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INTRODUCTION

Any study of Restoration literature almost automatically
begins with a study-of the works of John Dryden, poet, critic,
and dramétist. What Ward says of Restoration drama can be applied
with equal truth to both Restoration poetry and Restoration
criticism: ®The Restoration dramas...will be best understood and
best appreciated by those who consistently regard Dryden as its
central figure."l For almost four decades Dryden was the dominant
‘figure of English literature; his position as popular dramatist
and respected critic indicates that his works closely reflect the
period in which, and for which, he wrote. He is the literary
barometer of his age; with keen sensitivity to the tastes of his
public he produced plays which pleased his audience, plays which
became popular because they appealed to the tastes of the time.
To study Dryden’s drama, therefore, it is of vital importance to
remember the audience for which he wrote. As a professional
writer depending upon the sale of plays and poems for his live=-
lihood, Dryden must be considered in relation to his period.

In this thesis, Dryden's dramatic theory and practice will
be examined with the purpose of showing how closely he followed
the trends of his time, how he sensed the demands of his public,
and how he attempted to satisfy them. He wrote for the narrow
court circle of witty, intelligent, cultured, critical courtiers,
courtiers who were also brutal, licentious rakes. The changing
demands of this small section of society were the demands which

determined the type of drama which Dryden wrote. His changing
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dramatic practice, in turn, influenced his dramatic theory, which
was frequently an apology for, or a defence of, a particular play
or a particular type of play. In this s;udy of Dryden, as a |
dramatist and as a critic, I have attempted to show the close re-
lationship between his theory and his practlce, a relationship
which helps to explain much of his inconsistency as a critice
The changes which occur in his theory and practice, as noted above,
depend largely upon the demands of his changing audience.

T have chosen to limit the examination of Dryden's dramatic
practice to six plays, selected as being typical of various
- phases of his dramatic career. These plays_prOVide'examples of
four dramatic types: heroic drama, newm-classical tragedy, tragi-
comedy, and comedy. The study of his criticism is also limited
to that part which deals with drama; his other critical essays
have been ignored as being outside the scopé of this papers. The
selection of plays and essays, necessary because of the limited
space, seems sufficient to prove that Dryden's criticism and

Dryden's plays are interZdependent and inseparable.

1. A. W. Ward, English Dramatic Literature, (London: Maclillan

and Co., 1899), Vol.III, p. 390.
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CHAPTER I

DRYDEN'S CRITICAL HERITAGE

Spingarn ooncluées the introduction to his selection of
seventeenth-century criticism with a vivid description of the
complexity of the period: ngeventeenth-century criticism is really
a very troubled stream; winds from every quarter blow across its
surface; currents from many springs and tributaries struggle for
mastery within it.%l He then adds: "In the work of Drydeqa...
all these currents of thought are utilized, all these forms and
moods of criticism are more or less mirrored; in this field he
is, after all, the chief representati#e of his century, and, in
more senses than one, the first great modern critic."? This re-
flection of prevailing ideas in Dryden's criticism makes it
essential to know something about the background of English
eriticism which Dryden inherited. Dryden, with his keen intel-
lectual curiosity, drew many of his critical theories from his
lesser known predecessors. While helping to establish ideas
more firmly, and while expressing theories with vigorous clarity,
Dryden‘Was not an original thinker. As Bredvold says: "“He was
hot a discoverer of new ideas; his whole intellectual biography
consists of his ardent and curious examination and testing of
‘those ideas which were current in his age.“5

In order to understand Dryden's eriticism, therefore, it
is necessary to begin with a brief survey of some of the English
critical essays of Dryden's predecessorse.

According to Saintsbury, Dryden ngtarted with every ad-
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Vantage, except those of a body of English criticism behind him,
and of a thorough knowledge of the whole of English literature."4
A study of Dryden's critical writing reveals, however, that he
had the "advantage" of an important, if small, group of critical

essays ranging from Ascham's Scholemaster to the letters of

Davenant and Hobbes. It is almost a paradox that Renaissance
ériticism from its beginning had strong classical tendencies.
‘Even in the age of lMarlowe, Spenser and Shakespeare, critical
essays were tinged with classicism, in marked contrast to the
general atmosphere of luxuriant freedom. Ascham, with his high
opinién of Italian culture and his low opinion of Italian morals,
is described by Spingarn as ®not only the first English man of
letters, but also the first English classicist."5 From his em-
Phasig on form and style, and his concern for education in the
Latin classics, it is a short step to the second group of Ren-
alssance critics whose chief concern was with mefrical studies and
classification into types. The classical elements are again
evident; Harvey advocated the use of quantitative verse while.
Campion and Daniel discussed the suitability of rhyme for English
poetrye. |

The first great essay of English criticism is Sidney's

Defence of Poesy, described by Spingarn as "a veritable epitome

of the literary criticism of the Italian Renaissance;....no other
Workeeeecan be said to give so complete and so noble a conception
of the temper and the principles of Renaissance criticism.%"® The

essay 1is devoted to an attempt to demonstrate the essenti al nobility
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of poets and poetry; Sidney uses classical examples and authority
to defend the poetry he loves as a romantic. In his section on
the drame Sidney bases his theory on a rather mutilated Aristotle,
approving the use of the unities, and decrying the prevalence of
tragi-comedy. The inconsistency of the tone of Sidney's Arcadia
with that of his own critical opinions of poetry (which term
would include the fiction of the Arcadia) would seem to indicate
that the creative spirit of the Elizabethans was under no such
restraint as criticism advocated.

Ben Jonson's limited critical works establish him as an-
other of Dryden's critical ancestors. A comprehensive study of
Jonson‘é criticism is impossible here; it will be enough to show
that Dryden was influenéed by the work of his greatupredeoessor;
Wylie's description of Jonson as poet and critic could be applied
with almost equal truth to Dryden: "Consciousness of purpose,
jdeference to the past, acceptance of reason as the supreme auth=-
ocrity, mark Jonson's poetry and criticism,97 It is evident that
Dryden was familiar with the works of Jonson when we note that
Jonson and Dryden each wrote on the comparison'of poetry and
painting,on the introduction of new words into the English lang-
uage, on the identification of the author and his poem. The same
quality of "self-conscious art, guided by the rules of criticism,"8
can be noted in each critice Jonson's criticism of Narlowe's ‘
wgcenicall strutting and furious vociferation,"9 and his comments
; 6n Shakespeare's need of a curb sound very similar to Dryden's

alternation of praise and condemnatione Jonson, like Dryden,
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could Jjudge an author according to classical standards, but at
the same time he could say about Shakespeare: "I lov'd the man
and doe honour his memory, on this side Idolatry,wlO Bronowski,
in his study of Dryden's criticism, places grealt emphasis on the
debt owed by Dryden to Jonson: %The principles which ruled
Jonson's mind rule Dryden's. To study Dryden is first to study
Jonson, nll

Between Jonson and Dryden little criticism of real importance
appears; however, some of the opinions expressed are interesting
historically. A4 few examples of critics whose opinions are of
- such interest illustrate the variety of theories. John Webster,
in spite of his spectacular and blood=thirsty plays, recognizes
the classical ldeals, blaming his audience for his deviation from
classical form., Chapman's theory of translation is that the trans-
lator is to follow %the material things themselves, and sentences
to weigh diligently, and to clothe and adorn them with words....as
are most apt for the language into whlch they are converted."12
Edmund Bolton cautions writers against the evil of panderlng to
the tastes of the readers; Henry Peacham is an admirer of the
ancients and a staunch supporter of the great power of poetry
which "™can turne brutishnesse into civilitie, make the lewd honest,
‘turne hatred to love...."13 Henry Reynolds considers poetry from
the point of view of the metaphysical poets; to him g good poem
is one that cannot be too easily understood, the meat must be
protected from vulgar and half-educated readers. As Baéil Willey
says, "He praises the Ancients for the care with which they wrapped

up their meanings, thus ensuring that only the discerning should
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understand them.%"l4
Two critics of greater importance as predecessors of Dryden

are Davenant and Hobbes, who can be considered together because

of their letters containing critical theories. Jonson had realized

that the vagueness of critical terms caused confusion in writing
and understanding critical essays. Boih Davenant and Hobbes de-
fined certain critical terms. Davenant's conception of “wit“ is:
"the laborious and the lucky resultances of thoughte...Wit is not
only the luck and labour, but also the dexterity of thought,...
bringing swiftly home to the memory universal surveys. It is the
Soul's Powder."l5 This definition was apparently too vague, too
all-inclusive to satisfy Hobbes,who divided the mental processes
necessary for the poetic function into judgment and fancy: #Tine
and Education begets experience; Experience begets memory; Memory
begets Judgement and Fancy: Judgement begets the strength and
structure, and Fancy begets the ornaments of a Poem."16 From
this division fancy and wit became identified, and by 1650 the
need for Jjudgment as well as fancy was recognized. . 3pingarn em=-
phasizes the transitional state of English criticism represented
by Davenant and Hobbes: "The long campaign of good sense against
the figures of rhetoric%l7? had not yet excluded the fancy. "The
rationalistic temper had not as yet flooded criticism to the
exclusion of all imaginative elements."l® Davenant's theory of
epic poetry, elaborated further by Hobbes;%as one of Dryden's
sources for his theories on the heroic drama.Z0

Although several instances of his debt to hils predecessors
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in isolated cases have been given, Dryden's heritage in the fieid
of English literary criticism was vague, confused, and uncertain.
The relation between creative work and critical theory, except

for Jonson, was very slight. Adding to the confusion of contrad-
ictory elements was the growing influence of French criticism,
particularly that of Corneille, %undoubtedly the Frenchman who,
directly and indirectly, most influenced English thought during
the early years of the Restoration.“Zl The chief benefit of the
earlier English criticism was to raise the problems which Dryden
and hils age attempted to solve; the solutions took various fornms,
ranging from the virtuosi school of taste to the school of sense,
exemplified by Temple on the one extreme and Rymer on the other.
Dryden's peculiar quality of sensitivity to‘the ideas and tastes
of his time appears to have been touched, at various times, by

all the diverse trends of seventeenth century criticism. The
problems discussed in his first critical work of importance in-
dicate Dryden’s breadth of interest, his ability to see all sides
of a question and his skill in expressing his opinions on literary

problems: "The Essay of Dramatic Poesy....takes us to the very

centre of the literary consciousness of the day."22 The subjects
under discussion include the contrast of French and English plays,
the use of rhyme in tragedy, the gquestion of the unities, and the
relative ability of ancients and moderns. Although Wylie statles
that “Drydeh's vital interest was always with the present and
future,"®3 it is evident that the forces of the past have also

had profound influence on his thoughts. The problems under dis-
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cussion are dealt with in terms of the present and the future,
but many of Dryden's ideas were borrowed from earlier writerse

The tentative nature of Dryden's early criticism, evident
in this famous essay, ils an indication of the temper of the time.
' The Restoration period, in terms of literature as well as of
politics and religion, was influenced by the scientific spirit,
the growth of rationalism, and the urge to clasgify and organize.
The earlier critical essays of Dryden reflect his sceptical, in-
quisiiive, experimental nature in their comparative freedom from
rules. W. E. Bohn describes Dryden as "boldly taking his stand
upon his literary instincts.... He is attempting to give theoretic
Justification to what his feelings recognize as beautiful.n24
| Dryden's criticism is largely concerned with problems of
the drama. This is to be expected when we realize that a large
‘part of his critical work depends upon his interests at each part-
icular»period. As Dryden's creative energies were long concentrated
upon the drama, it is natural to discover that his criticism echoes
the problems to be overcome by the working dramatist. The study
of his dramatic theory 'leads us directly to a consideration of
his dramatic practice; only by a study of both drama and dramatic
theory can the complete picture be seen. Dryden's dramatic theory
and practice provide evidencé to prove that he was, both con-
sciously and unconsciously, a true representative of his age, an
age of change and uncertainty leading towards a period of serenity,

calm, and completeness.
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CHAPTER I1

DRYDEN'S INCONSISTENCY

Before we begin the study of Dryden's dramatic criticism,

a brief examination of the problem raised by his inconsistency as
a critic, as a dramatist, and as a many seems necessary. That he
was inconsistent in his criticism, that he did change his religion,
and that he wrote poems eulogizing both Cromwell and Charles I%/
cannot be denied. The very fact that he was guilty of such in-
consistencieé proves that he was always a man of his age. His

changes in opinion usually reflect the changes which took place
in'a society which was still striving to attain an equilibrium
after half a century of social, religious, and political upheaval.
Dryden, in his weakness és in his strength, was trﬁly represen-
tative of the transitional period in which he lived and worked.
The changing tastes of the period are réflected in the development
of his drama from heroic to classical tragedy; the changes in his
practice are largely responsible for the inconsistenclies to be
found in his criticism.

’Dryden's term of office as unofficial czar of literature
extended from shortly after the Restoration until his death in
1700, During this period of almost forty years he wrote, as he
sald, "to delight the age in which I live.®l That this was an
age of growth and change in ideas of various types becomes evid-
ent when we remember that during these forty years England gained
religious toleration (although not religious equality),2 freedom
of the press,> and independence of the Jjudiciary from the leg-

iglative and administrative parts of the government.4
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ﬁuring these years can be found such extremes of temper as the

mob hysteria prevalent during the Popish Plot,5 and the moderate
spirit which produced a bloodlesé revolution in 1688.° For Dryden,
to live in such times meant taking an active part in the polit-
ical and religious controversy of these times; it 1s, therefore,
not surprising to find him inconsistent. Macaulay's description

g

of a typical politician of the period seems to indicate that in-
consistency was to be expecied: wFidelity to opinions and to
friends seems to him mere dulness and wrongheadedness.“7
Marlborough, Halifax, the Prince of Denmark, are three names
which can be cited to illustrate the fact that loyalties were
more elastic during this period than in the reign of Charles I,
when all men were willing to shed blood to protect their prin-
ciples. Marlborough's desertion to William, although singled out -
by Macaulay for particular condemnation, was not unusual.
Dryden, during his life, almost inevitably underwent
changes of opinion. Because of his vigorous presentation of his
passing point of view, the contradictions become more glaring
than the changes which accompany the development of most writers
‘whose period of productivity is as lengthy as that of Dryden's.
Dryden defends and develops each point of view so clearly and
with such apparent conviction that when the change does come it
is extremely startling. The fluctuating praise or blame of
Shekespeare and Jonson is usually a good indication of the iype
of essay to expect. An essay which condemns Jonson for his lack

of wit, and Shekespeare for his over-exuberant use of wit, is

likely to be one in which Dryden is very much aware of the impor-
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tance of following the rules of the ancientﬁf interpreted to suit
his present purpose.

Bliot describes Dryden's essays as ®the notes of a prac-
titioner.®® As a dramatist, Dryden wrote to please an audience
whose taste he sometimes attempted to guide, but which more

frequently decided his choice of style and form of his plays.

When we consider the difference in tone between The Conguest of

Granada and All for Love, we see that Dryden's notes as a prac-

titioner would necessarily be along very different lines. Bredvold

attributes Dryden's changeableness partly to ®prudential accommo-
dations to changing fashions."® Dr. Johnson ponderously intimates
the same idea: %i¥hen he has any objection to obviate, or any
vlicence to defend, he is not very scrupulous about what he asserts,
nor very ceutious, if the present purpdse be served, not to
entangle himself in his own sophistries.®l0 Obviously Dryden's
essays taken as a series, as the opinions of one man, as the
literary philosophy of the literary dictator of a period, appear
hopelessly contradictory and inconstant. As briefly indicated
abo%e, however, much of the inconsistency can be attributed to
his changing dramatic practice, in turn largely an outcome of the
changing tastes of an inconsistent public.

Frqm Dr. Johnson to Bredvold the critics have agreed on
one point regarding Dryden: he loved to argue and he argued well.
As Dr. Johnson neatly expresses it, ®%The favourite exercise of
his mind was ratiocination.®tl Bredvold describes Dryden's
intellectual curiosity, his love of discussion, his abllity to

express his opinions clearly and forcefully. He continues by
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asserting that these characteristics are largely responsible for
the changeableness of Dryden's criticism; “@%yden's nesitancy

is something more positive than indecision; it i1s less a weakness
of will than a richness énd suppleness of intellect."l2 Emphasiz-
ing Dryden's breadth of interests as being an indication of his
sensitiveness to his intellecitual milieu, Bredvold asserts: MHis
apparent indecision is evidence, not of weakness, but of strength,
of energy, of a versatile understanding."l3 Lowell praises
Dryden's ability as a debater and, at the same time, indicates

the lack of constancy in his beliefs: "The charm of this great
advocate is, that, whatever side he was on, he could always find
excellent reasons for it, and state them with great force, and
abundance of happy illustrations.®l4 BSaintsbury figuratively des-
cribes hims:; "His strong and powerful mind could grind the corn
supplied to it into the finest flour, but the corn must always be
supplied."15 The metaphorical language of Saintsbury might be
carried a step farther if we use the English idea of ®"corn" as
including a number of different types of grain. Dryden's corn

was of different varieties depending upon the factors already
named: the type of play he was defending, the particular period

of his long career in which he was writing, the ldeas which were
of interest to him at the moment. His own opinion of his age

must be respected: "We live in an age so sceptical, that as it
determines little, so it takes nothing from antiquity on trust.m18
His examination of ideas, in different periods of his life, and
from different points of view, inevitably produced inconsistencies.

