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THE HEROIC IDEAL IN DRYDEN'S LATER PLAYS

by Cecilia Frances Graebner

This study regards Dryden's dramatic activity after 1688

as constituting a significant phase in his overall creative
development, It concentrates on the two most serious

works of this phase, Don Sebastian and Cleomenes, treating

them as prcducts of Drydexn's continuing engagement with

the heroic mode. It attemots to avoid the extremes of the
avproach through character and moral fable and the approach
through selective illustration of intellectual tendencies,
ard to substitute the kind of holistic approach usually
reserved for Dryden's poetic works.

Ton Sebastian is compared in its large-scale structure and

its fable with Dryden's earlier heroic plays, and then con-
sidered in relation to the techniques and topics of his
polemic)verse of the preceding decade. An elucidagtion of
the central theme of the play is then attempted. Clecmenes
is similarly treated: its large-scale organisgtion is

contrasted with that of Don Sebastian, and its use of

+

of literary

2

M

historical Teference ig related o its us
archetypes.

Finally it is argued that in these two plays divergences
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gradual change of attitude towards the epic style and the

t - - o o~ fd v
hero,as the focus of that style, an ha

with developments in the other works of Dryden's last decade
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activity, end as Drvien's firet and nossibly &

vogt-~Revolution woris, as woll =2¢ for its own

any discussion ©
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literary 00v610tm nt. The context in which this work

must be sited includes both ite ostensible vredecessors,

eollaboration with Lee, hsd been comnleted in

non-dremstic verse of the intervening weriod

<o

ch exyhibits important new tendencles in Dry

- - > = e el el . IS o b .-
In addition, the matter snd scale of treatment, and
sometimes also the msnner, of Don Sebostian shows o relurn

+0 the heroic style of drams shandoned
Gieh AT e
such dig
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The tiieme of the sericus plot of Don is a
Guql one: the dovmfaell of o wilful tyrennic ruler 1s
comvnlemented Bl symnetnotic military
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voer D uley lloluch rivelg Lrrydentsg nost coricetured tvrant
X : i 3

~
firmres, !'axinin and “oras. (2) The gnectacular Jevices

emnloyved in Don Scbeozatisn ro

to scenee of civil commotion. At tines, as when Sebhoetian
{

ie dentity., (3) , 1o dafies the T o (1)
reveale his identity, or Almeyds ¢-=fies the Xaperor,
incidents occur which regemble closely in corntrivance and
effect incidents in the rhymed liercic dranss.

The superficial rescomdlances

and the esrly heroie dvarss are clesr encugh; =214 one

exnlanation of the reversion towa~ds Tthet diffuse and erlendid

style would be thatlt 1t dissocistes the vlzy from its more

informal irmediste vredecessors, The Soanish

The Duke of Guliree,

volitical commitment. But since the resenblsxnces vdth the

this would not ceen to Te 2

An accident=2l) factor -hick wrould

secrn to be relevant is Dryden's enforced iractiviiy of

1)

685-9. The language of Don S~hesiian, lile its fatle, (%)

ils noxe closcly ard carefully vwrongat than Fad teen utsusl
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with Dryden; ot the sane tine, the scale end seritusnecs

of the vlay surrcest that it »rovided =n ovntlet for the =woet
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about by o rehellion among his cubiecte, »~nd the origins

and vrogress of this rebellicn tolke uo umuen of the action
of the »nlay. innounced by fenducar 1n the ovenlng sCune,
it culminst = in the novu oy rising OU tne second vart of
Act IV. Dryden had alresdy made an anslysis of rebellicn
a lea’ing theme in the most 1mpr ressive of hig rhymed heroic
playe, the two-nart Conouest of Granada
fluctuations of a rebellion vlsnped in Pari I (6) conbine

ord alternste with th-se of the Svanish siege, ceasing
only with the final peace settlemnent in rart IT. (7)
The ponular stags of the upr rising, like ite conclusion,

belongs te the second vlay, but the diacussion of rewu

1ike that of the other themes of The Conguest

is virtually commleted in
consigte lergely of action clavorating on established nremicses.
The courge of the rebellions devicted in

The (Concuest of Grarada a2nd Don SC"““TWQh ie very eimilar,.

