tedium.
The poetic element, lyric rether than ‘dramstic, appears in e.g.
Arezzi's soliloguy, IV,iii:

"Their shadows move upon the walls within,

And o'er the softer cadences of song,

I hear their mirth! What wes so pleasant once -

Night with her coolness, snd that crimson moon

Whose rising wakes the nightingale - the flowers,

Too prodigsl of their dewy sweetness, now

Tire @nd offend. I would not bresthe agsin

The orange blossom's fragrance thus or .hear

The fountain waters dash their marble vase.

No Sounds distuwbt the moonlight ses beyond:

They seem to rest whose barks sre anchored there,

This music does not reach to them! - but I

Shall sleep no more till death - my heart still tells me

Its throbs are numbered. - Amongst so meny blessed,
- There is but one that can remember yet

The wretch shut out:- she would forget me too

If fear were not as strong as this new love -

Now they must watch together, and & breast

So innocent once, become the incestuous couch

Where shame engenders falsehood! Let her bring

59. I.iv.
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New lies upon her lips, sand then go back

To flutter in the light of those fasir halls,

Bresthe their sweet incense, render sigh for sigh,

Or dubious pressure of dividing pslms,

And blush beneath the lengthened gsze of love -

She did so, late, with me. -~ The strongest tskes her,
And I, who might be such, stand here sloof

For fools to bait and hoot at! -~ Herk - she comes,"

(iv) Gonzalo, the Traitor; Eurypilus, King of Sicily; Durazzo;

There are three plays in this period which impress as

better than the average. One is Thomss Roscoe's Gonzalo, the

Traitor (unactedz,1820, It is not entirely original. Roscoe
is indebted certsinly to Shakespeare and probably to Joanna
Baillie. The plot is built eround revenge, but the impression
is less of Isgo and more of the passions of revenge snd hatred,

8s Joanns Besillie portrayed them in, e.g. De Mon%fort.6o

" Gonzslo wants to have revenge upon Rodriguez, who has always
managed to schieve what Gonzslo wanted before Gonzalo did 80
himself. Now Rodriguez is about to marry Estrella, whom Gon-
zalo also loves. Gonzalo arranges for Alvarez, Rodriguez's

" father, and Montalva, Estrella's father, to quarrel, to the-
extent of having?&uel( Alvarez is old, and by appealing to
femily honour he prevails upon Rodriguez to fight in his place.
Rodriguez does so snd wéunds Montalva, but believes he has kill-

‘ed him. Mesnwhile, by trickery, Gonzslo mskes Rodriguez

60. cf. p.Iyff-
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believe Estrella does not love him, but himself, Gonzslo, and
mekes the Infentes believe that Rodriguez returns her love for '
him. The wedding of Rodriguez end Estrella is postponed, be-
cause Rodriguez is imprisoned for duelling and wounding liontslva
who may die. Gonzalo, by further trickery, merries Estrells
himself but his hired assassins fsil to kill Rodriguez, whose
nobility shames them into penitence. Rodriguez, released from
prison)as Montelva has survived, leads the army against'Gonzalo,
who has treacherously lesgued withthe Moors, hoping to become
king. Gonzalo snd Rodriguez fight and Gonzaslo stabs Rodriguez
in the bsck when Rodriguez offers to embrace and be friends bhe-
fore the wounded Gonzalo dies. Rodriguez is not mortally
wounded, Estrells sppears, and all is well. Wiord is hrought
that the Infanta, whom Rodriguez had married by Gonzalo's
trickery, has committed suicide.

This plot is used with power, largely deriving from
Gonzslo's single-minded purpose, which makes him ruthlessly
subdue all else to the accomplishment of his goal -

"I'1ll sleep no more - Oh God! dresms, dresms of hate,

Without revenge, will kill. ~ It was Rodriguez -

Again he hsad me down - again he smote me

As once in boyhood: then, e'en to my face,

Methought, he took the woman that I loved

From 'neath my arm, and led her to the altar.

Am I awake? and sre not these things dreems?

No, true, too true, if I should feil to-day,

- How my soul withers in the dresd suspense!
Whet hour is it? - How fer from my revenge? - " 61

61. I.ii,
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And lster in the same scene :

"Mlatteryl thy breath is sweeter sure than womsn's,
Whispering th'enamoured ear of youth. How greedily
He suck'd it in! -

Yes: I will think snd toil, and creep snd whine,
Belie my very nature to achieve it.

Vhat! have 8 puling boy preferred before me? -
Refuse my hand? - I second here to any? -

Hate be my guide - now to the King......."

And sgain:

"Why, who cries out on fortune, and reviles her?
'Tis but 2 cloak to hide our ignorance,

And cover blunders, thet would else expose us.
And thus we cry, forsooth, it was unlucky! -
There's nought but fortune to a careful man;

She is the kindest mistress! - ever pleas'd

Jith those who know to use her handsomely,

And tske her in the humour....." 62

Gonzsalo's chsracter comes over very well with its passion

of hatred and revenge, studied and developed in the way first

63

used by Josnna Baillie. He is at his best in scheming

soliloguies :

1t

Now stand I on the threshold of my glory;

And shsll I venture on? If death should front me,
And spurn me bsck upon my native nothing!