The final condemnation of Dryden as an inconstant man has




-16~

usually been based on the fact that he became a Roman Catholice.
Unfortunately for his reputation, this coincided with the Catholic
James II's becoming King of England. Dr. Johnson can again be
quoted to express one point of view: "That conversion will always
be suspecied that apparently concurs with interest.®17 Johnson
qualifies his statement slightly by the use of ®"apparently®, and
later admits: "It is some proof of Dryden's sincerity in his
second religidn, that he taught it to his sons."18 There is
evidence, however, that would seem to indicate that Dryden's
religious philosophy was leaning towards Catholicism before his

conversion. The tone of Religio Laici is so similar to that of

The Hind and the Panther that it might almost be considered as

an introduction to the later poem.l9 The attack on the deists
and the dissenters is much more vitriolic than the attack on the
Catholics. The fear of civil war and of anarchy, which permeates

Absalom and Achitophel is apparent in his poem defending the

" Anglican churche. With a Catholic King on the throne, Dryden's
love of order and his Hobb$jh obedience to authority probably
tipped the very closely balanced beam in favour of Catholicism.
Eryden;s monetary situation probably had little effect on his
conversion, as his position as laureate would hardly have become
untenable i1f he remained a Protestant. Bredvold asserts that
Dryden was affected by scepticism, by the belief that man "is
unable to affirm that one (God) is preferable, in any one absolute
seﬁse, to another."20 Paradoxically, Drydeﬁ, the great reasoner
in rhyme, distrusted reason in religion: "It was this distrust

of reason, this philosophical scepticism, that drove Dryden toward
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conservatism and authority in religion, and ultimately to the

Catholic church, Jjust as his distrust of the populace was one

reason for his increasing conservatism and Toryism in politics.uZ2l

Bredvold develops the thesis that Dryden's conversion was the
logical conclusion to his religious scepticism: "The Pyrrhonistic
defense of faith supports the whole logical structure, and in-
spires the loftiest practical flights, of both of Dryden's poems

on religion. %22

Sir Walter Scott in his Life of Dryden reaches the same
conclusion: "Dryden seems to have doubted with such a strong
wish to believe, as, accompanied with circumstance of extrinsic
influence, led him finglly into the opposite extreme of credul-
ity."23 Noyes, in his introduction to Dryden's poems follows
the same pattern: ®"He saw so clearly the difficulties of Script-
ure authority without an infallible interpreter that he was well

prepared to accept the claims of the Catholic Church to be such, "4

The consensus of qpinion thus appears to be that Dryden's con-
version is an indication of his search for order and authority,
rabther than the %“conversion concurring with interest® mentioned
by Johnson. The political satires, the religious poems, the tone
of his critical essays of the period,seem to p;ovide further
proof of Dryden's desire to find security under an infallible
authoritye.

The question of Dryden's inconsistency 1is complex and dis-
turbing. From a study of the problems which arise no clear-cut,
definite philosophical pattern arises. The one unifying force

appears to be his attempt to find an authority upon which he can
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base his philosophy of literature, of politics; and of religion.
During his long and busy life as a writer, the elusive power which
he seeks continues to change shape, to bring new rules and new
creeds which govern Dryden's ideas for a time. His receptive
mind prevented him from ever forming a crystallized doctrine of
criticism; the balance was continually disrupted by the absorption
of new ideas. The fact that his dramatic criticism was in a con-
tinual state of flux makes it extremely difficult to generalige
about his theories, which were never quite the same in his differ-
ent essays. His inconsistency does, however, have the effect of
showing more clearly that Dryden was always a man of his age.

In his criticism can be found echoes of such opposing views as
those of Rymer and Temple or of Collier and Wolseley. For such

a man to remain fixed in his theories would be an impossibility:
"His mind was so hospitable to new ideas, and so ready to adopt
its utterance to thé needs of the moment, that at first impression
we are apt to think him a mere hypocrite and timeserver. On

- further acguaintance we find him a Kindly gentleman....unconcernéd
with superficial consistency.%25 Dryden's self-judgment is on

the side of the majority: ®As I am a man, I must be changeable;
and sometimes the gravest of us all are so, even upon ridiculous

accidemts."26
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CHAPTER III

DRYDEN'S DRAMATIC CRITICISH

In his earliest critical essay, Preface to Rival Ladies,

Dryden appears as & ®sturdy patriotic Znglishman, ¥l praising the
genius of Bhakespeare and the skill of Waller, Denham and
D'Avenant. There 1s also an almost contradictory praise of the
"most polished and civilised nations of Europe.®2 The apparently
contrary opinions, however, are used for a single purpose: to
advocate the use of rhyme in plays. Waller and Denham had per-
fected the ease and dignity of rhyme which had been used in English
plays Dby Shekespeare and, as Dryden mistakenly affirms, by the
authors of Gorboduc.® In his arguments for the use of rhyme,
Dryden then turns to the examples of Italy, Spain and France.
Rhyme is also useful as an aid to the memory, as an added grace

to repartee, and above all "it bounds and circumscribes the fancy.w4
Dryden here introduces his famous simile comparing the imagination
to a %high-ranging spaniel® which "must have clogs tied to it,
lest it outrun the judgment."® He accuses blank verse df being
too "luxurianty and in need of ®clogs.®™ In fairness to Dryden it
should be noted that the blank verse of many of the later
Elizabethan dramati§® can justly be termed too luxuriant. There
was a definite need of some chastening force, a need which Dryden
thought rhyme could supply. Dobree's judgment is at least part-
ially on Dryden's side: "But, if the couplet proved too rigid

for dramatic purposes....it did at least stop the rot ﬁhich had

set in in the writing of blank verse.®™® 1In his defence of rhyme
&

Dryden is not attempting to browbeat his public into accepting
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something entirely strange or entirely new. There were scenes

in rhyme included in the Rival Ladies to which the essay was an

introduction, and Lord Orrery had glready written plays in coup-
lets.’ It is more accurate to say that Dryden, with his peculiar
receptiveness, had felt the changing taste in his audience and
was preparing to give them what they wanted.

Dryden's next essay dealing with dramatic criticism is the

most famous of all his critical writing, An Essay on Dramatic Poesy.

Written, so Christie tells us,8 in 1665 or 1666, it was not
published until 1668. By using dialogue form, Dryden is able to
present bpposing points of wview on quesﬁions which were perplexing
the literary men of the time. Tentative in tone, the essay in-
cluded an examination of such problems as the relative merits of
the ancients and the moderns, and of the French and the English,
the use of rhyme in tragedy, tragi-comedy, and the three unities.
Dr. Johnson's verdict on the essay needs no qualifications: "It
will not be easy to find, in all the opulence of our language,

~a treatise so artfully variegated with successive representations

of opposite probebilities, so enlivened with imagery, so brightened

with illustrations."? Although Dryden presents the "opposite
probabilities®™ with almost equal vigour and skill, it is usually
evident which point of view is his own. Thus it seems apparent
that he is on the side of the moderns and the English, that he
defends rhyme and tragi-comedy, and that he advocates & common-
sense view of the use of the three unities. The difficulties
attached to the writing of such a comprehensive essay so early

in the history of English criticism before any critical standards
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had been developed, are emphasized by Dryden himself. Writing

in 1693 he mentibns the exploratory nature of the essay: "Before
the use of the loadstone, or use of the compass, I was salling

in & vast ocean, without other help-than the pole~-star of the
Ancients, and the rules of the French stage.".0 In a pioneer work
such as this, Dryden is very cautious not to appear dictatorial

or magisterial, taking full advantage of the dialogue form to
maintain the tentative nature of the essay which he describes in

A Defence of an Issay of Dramatic Poesy: Wiy whole discourse was

sceptical.®ll

Dryden's phrases "the pole-star of the Ancients“yand "ihe
rule of the French stage®™ indicate the fundamental basis forAhis
criticism. However, 1t soon appears that Aristotle and Corneille
have become naturalized Englishmen. Eliot describes Dryden's
dramatic theory as "a compromise between Aristotle, as he under-
stood Aristotle through distorting French lenses, and his own
practice which is itself a compromise between earlier English
practice ahd French practice.“lz» A comparison of Dryden's defin-
ition of a play with the Aristotelian idea of tragedy shows both |
the debt to and the divergence from Aristdtle. Dryden's
protagonists agree that a play ought to be M™a Jjust and lively
’image of human nature, representing its passions and humours,
and. the changes of fortune to which it is subject, for the delight
and instruction of mankind.®l3 Aristotle's definition of tragedy,
as translated by Butcher, iIncludes these statements: WIrasgedy
then, is an imitation of an action that is serioué, complete,

and of a certain magnitude,® and ®"Through pity and fear effecting
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the proper purgation of these emotions.®l4 Aristotle's %imitation
of an action® has become Dryden's "image of human nature;" the
“purgation® of fear and pity has been transformed to ®delight and
instruction.”®

3tudents of seventeenth century criticism vary in the inter-
pretation they give t0 Dryden's idea of ®nature.% Ker says that
although nature has various meanings it 1s usually ®whatever the
author thinks best®ld, adding that in general it signified the
force which tended ®to discourage the invention of conceits.wl6
Lovejoy agrees in principle with Ker, enumerating the varlous uses
of the term in seventeenth and eighteenth century criticism.t7?
Green, using Lovejoy's article as a basls for his summary, reduces
“nature® to "™universality, typicalness, uniformity, simplicity
and regularity.“lB In spite of the great diversity of meanings
“there was a central core of meaning t; which those writers clung
and to which we, not too precariously, may cling.®l9 The central
core is, according to Green, ®rationality, or order."20 Bronowski
says that ﬁo Dryden ®Nature is an ideal of order; and the acts of
man, Wit and Judgment, are acts towards this order.%2l He claims
that Dryden believed in an ideal nature, but that the poet ®had
to ﬁnderstand his ideal Nature by way of the Nature of Man.%22

The problems which Green sees regarding Dryden's and
Aristotle's definitions centre around the theory of imitation and
the purgation or catharsis. He delves into the meaning of "nature?,
although less metaphysically than does Bronowskli. However, it
seems to me that Dryden's phrase, “image of human nature,® is a

-simple statement which meant exactly the same to Dryden as it

does to the modern readef. Dryden thinks of a play as being con-
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cerned with men and women; the situations in a play are such as

to illustrate the characteristics of these men and women. The
problem of "nature® with its manifold connotations does not need

to enter the discussion. The qualifying ®human® eliminates the
majority of definitions given by moderns to Dryden's use of the
word "nature® in his definition of a play. Aristotle's ®imitation
of an action that is serious, complete, and of a certain mag-
hitude", with his subsequent emphasis on the primary place of action
seems t0 have been replaced by emphasis on character and situation.
Dryden's definition includes action as a factor, but the represen-
tation of humours and passions occupésa more important place in
his thoughts than do the changes of fortune to which human nature
is subject. That Dryden was, at this time, beginning to take an
interest in heroic drama with its emphasis on character may have
had something to do with the framing of his definition in the
words he used.

Aristotle's "purgation of feér and pity" has caused con-
troversy among students of criticism for centuries. Two
interpretétions are given by Green as being most commcn. One
~group of critics believes that the purgation takes place through
raising the emotions by the action of the play; the other group
believes that the purgation takes place through the moral lesson
which the play provides. Milton provides one interesting example
of the firét interpretation in the introduction to Samson
Agonistes where he describes the effects ofvtragedy: Weeeaby
raising pity and fear, 6r terror to purge the mind of those and

such-1like passions,--that is, to temper and reduce them to Jjust
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measure with a kind of delight, stirred up by reading or seeing
those passions well imitated.®23 Dryden, judged by his own defin-
ition, belongs to the second group , the group that took the
ethical view of the function of tragedy, demanding that it should
instruct as well as delighte.

Dryden is, as usual, in tune with the majority. Richard
Flecknoe, iatar immortelized by Dryden as the dull father of a
duller son, writes about the stage that, "Its chiefest end is to
render Folly ridiculous, Vice odious, and Vertue and Noblenesse
s0 amiable and lovely, as every one shu'd be delighted and enam»i
oured with it."24 Shadwell, appropriately enough, echoes the
thoughts of Flecknoe: "I must take leave to Dissent from those
who seem to insinuate that the ultimate end of a Poet is to de-
light, without correction or instruction."25 Dryden and his
contemporary critics were followers of the English tradition in
their moral interpretation of the ehd of poetry. Sidney, probably
échoing Horace,‘defines "poesie® as "an arte of imitation....with
this end, to teach and cflel:l.gh’t,."'26 In the same essay he uses
such phrases as "delightful teaching®27 and "vertue-breeding de-
lightfulness®&® to déscribe poetry. He attempts to show that
poetry is a better teacher than elther history or philosophy
because of the delight which is coupled with the moral instruction.
Jonson calls the poet the "Interpreter and Arbiter of Nature, a
Teacher of things divine no lesse than humane, a Master in Manners."29

Savenant describes poetry as the chief aid to "Religion, Arumes,

Policy, and Law®$0 and Hobbes says that the "Designe of the
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Poetesosis not only to profit, but also to delight."Bl Dryden,

it seems, is following the trend of English criticism when he de-

fines a play as Wa Jjust and lively image of human nature, repres-

enting its passions and hu@ours, and the changes of fortune to

which it is subject, for the delight and instruction of mankind.%32
In the debate between Crites and Bugenius regarding the |

respective merits of ancients and moderns, the balance is tipped

slightly, but noticeably, in favour of the moderns. Dryden's own

opinions are usuglly discernible, although they do not appear to

be crystallized as yet. Crites, as advocate for the ancients,

defends the unities which he traces to Aristotle and Horace. The

defence of the anclents is less able than the attack made by

Fugenius. This attack is based on the rules,which Dryden apéar—

ehtly respects. The Greeks had no definite number of acts, 99

the unity of time was frequently neglected, 34 the instruction did

not always lead to virtue,35 and the plays raised horror rather

than compassion.66 0ddly enough Dryden's condemnation of the

ancients is largely in terms of the most respected qualitieé of

the classical drama. He also sneers at the thinness of the plot,37

the lack of a love theme, 98 and the poor quality of the Greek i~

wit.22 In the first encounter it is evident that Dryden has

weighed the scales in favour of the moderns, although still re-

specting the works of the ancients. The conclusion in which Crites

admits that the ancients might have written differently 1f they
had lived in the present age indicates Dryden's awareness of
historical criticism. The four critics agree that Bugenius and

the moderns heve had the better of the argument, adding that, "“we
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are not to conclude anything rashly against those great men, but
 preserve to them the dignity of masters.®40 The neo-classical
element in Dryden‘é criticism, although present, is not yet able
to controlAhis tastes He is also véryAmuch aware of the important
part played by the audience in determining what a dramatist can
4o

In the next exchange Dryden, as Neander, defends the English
dramatists against the French. Lisideius in his case for the
French sneers at tragi-comedy: ®There is no theatre in the world
has anything so absurd as the English tragi-comedy."4l Neander
answers as a patriotic Engliéhmam, proud of his country's con-
tribution to dramatic forms and defends the use of a mixture of
the gay and the serious: ®4 continued gravity keeps the spirit
too much bent."42 Lisideius pfaises French drama for its unity
of plot, of time, and of place, for its restraint, and for its
use of narrations to gvoid tﬁmult on the stage. Neander replies
that the French plots have unity at the expense of variety, their
descriptive passages are "the coldest I have ever read,"4d and
there is too little action on the stage.44 He continues in
praise of English drama in terms of the great dramatists of the
past age, Shakespeare and Jonson. The well-known passage on
Shakespeare and Jonson indicates Neander's position as a man
whose reverence for great fiterature is stronger than his respect
for rules and authority: ®If I would compare him (Jonson) with
Shakespeare, I must acknowledge him the more correct poet, but
Shakespeare the greater wit. Shakespeare was the Homer, or

father of our dramatic poets; Jonson was the Virgil, the pattern
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of elaborate writing: I admire him, but I love Shakespeare.%45
Again Dryden shows hig freedom from restraining authoritye.
His common sense view of the unities as rules which can be so
restrictive as to ruin a play,4% and his recognition of the impor-
tance of the dramatists! audience, 47 both mark him as a critic
whose views are remarkably free from dogmatic restraints. The

examination of Jonson's The Silent Woman is made, however, in

terms of classical standards. Dryden, in spite of his natural
leanings towards freedom, is still a man of his age; as such, it
is inevitable that he should .be influenced by the neo-classigal
trends of English criticism. Ker's opinion of Dryden in relation
to the contemporary view of criticism emphasizes the unusual
amount of freedom which he retains: aDryden's freedom cannot
be rightly estimated eXcept in relation to the potent authorities
with which he had to deal.®48

Neander's defence of rhyme in tragedy follows the sawe

pattern outlined in the Epistle Dedicatory of the Rival Ladies.

There 1s one important addition, however, when Neander describes
the type of play in which rhyme is most necessary: - "In serious
plays where the subject and characters are great, and the plot
unmixed with mirth, which might gllay or divert these concern-
ments which are produced, rhyme 1s there as natural and more
effectual than blank verse."%? This sounds very much like a des-
cription of the heroic drama as written by Dryden and his
followers. The connection with heroic drama 1s maintained in
Neander's reference to tragedy which, he says, ®is wont to image

to us the minds and fortunes of noble persons, and to pdrtray
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these exactly; heroic verse 1is nearest Nature, as being the
noblest kind of modern verse."90 Neander's idea of a serious
play is that there is "the representatibn of Nature, but 'tis
Nature wrought up to an higher pitch.®5l A play, he says, "to
be like Nature, is to be set above it.n92 Dryden, through his
chief character in the essay, is evidently thinking of the type
of drama which he intends to write, the type which appeals to
his audience, the type which most cléarly reveals the age in
which 1t was popular. His defence of rhyme thus éeems to be still
another reflection of his age.

In his reply to Howard's condemnation of the use of rhyme
in tragedy, Dryden is led by the nature of Howard's attack to
contradict much of what he has previously sald. Howard's ad-
mission that he prefers to read good verses rather than prose or
blank verse 1s eagerly taken by Dryden as the focal point for
his reply. The purpose of poetry is not now "for the delight
and instruction of mankind.® To replace this two-fold end the
emphasis has been shifted: ™I am satisfied 1f it cause delight;
for delight is the chief, if not the only, end of poesy: instruc-
tion can be admitted but in the second place, for poesy only
instructs as it delights.®93 The purgation of the emotions is
not through the usual workings of poetic Jjustice with the repres-
entation of virtue triumphant and evil dismayed: "To affect the
soul, and excite the passion....a bare imitation will not serve,n°4
The need to defend rhyme has apparently led to his temporary
abandonment of the position he has held regarding the important

problem of Catharsis.
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BEven in his inconsistency Dryden is still a true represen-
tative of his age. The redoubtable Thomas Rymer held much the
same view of the problem of delight and instruction: ®I am
confident w@oever writes a Tragedy cannot please but must also
profit.“55 Dryden, byvhis change of opinion, has changed his
allies, but he is not fighting a solitary battle. In whatever
controversy he took part, it is safe to say that Dryden was
always the leader of a group who believed as he did in at least
the main argument. The critical works of the Restoration period
seldom discuss problems which have not been already explored by
Drydene.