At the outszet Dryden presents the rulertc uniust =nd

| in o government owvrescive

[

L..l)

vnetable charecter as reflecte
to his peovle; from general exoresrions of resentment oy
proninent characters the vmlot proceeds, througn the Tormulating

by the less honcurable of sustificetions of rebellion “ased

-

on their rsrievances, 1o gn oven revolt, iritisted by the court,

but involving in its final stages the general vovulace.
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contenorary theocry of 1 artionlorly of thed
theorv =g g=t forth by Thousa Youres in nie tresiigce

3 3
De Cormores Politico. Howhes voduces e dncrediente of the

iledean brovh of rebellion to three: ‘tdiscontent', the
subiective emction derived generslly
inperfection in the com o vealth; ‘pretence of right!',

which invelves the concewvtion snd adovtion of revoluticrary

nrinciples; and 'hope of success’, regarded ag a nmatter of

organisation. vi/hen the sane ave 211 together', HOobues
concludes, rebelliion 1s sure to follow:

there wanteth ncthing tbﬂr~uc, but 2 men of credit, wo

RENESS
t

get un the sgtand=ard, =an¢ to blow the trumocet.
> $

i ecgrment of the results of rebellion 1is the same as

0

as

(6]

that vnresented in Drvdent's plays:

twhen eloonence and mant of judgencnt g£C Tog ct\GL, TIENT
of dudgenment, like tr-e daughters of Peliqo, g

Iwrgs . SR

through eloguence, which ig as the witcheralt oz Qedca,
to cut the conronvealth into vieces, uwnon nretence or
hove of reformaticn, which when things ars in combueiion,
they sre not able to effect.!

ongistent suonrort in

Q

Such 3 vievw of ‘reformation' finds
Drvden's other works, ard it nay have influenced hie adoptior
of a gencrzl weyvchology of rebellion modelled on that of Hobles.
Hobbeste nrimarily analviticsl triad ol the gources of
rehellion slso functions as a conveniert seguentizl triad

-
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endered in the corrurt will subvert the
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for the drsmatic smnectacle of rebellion
coulé enhance rather than lessen ite velue as a realistic

phenomenon, vy making thatb nhenomenon accessible to the

Hohbeslian ideas were 2 favourite intellectuasl DwOﬂem*"

~

in Dryden's rhymed heroic drames, ard the influencs OF

obbes 1is neturslly clesrer and more schematic in

O

an in the later play. However,
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the occursnce in both of the Jetailed subdivieions of Hobbes'ts

three conditions of rebellion is a strong indication oFf

Dryden's use of De COorpore Politico. A single scene in

The Conguecst of Granada which curmmarises the three conditions
of rebellion as they svpear in a single character can gerve
(10)

to demonstraste the debte.

At the beginning of Act IT (Pert T), Abdalls, younger

'J

brother of the tvraﬁnous king, anvears herely as an UnNt ortunate
S & : J

lover; *he end of the Act shows him conspiring to s2ize

the throne. The vprecorditiong and stages of this

[

trancformation are meticunlously inds
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petoeen Abdalla and hie mietress Lyndaraxa exooses the prince's

- o o o
~. o o s
mhes firet

feelings of discontent - sccording to Honvesz Wwne

pre-reguicite for a rebel. Dryden follows Fobbes 1in

distinguishing a particular kindg of discentent afTli

tthem ho othersige live at 2506, without fear ©

wr

or danger of violence'j

io e prounded on self-esteen. bdalle propounds the theory
it grounded 3 ADGE O



that he deserves the honour of Lyndaraxa's hand because
hie birth ic suverior to that of his rival:

[

twisdom . . . . will show some difference
Betwixt = private person snd a prince’.

Whnen rebuffed, he begins to speculate on the voseibility of
gaining the throne which his mictress so much desires, at

firet by innocent means:

‘Tf T 2m king, and if my brother dief,

snd later by corrunt ones.
Further instances of a rebellion based on self-esteen
(in Hobbes's negative formulstion,

t5 sense of their want of that vower, and that honovr and
testimony thereof which they think is due to thenm!t)

occur in both rlaye. In The Cunouest of Granada, Part

Almsnzor defects from Boabdelin's party when his orders
about a prisoner are countevm ded, exclaiming of the king:

. . t
tPhat he should dare to do me this disgrace,
Ts fool, or coward, writ upon my face?’ .