This is the thought that gives my purpose pause:-
I calculate on life ss well ss honor,

First, I have satisfied my vast revenge

And reached its summit in my foe's dishonor;

And he but lives to hesr it from my lips.

I helped to wed him -~ true; to play him fslse -
This is the sting: I'11l haste to prick him with it;

62. IIT,i.
63. cf. p.l98ff-
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And when he feels it, I shall be reveng'd

For his long overtopping me in 8ll things.

His fist, his sword, his love did still oppress me;-
He was the vasmpyre that consum'd me living.

Revenge is sped - I spurn not on the dust -

My hate is satisfied - ambition something;

And I had better rest upon my lsruels,

For, venturing forwsrds, death may snatch them from me.
But see! within the temple I approach

Upon his golden throne, sits high Ambition,

With his rich throng of nobles and dependents

Who kiss his feef, and wait upon his motions.

And shall I turn my back in coward flight,

Scar'd at the fire that fills his swful eye,

WWhen I am come so far to hail his presence?

Ile beckons me - I widl approach, snd seat me

In gquiet majesty upon - the thronel " 6l

Unfortunately the whole play does not come up to the standard
of Gonzalo's characterisation. The plot is slightly too com-
plex, so that Roscoe has to spend time simply in describing
events. It lacks 8 controlled design, but instead seems to
wander at times without an srtistic limit. The relatively
happy ending is blstantly contrived. Nevertheless, becsuse of

Gonzalo, the plasy does impress.

Another good plsy, D.W. Paynter's Eurypilus, King of

Sicily (unacted% 1817, Manchester, also derives a lot of its
power from Shakespeare. Eurypilus, King of Sicily, marries
Melons - & woman of doubtful sntecedents, who sends out fifty

rings to noble virgins of Sicily. Hermoline, one of the chosen

6L. V.i.
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recipients, refuses 8 ring as she has just lost her chastity to
Leterno ~ one of lielona's former psramours. Hermoline and her
sister approach lMelona for justice against Laterno. lelona de~-
cides to have him banished, for her own safety, as he knows too
much about her. Laterno persusdes Melona's priest thast if he
stabs Melona with a dagger given to him by Laterno, Melona will
not be killed, but an evil spirit dwelling within her will die.
Laterno's sins finally catch up with him as so many people de-
nounce him to Eurypilus. He is killed by Hermolina's brother.
Melona dies by the priest's misguided hand. All Melona's life
is now revealed. Iurypilus curses his fate and commits suicide.

The plot hss various strands in it: sentimentsl, melo-
dramatic, Gothic and & Jacobesan love for villsiny openly display-
ed. But the language, whilst indebted to Shakespesre, does
have some force of its own, almost as if Paynter had so thor-
oughly ebsorbed Shakespeare that his lesnguasge is naturally
Shekespearean ~ as in I,ii, a soliloguy by Lsterno:-

"Now, do my projects wesr a8 goodly face! -

A shrewder knsve ne'er form'd and rais'd, from naught,

Such pessing fabricks! - In a short liv'd month

I've caus'd the king to woo, and couple with

A skilful drsb - 8 harlot o' the trade! -

A virgin once, 'tis true; whom I myself

Beguil'd - and stripp'd of that - which cherter'd fools

Call chastity, -~ ev'n in the very core

Of lustful Venice, But, to serve my turn,

Of late, by dint of specisl promises,
I lur'd her hither; gave her private precepts;
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Reform'd th' unseemly witchcraft of her tongue, -
And made it use & bashful, sober diction:

Repair'd th'offensive flsws and blemishes

Of wry-neck'd Vice, with paint - end holiness;

Did canonize her, ssns the wonted rites;

Bray'd out her praise, with pithy, grave discretion; -
Anon, the am'rous king was smit with passion; -~
And, now - why, now, I have created her

The mighty, star-like queen of Sicily!

'Twas excellently done! in faith, 'twas brave! -
But why was't done? - To feed my hungry coffers, -
And 1ift myself to royslty: - for gold

Ne'er fails to give the daring spirit triumph!
Deformity is oft, by it, transform'd

To comeliness; shsarp, penal spite, to love; -

A wrinkled age-worn Hasg 'twill render fsir,

And sprighly, as the unfeding Ameranth; -

'Twill maeke 8 man & fool, - 2 fool, 8 men, -

A coward vslisnt, ~ and & villain uprightt. - "

The poetry is uneven, but aitogether the plsy has power, There
are sudden vivid uses of imegery that give 8 good atmosphere to
the play.

"Melona /to Laterno disguised ss a Friar./

Wherefore thus accoutered?