In the same essay Dryden admits that comedy is not suited
to his temperament: ®I know I am not so fitted by nature to
@rite comedy: I want that galety of humour which is required to
it. My conversation is slow and dull; my humour saturnine and
reserved.n9%  He frankly admits, however, that his wdrk'as a poet
is aimed "to delight the age in which I live."97 1In refutation
of Howard's opinion that taste should be the standard of Jjudg-
ment instead of “Rules so little demonstrative,"o® Dryden.answers
that, ®"The humour of the people is now for comedy; therefore, in
hope to please them, I write comedies, rather than serious plays;
and so far their taste prescribes to me; but it does not follow
from that reason, that comedy is to be preferred before tragedy
in its own nature; for that which is so in its own nature cannot
be otherwise, as a man cannot but be a rational creature.®99
His argument ageinst Howard's defence of taste as the final stan-

dard of Judgment has led him to state plainly that his plays were
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written to please the audience.

The essay as a whole can be seen to be dictafed by the
need to refute particular arguments. Dr. Johnson's wise obser-
vation, préviously quoted in connection with Drydeh's inconsistency,
seems particularly applicable to the Defence: "ihen he has any
objection to obviate, or any licence to defend, he is not very
scrupulous about what he asserts, nor very cautious, if the pres-
~ent purpose be served, not to entangle himself in his own
sophistries."6o The need to defend rhyme must have been very
strongly felt by Dryden at th;s time, since heroic drama had

already become the popular type of serious play.

The preface to The lock Astrologer is exclusively concerned

with comedy. 'In this essay Dryden defends his own play and the
type’of comedy which he advoéated: ®"Neither all wit, nor all
humour, but the result of both."61. He confesses that he has
Rgiven too much to the people“,62 with the result that his comedies
have too much farce mingled with true comedy. He defénds him=-
self against the accusation that his plays have led to instruction
towards evil rather than for good. Terence, Plautus, Jonson,

have all had debauched persons as chief characters; comedy's aim
is not to punish vice but to delight, as instruction %“can be

but its secondary,end.“63 He continues his defence, following
Aristotie's theory of comedy, by saying that the characters in
comedy are of slight stature, are not vicious but frail, and

adds thét, "we make not vicious persons happy, but only as Heaven
mekes sinners so; that is by reclaiming them first from vice, 64

Jeremy Collier in his attack on the immorality of the stage
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made great use of Dryden's statement that characters in comedy
were not vicious: ®There is nothing but a little Whoring, Pimping,
Gaming, Profaneness etc., and who would be so hard-hearted to
give a man any Trouble for this?“§5 Dryden's differentiation
between vice and folly appears to have followéd the example of
the court where sex intrigue was an accepted form of amusemento_
unless discovered, when the episode was treated as folly worthy
of cynical laughter.

brydenfs criticism during the years in which heroic drama
had its ascendancy is coloured by his own dramatic practice.
"The peculiar nature of the herolc drama, its close relationship
to the age in which it flourished, and Dryden's predominant paft
in the production and encouragement of the heroclc drama will be
discussed in a later section. However, a brief examination of
his criticism related to the heroic drama is necessary. Dryden's
definition of an heroic play indicates the direction in which
his theory of the drama is leading: ™An heroic play ought to
be an imitation, in little, of an heroic poem; and, conseguently,
ees.lOvVe ana Valour ought to be the subject of it."66 The use
of rhyme to raise the play above nature,87 the use of machinery,©8
the presentation of battles on the stage®? are all defended
because of their presence in heroic poems. The imagination must
be raised in order to make the presentation of the play credible: .
"The poet is then to endeavour an absolute dominion over the
minds of the.spectators.“7o

In the Epilogue to the Second Part of the Conguest of

Granada, Dryden attacks the dramatistis of the last age, stating
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as hls opinion that Jonson wrote ®When men were dull, and coﬁvern
sation low.®7l He praises his own age for its wit and gallantry
and refinement, and he is very much aware of the close relation-
ship between the dramatist and his audience. Assuming almost
contemptuous superiority, he gives the credit for the more
brilliant drama of his own age to the age itself:

%If Love and Honour now are higher rais'd,

'Tis not the Poet, but the Age 1is prais'd,

Wit's now arriv'd to a more high degree;

Our Native Language more refin'd and free;

Our Ladies and our Men now speak more wit

In conversation, than those Poets writ.®72
The defence of the form and style of the heroic drama is in the
nature of an offensive directed against his dramatic predecessorse.

Aware of the danger of an attack on his own plays to

which his criticism of others exposed him, Dryden coniinues his

own offensive in the Defence of the Epilogue. Here he flatly

states that "The language, wit, and conversation of our age, are
improved and refined above the last.®”3 The advance in learning
and culture has been reflected in a more brilliant and more
polished form of drama. Jonson, Shakespeare, and Fletbher are

all handled rather more roughly than is Dryden's custom.
Shakespeare's wit is condemned as careless: "Never did any author
precipitate himself from such height of thought to so low ex-
pression;"74 Fletcher "knows not when to give over;"79 Jonson,
although able enough in his own form of comedy, lacks ®wit in

the stricter sense, that is, sharpness of conceit."76 Dryden
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excuses them by saying that "Had they lived now, they had doubt-
less written more correctly.®’7 He implies that if they had had
the benefits of intercourse with the court of Charles II, and
the conversation of Restoration gentlemen, then perhaps they could
have written with the "well-placing of words, for the sweetness
of pronunciation"’® which was unknown in their own time. Dryden
concludes by magnanimously allowing the genius of his predecessors
but adds: %let us ascribe to the gallantry and clvility of our
ége the advantage which we have above them."79 He is a staunch
defender.of the age which he designed to please, the age which
4dic£ated, through its taste, the type of drama which he wrote
for its pleasure. DBecause he was so keenly aware of the temper
of his age, Dryden wes able to remain a popular playwright for

SO many years.

In the Prologue to Aureng-Zebe, Dryden indicates the change
about to take place in his dramatic practice. He admits that he
"orows weary of his long-loved Mistris Rhyme,"So and continues
in a strain which shows a marked contrast to the opinions he
expressed about Shakespeare in the previous essays:

"But spite of all his pride, a secret shame
Invades his breast at Shakespeare's sacred name,Sl
Dryden adds the much-qguoted couplet as self-description:
et him retire, betwixt two Ages cast,
The first of this, and hindmost of the last.w82
At first glance it would eppear as if Dryden feels out of touch
with his own age. When we remember the age for which he wrote,

however,\it is not difficult to see that Dryden appreciated that
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his was a fickle age. He recognizes the necessity of pleasing
his audience and regretfully resolves to appeal to the tastes of
his time by abandoning his ®long-loved Mistris Rhyme . ®
Veneration for Shakespeare is further emphasized in Dryden's

best play, All for Love, where Shakespeare's Antony and Cleopatra

provides the plot, many of the characters, and a model for many
of the speeches. Dryden has not used rhyme because blank verse

- "is more proper to my present purpose.“83 He has a hero who re-

sembles Aristotle's tragic hero; who Mought not to be a character

of perfect virtue, for then he could not, without injustice, be
made unhappy; nor yet altogether wicked, because he could not

then be pitied."84 The play about which hé later said, ®I never
writ anything for myself but\Amtony and Cleop&trag“85 is class-
ical in construction: ®The fabric of the play is regular enough,
as to the inferior parts of it; and the Unities of Time, Place

and Action, more exactly observed, than perhaps the English
theatre requires.“86 He pays homage to Thomas Rymer as he asserts
that he has followed the practice of the ancients who ®are and

ought to be our masters.%S87 The chenge in his critical theory

parallels the change in the dramatic form he employs; his defence
is no longer of heroic dramsa, but of a more strictly classical
type of tragedy. The "school of sense® has triumphed, and the

heroic drama is its victim. The Rehearsal, with its witty rid-

icule of Dryden's extravagant heroic plays, together with Rymer's
appeal to the examples of the ancients and to common sense have
combined to banish the heroic drama from the stage, although

certain of its qualities remain in the classical tragedies of




.
of the period. Dryden's change in opinion ig, therefore, not an
isolated case; he 1s following the trend of Restoration criticism
towards common sense, reason and restraint.

In his essay on The Grounds of Criticism in Tragedy, in-

cluded in the Preface to Troilus and Cressida, Dryden appears as

a neo=-classic, quoting with appr6Val the opinions of Rymer, Rapin
and Bossu. He now disapproves of tragi-comedy, even though the
perverted English audiences approve: ®If his business be to move
terror and pity, and one of his actions be comical, the other
tragical, the former will divert the people, and utterly make
void his greater purpose.“88 He has apparently been re-converted
to his opinion that "to instruct delighitfully is the general end
of all poetrye"89 The ethical view of catharsis is agaln his
acdepted opinion: ®To purge the passions by example, is there-
fore the particular instruction which beléngs to Tragedy.“go

The dramatistvneeds to ®lay down to yourself what that precept

of morality shall be, which you wouldAinsinuate into the people;“91
the manners, or that "which incline the persons to such or such
actions,"92 must be suitable to the persons' age, sex, quality
and condition. This ié evidently in close agreement with Rymer's
theory of decorum, one of the yardsﬁicks he used in his condem-

nation of QOthello and The Maid's Tragedy. Dryden expresses his

respect for Shakespeare, who “had an universal mind, which com=-
prehended all characters and passions,®93 but he cannot give
ungualified praise, for %the fury of his fancy often tfansported
him beyond the bounds of judgment.“94 To Dryden, in this essay,

the fancy is subordinate to the Judgment: ¥No man should pretend
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to write, who cannot temper his fancy with his judgment.®99 Thus
Shakespeare falls under Dryden's disapproval, although the natural
love and honour which Dryden feels cannot be suppressed: 9"l
fear....that we, who ape his sounding words, have nothing of his
thought, but are all outside."90

The tone of the essay is more subservient to authority than
any of the previous essayse. The influence of Rymer, Bossu and
Rapin appears to have been strong, strong enough to bring Dryden,
temporarily at léast, into the neo-classic camp. There 1s a
more dogmatic air to his assertions; the magisterial tone which
Dryden usually avoids can be detected throughout. Dryden's
natural love of good poetry is not completely absent,ﬁhowever.
The praise of Jonson, Shakespeare and Flelcher, although tempered
by his new obeisance to authority, occasionally breaks through
the neo-classic surface. Dryden is never able to become the
complete neo-classic, nor is he ever able to neglect entirely
the authority of the past. He remains a complex figure with two
main motivating drives in his critical work: love of literature
for its own sake, and respect for the examples and authority of
the past.

Dryden's need to please his audience forced him to abandon

his too strict interpretation of the rules. In the Dedication

of The Spanish Friar he admits that he is using a mixture of

tragedy and comedy because the ®gudience are grown weary of con-
tinued melancholy scenes."?7 He is still an advocate of decorum:
"In the heightenings of Poetry, the strength and vehemence of
figures should be suited to the occasion, the subject, and the

persons."ga Dryden's apparent attempt to become independent of
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his world has falled, and he accepts his position as a pléywright
forced to pander to the tastes of hisg public, even when these
tastes are not in accord with his principles. Principles can be
more easily changed to suit the audience than the audience to

sult the principles.

In the Dedication of Examen Poeticjum Dryden frankly
admits that the French "follow the Ancients too servilely in the
mechanic rules, and we assume too much licence to ourselves in
keeping them only in view at too great a distance."99 The public
is again to blame as "we are bound to- please those whom we pret-
end to entertain; and that at any price, religion and good manners
only excepted."100 The comments on Shakespeare and Jonson con-
trast greatly with the carping criticism to which Dryden subjected

them in the Defence of the Epilogue: "Peace be to the venerable

shades of Shakespeare and Ben Jonson!....as they were our
predecessors, so they were our masters.®lOl In the last period
of Dryden's criticism, from 1690 until his death, there is little
deviation from this praise. Dryden, less interested in dramatic
practice, can now afford to allow his instinctis free play, can
now praise the drama of the past without endangering the popul-
arity of his own.

Although Dryden's critical essays of this period are as
sane and as vigorous as his earlier criticism, they are less
concerned with the drama. His interests had gradually shifted
from the drama to translation, and his criticism followed his
practice. The lengthy discourse on Satire deals with poets and

poems rather than with drama; consequently there is little which
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is relevant to our study of dramatic criticism. In A Parallel

of Poetry and Painting Dryden draws heavily on drama for his illus-

tration of the similarity between the two arts. He notes that
one difference between poetry and palnting is "that the principal
end of Péintinglis to please, and the chief design of Poetiry is
to instruct.®lO2 1In both arts the subjects "ought to have nothing
of immoral, low, or filthy in them."103 as this appeared three
years before Jeremy Collier's attack on the immorality of the
stage, it 1s probable that the desire for change was in the air.
Dryden, with his unerring sense of public opinion, appears to
have felt the changing temper of the general reading public. His
plays of this period, however, are certainly not free from what
he condemns. The answer to this discrepancy can probably be found
in the play=-goers who were still largely aristocratic and still
comparatively free from Puritan influence. It should be noted
that Dryden had previously lamented the immorality of the stage
in the well~known ode ®To the Proud liemory of the Accomplish'd
Young Lady, lMrs. anne Killigrew", written in 1685. In this poem
the fourth stanza is devoted to the subject of the immorality of
contemporary poetry, particularly of the drama;

O wretched wel why were we hurried down

This lubric and adult'rate age,

(Nay, added fat Pollutions of our own.)

T'increase the steaming Ordures of the Stage?“104
In spite of his criticism, Dryden's plays remain as licentious in
tone as any of his earlier works; apparently the public was ready

to accept reform in theory, but preferred the customary innuendos
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in practice.
Dryden's opinion of the rules of the drama remains the

same as thal expressed in the Grounds of Criticism in Tragedy

when he hag said that the rules were "made only to reduce nature
into method....They are founded upon good sense, and sound reason,.-

rather than on authority.®05 In the Parallel of Poetry and

Painting he says, ®To inform our Jjudgments, and to reform our
tastes, rules were invented, that by them we might discern when
Nature was imitated, and how nearly.%106 He adds that "without
rules there can be no art, any more than there can be a house
without a door to conduct you into it."107 The same deference to
authority, rules and examples is evident in Dryden's emphasis on
the need to re‘spect'probabilitylo8 and verisimilitude,l09 and

the need to keep the decorum of the stage.llO He also attacks
tragi-comedy in a tone very different from the pralse bestowed
upon it thirty years before: "Our English tragi-comedy must be
confessed to be wholly Gothic, notwithstanding the succéss which
it has found upon our theatre....Neither can I éefend my Spanish
Friar, as fond as otherwise I am of it, from this imputation: for
though the comical parts are diverting, and the serious moving,
yet they are of an unnatural mingle; for mirth and gravity destroy
each other, and are no more to be allowed for decent than a gay
widow laughing in a mourning habit,wlll Dryden, no longer con-
cerned with writing playé, feels more free to criticize deviations
from the neo-classical norm than when he was interested in selling
a plqy 1o an audience which liked the "Gothic!" tragi-comedy. It

is of interest to remember that the troubled seventeenth century
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was about to pass into history while the eighteenth century, the
century of Engliéh classicism, was about to be born. It is there-
fore not surprising to see Dryden's criticism turn to a stricter
observation of rules.

Dryden was, however, never to become a complete classicist;
his instinctive love of great literature saved him from ever
falling to the level of‘his contemporary, Thomas Rymer. With
this ever-present leavening of his neo-classical reverence for
rules and authority, Dryden's criticism retained throughoﬁt his
career a tolerance which is never completely obliterated. His
respect for the unities is never blind subservience: WBetter a
mechanic rule were stretched or broken, than a great beauty were
omitted.®ll2 In his last critical essay we find Dryden praising
Chaucer as "a man of z most wonderful comprehensive nature,"113
who, in spite of his rudeness as a poet, is preferred to Ovid.

The frank, dignified acceptance of .Cecllier's rebuke seems to in-
dicate the mellowing effect of age; "I shall say the less of

Mre. Colllier because in many things he has taxed me Justly; and

I have pleaded guilty to all thoughts and expressions of mine,
which can be truly argued of obscenity, profaneness, or immoral-
ity, and retract them,n1tl4 However, the effect is spoiled when
in the same essay We note that he says of Collier, "He is too much
given to horse~play in his raillery, and comes to battle like a
dictator from the plough."ll5 Hey alsoy has a very pungent reply
to Milbourne's criticism: %I am satisfied, however, that while
he and I live together, I shall not be thought the worst poet

of the age.nll6 Dryden's age may have mellowed him in some res-
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pects but his controversial spirit has remeained as strong as evers.

Dryden's dramatic theory follows no clear-cut pattern;
there are fluctuations to be noticed in opinions expressed at

almost the same period of his life. The predominant influence

on his theory seems to have been the practice of the drama; his
eriticism was usually written in direct reference to a particular
play or a particular type of play. During his vigorous attempt

to promote and maintain an interest in heroic drama, his theory

was strongly affected by this peculiarly Restoration form of

drama. His change in practice towards a neo-classic form brought

a corresponding change in his theory. When he was no longer

forced to defend his practice he became a more detached critic

of the drama, more willing to admit his own errors and, at the

same time, more generous in his praise of the earlier English
dramatists. He was, at the end of his career, finally free to

theorize without keeping one eye on his own dramatic practice.

The study of some of his plays will emphasize this close
' &

relationship of theory and practice. For the purpose of this

study The Conguest of Granada, Aureng-zebe, All for Love, Don

Sebastian, The Spanish Friar, and Marriace a la llode have been
3 :

selected, The first two, as heroic dramas, wlll serve as

illustrations of the type of drama which Dryden must have vis-

ualized when he wrote his earlier criticism; the second two, more

classical in form and matter, illustrate the changing tastes of

the time and the corresponding change in Dryden's ideas of the
drama; the last two plays have been chosen, largely because of

the comic under-plot in each, to illustrate Dryden's practice
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as a writer of comedy. However, before consideration of Dryden's

plays can be made, a brief examination of Restoration drama will

be necessary.
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CHAPTER IV

"HEROIC DRAMA® AND "RESTORATION COMEDY®

Of theee two distinctly Restoration types of drama, Dryden
is more closely identified with heroic drama than he is with the
comedy of manners. Historically, the growth of the heroic play
can be traced to two main sources, the Eligabethan Mtragedy of
blood® and the French classical drama. Saintsbury brings in
Italian influence for ®a lyrical admixture® and Spanish influence
for bombastic language.l Nettleton says that Restoration drama
wig the resultant of English and Continental forces®2 with the
major continental force being French. James Tupper compares the
roméntic plays of Beaumont and Fletcher to the heroic plays of
Dryden to illustrate the many points in common:9 the remote scene
with a romantic background, the contrast of pure and sensual
love, the emphasis on a spectacular denouement, the resemblance
of the heroces of both types, the introduction of a love-iorn
maiden, an evil woman and a wicked rival. Kathleen Lynch, Whilé
not denying the French influence, traces the growth of the heroilc
rdrama to another type of little known English drama, the Platonic
plays popular in the court of Charles I.4 3She compares the .
lovers of the Platonic drama to the lovers of phe heroic drama;
in each type, the lovers Malways love by destiny. Love assails
them at first sight and without warning."® The lovers of the
heroic drama are forced to undergo tests before they receive the
réwards of their constancy and love; they are torn by an

emotional conflict between the sensual and the Platonic, until
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the finsl obstacle to honorable love is removed. It would thus
appear that Restoration heroic drama is of a predominantly English
origin, with a smaller debt to French heroic tragedies and heroic
romances than would first appear to be the case. MNettleton ex-
presses his belief in the continuity of English drama in spite
of the Interregnum: WThe roots of Restoration drama lie in
Eligzabethan s0il."® 1In connection with foreign influences he
says: “Not even the multiple proofs of Gallic graftings on the
stock of Restoration drama can obscurékthe contention that its
roots lie in English soil.n7

The heroié drama was first produced in England by Davenant

in The Siege of Rhodes where most of the prevailing characteristics

can be discerned: %In its theme of love and honor, and thelr
personification in martial hero and angelic heroine, in its choice
“of fbreign setting and of semi-historical atmosphere,. in its
preference for exalted characters and stirring scenes, and in
its victory of virtue over the vicissitudes of war, The Seige
of Rhodeé:largely fixed the formule for heroic drama., "8 Dryden,
after adapting the rhymed couplet to this tformula,® became the
most successful author and the most loyal defender of the heroic
drama. In Saintsbury's opinion, Dryden's heroic plays "“are
almost the only heroic plays worth reading. "9

Dryden, writing to please his audience, chose the heroic
drama, with all its fantastic extiravagance, rather then the
‘sterner tragedy of the Eligabethans. As he was the surest bar-
ometer of the literary taste of the period, his supporil seems

to prove that heroic drama appealed to the Restoration audience
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of wits and rakes and dandies. DBonamy Dobrée's explanation of
the popularity of heroic drama supports this contention. In his
opinion, the English people were Whungry for heroism,"l0 gnd were
looking to art to provide them with what they could not find in
life; they turned to the heroic drama to find characters of
"heroic constancy and faultlessly noble sentiments,®1l qualities
sadly lacking in the court circles from which the audience was
drawn. Bacon's theory of the use of poetry, "to give some shad-
owe of satisfaction to the minde of men in those points whereiln
the nature of things doth denie it,“12 has been carried into
practice. The weary, disillusioned sceptics of the Restoration
looked for a form of drama which would show man meetlng and over-
coming all obstacles, rather than for a tragedy which brought +hoam
mes face to face with man's struggle against an overwhelming fate.
Bven the term "heroic tragedy®™ is, as Nettleton observes,13 mi s~
leading, since the hero and heroine almost invariably emerge in
triumph. Dryden, the practical dramatist, apparently knew that
his audience was not ready for tragedy, so with unfalling sen-
sitivity he gave them heroic drama. . ain

Added to this main reascn for the appeal of heroic drama
to the Jjaded, disillusioned patrons of the Restoration theatre,
was the important change which had taken place in the physical
aspect of the stage. Davenant again is credited with being the’
first English dramatist to make use of elaborate stage settings
and scenic backgrounds. By Dryden's time the stage was vastly
different from the comparatively bare stége used by the

Elizabethans. Nettleton attributes to these changes one cause
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of the frequency of plays which emphasized spectacle, in Aristotle's
opinion the least artistic part of tragedy: "The very success

of these devices in opera reacted upon the regular dramea, 80

that tragedy shows a new and increasing reliance upon spectacular
effects.®l4 The introduction of women actresses must have had
further effects upon the drama; it would no longer seem absurd

for a dramatist to present love-scenes on the stage.

Dryden's first venture in the herolc drama was in

collaboration with his brother-in-law, Sir Robert Howard. The

resultant play, The Indian Queen, was followed in 1665 Dby The

Indian Emperor, Dryden's first independent play of this type.

Nettleton describes the two productions in terms of Davenant's
operas: "In these plays the heroic features of Davenant's
dramatic operas are heightened by increesed intricacy of plot
and violence of action, and by exaggeration of characters and
pombastic speech.®™ S The culmination of the heroic drama was

reached when Dryden produced the Conguest of Granada in 1670.

In two parts, each of five acts, Dryden's play has some resemb-

-y

lance to lMarlowe's TambMrlaine. Each has a hero of superhuman

qualities, a bombastic; fantastic, incredible character who rants
his way through ten acts of blood and violence. There is,
however, in Dryden's play a kind of unity of tone, which will

be considered when examining the play in detail. The final heroic
play in couplets, with typicel bombast, with the conflict of

love and honour, and with triumphant ending is Aureng-Zebe,in

which indications of a more subdued tone can be clearly seen:

"plot and dialogue are handled with greater restraint, with in-
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creased respect for the dictates and decorum of the French theatre.w®ld
Although never completely free of the influence of the heroic
wtone", Dryden's succeeding pleys cennot be classified as typical

heroic dramas. All for Love and Don Sebastian are attempts at

classical drama, although in the latter play Dryden has added an
underplot of comedy in order to please his English audiénce.
Although Dryden dominated the heroic productions of the
time, he was, of course, not the only dramatist who wrote in the
heroic manner. Otway and Lee, later to rival Dryden as writers
of neo-classical tragedies, both began their dramatic careers
as heroic dramastists; the characters created by Dryden's rival,
Elkanah Settle, out-ranted 4Almanzor, and®Starch Johnny® Crowne

tried his heavy hand at the same type. The devastating satire

of The Rehearsal, although Dryden was the main target, attacked

so many of the other dramatists of the period that Scott concludes
that Mr. Bayes "“may be considered as in some degree a knight of
the shire, representing all the authors of the day, and uniting

in his person their several absurd péculiarities.®l?

A consideration of Dryden's d@ramstic writings in relation
to his criticism centres around the heroic drama, which appears
to be a‘unique type of drama compounded from romantic and class-
ical elements. The essential lack of correspondence between
matter and form in heroic plays is described by Dobre‘%,l8 who
finds Dryden attempting to write upon romantic themes while using
a form of expression which was neo-classical in its origin.

The exuberant passions and bombastic utterances of the herolc

characters, who express the romantic idea of an individual ready
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and able to defy the universe, are presented in a dramatic form
which is restricted by rules based on neo-classical doctrines.
Nettleton says that Restoration tragedy %is channelled in ‘heroic
drama' between artificial banks difficult to surmount.®l® The
fate of the heroic drama was thus foredoomed to a short life:
"The reason 1s that the dramatists of that day were trying to
éxpress romantic ideas in a form specially evolved from the
classical....It never occurred to the critics that content and
form were interdependent.“go Dryden's critical essays of the
period in which heroic drama remained popular are interestihg
specimens of the occasional nature of his criticism. 4s a pro-
ducer of heroic dramas, in deference to the tastes of the time,
Dryden felt obliged to defend them from the criticism of -the
followers of common sense. His defence, paradoxically based on
neo-classical doctrines, supports a type of play "such as would
have ‘put to the blush any French classicist or any good-sense
author of eighteenth century England.“zl The struggle to recon-
cile the contradictory conceptions of neo-classical authority
and romantic freedowm 1s very evident in this period. He was
probably secretly relieved when his changing dramatic practice

zllowed him to write plays, such as All for Love and Cleomenes,

‘more easily reconciled to neo-classical standards.

Although Restoration heroic tragedy avoided reality,
Restoration comedy; in spite of Lamb's defence of its immorality
because of its artificial nature,2? can be termed realistic
comedy. Writing for and about a court and an aristocracy in

which newly regained liberty had been transformed to license,
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the Qomic dramatists of the period appear to represent a real-
istic picture of this limited section of English life. The
Puritan restraint of the Commonwealth had attempted to build a
nation of gaints. Upon the return of Charles II and his court,
with its tone of moral laxity, the restraints were removed.
lMacaulay, biased as he is ageinst the Stuarts, nevertheless
appears to have estimated the results accurately: "On the very
first day on which the restraint of fear is taken away, and 6n
which men can venture to say what they think, a frightful peal
of blasphemy and ribaldry proclaim that the short-sighted policy
which aimed at making a nation of saints had made a nation of
scoffers."®3 With such an audience, the dramatists were free
to write in thinly veiled terms about the subject of most vital
social interest, the relations of men and women. Nacaulay can
again be guoted to explain the growth of Restoration comedy:
®The character of the drama became conformed to the character
of its patrons. The coﬁié poet was the mouthplece of the most
deeply corrupted part of a corrupted society. And in the plays
before us we find, distilled and condensed, the essential spirit
of the fashionable world during the Anti-puritan reaction."z4
The same picture of Restoration court life is gilven in good-

hatured detail in the Memoirs of the Comte de Gramont, a con-

temporary picture of the Court of Charles II.25

Cbmedy is usually closely connected with the social and
ethical life of the audience for which 1t is written; the
characters aré of less heroic stature than those of tragedy but

closer to man as he is. Tragedy may reflect the mental health
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of a period more closely than comedy, but comedy is a surer re-
flection of the physical envircnment of the authora The theme
of tragedy is man's struggle against overwhelming odds; natural
and supernatural forces combine to present an obstacle to man's
attainment of happiness. To be effective, the struggle must
represent a man of great strengih of character who does not com-
promisevto escape his fate. In comedy the theme 1s closely
connected with man as a soclal animal and with his attempt to
conform to the fashions and principles of his physical and social
environment. Those who fail to meet the standards of thelr social
group, whether because of folly, excess or exaggeration, provide
suitable material for comedy. Drydeng describes the difference
between trégedyi_heroic drama to himf-and comedy: "Admiration
would be the delight of one, and satire of the other."2% The
comedy ofkmanners has a strong flavour of satire of different
intensity with different authors, but present in all the comedies
of the period.

| The satire of Restoration comedy ié directed against those
unable to conform to the social standards of the court. As the
audience was composed largely of members of the aristocracy who
did conform, the sympathy of this audience was with the men and
wbmen who accepted their social environment; this usually implied
that the audience looked with approval upon characters who were
quite immoral accdrding to the standards of any other age. The
husband, jealous of an unfailthful wife, is considered a suitable
target for satire; on the other hand, the frankly lascivious

adulterer might be accepted as a sultable hero. The morals of
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the hero are of less importance than his manners, which would
include his dress, his speech, his wit and his skill 1n amorous
intrigue. Excessive affectation of dress, of speech, of wit, or
of knowledge is a popular subject for the dramatist's satire;
again, lack of social conformity is the basis of the attack.

In the evolution of English comedy from Ralph Roistler

Doister to The Wey of the World, we note that the tone and the

characters in general remein predominantly English, in spite of
all foreign influences. The most famous characters of comedy,

in spite of their supposed nationality, are English in thelr
attitude; the imported types come to life only after an infusion
of English blood. Even the one-si?ed figures of Jonson's com-
edies of ®humour® express English §q§lities and represent certain
characteristics easily recognized byrhis English audience. It

is significant that in the revised version of Every lMan in his

Humour, Jonson changed the scene from Florence to London; What
Doﬁréé says about the transformation of French plots and charac-
ters into typically English plays and typical Englishmen would
seem 10 hold good for most foreign importations. The borrowed,.
or stolen, French comedies became English because the French
atmosphere "would not suffer the sea voyage."27 The debt to
France and Spain for situation, story and charecters has been
dealt with in great detall by Mr. Harvey—Jellie.z8 However, the
final product emerged as an English play, portraying English
characters in an English setting. ®"Even when French authority
Seems most dominant it never fully imposed its yoke upon the

English theatre,®&Y



58

In the growth of the ®comedy of manners®, typical of
Restoration comedy, the growth of the neo-classical point of
view is apparent. Restoration Comedy is interested in external
conformity rather than in the psychclogical, moral or mental
abnormalities of man. The criticism of the period, typified by
that of Dryaen, emphasizes that, "As for comedy, repartee is
one of the chiefest graces; the greatest pleasure of the audience
is a Chace of wit, kept up on both sides, and swiftly managed.“so
The conception of "wit" as more important than %Yhumour® leads
to a form of drama in which "the intellectual faculties are ex-
alted above the emotional.®3l HNettleton belleves that the comedy
of manners is the natural outgrowth of the critical outlook of
the period: "In an age that exalted wit rather than humour, and
external form rather than innate genius, -it was natural for
drama to tﬁrn to the comedy of manners.%92 The manners were,
of course, those of the court and the fashionable society of
London aristocracy, the manners of the men described by Dobrée:
aThese reviled rakes, then, were men of taste and cultivated re-
finement."33

To the Restoration dramatists the question was one, not
of morals which concerned mankind in general, but of social
standards which were related to a limited part of society. The
problem which arises in practically all Restoration comedy is
the problem of sex; the treatment of the subject is as free from
moral restraint as was the life of Charles II. Dobrée believes
that the experimental nature of the age is reflected in the

interest taken by soclety—as represented by the cour tumin
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attempting to reconcile sexual promisculty with the social struc-
ture of & Christian country: ®ien and women were experimenting
in social things; they were trying to rationallze human relation-
ships....Affection and sexual desire were quite separate.nd4
The acceptance of the right of elther sex 1o satisfy sexual
appetites rather indiscriminately is illustrated in the comedies;
the identification of reputation and honour brings out the
emphasis on external appearance and conformity to the norm.
Bestoration comedy gives us an insight into the age which
produced it. The dramatists consclously wrote to delight an
sudience which was representative of the most morally corrupt
part of society, an sudlence which recognigzed members of 1ts own
group upon the stage. Dryden, as usual, followed the crowd.
Je did not originate the comedy of manners and, as a study of
his criticism shows, he was not proud of his skill as a writer
of comedies. As Dryden was "thoroughly susceptible to the spirit
and influence of his time,“55 his comedies, like his serious
plays, bear the mark of his period. Although his ability as a
writer of comedy was less than that of hié greal successor,
Congreve, some of his characters are the ancestors of Mireabell
and Mrs. Millament. In spite of his confession that his nature
was not suitable for comedy, he has managed to build vivid scenes

and create vigorous characters. His characteristic energy and

skill carry him safely through what appears 1o have been an

unplessant taske
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CHAPTER V

THE CONQUEST OF GRANADA

To modern readers the heroic drama is almost completely
incredible.s The exploits of the invincible Almanzor, the sudden
fits of intense and unreasonable jealouéy that beset Boabdelin
and Almangor, the completely perfect Almahide, the absolutely
heartless and wicked Lyndaraxa, the complete surrender of
Abdelmelech and Abdalla to the love of a woman whose evil they
recognize, the nobility and purity of Ozmyn and Benzayda, are
all too absolute to be credited. Noyes compares the modern opera
and the heroic drama: ®The spectatofs, like those at an opera
in our own day, were expected to leave their common sense at
home.®l He continues in his comparison: "The heroic plays «
offend our twentieth century taste by their bombast and artific-
iality; in their own time they pleased audlences French enough
10 relish artificial gallantry, English enough to love sound
and fury.®2 Dryden, writing to make a living, knew what his
audience wanted and proceeded to give them ®sound and fury®
mingled with ®artificial gallantry.®

The Conguest of Granada, despite the implications of the

title, is only incidentally concerned with the cepture of the
last Moorish stronghold in Spain. Dryden is not interested in
the struggle of two races for ascendancy; he is primarily |
interested in two characters, Almanzor and Almahide, whose love
is the foundation upon which the main plot is built.® The fam-
- 1liar ingredients of heroic drama invariably include at least

one pair of such lovers; this play has a second pailr, Ozmyn
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and Benzayda, whose love for each other provides the material
for a second plot. 4 third group, Abdelmelech, Abdalla and
Lyndaraxa, provides another plot closely connected with the maln
plot through all three characters. Abdelmelech as Boabdelin's
most faithful follower, Abdalla as his rebellious brother, and
Lyndaraxe as the evil woman whose wiles and ambitions keep the
action moving, are all important characters in the main plot.

The cheracters in The Conguest of Granada are typical of the

characters in most heroic plays. The hero, Almanzor, superhuman
in valour and in skill in arms, is hopelessly entangled in a
struggle between his love for Almghide and his honour. The
heroine, Almahide, is virtue incarnate; her love for Almangor

is unlawful and dishonourable, therefore it must be suppressed.
In the virtuous heroines of heroic drama there is never a struggle
between love and honour; honour is always victorious. The wicked
woman, another stock character, is represented, as we have seen,
by the figure of the Beautiful, ambitious, scheming Lyndaraxa
whose beauty conguers all—except Almanzor. The king, Boabdelin,
represents the third part of the triangle, the disagreeable,
obstructive force which stands between the pair of lovers. One
unusual thing about Boabdelin is that he i1s Almahide's husband
and so a force which can only be overcome by death—honour would
not permit any breach of the marriage vows.