Laterno
To keep our galley in its even course.
Suspicion is a wakeful cur, which snarls
And yelps, at ev'ry heedless tresd." 65

Then Psynter produces this : .
"Hermolinsg

Meanwhile, I'11 gather yonder bashful flow'r
Which drogps for lack of rain - Ah, me! - 'tis

wither'd!
All, 8ll its sweetness gone!l -
Castella.
E'en such a flow'r as thy sick fancy
, shew'st thee,
Art thou thyself, unhappy sufferer! - " 66

65. II,iii,
66. IV,iii.




- 176 -

where Castella's gloss is guite unnecessary and unpoetic.

In reading it there is an impression of strength and
compulsion, unusual for the time and deriving lsrgely from
Paynter's use of language: he has a certain facility in blank
verse, combined with a capecity for keeping interest alive in
his quite complicated plot.

Paynter's .other play, King Stephen, or The Bsttle of

Lincoln, (unactedb Manchester, 1822, is more obViouslj modelled
upon Shakespeare's history pleys. It is competent, but no more,
and much of the competence is derived from Shakespeare. There
is no attempt at character drswing and very little dramatic
form,

James Haynes managed to gsin a.greater freedom than

any of the others. In Consciencc; or The Bridal Night (D.L.

21.iil1821b 1821, he had asssembled Gothic elements snd fused
them as best he could, with bad verse, into a bad plot, result-
ing in a useless play. But his Durszzo (C.G.xi.1838%'1823, is
guite different. There are still Gothic, sentimental, melo-
dramatic elements, but they are secondary'to the progress of
the plot. Durazzo is the grandson of sn exiled lord of Gren- .
ads, whither he returns full of ambition and schemes the' over-
throw of Alonzo, the fience of Zelinde, whom Durszzo loves,

but whose father, Benducsr, is his enemy. Durszzo's plot
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succeeds and Alonzo end Benducar, accused of treason, are ban-
ished. Zelinda refuses to marry Alonzo before he goes, and, in
penitence, renounces Durazzo as well. Durazzo's false accusat-
ions agesinst Alonzo snd Benducar are exposed. Alonzo and Bendu-
car return. Alonzo is put in control of the defence of the
city ageinst the Moors. Durszzo wants to be reconciled to
Benducar, who is ademant in his enmity and gives Durazzo a
blow - the second one he has delivered, so Durezzo kills him.
Zelinda goes mad. In fighting the Moors, Durazzo acts most
heroically, saves the king's life and ensures victory. Vounded,
he goes to the convent where Zelinda is and stabs himself.
Durazzo is unususl for this period in tpat he is much
more of a rounded character instead of a mere cérﬁboard pupbet.-
He has a good conflict in his embition versus his,bettef'feel-
ings; there is also conflict in his love for Zelinda versus
his hatred of Benducar. He spesks and acts with an inner
conviétion, and not as if Haynes were simply'putting words into
the mouth of a clay figure. Durszzo's feeling of unhappiness
comes over, but the other characters are not sufficiently slive
to help give a rounded impression of Durazzo ~ they are much
more conventional types, especially the women, who sre senti-
mentsal and long-winded. Haj%s catches a good oratorical

rhythm which goes well with Durazzo's firmness -
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"Yet be not rash; my speech, I doubt, was warm -

It may be wrong; but, as my heart conceived,

Iy tongue hes utier'd. I would have you firm,

But nothing violent; prepasred to urge

Your wrongs in accents that inform, and not

Offend the Roysl ear. Thus shall your csuse
Find fevour; your dishonour, full redress -

Outrage expires in weakness. Peace, my friends;

Peace in the city, conduct in the field,

And justice on the throne: be this your modtto

And prosper. "
Durszzo's pride is well expressed:

"Garcia.
'Twere fitting more such uprise to be humble.

Dursazzo.

How! by what process of the intellect

Prove you this fitness? Do we not go arm'd
Into the field of srms; and shall we not
Tread proudly in the pslaces of pride?

I come amongst you a competitor,

To answer taunts with tsuntings. VWhen the wind

Scold a8t the sea, the ses rebukes the wind
With lips of foam; and when 8 comet starts
Into our system, sangrily he glsres

That the bright multitude of stars turn psle
To see the mighty straanger pass along. "

Haynes's poetic gresp emerges in, e.g.,

"Durszzo. My prosperity

Csme on ss sudden as 8 northern spring,

That shoots its growth up like a culwerin

To meet the instant season; but, as guick
As winter strikes the pole, misfortune turns,
To sweep away the track and vestige of

My perishing hopes. "

67. I,ii,
68. III, ii.
69. IV, i.

67

69.
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Though these three plsys stend out from the minhor
tregedy of this period, it must be remembered that their merit

is relative and not absolute.