Describing The Conguest of Granada, Nettleton says that

"the plot is a maze through which Almanzor advances with assured
tread.m® During the first five acts of the play Almanzor changes

sides twice, fights numerous battles (in all of which he is
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victorious), rants against love, falls in love, and is finally
banished from his Almghide. Although there is no unity of plot,
the figure of Almangor provides a unifying force to the great
variety of action; in spite of the confusion of events the sup-
erior vigour, strength and nobility of the hero keep the

situations from being isolated events.‘ The sub-plots are similarly
held together by the characters, who remaln constant and unchanged.
Lyndaraxa, clever and evil, is always present whenever Abdalla

or Abdelmelech are involved in the plot; Ozmyn and Bengzayda, the
perfect lovers, tread their perilous way thréugh a series of
otherwise unconnected events. Dobree says that "the test of

truth in a tragedy is to be applied not to the facts, but to the

feelings.“5 The facts of The Conguest of Granada are difficult

to follow, are a‘confused mass of battles, deceptions, intrigues
and counter-intrigues; the "feelings® are never obscured, since
Almanzor or Almahide or Ozmyn or LyndaraxXa are ever willing to
express their emotions, usually in extravagant language but
frequently in beautiful poetry.

Mr. Tupper, in an article in P.M.L.A., says that heroic

plays are held together by thelr varlety of action: "The Conguest

of Granada has no character interest, no plot interest; but 1t

has this interest that something is happening in nearly every
écene of the play.%® It must be admitted that Almanzor is a

type common tc all heroic drama, a type which provides no psycho-
lbgical interest. However, in spite of his superficial,
unbelievable character, it is Almanzor who provides the cohesive

force which binds the play together. It is not enough to have
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variety of actlon unless this unifying force 1s present. As
Saintsbury says, in the heroic drama the ®hero or heroine takes
 the place of the action and supplies a more flexible unity of
life-interest.®? Thus Dryden has succeeded in binding the ten
acts of Granada into a cohesive whole because of the interest
Almanzor, Almahide and the lesser characters arouse in the audi-
ence. Nettleton, while admitting the ilmportant part played by
the variety of action, also implies that Almanzor is the unifying
force: "Nevertheless, despite bombast and grotesqueness, a
certain masterfﬁl vigour sweeps the action onward. Spirited
couplets help to sustain the dialogue, and the vitality of the
central character 1s abundant enocugh to impel him triumphantly
through double the ordinary number of acts of heroic drama."8
As he is the'central'figure in the play, great things

must be expected of Almanzor, and Dryden introduces him in such
a way as to show the audience immediately that the hero is no
ordinary man. The part he played in the bull fight emphasizes
his skill, his valour and his nobility of appearance. His en-
trance coincldes with the first brawl between the two Moorish
factions; Almangor enters, appralises the situation at a glance,
and then speaks: -

#I cannot stay to ask which cause is best;

But this is so to me, because opprest."?
After disobeying King Boabdelin and being disarmed, Almangor
speaks again:

%Whence has thou the right to give me death?

Obeyed as sovereign Dby thy subject be,
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But know, that I alone am king of me ,n10
He continues in his grand manner, telling the king that he has
"not leisure yet to die.nll

Almanzor's character is briefly summarized by Prince

Abdalia, who has invited him to Granada to aid the Moors:

Vast is his courage, boundless is his mind,

Rough as a storm, and humorous as wind:

Honour's the only idol of his eyes;

The charmé of beauty like a pest he flies.l2
The king pardons him, ®entreats® his subjects to cease théir
fighting, and is rebuked by Almanzor:

A beggar speaks too softly to be heard{

Lay down your arms! ‘'tis I command you now.13
Naturally, the Moors obey the unknown hero whose nobility and
valour command immediate respect and obedience. Almanzor an-
swers the Spanish envoy's threats with magnificént self-
assurance: "The loors have heaven, and me, to assist theilr cause.nl4
After a successful skirmish against the S8Spanish vanguard he in-
dulges in a little characteristic rant:

It pleases me your army is so great;

For now I know there's more to conquer yet.

By heaven! I'll see what troops you have behind;

-I'11 face this storm, that thickens in the wind,;

And, with bent forehead, full agalnst it go,

Till I have found the last and utmost foe.l®

The first meeting of Almanzor and Almahide introduces the

complicating power of love. Almangor, in spite of himself, finds



BT
himself hopelessly in love with Almahide, whose vows of marriage
have Jjust been given to Boabdelin. In keeping with his character,
Almanzor's love is noble, passionate, overwhelming., His first
indication of love is when he discovers that:

Honour-burns in me not so filercely bright,

But pale as fires when mastered by the light:

I fear it is the lethargy of lovell®
- Honour with Almanzor goes hand in hand with ®Arms, and the dusty
field."17 (When he realizes the effects of love, he rants un-
reasonably:

"I wonnot love you; give me back my heart;

But give it, as you had it, fierce and brave.

It was not made to be a woman's slave.nl8
The characteristic conflict of heroic drama between love and
honour begins as soon as Almanzor and Almahide meet. His first
action is an honorable one; spurred on by his "exalted passion®,
he pleads for Almghide's release and her safe return to
Boabdelin. When his request is refused because Abdalla needs the
support of Zulema's ten thousand men, whom their leader will draw
off unless Almahide is promised to him, Almanzor replies in his
usual manner:

What are ten thousand subjects such as they?

If I am scorned—I'1l take myself away.-®
Abdalla, however, believes ten thousand to be more valuable than
even such a hero as Almanzor, and the hero immediately restores

his alleglance to Boabdelin. Almanzor seems to fluctuate
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between the two extremes which Scott sees in Dryden's lovers:
“"Of a mere moral and sentimental passion he seems to have had
little idea, since he freguently substitutes in its place the
absurd, unnatural, and fictitious refinements of romance. 1In
short, his love is always in indecorous nakedness, or sheathed
in the stiff panoply of chivalry.w20
The second meeting of thektwo lovers shows that love to
Almanzor is not always spiritual and Platonic; like most of
Dryden's characters he looks upon love as something more tangible
than sighs and vows and praises. The conflict of love and honour
in this scene is personified by the lovers: Almahide represents
unassailable honour, while Almangor represents irresistible love.
Almanzor asks,
"My love is languishing, and starved to death.
~ And would you give me charity—-in breath?n@l
His attack proves partially successful when Almahide admits that
she loves him, but regrets that her p?evious vows stand in the
way of honorable love. 4As Almangor realizes that this is the
only kiﬁd of love which would win such a paragon of virtue, he
asks and receives leave to win her from the forces in opposition:
"Since I no longer have to combat yous
That did the greatest difficulty bring;
The rest are small, a father and a king!#22
The father and king combine to discomfit the confident Almanzor)
who 1s disarmed and led away to be executed. Only through the
pleading of Almahide can he be saved, and then at the high price

of her marriage-to Boabdelin:
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But at no other price would rate your life,

1

Than my consent and oath to be his wife,®#&2
The next two speeches illustrate the powerful force typical of
heroic love.
Almangor: Would you, to save my life, my love betray?
Here; take me; bind me; carry me away;
Kill med I'11 kill you if you disobey.
Almahide: That absolute command your love does give,
I take, and charge you by that power to live,,24
- As Dobrée says, "It was almost shameful not to betray your}country
if love demanded it of you."25 Almahide's offer of a sister's
love is scornfully rejected; such is not Almanzor's idea of love:
A sister's lovel that is so palled a thing,
What pleasure can 1t to a lover bring?
'"Pis. 1ike thin food to men in fevers spent;
Just keeps alive, but gives no nourishment.2°
After a sorrowful and stormy farewell, the ill-fated lovers are
separated to close the first part of the play on a note which
is only saved from sentimentality by the rude entrance of
Boabdelin who gloats over his defeated rival, talksioﬁ future
wars, and as the curtaiﬁ drops goes his way 1o loveuénd Almeahide.
Such is the love of Almanzor and Almahide and such is the
love of Ozmyn and Benzayda. With neither pair of lovers is there
ever any internal obstacle to be overcome. Although Almanzor
does believe the evidence which seems to prove‘Almahide'“ adul-

terous actions with Abdelmelech, he still loves. Scott says that
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love in heroic drame ®required a sacrifice of every wish, hope,
and feeling, unconnected with itself, and was expressed in the
language of prayer and of adoration. It was that love which was
neither %o be chilled by absence, nor wasted by time, nor quenched
by infidelity. No caprice in the object beloved entitled her
slave to emancipate himself from her fetters; no command, however
unreasonable, was to be disobeyed; if required by the falr mistress
of his affections, the hero was‘not only to sacrifice hils interest,
but his friend, his honour, his word,. his country.“27 Love is
the motivating Torce throughout the entire play. Abdalla becomes
a rebel because of his love for Lyndaraxa, obeying her commands
even when he recognizes them as evil. Boabdelin 1s less a
villain than a Jjealous husband and lover, but as an obstacle to
" the love of Almanzor and Almahide his death 1s inevitable.
Zulema loves Almahide and loses‘his‘life in an attempt to gain
1is love. Ozmyn and Benzayda finally reconcile the warring
factions through their deep and undeviating love for each other
in spite of seemingly insurmountable obstacles. Tupper compares
llarlowe's heroes with those of Dryden “in thelr contempt of the
impossible and their overwhelming desire to attain their ends®,
put adds that there is a difference in the desired ends, as %the
hero of the heroic play is first and élways a lover, and his
heroism, is directed invariably toward the attainment of his
1ove."28 (ueen Isabella is probably expressing Dryden's idea
of the placé of love in heroic drama:

"Love's an heroic passion, which can find

No room in any base degenerate mind:
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It kindles &ll the soul with honoﬁr's fire

To meke the lover worthy his desire:ég

Tupper also oompares the heroic drama and the romantic

plays of Beaumont and Fletcher, showing the similarity of material
but emphasiging the difference in the manner of treating these
materials: "“The romantic play is concerned with love and 1its
concomitant passions of Jealousy, hate, revenge, all exhibited
in full fruition; ﬁhe heroic play deals with love and a kind of
exaggerated valor, with only sporadic exhibitions of Jealousy,
generosity, and revenge. The conflict of emotions is much
greater in the romantic than in the heroic playe....It is the ob-
vious that occasions the situations of the heroic play....The
problem in the romantic play involves the heart to heart relations
of the lovers; in the heroic play it is merely the removal of
an obstructive force in the way of marriage. Cohsequently there
is in the heroic pley a constant background of war."°0 In The

Conquest of Granada the background of war is constantly being

brought into the action of the play. Almanzor's gqualitles of
valour and skill and nobility, Boabdelin's courage but indecis~
iveness, aAbdalla's treachery because of love, Ozmyn's loyalty

to his father in conflict with his love for Benzayda, Abdelmelechﬁé
unwavering loyalty to his honour, are all illustrated'by the
confusion of sieges, attacks and counter-attacks. DBy means of

a battle Dryden can eliminate all obstacles to the marriage éf

his lovers. Boabdelin can die as a king should die, nobly and

in battle. The treacherous Lyndaraxa can be given her just

reward by allowing her to gain her crown only long enough to
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realizge fully how terrible is death. Ozmyn can reconcile love
and honour by using his shield to protect the father of Benzayda
while keeping his sword in his scabbard rather then use it agains£
his father's friends. Almanzor can be recalled from his banish-
ment because of Boabdelin's need of his help, even when the king
realizes that a dangerous rival in love will once more threaten
his happiness. Love and honour in their perpetual struggle for
supremacy can be depicted most easily through the use of the
background of war.

The use of the martial background does not appear to
have been chosen -solely because of the needs of the plot. In
the heroic play there is a great deal of action on the stage;
there are single combats, battle scenes, besieged castles, scenes
of unfortunate prisoners. Such spectacles appeal to the eye,
and the heroic drama in general appears to have been designed to
entertain the eye and the ear rather than the intellect. The
demands of the audience were blamed for the presentation of so
much action; Dryden, pléading his case, says that battles have
been presented on English stages by Shakespeare and Jonson and
adds that they are necessary "to produce the effects of an heroic
play.®3l Whatever the cause may be, Dryden is not satisfied to
leave war and bloodshed in the background; it must be presented
on the stage rather than presented through narration.

The changes in the theatre itself, as previously noted,
must have had a decided influence on the presentation of spectac-
ular action. The introduction of elaborate settings, the

reduction in the size of the proscenium, the use of curtains,
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and the introduction of actresses for the female parts, all
affected the type of drama,32 Nettleton credits Davenant with
being the first to make consistent use of these innovations and
adds: ®In thus deliberately attemptingunot merely a more elabor-
ate pictorial background, but a more faithful and consistent
setting for drama, Davenant set in play forces whose ultimate
results he could not have foreseen.®S® The cholce of setting
was partly dictated Dby the desire to have an exotic background;
the choice for heroic drama was usually some scene distant in
time and place. The acoustics of the new theatres, according

to Hem in his biography of Otway and Lee, left much to be desired;
the result weas a style of acting with exaggerated movements and
an artificial chant. ®“After the Restoration, the conventions of
acting seem to have commenced 10 harden into elaborate formulas,
with the development of heroic tragedy tending to accelerate the
process.“54 He describes the acting with a vivid phrase:
nmagnificent sweep of gesture and operatic use of voice."35 Buch
conditions were ideal for such ranting heroes as Almangor and
such noblé hercines as Almahildes.

The Conguest of Granada, typical of heroic drama in its

emphasis on love and on honour, in its background of war and

its presentation of vigorous action on the stage, is also typical
in other ways. It is written in the accepted form for heroilc
drama, the heroic couplet; it is wholly serious, there being

no mixture of tragedy and comedy in herolc drama proper; and 1t
ends happily, unlike the tragedies of the Elizabethans. Althoﬁgh

Boabdelinr Abdalla, Abdelmelech, Lyndaraxa, Zulema, Hamet and
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Gomelyg are all killed during the course of the action, the two
pairs of lovers are united at the close of the play. These num-
erous deaths are all more or less necessary o bring the required
result, and little sympathy ig felt for any of the victims.

Thé introduction of machinery here, in the form of the
ghost of Almanzor's mother, is still another convention commonly
used by hercic dramatists. In order to maintain the atmosphere
of the heroic poem, Dryden introduces the ghost; he explains
that the poet cannot omit "“these gods and spirits, and these
enthusiastic parts of poetry"36 without losing the epic flavour
which he believes to be an important part of the heroic play.
Upon the ghost's first appearance even Almanzor is affected
momentarily:

"well mayst thou make thy boast whate'er thou art}
Thou art the first e'er made Almanzor starte.
My legs
Shall bear me to thee in thelr own despite:
I'11 rush into the covert of thy night,
And pull thee backward, by thy shroud, to light t37
The ghost serves as further evidence of the superhuman valour
of Almanzor, who can act with courage even though he admits;
“iIy blood, like icicles, hangs in my veins,
And does not drop.38

The ghost's warning message is disregarded, as Almanzor's
love proves stronger than honour and fear of damnation combined.
Dryden has used the firsi appearance of the ghost to reveal the

character of Almangor with his bold courage and passionate love.
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The second appearance is merely narrated and allows the Spaniards
ioiggfeat Almanzor and the Moors without loss of prestige to the
gréétnﬁéfoe The wounded Almanzor with uplifted sword is saved
from parriclde by the shrill voice of his long-dead mother who
pleads:

WSpare, spare his life...who gave thee breath. w39
Almanzor, already acquainted with thils supernatural relative,
obeys, and the war 1s over. The play ends happily; all those
~are rewarded who deserve reward, and all who deserve punishment
are punished by deathe
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CHAPTER VI

AURENG-ZEBE

s

The Conguest of Granada exemplifies Dryden's heroic drama

at its most extravagant, while Aureng-Zebe, the last and most

restrailned of his heroic plays, is of speclal importance as a

contrast to the earlier heroic drama. The evolution towards

All for lLove becomes apparent after a brief comparison of the two
heroic plays in relation to some of the conventionsal character-
'ﬂistics of this type of drama. Nettleton's comment can be taken
as a concentrated introduction: ®Plot and dialogue are handled
with greater restraint, with increased respect for the dictates
and decorum of the French theatre."t

In this, the last of his rhymed heroic plays Dryden again
uses the conventional theme of love and honour in conflict; he
creates an irresistible beauty, Indamors, whose eyes charm all
the important male characters in the play. In spite of her con-
stant, irreproachable love for Aureng-Zebe, she is besieged by
the Zmperor, by the aged Arimant, and by the young Morat. The
motivation for the action of the play springs almost exclusively
from the love aroused in the hearts of her panting admirers.
The emperor deserts his ambitious, jealous wife, disowns his
loyal, honorable son Aureng-Zebe, and gives his empire to the
ranting, ambltious, power-loving Morat. His reason is completely
out of control; honour and conscience make vain and feeble
attempts to rebel against the all-embracing power of dishonorable
love. The sﬁruggle between love and honour is never very exciting

with the Emperor; love is too completely in the ascendante.
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The actions of Morat are also dictated by the love which

burns so suddenly and so fiercely after his first encounter with
the ceptive queene. Until he falls under the powerful influence
of Indamora's virtue, honour and beauty, Moratb is little better
than Aureng-Zebe's description of him:

when thou wert formed, Heaven did a man begin;

But the brute soul, by chance, was shuffled~inf2
However, he dies a reformed man because of the chastening effect
of his love for Indamora; he is even able to make a last con-
science-stricken farewell to his faithful wife, Melesinda. As
Morat is an obstacle to the fulfilment of the love of Aureng-Zebe
and Indamora, his death is as inevitable as Boabdelin's in fhe

Conguest of Granada. The manner of Morat's death, the change in

his atbitude to his brother and to his wife, all emphasize the
powerful effects of a strong, purifying, herolic love.

0ld Arimant, senilely in love with Indamora, becomes &
most useful slave to the young gueen, who uses her beauty %o
exact loyalty from the man who 1s fit for a friend but not for
a lovere. Rather heartlessly, Indamora’ (controlling him through
smiles and frowns), sends Arimant with letters to Aureng-Zebe,
and uses him as o messenger. Whatever Arimant does i1s dictated
by his love for indamora or his loyalty to the Emperor; if any
conflict arises, love is invariably the sironger force,

Aureng-Zebe is built on a grander scale than the other
characters, and has more soul-searching conflicts, but his actions

are also governed by love and honours His honorable love for
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Indamora seldom contradicts his honour; with Aureng-Zebe, love
and honour combine to give him the strength to withstand dis-
honorable actions. He is able to refuse the throne, offered in
exchange for his surrender of Indamorsa o his amorous old father,
because such an action would be a disavowal of both the virtues
which are the strongest motivating forces in his character, love
and honour. The struggle in Aureng-Zebe is between dishonorable
self-interest on the one side and honorable love for Indamora,
réinforqed by loyalty to his emperor and father, on the other.
The initial problem of reconciling obedience to his father and
constant. love for Indamora brought a brief conflict in which
love and honour are opposing forces. As the play proceeds, how=
ever, they become allies, which provide strength and power to
withstand all temptations,

The usual background of war is utiliged by Dryden; the

confusion of battles and betrayals and changing fortunes is re-

latively as great as in The Conguest of Gran&da, There is less

action presented directly to the audlence, the armies remaining

off the stage, but the importance of war as a deus ex machina to

remove obstacles is maintained. Morat, whose reformation might
have proved embarrassing, is killed in an honorable fight;
Nourmahal, the wicked lady, is eliminated by suicide after her
defeat in an’attempt to win control of India for herself; Arimant,
the hopeless lover, dies gloriously for the side of virtue; the
Emperor is finally restored to the rule of honour after witnessing
the unswerving loyalty of the wronged Aureng-Zebe; Aureng-=Zebe

is shown as a brilliant and valorous leader of men, as a skilful
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and courageous soldier, and as a man whose exploits attract the
devotion and loyalty of all his followers. '

The setting is as usual in a distant, exotic land, giving
the stage manager an opportunity to provide elaborate and colour-
ful scenery. The time of the action is 1660—an unusual choice
for heroic dramatists, who preferred the distant in time as well
as in place. Dryden probably felt quite free to take liberties
with his characters because of the distance between Restoration
England and Aureng-Zebe's India. There is a marked absence of
songs or dances, the only music being provided by Nourmahal to
transform Aureng-Zebe's despair into the softer passion of love,
and the only meretricious ceremony being Morat's funeral procession, .
followed by the mourning Melesinda.

The points which mark Aureng-%Zebe as being transitional
in Dryden's dramatic productions are not noticeq?le in the
characteristics of the play so far discussed. There are many
qualities which rank this play as heroicy the emphasis on love
and honour, the setting and the military background, the charscter
types, the use of couplets, the happy ending and the exclusion
of all comic relief. However, besides differences in the treat-
ment of these famillar ingredients, there are other variations.
There is no secondary hero and no secondary pair‘of lovers; there
is no use made of the supernatural (unless Melesinda's gloony
predictions are accepted as such); and there is comparatively
little rant of the Almangor type. Another important change 1is
expressed by Dryden in the Epilogue where he says that Aureng-

Zebe is a play With;
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WThe action great, yet circumscribed by time.%9
The rules have apparently taken a stronger hold of Dryden's theory

than they had when The Conguest of Granada was written; in practice,

however, only the lesser unities of time and place have been
observed, the cohesive force of this play, like that of Granada,
being the characters rather than the action. Further differences
in the two plays can be discovered by a comparison of Dryden's
treatment of the materials in the two playse.

Dryden takes great liberties with the usually rigid heroic
couplet. Saintsbury says, "It is remarkable that the structure
of the verse itself would have led to the conclusions that nyden
was about to abandon rhyme."4 In his earlier heroic plays Dryden
appears to have been happy in the restraint and firmness of his

chogen form of verse; in Aureng-Zebe he appears rebellious

against the confining couplet, resorting to half-lines, and part-
icularly to enjambement. It seems superfluous to peint to
passages in the play itself when we have Dryden's own word for
his readiness to abandon rhyme. In the Prologue to the play he

admits that he ,
o

AGrows weary of his long-loved mistress, Rh;y*me.""5
This weariness is responsible for a much more varied form of
verse, a form much less rigidly confined to correctly polished
coupletss
Perheps the most pronounced difference in the two plays,
however, is to be found in the characterization of the two heroes.
Aureng-Zebe 1s a more modest, a more restrained, a more loyal

Almanzor. Whereas'glmanzor rants about his valour and his skill
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as & soldier, Aureng-Zebe lets others describe his; whereas
Almanzor is a law unto himself, Aureng-Zebe is almost too honor=-
ably loyal to the authority of his father; whereas Almanzor is
wholly governed by his emotions of love, pride and Jealousy,.
Aureng-Zebe 1s controlled by his reason, at least occasionally.
It is difficult to conceive of Almanzor giving the following
Justly famous speech, while 1t is perfectly in character for the
more ratlional Aureng-Zebe:

When I consider life, 'tis all a cheat;

Yet, fooled with hope, men favour the deceit;

Trust on, and think to-morrow will repay:

To~morrow's falser than the former day;

Lies worse, and, while it says, we shall be blest

With some new Jjoys, cuts off what we possest.

3trange cozenage! None would live past years
again,

Yet all hope pleasure in whet yet remain;
And, from the dregs of life, think to receive,
What the first sprightly running could not give,6
Almanzor can meditate upon life and fate and death, but he almost
invariably concludes his speech in a tone of characteristic bom~
bast. After the meeting with the ghost, Almanzor tries for eight
lines to solve the mysteries of life and then reverts to
character:
Let fate be fate; the lover and the brave

Are ranked, at least, above the vulgar slave.

Love makes me willing to my death to run:
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And courage scorns the death it cannot shun¢7
In one important respect the two heroes are very similar:

both are hopelessly in love, and both are given to violent and
unreasonable fits of Jealousy. In each case it appears to be
conventional to believe first appearances and disbelieve the
apparently unfalthful mistress.

| These two heroic plays of Dryden’s; are interesting not

only as plays, but as indications of his changing tastes in

drama. The next play to be examined, All for Love, marks the

peak of Dryden's respect for rules and suthority, and, at the
same time, 1s an indication of his ever-present admiration of

Shékespearee All for Love, with 1ts careful following of neo-

classical rules, is Dryden's only play of this type, the demands
of his audience forcing him to return to the use of itragi-comedy.

The study of the classical 211 for Love, together with an

examination of the tragi-comedy, Don Sebastian, further illus-

trates Dryden's changing dramatic practice, changes which are
echoes of the changes in his audlence, and which are themselves
productive of changes in his theory.

1. British Dramatists from Dryvden to 8S8heridan, op. ¢

ite,
pPp.5~06e
Ze “Aﬁreng~2ebe", The Mermaild Series, John Drvden, Act III,
Sce.l, p.338. ‘
3. Ibid., p.438,
4, Saintsbury, Dryden, p.57e.
5, Aureng=2ebe, p.344.
6- Ibid., A.c’t IV, SCoi,» pe598o/

Te The Conguest of Granada, Pt.II, Act IV, Sc.iii, p.l82.
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CHAPTER VIT

ALL FOR LOVE

It geems inevitable that Dryden's play, All for Love,
& J

should be compared with Shakespeare's Antony and Cleopatra. Such

a comparison usually results in the condemnation of Dryden's play
as a second-rate rendition of a familiar story. However, in ..
justice to Dryden it should be rememberegsthat his treatment of
%

the material is entirely different fromg%hakespeare's. Dryden

is writing in the period which produced the criticism of Thomas
Rymer and his disciples of the ®™3chool of 3ense®, He is not free
to deal in such universals as did Shakespeare, being restricted
by the theories and the practice of his time. Nettleton, while

emphasizing the need to judge All for Love by Restorationlstamdw

ards; briefly discusses the differences to be noted in this play
and its Shakespearian model: “Thé Restoration mind neither could
nor would recapture the careleés.Elizabethan rapture. LEven
Dryden, whose instinctive love of Shakespeare often rose superior
to the critical compunction of his age, Was never free from its
form and pressure.“l He notes that the unities, decorum, and
poetic justice, were all part of the wform and pressure® of the
age which resulted in a play which "gained simplicity at the
cost of comprehensive vision."2

Saintsbury believes that bryden chose the form of hils
play largely because he realized the "limitations of his own
great poWerse....to emulate the splendour and the poignancy of the

passion between 'Egypt' and Antony."d However, he adds that,
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although the ®result is no longer quite divine poetry“% he has
succeeded in writing a play in "a new form almost as suitable

to the subject....as any form could possibly bee®® Dobree's
verdict on the two plays is an almost regretful admission that
Shakespeare had written a more»magnificent, more universal, more
 beautifully poetic play than has Dryden: "It 1s Shakespeare's
poetic genius in the use of metaphor, his incomparable capacity
for marrying ideas, his irresistible mind working ever on the
word and making it flesh, which makes his play more universal
than‘Dryden‘s°“6 _

Although All for ILove does not qualify for the high praise

which Dobrée gives to Antony and Cleopatra, it is nevertheless

a good play. The temptation to compare the two plays, however,
will be resisted as much as possible, since this study will be
made with reference to Dryden's other dramatic productions,

especially The Conguest of Granada and Aureng-Zebe. As already

‘indicated, the classical trends noted in Aureng-Zebe reach theilr

climax in All for Love. A comparison of the heroes of the three

plays serves to illustrate this completion of the metamorphosis;
the'weakness of Antony emphasizes Dryden's rejection of the heroic
play with its invincible, victorious heroes. Scotlt condemns
Antony's character as being historically false: "YThere is too
much of the love-lorn knightmerrant, and too little of the Roman
warrior, in Dryden's hero."’ Garnett's condemnation includes

both of the main characters: %"Some weakness may be forgiven in

a hero, but the heroism of the real Antony is swallowed up in

Weakness...o.Dryden's Cleopatra wants this character of univer-
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sality."8 While it must be admitted that Antony is too prone to
bewail his 111 fortune and too ready to accept the defeat which
might have been averted, the fact remains that Dryden's p;evious
heroes have been men without any weaknesses. The invincible,
incredible Almanzor sweeps all before him, rules his own fate,
emerges happy and victorious; the loyal, honorable, noble Aureng-
Zebe suffers temporary misfortunes which are sweplt aside by his
magnificent, overwhelming skill and courage. Antony, however,
is not one of the supermen; he 1s all too human, with too much
human weakness to overcome his difficulties. The invincible,
unconguerable, all-powerful hero of the heroic drama has been
replaced by a hero who ®ought not to be a character of perfect
Virtue....nor yet altogether wicked."9

Because his hero and heroine have these human weaknesses,
the play cannot follow the heroic pattern. The happy ending,v
characteristic of nyden‘s heroic plays, is impracticable when
his hero and heroine are faced by obstacles which are too large
to be removed by ordinary humans, as Antony and Cleopatra appear
to be in Dryden's play. Almenzor and Aureng-Zebe proceed in a
comparatively direct line towards their objective. Almangzor loves
Almahide, so he fights and rants until the obstacles are removed;
Aureng-Zebe finally overcomes all external opposition and 1s re-~
warded by the hand of the lovely Indamora. Antony's position is
more complicated, since he is already married to Octavia, and
he has already won the love of Cleopatra. The moral standards
of the heroic drama could not allow such a situation to develop,

since the heroine must always be above reproach. The introduction




-8
of the disturbing figure of Octavia serves to emphasize the weak-
ness of hero and herolne, especlally in comparison with the
hondrable lovers of heroic dramae. Dryden, dealing with historical
figures, is forced to accept certain well-known facts as his raw
materiale As a result, his main characters cannot he truly heroic,
and the play, without a superhuman hero and a faultless heroine,
of necessity follows a different pattern from the heroic dramas

Antony is still governed largely by the heroic qualities
of love and honour, but these are not the only motivating forces
at work. He 1is a Roman general, a general whose exploits have
rivelled those of Caesar and Pompey, and as a Roman he is in-
fluenced by tradition, by pride of race, and by patriotic
loyalty. He is a husband and father; the entrance of the loyal
Octavia with their young children momentarily obliterates the
fascinating figure of Cleopatra. He has a great capacity for
-friendship; Ventidius and Dolabella, although almost completely
opposite in character, are both deeply ioved by Antony. Unlilke
Almanzor or Aureng-Zebe, Antony is a complex human individual
with many complicating motives. The inner conflicts experienced
by the heroic heroces are invariably prompted by the struggle -
between love and honoure. With Antony the inner struggle is more
complex, less easily classified, and less easily resolved. The
stern Roman general, the faithful friend of Ventidius and
Dolabella, the conscience-stricken husband and father, are all
opposéd by the love-lorn slave to Cleopatra's charms. Although
the conflict is predeminantly between love and honour, all the

complexities of Antony's character almost automatically insure a
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departure from the formula of heroic drama. The clinging arms of
Cleopatra and the brawny figure of Ventidius represent the con-
flict of love and honoure. In a heroic drama the hero could have
fought his battles, defeated hls enemies, and reconciled these
two opposing forces. Antony, however, was faced with the insur-

mountable problem of being married to the noble Octavia, while

still loving his Egyptian gueen. In The Conquest of CGranada
Dryden had been able to dispose of Boabdelin in honorable battle
in order to'leave Almanzor and Almahide free to love honorablye.
Octavia cannot be so easily removed; she has all the legal and
moral rights to Antony, and poetic Justice would not permit
Dryden to kill a woman whose only fault was her marriage to
Antony, The only solution to the knotty problem was Aﬁtony's
death; thus the classical form of tragedy replaces the heroic
drama with its happy and triumphant hero.

The heroines of heroic drama, exemplified by Almahide and
Indamora, Wefe all of spotless honour. The eager hero, occasion-
ally overcome by love, could propose dishonorable love, but the
heroine was always honour personified. There could be no»doubts
in her mind; death was preferable to dishonor. Although Dryden's
Cleopatra is not painted as a wicked woman, she 1s certalnly
not spotless. Dryden's introduction of Octavia emphasizes the
dubious position occupied by Cleopatra; the meeting of the two
women does not increase our respect for elther, but it does have
the effect of showing Cleopatra as ®the other woman.® Dryden,
restrained by the contemporary critical doctrines of poetic

Justice and decorum, could not follow the herolc patitern of
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triumphant hero and heroiné; the death of Cleopatra was as inev=-
itable as that of Antony, if Justice was to triumph. That Antony
and Cleopatra were historical characters had a great influence
on the final scenes of the play, but the fact remains that Dryden
chose their story as suitable for the tragedy which he ®writ®.~
for himselfs, The ready-made plot with its background of all-
powerful love was adapted by Dryden to suit his aim: the
production of a tragedy following the classical forme.

Dryden is, of course, aware of the change in his characters.

In the Prologue he almost defiantly describes his hero, with
implied comparisons with the ranting heroes of his previous plays:

His hero, whom you wits his bully call,

Bates of nhis mettle, and scarce rants at all:

He's somewhat lewd; but a well-meaning mingd;

Weeps much; fights little; but is wond'rous kind.10
He continues in his discourse describing Octavia and Cleopatra:

"] could name more: a wife, and mistress too;

Both (to be plain) too good for most of you:

The wife well-natured, and the mistress true, wtl
The contrast between the characters presented to the Restoration

audience in All for Love with those characters previously pre-

sented by Dryden, Otway, Lee, and other heroic dramatists, must
have immediately announced to the intelligent audience that
heroic drama was being abandoned.

Dryden's announcement in the Prologue that “he fights
this day uparmed,—-without his rhyme®™, must have been taken as

a sign of the approaching death of heroic drama. As previously
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noted, the tight, hard couplets of The Conguest of Granada were

loosened in Aureng-Zebe, so that the change to blank verse must

have been expected. The quality of Dryden's verse in All for Love

is generally accepted as being unusually high. To 8. Eliot says,
wIt is really the norm of blank verse for later blank verse play-
wrights.®l2 Dobrée says that in this play ®he tightened up blank

verse, which had run to seed in Shakespeare’s successors."ld

Saintsbury agrees with this view-point, emphasizing the excellence
of Dryden's blank verse as a model for succeeding dramatists.t4
The choice of an example can be made from almost any section of
the play; however, the following speech of Antony's has been
chosen as a sample of blank éerse, since it also illustrates the
restrained §péech of Antony‘'in comparison with the rant of ...
Almanzor. Antony, speaking of his great love for Cleopatra, is
carried away by his exalted passion, but the blank verse seems
to act as a restraining influence. The tone of this passage is
subdued but impressive; Antony, deeply moved as he is, still
expresses himself in passionate but simple poetry:

How I loved.

Witness, ye days and nights, and all ye hours,

That danced away with down upon your feet,

As all your business were to count my passion:

6ne day passed by, and nothing saw but love:

Another came, and still 'twas only love:

Thersuns were wearied out with looking on,

And I untired with loving.

I saw you every day, and all the day;
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And every day was-still but as the first,
830 eager was I still to see you more.+9

Bronowski has high praise for All for Love as a good play which

is also good poetry: ®He could not keep his judgment of the play
free of the standards of poetry, nor his judgment of poetry free
of the standards of the play. Once or twice he did prove that
the two can be made one: that the poetry need not mastér the play
as 1t had done. for the Elizabethans,'and that the play need not

master all else as it has done for us. All for Love is such a

proof.“ls

As a play, All for Love must be considered in relation

to the plays of its own period. The restraint of the main char-
acters, the tragic ending, the switch to blank verse, have all
been discussed. Another striking quality of the play is its
strict observance of the neo-classical unities. In the Preface,
| Drydeh describes his play in terms of its technical perfection:
"The fabric of the play is regular enough, as to the inferior
parts of it; and the Unities of Time, Place, and Action, more
exactly observed, than perhaps the English theatre requires°“17
The compression of the action of the play into twenty-four hours
seems to have been unfortunate, especially when the great
Shakespearian play looms as a magnificent, sprawling‘model. The
unities of place and of action also tend to eliminate the cosmic
background by which Shakespeare emphasized the greatness of .