(v) Verse in the Minor Tragedies,-1815-1825.
The verse is little different from that of the earlier
period,7o apart from 8 grester use of prose and a lesser of

rhyme. Peter Bayley, in his Sophoclesn derived Qrestes in

Argos, 182@’Z5lG. 20.iv.182é§}gives the Furies incantations of
rhymed couplets, but, such exceptionsl uses gpart, rhyme has
dropped from poetic tragedies. Prose, on the other hand, is
incressingly used, owing something to Shakespcare, as its use
is confined)largely, to the mechanicals, The anonymous,

The Queen of Argos (unacted9)1823,‘is 8 brisk play with more

varied dramatic verse than'is usual, although it does suffer
from undrsmatic tedium in its length snd compsrative lack of
actiony once the plsy is finished we are left with only o
record of externsl events, which cannot compensate for lack of
d;amatic action, no matter how complicated it may be. The

verse, however, seems to be 8 genuine attempt to bring vividness

into the play end to break away from hesvy, conventional forms:

70 cf. p.109.




- 180 -

"Aye, we have married in the teeth of luck;

The moon's not full - nor this by Jove the fourth.
Oh! we're s wretched pair! no settlements,

Nor store of virgins stale, to set us right.

Jewels not thought of - miserable we!

Ungarlanded - pipers and dancers none!

We haven't a link - unkneaded the bride-cske -
Lugubrious couple! And to top our woes,

Purnished, unfurnished, not 8 house have I'! " 71

The prose comes from the comic lower characters, who sre involv-
ed in a slight secondsry action of their own. They are well
portrayed, earthy people, expressing themselves naturally, and
if they do owe a lot to Shakespeare, they are better then the
usual Shskespearesn imitations of genteel clowns uprooted from
their mother earth and with all the soil sheken from their
roots, e.g.

"T'o be petted and pinched snd be slobbered by a

wizen'd o0ld dotard, a2 mess of chaff and water!

Sha-ah-ah~ah! (shudderlng) fretted snd

fondled and sneezed on and snarled at: I cen't

have him. My dear'd and my darling'd; lovey,

mouse, honey-comb, sweet! and anon, pert,

wanton, butterfly, baggsge! Harried off my

stomach by the precise paddllng of a8 toad-skin

paw and meyhap - I won t have him:

it's too much - 72

We have already noticed W. Bailey's use of prose in

13,

Grimaldi,1822:for humour smong mechanicals. He also uses it
when Fazio is deeply moved by Grimaldi's death and when he is

excited by his new-found wealth: two points of heightened

71, II, i.
72. III,ii.
73. cf. p.163.
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excitement in the play which w;ulé mére ﬁsually be viritten in
verse, normally of 8 most luxurious and expsnsive nature.
Bai;ey's vractice here is most unusual for his age. J.S,
Knowles also uses prose, for his plebs and occasionally for

Grmactat),
other chsrscters. John Roby, The Duke of MantuaA 1823, gives

prose to his servents and to Lsura, 2 cousin of Hermione, the
heroine, probably because she is exploited as a8 slightly comic,
elderly person, owing much to Shakespeasre; e.g., Hermione and
Blanch have a typicael mistress-servant scene, including a song
and comments:

"Blanch. How like you the song?

Hermione. Indifferent well; methinks it were too sad,
ut sadness snd I must have close fellowship ere

: : long
Or I misteke the note of her approach..." 7 7L

-William Tennant in Csardinal Beaton (unacted% Edinburgh,
1823, intersperses long, undramatic, undifferentiated speeches
with sprightlyy Scottish prose spdken by old women and & Jjailer,
The effect of contrast emerges :

"Mrs.Strang.
0 little knows this stony-hearted man
How dear to me this psssing interview!
Else he would grudge not this poor spen of time.
O husband, I am grieved for your sake;
Sad terrors vex me for your stste of life.
There is a cloud of mischief in the sky
Ready to drop its hsil on some poor head;
Nor know I well if Fours shsll be secure.

74, I,1iii.
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--Geldcleuch -( jailer) - : - - -

That I dinns ken neither -
There are fagpots gatherin', sticks splittin', coals
drivin', stskes rammin', gun-powther pokes
crermin', a' sbout the Castle and the Priory
puffin' an' blawin' wi' business.......Now,
a' this wark is no done for naebody and nsething -
heretics mesun burn - it's & lsw i' the kirk =-
they thst will to Cupar maun to Cupar.

Mrs. Strang

Oh do not, with your croskings raven-like,

Incresse to an intolerable load,

These fears with which already I'm oppress'd..." 75

William Woodléy in James the Third, printed with Catherine de

Medicis,.1825, uses prose in the ssme way, only his attempts

at Scols dislect are pathetic.

It may be observed of these plays mentioned which make

great use of prose, apart from Caius Gracchus, 1815, whose

prose is obviousiy of Shakespearean derivation like the rest of
the play; that all of them sppesred in the 1820s. With s
study ending in 1825 it would be foolish to draw sny conclusions
but I would tentatively suggest that, just as, e.g. Wells in

Joseph and His Brethren, has left the usual poetic drams form

to become more poeticsl ~ a line which was increasingly follow-
ed - so other writers are re~introducing a greater prose element.
The writers ofnboth deviations must have been aware of the un-
happy ihadequacies of the contemporary poetic drame and each

devistion wes an sttempt st a remedy.

3

75. 1I, 1.



_183_

CHAPTER V.

Joanna Baillie.

During the pefiod 1790-1825 Joanne Beillie published

three volumes of plays, each entitled A Series of Plays; in

which it is attecmpted to delineste the stronger passions of the

mind. Edch passion being the subject of a8 tragedy and a comedy.

Volume i, 1798, contains, of blsenk verse tragedy, Count Basil

and De Miontfort; volume ii, 1802, Ethwald (in two parts, esch

of Tive acts); volume iii, 1812, Orra. She published snother

tragedy, The Femily Legend, in 1810. These wolumes sre partic-—

vlarly interesting on account of the long "Introductory Dis-
course' which forms a preface to volume i, and the preface, "To
the Reader" of volume iii, where Joanna Bsillie develops her

‘own dramatic theory.

(i) Dramatic theory.
Josnna Bsillie's theory is fully trested in Chapter II,1

It is not, however, out of plsce, to remind ourselves here of

her msin contention before proceeding to a study of the plays.
Joenne Beillie, with strong morsl sanctions, determined

"that an attempt to write a series of tragedies,
of simpler construction, less embellished with
poetical decorations, less constrained by that
lofty seriousness which hss so generslly been
considered as necessary for the support of tragick
dignity, snd in which the chief object should be
to delineate the progress of the higher psssions in
the human bresst, each plasy exhibiting & particulsr

1. cf. Pp2g-37.
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passion, might not be unacceptsble to the publick." 2

The main innovation is the deliberate intention that each play

will be built around one passion.

(ii) Count Bassil.

Count Bssil (unacted))printed in the first Series of
Plays, 1798, is built sround the psssion of love. Count Basil
is a brave, honoursble and honoured genersl in the service of
Charles V. When the plsy opens he is leading his troops to-
wards Psvia to join the Emperor. He stops in Mentua, where he
‘falls in love with Victoria, whom he had seen once before, two
years ago, and of whom he has dreamed ever si_nce.3 Viétoria
is the dsughter of the Duke of Mantua, who wents to delay
Basil's advance as he secretly hopes Francis I will defeat

Charles V in the forthcoming bsttle. Basil refuses to stay

at the Duke's request, but agrees to remsin snother dsy after
Victoris, completely innocent and knowing nothing of her fath-
er's schemes, has asked him to stsy. In staying Basil slien-
ates his friends and officers, and the Duke has no trouble in

.SPreading revolt among Basil's soldiers. Besil manages to

2. A Series of Plays, i, UW1.

3. In the third (1802) edition of the first Series of Plays,
Joanns Baillie slters this, reverting in fact to her
original plan, so that Basil first sees Victoria in the
procession and the whole process of the psssion is thereby
enacted before us. (Note st the end of Basil, I,pp.89-90
1802 edition, in which Count Basil is altered as a title
to Basil.)
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regain their trust, but he is too besotted with love to leave
Victoria. Vhilst he is delaying in Mantus the battle of Pavie
is fought. The Emperor waited for Basil until he could wsait
no longer. Basil, bitterly ashamed at this loss of honour,
shoots himself.

Basil is guite a well drawn, rounded chasracter. In the
opening scenes we are prepsred for his sppesrance by the talk

of his friends; we hear of his character; "he disciplines his

men severely"u "he loves not esse and revelry"5 "Basil "is

‘of flinty matter made."6 When he does sppesr, however, he

hed slready fallen under Victoria's spell:

"Rosinberg. Thet olive branch
The princess(Victoris] bore herself, of fretted gold,
Was exquisitely wrought. I mark'd it more,
Because she held it in so white 8 hand.

Besil (in 2 guick VOlCu)
Mark'd you her hand‘P I dia
not see her hsand,
And yet she wav'd it twice." 7

This is Basil's first speech. He snd his friends have just
éeen Victoria in a procession. Basil's rapid speech and
strange visusl dichotomy - he saw her hsnd snd yet did not see
it - sare pointers‘to his condition. This is clearly indicsted
further on in the same scene:

I,i.

I,ii.

I,ii.
I,ii.