Antony's loss. Nettleton believes, however, that Dryden, in

All for Love, ®™touched perhaps the height of poetic tragedy of

his age."l® He emphasizes the classical restraint, the compression
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of time and action, and the simplicity of characters,19 by all
of which this play is sharply differentiated from its Shakespearian
modele In his opinion, Dryden ®could not hope to rival the
imperial sweep and infinite variety of Shakespeare's world trag-
edy, but the classical limitations brought a gain in unity and
concentration of action." 20

The difference between Dryden's classical masterZpilece
and his heroic plays becomes more apparent when the qualities
emphasized by Nettleton are considered. The classical restraint
has been discussed in relation to the characters and the verse
form; there is an almost complete absence of rant and bombast,

which are so characteristic of the heroic drama. The compression

of time and action, carefully observed in All for Love, is neg-

“lected in The €onguest of Granada and only partially followed in

Aureng-%ebe. The action of All for Love takes place in a single

day, and all actions lead directly to the conclusion which
appears to be lnevitable. Dobree says that in a play, "only
those events are action which are the outcome of the emotions
and needs of the protagonists, and are necessary to the tragic
climax.m2l According to this definition, many events in The

Conguest of Granada cannot be considered to be action, whereas

in All for Love the events chosen by Dryden are all necessary to

bring the play to its logical conclusion, or to illustrate the
emotions of the characters. The action which leads Antony and
Cleopatra to their doom is the only action that Dryden introd-

uces; there is no sub-plot, no humour, no unnecessary characters

The Conquest of Granada, although wholly serious, nonefthefless
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has minor plots which are only loosely connected to the main story

of Almanzor; Aureng-Zebe is more closely knit, with all the char-

acters having a share in the main action, but many of the events

have little in common with Dobréé’s definition of what constitutes

action in a play. In the heroic dramas, even in the transitional

Aureng-Zebe, Dryden is dealing with stock characters and stock

situations which lead to spectacle, rant and violence, often en-
tirely without significance as far as the furtherance of the

plot is concerned. In All for Love, Dryden uses the classical

way of writing,®2 preserving a unity of tone with no peaks of
passion intruded for the sake of spectacular effect. He makes
no minor excursions, avoids all but the essential action, and
brings his characters to their inevitable doom.

Parsons in his article, The English Heroic Play;. says that

the English heroic dramatists and the French neo-classical drama-
tists ®"were following different ideals of dramatilc unity,“ZS
The two different ideals can be found in Dryden's plays. The

Conguest of Granada "is not the study of a tragic conflict, but

a representation of a triumphant career and it receives epic

unity from the character of the hero.%24 1In All for Love, on

the other hand, Dryden is‘consciously striving to follow the
doctrines of Rymer, Rapin, and Bossu., Instead of building a plot
around an invincible hero, Dryden has adopted the typical neo-
classical idea of the iumportance of plot itself. He is now
apparently in agreement with Aristotle's definition of tragedy,
with its emphasis on the fable. The dramatic unity of All for

Love thus depends upon action, rather than upon character. The
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increased simplicity of the plot of Aureng-Zebe when compared with

" The Conguest of Granada, prepares us for the final change to be

found in All for Love, the only one of Dryden's plays which can

P

be sazid to have real unity of action. Dobré%, comparing Dryden's
plays with those of his Eligzabethan predecessors, has high praise

for All for love: "Yet in its result, All for Love is more de-

cisively a tragedy than of those above referred to except
Shakespeare's best....Dryden's play has a Qoherence, a direction
to one end, in a word, a unity, which we may wrest from the
others, but which they do not, like his, compel.®25

Another fundamental difference between the heroic plays

and All for Love is to be found in the nature of the dramatic

conflict. The heroic plays deal primarily with a pair of lovers
whose happiness is obstructed by some external obstacle: a hus-
band, a father's Jjealousy, a wicked woman or a scheming villaine

A tragedy, such as All for Love, deals with characters whose

happiness is obstructed by a force which cannot be overcome. As
tragic lovers, Antony and Cleopatra are caught in a web from
which they can neither withdraw nor advance without disaster.
The heroic play deals out death to all who oppose the triumphant
couple; tragedy results in the death of the protagonists them=-
selves. Dryden's change from heroic drama to neo-classical
tragedy is no_where made more obvious than in the change from
triumphant lovers to the defeated, dying Antony and Cleopatras

All for Love, however, was Dryden's only tragedy written in strict

accordance with his principles, as he apparently felt the English

taste for more action on the stage, and for tragi-comedy, was
9
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too strong to be denied. The one play which is occasionally men-

tioned as rivalling All for Love in quality, Don Sebastian, while

retaining some of the characteristics of the neo-classical drama,
is in reallty a mixture of comedy and tragedy. As usual,>Dryden
obeyed the dictates of his audience in opposition to his own
principles, which by 1679 were neo-classical in tone, as can be

seen in his preface to Troilus and Cressida. The experiment in

classical tragedy was reluctantly abandoned, buit not before
Dryden had left us the one play he wrote for himself. In Cleomenes,
he apprdaches neo-classical tragedy, with certain allowances made
for popular support. In the Preface to this play he writes:
“After all, it was a bold attempt of mine, to write upon a single
Plot, unmixid with Comedy; which tho it be the natural and true
Way, yet 1t is not to the Genius of the Natione. YetAto gratify
the barbarous Party of my Audience, I gave them a short Rabble-
scene?2%.He also extends the time of his play in order to include
the famine scene, but adds: "In such a Case, 'tis better to |
trespass on a Rule, than leave out a Beauty.“27

In All for Love, Dryden's classical criticism finds its

most satisfying outlet in his practice. The rules and the ex-
amples of the French classicists, always dear to Dryden with his
love of order and his respect for authqrity, have been allowed to
control the practical application of hils theory. There is no
need for Dryden to juggle and distort Aristotle, or Rapin, or
Rymer,~asilong as he is able to write for himself without allow-

ing the clamorous dictates of his audience to influence his worke
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He gives his audience a play which he is pleased to present,
pleased because’ for once his principles have not been thrown
overboard for the sake of popular appeals Forced by his financial
difficulties to return to a less austere classicism, Dryden was
again compelled to pander to the perverted tastes of his English
audience. The change in his practice, however, is not accomp=-
anied by a corresponding attempt to Justify his change through
any new theory; he is henceforth content to expound his neo-
classical theory and blame the shortcomings of his plays on the

need to satisfy his audience. A study of Don Sebastian as a

play wherein he consciously neglects his neo=-classical theory in
order to win popularity illustrates his acceptance of the author-
ity of the:play-going public,
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CHAPTER VIII

DON_SEBASTIAN

Don 8Sebastian, written in 1690, is designated as a tragedy

by Dryden himself, although'there'is a comic under-plot to which
Nettleton slightingly refers in his phrase: Wlength and poverty
of comic partsenl Dryden, never very happy about his skill as

a writer of comedy, admits that he might have given his audience
s better course of comedy....than that of Antonio and Morayma®',
but proudly defends the mixture of comic and serious plots: ®%For
what could be more uniform than to draw from out the members of
a captive court the subject of a comical entertainment.®? He
is careful to point out that “the English will not bear a thor-
ough tragedy; but are pleased that it should be lightened with
underparts of mirth.%3 The unity of action which characterized

All for Love has been sacrificed to the tastes bf his English

audience.

The apology implicit in Dryden's discussion of his use
of comedy in a play which 1is primarily a: tragedy seems to indicate
his position as a reluctant fugitive from neo~classical practices
His defence of the play in other respects bears out this assump=-
tion. When he discusses the fate of Don Sebastian and Almeyda,
he cites Mr. Rymer's theories of poetic Jjustice. Dryden feels
justified in saving the lives of his tragic hero and heroine
because their faults were not great enough to warrant punishment
by death: W®The learned Mr. Rymer has well observed, that in all
punishments we are to regulate ourselves by poetical justice;

and according to those measures, an involuntary sin deserves not
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death.™¥ The English audience is also blamed by Dryden for his
failure to follow ®the three mechanic rules of unity.“5 He con-
tinues in the accents of a confessed transgressor: "I knew them,
and had them in my eye, but followed them only at a distance;
for the genius of the English cannot bear too regular a play; we
are given to variety, even to a debauchery of pleasure.®® The
concluding sentence of the paragraph defends the extension of time
to two aays-from a common-sense point of view, which is typical
of Dryden: ™"To gain a greater beauty, it is lawful for a poet
to supersede a less.®’ Unlike Rymer, Dryden was a doctrinaire
only so far as his practical experience as a successful dramatist
would allow; he knew almost inétinctively tha£ rules and doctrines,
although useful and desirable, could not be followed blindly.

In his preface Dryden uses still another of Rymer's theor-
ies as a defence of his play. Pointing out some of the more

desirable qualities of Don Sebastian, Dryden says: WAnd there

may be also some secret beauties in the decorum of parts, and
uniformity of design, which my puny judges will not easily find
out: let them consider in the last scene of the fourth act,
Whether I havenod preserved the rule of decency, in giving all

the advantage to  the royal character, and in making Dorax first
submit.®® Dryden apparently agrees with Rymer's doctrine of
decorum: ®I question whether in Poetry a King can be an accessory
to a crime.%9 In the justly famous scene between Doraxrand Don |
Sebgstian, Dryden's careful obsgervance of decorum somehow seems

to create an alr of falsity. The sympathy of the reader has been
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with the gloomy, noble, loyal Dorax; when he begs for forgiveness,

therefore, a feeling of resentment is aroused. Restoration stand-

ards, however, must be remembered, as Dryden was writing for an
audience steeped in the ideas of Rymer, an audience whose crit-
ical senses would have been offended if ?on Sebastian had been
the first to confess his faultse. |

In tracing Dryden's progress from the heroic plays to All

for Love, we note that his theory is usually twisted to conform

to his practice. A study of Don Sebastian reveals that he is now
more ready to admit that the play is not in agreemeﬁt with the
principles he advocates. ﬁe points out where the play deviates
from the ideal, and at the same time he proudly indicates many
ways in which it follows the desired pattern. Whereas he formerly
:praised tragi-comedy as an English invention which was a symbol

of English vigour, Dryden now admits that a mixture of comedy

and tragedy 1s permissible only because "the English will not

bear a thorough tragedy."l0 Noyes describes the change in Dryden's

attitude with reference to The Spanish Friar: W"This departure

from his critical tenets, however, he excuses as a concession to
English taste, instead of defending it on abstract grounds as he
would have done in his earlier years.®ll The same deviation

between his theory and his practice in relation to Don Sebastian

is evident in his attitude to the unities, which are defended in
theory but neglected in practice,
This play, then,.wtitten for the people, is less regular

in form and less classical in tone than is All for Love. There
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appears to be a slight reversion to heroic drama with respect to
the characters and the general background of the plot. Don
Sebastian is a subdued Almanzor; he rants about his royel blood
and his past history, about his love for Almeyda, and about the
unkind fate which caused him to fall in love with his sister.

He loves as fiercely, as suddenly, and as completely as did
Almangor; his conflict is primarily the heroic conflict between
love and honour. There are also other characiers in the play who
resemble the stock characters of heroic drama. The flawless
heroine, aAlmeyda, although a more vigorous character than Almahide
or Indamora, is nevertheless closely related to Dryden's heroines
of the heroic drama. Her oveﬁSpowering love for Sebastian 1is
rivalled by her beauty and purity; as Dryden is careful to point
out, the sin of which she is guilty is an involuntary’one.
Muley-Moluch, Emperor of Barbary, has much in common with Boabdelin
and the old Bamperor in Aureng-Zebe; as the representative of a
royal house he is shown to have a nobility of character which
shines through all his vices. Restoration dramatic conventions
would not allow Dryden to present even a pagan king as the villain
of a playe. Muley-Moluch is the obstacle which siands between
Sebastian and Almeyda, and as such he must be removed, even though
he is not painted as being entirely devoid of kingly dignitye.

Just as he removed Boabdelin to make way for the lovers, so Dryden
is forced to bring about ihe death of the Emperor. To do so he
introduces a character whose villainy rivals that of Iago. This

villain, Benducar, althocugh he bears some resemblance to both
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Iago and Sdgignd, is also in the heroic tradition. The scheming

Zulema in The Conguest of Granada, the pre-reformation Morat in

Aureng-Zebe, the villainous Ruy-Gomez in Otway's Don Carlos,'are

all typical villains of herolc drama. They all try to prevent
the lovers from attaining happiness, and Dryden's villains both
hope to win the heroine for themselves, as does Benducar in this
playe

The atmoéphere of the trégic parts of Don Sebastian re-
sembles the heroic: the setting is in the glamorous court of
Barbary; there is a bhackground of war; and love and honour are
" the two dominant motivating drives. The herolc elements, how-
ever, are subdued and subordinated to the main theme of tragedy.
Sebastian, in spite of his arrogance, is unable to overcome the
gruesome obstacle of incest; the apparent triumph of the lovers
is turned to inevitable disaster once the truth of their relation=-
ship is established. Although Dryden saves the lives of Sebastian
and Almeyda, the play ends on a very different note from the
triumphant finale of the heroic plays. The removal of all human
opposition raises the play to the pitch of exultant victory, a
victory turned to absolute defeat after Don Alvarez giveslhis
fatal news. Dryden's defence of his skill in saving the lives
of his main characters also emphésizes the difference between
this play and Shakespearian tragedy where the death of the hero
is inevitable.

The mixture of comedy and tragedy is equally foreign to

heroic drama and to classical tragedy. The three plays previously

“
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considered have this much in common: they are all wholly sericus,
and all are defended in theory for being so. The heroic play,
with its rhyming r%nt, remains at a pitch of passion which imitates
the epic poem in sastained seriousness; the neo-classical tragedy
proceeds at a steady, rather monotonous, pace to its final scene

without the diséﬁrbing intrusion of comedy. Don Sebastian, with

elements of heroic passion mingling with neo-classical restraint,
differs from both types by the addition of a large proportion of
comic scenes. In this respect Dryden appears to be returning to

his earlier practice as exemplified by Marriage a la Mode and

The Spanish Friar. Both of these plays, however, are better _

known for the comic than for the serious portions of the plot,

whereas Don Sebastian is usually considered as a tragedy with a

comic under-plot. All three plays follow the same pattern in the
use of blénk verse for the serious part and the use of prose for
the comedy, rhyme being used by Dryden only in plays which are
wholly serious ®"where the subject and charécters are great, and
the plot unmixed with mirth."12 The heroic plays and also neo-
classical tragedy maintain a unity of tone which is lacking in

Don Sebastisn, with its excursions into an eniirely different

sphere of life from that of the main action. Aldous Huxley says
that ®tragedy is chemically pure. Hence its power to act quickly

and intensely on our feelings."l3 While Don Sebastian is not in

the category of what Huxley calls "Wholly-Truthful literature“l4
the effects of this play are similar to those he ascribes to truth-

ful literature:  "Being chemically impure, Wholly-Truthful
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literature cannot move us as quickly and intensely as tragedy or

any other kind of chemically pure arte.
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CHAPTER IX

DRYDEN'S COMEDY

Because Dryden was less interested in comedy than in
tragedy, the relationship between his theory and his practice is
less evident in his comedies than in his serious plays. That he
wrote comedies, even when he was aware of his lack of native
comic ability, is, however, further proof of the close connection
between his dramatic practice and the age for which he wrote.

The Restoration audience, hungry for comedy, made demands which
Dryden, as a professional writer, could not ignore. This analy-
sis of his comedy, therefore, will emphasize the dependence of
his practice upon his age; in order to do this an analysis of

‘ oot .
Dryden's comedy in comparison withgzhls contemporaries secems
necessarye

Dryden's complacent acceptance of his pre~éminent position
in the fileld of serious drema contrasts strongly with his lack
of confidence as a writer of comedy. The critics of Dryden have
generally been ready to accept his own opinion of his skill as
a writer of comedy: "I know I am not so fitted Dby nature to write
comedy: I want that gaiety of humour which is required to it.

My conversation is slow and dull; my humour saturnine and re-
served,n! gcott, besides condemning Dryden's plays because of
their immorality, says that his comedies have %a certain heaviness
of charactere. There are many flashes of wit; but the author has
beaten his flint hard ere he struck them out%2 Baintsbury says

that he was not well enough acquainted with polite society to
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write comedy of the manners type, and as for repartee, "His guns
were rather too heavy for that.®> Eliot implies the same heavi-
ness, the same lack of grace and charm: "His most polished
figures of comedy, are, compared to the finest Restoration comedy

almost 1:)1,1mpl£<:ins.“4

‘Dobréé, while admitting Dryden's weaknesses, praises his
comedies: WHis immense critical skill, in default of high creat-
ive capacity, enabled him to forge work of very pure metal,"®

He compares Dryden with two of his famous contemporaries; "He
has not the free joyousness of Etherege nor the power of
Wycherley, but he shows a talent equal to theirs, 1f he has no
special comic flavour to impart to his use of it.%6 Dobré%'s
qualifiéd praise seems to be the fairest Jjudgment; Dryden's comedies
may not have been as spontaneous and light-hearted as were many
of the contemporafy plays, but they were, nonetheless, good
enough to satisfy the tastes of the audience which Nicoll deé-
cribes: BThe spectators might be thoughtless and depraved, but
they were cultured, and the grace and the wit and the elegance
which they brought into life and the playhogse was something

quite new,"7

The most popular form of comedy with this Restoration
audience was the comedy of manners. In many respects Dryden's
comedy bears a strong resemblance to the plays of Etherege,
Wycherley, Congreve and Farquhar, although there are also some

marked differences. Dryden himself apparently thought of his

comedy as being a compound; ®neither all wit, nor all humour,
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but the result of both,"8

He admits that fthe Jonsonian comedy of humour) is not
within his power, since "I want judgment to imitate him."® He
is, mofeover, always a staunch supporter of wit as the soul of
comedy, wit in this case apparently being synonymous with re-
partee; ®“As for repartide, in particular; as it is the very soul
of conversation, so 1t is the greatest grace of comedy,ywhere it
is proper to the characters.®lO Inspired by such a doctrine,
Dryden naturally uses witty characters in his plays, characters

such as Doralice and Melantha in Marriage a la Mode. Aware of

his shor‘tcomings,l1 he is less apt to create a ®humour® character

than one who would be at home in Etherege's Man of Modes, or

Congreve's The Way of the World. Palamede and Rhodophil in

Marriage a la lode would have been welcome additions to Dorimant's

circle of rakes and witsg Lorenzo's intrigue with the young wife
of 0ld Gomez seems to be the pattern for Bellmour's affair with

0ld Fondlewife's young wife in Congreve's The 01d Batchelor.

Nicoll, after agreeing that Dryden's comedies lead towards
comedy of manners because of his gay, witty, amoral lovers, points
out oﬁe of the greatest differences between the comedy of manners
and the comedy of Dryden: ®"Dryden....is yet divided from

Etherega by the presence in him of a certaln passion and enthus-
jasm.®l® The distinguishing marks of the Restoration comedy of.
the ®“manners® type are; according to Nicoll: lovers who are gay,

graceful, emancipated, amoral, cynical and witiy, a subservience

of plot to wit, and a compléte lack of emotion.t% As previously

noted, Dryden's comedy qualifies in all respects except lack
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of emotion. Whereas Dorimant's intrigues in The llan of llode are

coldly arranged and heartlessly carried through, Dryden's char-
acters, Lorenzo, Rhodophil, Palamede, Antonio, are all enthusiastic
and apparently ruled by passion. Nicoll, in trying to appreailse
Dryden's similarity to, and difference from, the comedy of his
period, emphasizes the intellectual nature of Restoration comedy
in contrast with the emotional, sympathetic nature of Dryden's
comedy: "He had a heart and he showed it, and, although he

could be more vulgar and more indecent ﬁhan the worst of them, he
sets our sympathies a-trembling for his lovers, wicked, friveolous,
»stupid creatures ihough they be. In their best plays neither
BEtherege nor Congreve ever touches our heartse Herein lies the
secret of their art."l4 To Nicoll, the complete lack of emotion
characterizing Etherege's plays, together with the emphasis on

wit rather than plot, make the immorality less obvious. His
«theory is, "as soon as deliberate morality and emotion are introd-
uced into the plays of the age, they become at once vulgar and
disgusting."l® Thus, according to Nicoll's contention, the plays
of Dryden are more strikingly vulgar and immoral than those of
more cold-blooded dramatists. However, the heartless, unemotional
figure of Dorimant, and the calculatiné, intrigue-loving Horner,
appear to be far more disgusting than the more humen characters
created by Dryden. The introduction of passion and emotion,
instead of accentuating the vulgarity, seems partially to Justify
the amorality of Dryden's characters. The witty, passionless,

intellectual characters of The Man of Modey seem more debased
i
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than the witty, passionate, emotional characters of the comic

part of larriage a la lode.

The vulgarity and immorality of Restoration comedy are
not confined to the comedy of manners, but appéar in practically
all the comedies of the period. As Nettleton says, this is a
reflection of the age, Just as are the witl and gaiety which
permeate comedy: WWhether comedy laughs with the sins of the
Restoration, or weeps with the sentimentality of the eighteenth
century, 1t bears the form and pressure of the age .16 Dryden's
comedies, according to Scott, are Wstained with the license of |
the age (a license'which he seems 1o use as much from necessity
as choice).“l7 The power exerted by the audience, acdéknowledged
by 8Scott, was always recognized by Dryden; he was fully aware
that he was writing in a corrupt age for an immoral audience; -In
the Epilogue to Vanbrugh's Pilgrim, Dryden contradicts Collier's
attack on drama as the corrupting influence of the age:

Perhaps the Parson stretch'd a point too far,

When with our Theatres he wag"d a Ware

He tells you, that this very Moral Age

Recelv'd the first Infection from the Stage;

But sure, a banish't court, with'lewdness fraught,

The 3Seeds of open Vice returning brought.l8
Writing for an audience such as the one he describes, Dryden's
plays should not be Judged as harshly a§?§115§ by 8Baintsbury:
UThe coarseness of Dryden's plays is unpardonable.“l9 As pre-

viously noted, the demands of the audience al&ost invariably
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decided the kind of drama which Dryden wrote; his comedies, in
order to please, of necessity followed the tastes of the court.

The court circle, however, in addition to being brazenly
immoral, was witty, gay, and intelligent. Thus Dryden and his
contemporaries attempted to mingle wit and licence, galety and
coarseness, brilliance and animation. Dryden's great respect for
wit in comedy has already been mentioned; in this, he is typical
of his period. What Nettleton says about Congreve can be applied
to the majority of Restoration comedfgs “Congreve's wit is his
supreme sirength and perhaps his greatest weakness. It led hinm
to sacrifice not merely naturalness in character and dialogue,
but effectiveness in plot. In his comedies the action usually
halts while the train of wit passes gaily by."20 Dryden, it
must be admitted, is not Congreve's equal in wit, but he is guilty
of the same weakness which Nettleton ascribes to Congreve; he is
too ready to forget his plot in an attempt to hammer out "repartieWw
which, as previously noted, he calls ™the greatest grace of'
comedy."gl Perhaps it is becausevhis characters are less witﬁy,'
less brilliant, and less sophisticated, than those of Etherege
and Congreve, that they retain a freshness and vigour which is
lacking in the characters which eppear and reappear in the
’comedy of manners. The enthusiastic, changeable, socially ambi-
tiOUS, Melantha is more lovable and more life=like than the

poised, self-assured Harriet in The Man of NMode or than any of

Congreve's heroines except the matchless Mrs. Millamant in The

Way of the World. Dryden's ®saturnine and reserved® humour may
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have kept him from equalling the sparkling wit of some of his con-
temporaries, but apparently it was not incompatible with the
creation of convincing characters.

Dryden's comedy, as we have seen, has many of the charac-
teristics of the comedy of manners. It has the witty lovers,
fhe immoral situations, and the emphasis on sexual irregularities
as the main theme. His chief deviation from Congreve's type of
comedy appears to be Dryden's sympathy for his characters, and
his infusion of passion into their veins., Another important
difference from the comedy of manners is seen in Dryden's choice
of setting. Whereas the scene of the manners®™ type of comedy is
almost invariably laid in London, Dryden's comedies, like his
$érious plays, have foreign settingsi The characters which
appear in the plays of Etherege, Wycherley, Congreve, Shadwell,
and Vanbrughi are so closely related to the aristocratic London
play-goers that occasionally a controversy arose as to the original
from which the dramatist had created his stage character. Dryden's
characters are Sicilians or Thebans or Spaniards, but they have
thé qualities of the English aristocrat of his period. The dis-
tant setting has the effect, however, of making his %English®
foreigners definitely characters of fiction. There 1s no qguestion
aroused as to whether Dryden had Rochester or Sedley or
Buckingham in mind as an original; his characters live or die
solely on'their own merits, not because of their significance as
a possible portrait of one of the courtilers.

The characteristics of Dryden's comedy which have been
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discussed above are evident in the two comedies chosen as typical

of Dryden's comic powers, The Spanish Friar and Marriage a la
llode. In each the setting is in a foreign country, ih each the
theme is sexual intrigue, in each the comic characters are well
supplied with wit, and in each there is warmth and passion which
make the characters less sophisticated, but more human, than the
characters of Etherege or Congreve. As frankly licentious in
tone as any of the contemporary plays, these two comediesg have
speed and galety, good-nature and vigour, which make the intrigues
not only acceptable, but highly amusing. bobrée describes
Dryden's comedies in terms of thelir effect on&Zudience and readers:
®To read them is to laugh aloud, to see them acted is to make the
sides ache. Collier may have found tﬁé@\licentious, but in
Dryden there is always so direct, so virife a quality, that the
word 'filth'" cannot be applied. There is health and sanity in
every phrase.“zg Evidently‘Dryden's purpose, to please his
audience, has been achieved,‘both of these comedies being, as
Dobree says, extremely funny.

A brief examination of some of the action proves the

truth of this contention. The double intrigue in Marrisgge & la

Mode leads to amusing complications when the bored husband and
wife find themselves involved with Palamede and his future bride.
Disguises and mistaken identity as further complicating forces
are employgd s0 neatly, and with such good humour on Dryden's
part, that the audience finds such ancient conventions easy to

acéept. The growth of Rhodophil's Jjealousy, and his re-assessment
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of Doralice's charms, seem natural developments of the plot; by
the revival of their 1ove,cDryden is able to end his comedy with
everyoody happy, a change from the practice of most of the
Restoration writers of comedy who often have at least one unhappy
character, usually the waste product of a successful sexual
intrigue. In Dryden's play, however, the only cause for mild
regret 1s that neither of the pairs was able to find the time and
the place necessary for successful completion of the intrigue.
In the Epilogue, Dryden jeers at the audience who ®were all for
driving on the plot,"23 while he claims to have more consideratim
for the proprieties:
"He would not guite the women's frailty bare,
But stript them to the waist, and left them there,"24

In Dobrée's words, "Dryden laughs morality back into its rightful
place, as the scheme which ultimately makes life most comfortable.“25

Thé characters are as immoral as most Restoration char-
acters even though no immoral acts are committed., To their
immorality, however; they add wit, gaiety, charm, and good nature.
Of the four main characters, Melantha, with her affected speech,
her love of the court, her social ambition, and her energetic
enthusiasm, is the most interesting. She tumbles into difficulties
and rebuffs, she assiduously works at becoming a lady, she
accepts Rhodophil as a lover, all with a child-like desire to
be in the mode. Her love of life is infectious, and her enthus-
lasm, contagilous. Compared to her, the witty Doralice is mature,

cold, and calculating. The male characters are conventional
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wits and rakes, without the charming individuality of Melantha.
This belittling of Doralice, Rhodophil, and Palamede, is relative;
only because of Melantha's life and charmy do they appear at a
disadvantagee

In The 8panish Friar, the Falstaffian figure of Dominic

is the central character of the comedy. Whereas Lorenzo is a
typical rake, Elvira a‘typical young wife of an o0ld man, and

Gomez a typical old husband in fear of sprouting horns, Dominic

is an individual. Written in 1681, while the Popish Plot was
still simmering, the play is described by Dryden as "a Protestant
play.“26 As usual, Dryden's play wes written to please his pub-
lic, a public at this time strongly anti-Papist. However, Dominic
is proﬁably less a symbol of Dryden's anti-catholicism than a

symbol of his anti-clericalism; the Mufti in Don Sebastian is

similarly ridiculed. Whatever his reasons, Dryden paints
Dominic as a covetous, lying, cowardly, selfish old man. The
incongruity of his speeches and his actions, his protestations
of pious fasting and his huge belly, make for hilarious, if far-
cical, comedy. The astuteness of Gomez, the brazen impﬁdehoe of
Elvira, the scheming of Lorenzo, are all subordinate to the fat
0old friarts part in the comedy. To Dryden's Protestant audience,
~ the ludicrous figure of Dominic should have been extremely en-
tertaining. Dryden's acute sense of what would please is no«
where better illustrated.

Dryden's theory of comedy, while not entirely consistent,

usually agrees in general with his remark that %"the chief end of
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it is divertisement and delight.®27 With such a belief it 1s
natursal for Dryden to write the comedy he does, comedy designed
to delight and divert the aristocratic, luxury-loving, licentious
wits of the court of Charles., This brief survey of his comedy
serves to prove that, in his attempt to please, Dryden follows
the accepted pattern of his contemporaries. He creates super-
ficial, brilliant, immoral, witty, and delightful creatures, who
move in a world far distant from London; but a world whose moral
values resemble the values of Dryden's audience. Although he
is not as witty as Congreve, nor as carefree as Etherege, his
comedies are successful because of his sanity, his vigour, and
his dramatic skill.
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CONCLUS ION

Dryden's dramatic theory'and his dramatic practice are
mutually dependent, sach representing one aspect of his literary
point of view. Nelther the drama nor the criticism can be suc-
cessfully examined as independent of each other. A study of
Dryden's criticism, made without reference to his dramatic pro=-
ductions, leaves the impression of hopeless inconsistency;
studied in relation to his dramatic practice, the reasons for
many of these inconsistencies are evident. In one respect, Dryden's
dramatic theory is consistent: in its close relationship to his
dramatic practice at the time. His theory and practice at any
‘particular point in his long career thus remain closely allied.
Although contradictions of his previous criticism may be in ev-
idence, there is little inconsistency between the play he has
written and the theory of the drama which he develops in defence
of his practice. It is true that Dryden frequently writes a play
which contradicts his theory, but he reébgnizes the contradiction
and explains it as a necessary evil which he is forced to give
to a demanding English audience. 4Even in this apparent incon-
sistency, however, the necessity to study theory and practice
together 1s evident.

Throughout his career as a dramatist Dryden was frequently
forced to pander to the tastes of his audience. Thé changing
tastes of his public are reflected in the different types of

drama which Dryden wrote; the change in his practice is in turn
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‘reflected in his criticism. To understand Dryden's drams it is,
therefore, necessary to remember the audience for which it was
written and to which his criticism was directed. In this thesis,
frequent mention has been made of the audience, the Restoration
audience of wits and rakes, libertines and cultured critios.'
The demands of this audience had to be met if a professional
drametist, such as Dryden, was to be successful. The sensitivity
of Dryden to these demands.partially explains his continuing = .
success as a popular playwright; his bid for popularity with his
plays inevitably brought criticism which supported his practical
endeavours. Thus, as we have seen, Dryden's theory and practice
of the dramé are closely reléted to the age fof‘which he wrote.
Dryden‘s early criticism is tentative in nature; he is
apparently feeling his way cautiously; being careful not to )
commit himself too definitely. The dialogue form of his famous

Essay of Dramatic Poesy 1llustrates this tendency to leave the

door slightly a=Jjar, in case of & possible need to retreat. There
are, however, definite signs of his future course in drama; his
definition of a play, his support of rhyme, his conception of

catharsis, have all been mentioned above as indications of the

effect his writing of heroic drama had upon hils theory of the
drama. In this period, his own dramatic practice weas, like the
theory he expressed, still of a tentative nature; drama had not
yet almost completely ousted poetry from Drydenfs work, as 1t
was to do in the period from 1667-1680C,

During this period Dryden's criticism is even more closely
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related to his drama. The Defence of the Essey with its vigorous

defence of rhyme and its emphasis on raising the passions, is
clearly a defence of heroic drama. Bohn says that Dryden uses
the Wlogical methods of the rationallst to defend a sort of play

as irratioﬁal as can be imagined.“l In the Preface to The lock

Astrologer, Dryden admits his lack of comic abllity, but defends

his own comedies as being written to please his audience)which
likes a mixture of wit and humour, and which prefers diversion
to instruction in comedy. His rather weak defence of the immor-
ality of the comedy of the period is further evidence of the
dependence of his theory upon his practice.

The criticism which accompanied Dryden's Conquest of

ggggggg is naturally coloured by this most heroic of ail Dryden's
heroic plays. In his defence of the heroic play, Dryden resorts
to an attack on the drama of his predecessors as being lacking
in wit-and/in polish. The defence of his play, like the play
itself, reflects the age for which it was written. As Bohn says,
AThe ﬁresent is to Dryden a golden age: The herolc play, the
polished versification, the gay and courtly menners mark for him
the helght of culture and of art."2 Writing, as he was, for an
age which could not accept tragedy, Dryden gave his audience the
kind of play they wanted, and then defended himself end his play
by preising the wit, the culture, and the polish, 6f the public

. for which he wrote. The changed tone of the criticism of this
Wheroic" period can be traced through the heroic drame to the

audience which appleuded The Conguest of Granada so whole=-
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heartedly.

Dryden's last heroic play, Aureng-Zebe, is more restrained,

more dignified, and more reserved than any of the preceding rhymed
heroic plays. 48 can be expected, the dramatic theory which
Dryden expressed at this time is in the same general tone; he

has praise rather than blame for Shakespeare, and he is forced

to admit that the great dfamat}sts of the past have written in

a menner above his own reach. Apparently Aureng-Zebe is a

transitional play; a play which also marks a turning point in
Dryden's criticism. From this time on, Dryden's dramatic theory
is derived from the classical idea of tragedy; his deviations
from his theory are made only because his audience demands it.
The study of Dryden's dramatic practice made in this
paper has emphasizgd that Dryden was, as Saintsbury says, Wemphat=-
ically of his time."® As this was a time in which "literary
excitement rose higher about stage writing than about any other
kind,“4 it was natural for Dryden to turn to the writing of
plays, plays designed to please. As a man keenly aware of the
demands of his audience, his plays were ensured of popularity.
Nicoll expresses the reasbn for the extravagance in Dryden's
heroic plays: "Dryden was no man to write dramas thet would
bore an audience. He was writing for money; and his heroic trag-
edies....are at once more stirring, more impossible, more |
bombastic, and more popular in tone than any which had gone
before." And so once agaln we can conclude that the dependence

of Dryden upon the public explains much of the changing, exper-
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imental nature of his dramatic practice, since %he was always
ready, qulte reasonably, to give the public what it wanted.wd
Thus we find Dryden's dramatic practice following the

change in his audience from the court circle of King Charles II,
with their cynical, disillusioned, attitude towards life,vto the
more assured and more outwardly respectable audience of forty
years later. To satisfy his early audience drawn from the court-
iers of an England which ®“was then passing through a period of
diéillusionment after a cycle of events which ought to have been

glorious enough, but which the event proved disappointing,"’

Dryden wrote heroic plays to ®provide what was lacking in every-
day existence.m"® In his later plays, heroic drama was abandoned

to satisfy the desires of an audience educated by The Rehearsal,

~and by Thomes Rymer, an audience becoming strongly aware of

neo-classical rules and dogmae. They were, however, only half-

educated; they still did not approve of plays which followed the

rules oo closely. Dryden's All for Love and Don Sebastian
iilustrate the truth of Dobrfe's statement: "Dryden was t0....
write according to the rules, reluctantly to change back again
because the public would have none of them. w9

The dependence of Dryden's practice upon his public
is echoed in the dependence of his theory upon his practice.
Thus, as previously shown, any study of Dryden's criticism must
take into consideration the period in which it Waé written, and

the play, or type of play, popular at the time. Bredvold,

although more interested in Dryden's philosophical background
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than in his dramatic career, describes Dryden's position in his
wintellectual milieu® with words easily afplied to his drametic
theory and practice; "It is evident that the ideas of John
Dryden were not his peculiar property. They were representative
ideas of the age, growing out of the dominant teuper of the age,

which happened also to be the temper of Dryden himself,®+0

—— - - D @D
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