~ oo
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"Rosinberg.
Vihat mighty thoughts engage my pensive friend?
Basil
T 0% it is admirasble.
Rosinberg.
How runs thy fsncy? Vhst is admirsble?
Basil
Her form, her fsce, her motion, ev'rything!
Rosinberg
The princess? Yes, have we not prais'd her much?
Bsasil
I know you prais'd her, and her off'rings too;
She might have giv'n the tressures of the east
re I had known it.
She csme upon my wond'ring sight -
0! didst thou mark her when she first appear'd?
Still distent, slowly moving with her train;
Her robe, and tresses flosting on the wind,
Like some light figure in 2 morning cloud;
Then as she onward to the eye became
The more distinct, the lovelier still she grew.
That graceful bearing of her slender form;
Her roundly-spresding breast, her tow'ring neck,
Her fsce ting'd sweetly with the bloom of youth -
But when on near approach she tow'ards us turn'‘gd,
Kind mercy! What a countensnce was- there!
And when to our salute she gently bow'd,
Didst masrk that smile rise from her parting lips?
Soft swell'd her glowing cheek, her eyves smil'd too;
0! how they smil'd! 'twss like the ibeams of heav'n!
I felt my roused soul within me start,
Like something wak'd from sleep.
Rosinberg .
Ah! many 2 slumb'rer heav'n's beams do wake
To care and misery!"” '

8
This long speech is, unfortunately, marred by many typical
. faults of this period: the opening imege is poetic in describ-

ing Basil's feelings with imagination:

8. I,ii.
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"She might have giv'n the tressures of the east
Ere I hasd known it."

Then Bsesil continues with conventional tedium -~ "tresses float-:
ing on the wind", Mbloom of youth", '"glowing cheek", all
amoﬁnting to 8 poetic description in the worse meaning of the
word "poetic" ~ fulsome, unnatural, obviously not prose;

instead of which Basil should have described her appesarance as
he saw it for himself snd as it reacted upon his imagination.
Joanna Baillie evidently could not endow her chsracter with
poetic vitality. This speech invites comparison with
Enobarbus's speech describing the appearsnce of Cleopatra in

9

Shakespeare's Antony and Cleopatra. Enobsrbus does not

merely describe, by his lsngusge and interpretation the fires
our imsgination as, for example, in

"Purple the ssils, and so perfumed, ‘thst

The winds were love-sick with them, the osrs were silver,

Which to the tune of flutes kept stroke, and made

The water which they beat to follow faster,

As smorous .of their strokes..." 10.
Enobarbus personifies wind and weter and Wisely permits Cleo-
“petra's sppearance to beggsr sll description. Basil particul-

arises with unhsappy results

- "Her roundly-spreading bresst, her tow'ring neck."

9. IT, ii, 199-226
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Throughout this period we find a8 similsar stifling of poetic
imaginstion, which is replaced by plodding, "poetical" de-
scription.

Basil's obsession is conveyed, not, &s we learned to
expect from the miﬁor writers; by talk of the other chsaracters,
but by his own undeniable adoration of Victoria - an extreme
explsined by his friend and kinsmsn Rosinberg when he says:

".......thus earnest from your lips

Her praise displeases me. To men like you

If love should come, he proves no easy guest." 11
This links up with an earlier description of Basil ass a men
who has only one weakness:

"One fault he has, I know but only one;

His too great love of militsry fame

Destroys his thoughts, and makes him oft appear

Unsocial and severe." 12
From this it is easy to follow Basil!s development as his love
for Victoris conflicts with his first love - military feme -
and as the ﬁhysical presence of a beautiful woman congquers the
spiritual idea of honour. This conflict makes his suicids,
thodéh slightly drawn out, nevertheless acceptable because we
can understand_how much military honour means to him and how

crushed he must have been by the message he received from

Piscero, Charles V's genersl:

1. I,ii,
2. I,ii.

1
1




"Piscaro sent me to inform Count Basil

He needs not now his aid, and gives him lesve

To march his tardy troops to distant quartem " 13
During the play Basil does evoke our sympathy, and we may eﬁ-
ter into his charscter and sympathise with him as we never can -
with any of the characters presented by the minor drsmatists
of this period.

Unfortunstely Basil's character is the only one we may
begin to understand: the other characters are too easy to
understsnd, in accord with Josnna Baillie's theory,“L they are
flat end used more like mirrors in which we may see Basil re-
flected. This would be justified were only minor charscters
affected, e.g., Valtomer or Frederick, two of Basil's officers,
but Victoria's flatness strains our credulity. We rightly
expect a much fuller study of the women whose feminine sttract-
ions and power are going to bring Bssil to destruction. 1In a
way, this lack results in a foreshortening of Basil's charscter
Wwhich would be fuller if we could meet more fully the women
whom he loves. Instead we have a flighty, spoiled girl who
falls into a stock stsge chsracter part: a womsn who mocks
man's psssion until it is too late, then she is overwhelmed
by melodramatic remorse. Victoris csnnot come to life be-

cause at every turn she must act ss the passion - the pivot

13. IV, v,
14. A Series of Plays, 1798, p.59.
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of the play -~ dictates.

-On the other hand, Vicforia's cheracter could be sccount-
ed for by seeing it as s further and-most conviﬂcing proof of
the extremity of Basil's passion,‘ This would sccord with Jo-
snne Beillie's primary intention: to portray s pession rather
than 30 dramatise chsracters. It would slso pinpoint one of the
grest wesknesses of her theory. She slweys puts the passion
first, so that, st times, she fails to see that by so doing
she hes strasined s chsrscter unnaturslly snd so defeated her
) own end thast we no longer believe in the chsrscter and conse-
guentlymsy not accept the passion connected with him, or per:

€+.8ey in IV, v, of Count Basil, where Victoris deliberately and

coldly illtreats Besil's declsration of love,.not with eny

mischievous, flirtatious sﬁggestion of teasing him, but almost

with the cruelty of a cat taunting &' captured mouse. Yet ih
v,iii, 8 few houfs 1atér, shé makes most eitraVagant protestat~-
iong over his corpse, though it is interesting that the reason
she gives for her genuine passion is that he loved her, not
that she loved him. This behaviour might heve illumined

our knowledge of Victoria, except thet thé sketchy'outline we
do have of her is not cleer enough to suffer such appasrent

inconsistency or be strengthened by it.
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Generally the drametic construction is not good in

Count Basil. It opens with scenes of exposition which serve

to introduce us to Basil's character without too much unnstural
straining; then it continues to develop Basil's passion.
But Joanns Baillie cannot maintsin our interest with Basil's
weakness alone, for she has little else to drematise. Indeed
her theory would oblige her to keep any secondary interests to
the minimum. Instead of cultting down snd making the play
of 8 length with its content, Joanna Baillie drags it out to
its pre-ordained five acts, and our interest inevitably drags
8s well.

Perhesps Joanna Bsillie has gone to an extreme with the
good principle thet the primery conflict should be between
two passions within s chsrascter rsther than between the char-

15

acter and external events. That principle is obviousiy
of paramount importsnce, but it does'not exclude additionsl
external conflicts or entanglements with which 8 charecter has
to ‘desl. Basil's only entenglemsnt is an easily placated
rebellion among his soldiers. Apert from thst, all conflict

is connected with his internal one: 1love for Victoria wversus

love of honour, and Josnna Bsillie does not meintain our inter-

15. A Series of Pleys, 1798, p.59.
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est powerfully enough. This was her first plsy, so we could /
that her theory, not yet experienced, would not find it easy

to pull evenly with her practice. In the delineation of a
leading character and the passion which obsesses him, she has
had some success, but she has failed to integrate this with the

rest of the play, so that Count Basil droops limply. Joanna

Baillie, like other drsmatists of this period, had theories
about dremetic writing, but she lscked first-hand experience
of the stage itself, She was not'writing so .much for the
physical stage and massive audiences of her own age, but more

for some kind of idesl stage, which she, like so many others,

 had conceived in the closet, a sort of XVIII century bastard,

sired by Shskespesre. Genest spotted these drawbacks in Jo-

anns Beaillie :-

"Two things are requisite to make a good drematic
poet - genius snd a knowledge of the stage........

Miss Baillie possessed in a very high degree
the first and more essentisl of these guaslificstions
- she wes very deficient in the second -~ the con-
sequence has been, that she has presented to the
public much fine poetry in a dramatic shape, without
having written one single play which is well calcul-
ated for representation - as she wished her plays
. to have been acted, she should have frequented the
thestre herself, or have consulted some person who
was conversant with the stage......" 16

16, Genest, viii, 333.
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The blsnk verse of Count Basil is mixed. The general

background of verse tends to stiffness and an unnatursl diction
- a8 mixture of Shakespesre and XVIII sensibility, e.g.
"Prederick. :
How pray thee do confess thou art ssham'd
Thou, who art wisely wont to set at nought
The noble fire of individual coursge,
And csll colm prudence the superior virtue,
What sayst thou now, my candid Rosinberg?
When thy great captain, in & time like this,
Denies his weary troops one day of rest
Before the exertions of approaching battle,
Yet grants it to a pretty ledy's suit? " 17
Here we have to mseke our way, as best we can, through a clutter
of "thees", "thous" and "thys'", and much circumlocution, to
the mesning of the specch. Dramstic speech cannot afford to
be so meticulous with its subordinate clauses: the audience;
or reader, wants to be compelled into the heart of action, not
\
kept at a studied distance. But there are passsages where
Joanna Bseillie has shown the dramatic power she definitely
possesses, where she seems to be approaching her subject
freshly, feeling it upon her own pulses end not v?a Shakes-
peare or the preconceptions of her own age: - Basil addressing
his rebellious soldiers after heving dragged.oné particulsrly
troublesome rioter from the ranks :
"Stand there, damn'd, meddling villain, and be silent;
For if thou utt'rest but s single word,
A cough, or hem, to cross me in my speech,

I'1l send thy cursed spine from the earth,
To bellow with the damn'd!

New from battles, where my native troops

17. III, i.



5o bravely fought, I felt me proud at heart,
And boasted of you, bossted foolishly.

I seid fair glory's pslm ye would not yield
To.e'er the bravest legion trsin'd to arms.

I swore the meanest man of all my troops
Vfould never shrink before an armed host

If honour bade him stend. .............

But ye do peace, and ease, and booty love,
Safe and ignoble service - be it so ~

Forgive me that I did mistake you thus,

But do not earn with savage mutiny,

Your own destruction. We'll for Pavia march,
To join the roysl army nesr its walls;

And there with blushing forehead will I plead,
.Thet ye are men with warlike service worn,
- Requiring ease and rest." 18

One need hardly sdd that the soldiers now went to follow Basil
énywhere. This crowd orstory has power because Basil is
immediately concerned with sction, he is not enlarging upon an
abstract emotion, but urgently trying to convince his troops
of his own integrity. . Not only does Basil use excellent

crowd psychoiogy.but his lenguage has a vigour and compulsion
which is so often, and so wesrily, lacking from this period.
The verse'has attained 8 new freedom, it is no longer con-
strained by the length of a line, ss waes Frederick's in III,i1;9
and it hés achieved a rhythm much nearer to thast of speech.

Unfortunately this kind of language is seldom hesard,

and none of these points of heightened power, good though they

18. 1IV,ii.
19. cf. p.u’;;
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may be, can obliterate the impression of heaviﬂess mede by

the genersl run of unnatursl verse. This is particulsrly so
in undrematic scenes, e.g. II,iv, where Victoris and her women
attendants discuss love and allied subjects, and a young boy
is sentimentally introduced. Though this precocious boy may
be introduced to demonstrate a part of Victoria's character,
thet as o0ld Geoffry has said:

"She is fsair, :
But not sofddr 3s her good mother was. " 20

Tedium is foqnd in long. descriptions, e.g. III, i, where Basil
is described, by one charscter to another, as he had eppeared
when introdueing an old soldier, Geoffry, to his own soldiers;
in ITT,iii, 8t s masked ball, and in the long, undrametic dia-
logue of Iv,iii, this same lack of interest is found. All
these points help to promote a most undramatic lack of urgéency.
In Act V, Josnna Baillie yields to the Zeitgeist in
her Gothic settings:

"A dark night, no moon, but 8 few stars glimmering;

the stage represents (as much ss cen be discovered

for the darkness) 8 church-yard with psrt of & chapel

and 8 wing of the ducal palsce adjoining to it." 21

20. 1I,i.
21, V,i.
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The bracketed interpolation in these stsge directions shows
an unusual commonsense for this period. This Gothic element
mingles with 8 romentic in V,ii: .

“"A Ylood, wild and savage; 8n entry to a cave,
very much tengled with brushwood, is seen in
the background. " 22

Genest, commenting upon Count Basil, remarks :

" - smike an interesting T., but there is too much
gsald and too little done ~ some of the scenes might
be omitted, or shortened to sdvantage - Geoffry, an
old soldier, who has been very much maimed in the
wars, is a good character - but he does not in the
slightest degree contribute to the conduct of the
pPlotesecae.a 23.

Genest's reference to Geoffry is misleading. 1In Geoffr&, if

I am not mistasken, Josnna Baillie undertook an ambitious design:
unfortunstely, it mey not heve been entirely successful, but
the idea was good. Geoffry is an sged, honourable gnd revered
ex-soldier. He fought bravely, but was passed over for pro-
motion because :

"After that battle where my happy fate
Had led me to fulfil a glorious part,
- Chaf'd with the gibing insults of a slave,
The worthless fav'rite of s great man's fav'rite,
I rashly did affront; our csutious prince,
With narrow policy dependent made,
Dar'd not, as I am told, promote me then,
And now he is asham'd or has forgot it." 2L

~ 22- V,ii.
23, Genest, viii, 33L.
24. I1ITI,i.
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From Geoffry's first appeéraﬁce in the'openiné scene we are
forcibly made sware of the esteem in which he is held by 8ll
Mantua. He is rather a stock-figure old soldier, but this is
almost sn advantage as he is being used as & symbol, and there
is no individuality to hinder our recognition of him &s such.
He has slways put the trasde of war and the love of honour first
in sctive life. Now, in revered retirement, he is applauded by

all; Basil comes specially for the honour of shaking his hand

-and then presents Geoffry as e hero to his soldiers and he is

borne across the stage in triumph, in one of Josnna Baillie's

25

relief scene endings. WVe are meant, I think, to reslise
how proportionslly greater Basil's position will be when he re-
tires, honoured by 21l who know him for an honourable man.
Yet Basil leaves the narrow path of honour and duty. In V,i,as
he is repenting his folly before committing suicide, it is old
Geoffry who meets him and tries to dissuade him, but Basil ssays
to him: |

"Phen go thy way, for thou ért honourable;

Thou hast no shame, thou needst not seek the dark

Like fsllen, fsmeless men. I pray thee go! " 26.

But the execution of this parallelism has not equalled its

conception snd we may essily gain Genest's impression ~ that

_25. 1II,i; A Series of Plasys, i,60, footnote.

26, V,i.






















































































































































































































































































































































































































































































































































































































































































































