(12)

Iater, finding hineelf undervalued by the 0Dv 51n~ side, he

-
. . . . . AL - -
again shifte his allegiance. (13) A sense of unrewardec

P

desert is also given as Dorsx's motive for cuitting his

-
i

master; 1in the first scene of Dou Sebastian he tells the
emperorts favourite:

tYou know my story, how I Was rewarded

For fifteen hard campairn .

. Jlunblemeable to 211 Tteside,

He err'd to me alone:

His goodness was giffus'd to human kind,

Aind 211 rie cruelty corfin'd to me.’
The favourite is subseguently shown as trying 1o induce

Dorsw Lo wehel spgaingt the emveror on gimilar srounds.

Another detail relevant to the analyesis of rebellicn
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70
his mistress, envigage i11icit mesns of geining the throne

(tnew paths'), demonstrates that he is, in Hobbes's vhrese,

o man ‘of small judgement', one whose judgement is easily

i

overruled by strong vpassions. According to Hobbes, all
lesders of sgedition are men in ned to follow theilr psssions,

and are slso essily versuaded by precedent. They are
tsuch, as namc things, not sccording to their true =2nd
generally agreed OI Nanes, put cz2ll right =nd wrong, good
and bad, according to the eir passions, or according to the
suthorities of such as they admire, . . . who have Pjven
the nanes of right and wrong, as their passions ha
dictatsd.?
Abdallat's reventant soliloguy shows that Lyndersxa's
(14)
persuasions influenced only his imnediste emotlons;
o demonstration of the force of interested suthority is pro-
vided by the ensuing dialogue with his mistress's brother.
Prompted by Zulema's speclous regsonings, as well as bis
avpeal to the vassions, Abdalls ssserts the injustice of
+he chance of vprimogeniture:

1123 fate so mleast'd I had Dteen eldest born,
And then, without a crime, the crown had worn.'

The anvesl to reason 10O justify an instinctive resentment is
the first step towerde its abuse for the formulation of
ceditiouvs doctrine. (4 similar plea thal FPortune trests
tyounger brothers' as 1but the draff of Mature' is pui

. rebellion.’

fu

. . (15)
forward by Toley Zeydan to justify his planme 27

-

When Abdalls has sscsented to Zulemw'a srgunment that 2 man

3

must meke his own fate, his firsh denand:

t

that foce of any title can I bri

’:S
. 0

14
igs simoly =2 vercification of Hobbes's second pre-recgulslite,

+the discovery of a fnretence

tthet is when nmen have an
opinion, S riain
him, or them, thet have 1

)
Overt reference TO cseventeenth-century ﬂnllo“"ulcal doctrine



similarly sdorne Dryden's Adam in The Staste of Tnnocence.
‘Then he accepts Zulems's offered 'pretence of rightt! Abdalla
recognises that he is neming things 'not according to their

true . . names't:

tTo gharp-eved reason this would seem untrue;
Put reason I through lovets false opltics view!'.

Here again Dryden seems concerned to get his character~drawi

firmly on the logical bagls of Hobbesian psychology.

A vretence of right from the point of view of the Zegry

faction has already been enounced by Zulemas; it congigts in

the Xing's having scted in a way thurtful to the peonle'’.
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Abaalla's,-which devends on making the king a usurper, cox
under Hobbes's last, and general, case 'that tyrennicide s
lawfult. Almost the full 1ist of tpretences’ given DY

Hobbes is reproduced in the Mufti's comic series of appeals

+0 the mob in Act IV of Don Sebsstian. (17)

The remginder of the scene under discussion dea e with
what Tobbhes defines as the third condition for revolution,
thope of success'. The establishment of a system of
tmutusl intelligence! and the provision of sufficient forces
( *numbers' and tarns' ) are achieved by the planned council
of the Zegrys(l82 ond Abdalla is shown acting as the
necessary ‘hesd!', when he leaves to recrult Almanzor.

A slight elaboration of the Hobbesian schene of

rebellion in The Conguest of CGrenads is that Dryden derives

ng

from the YQiscontentt of the eminent two tyve of rebel leader,

b
..J

he

O

one smbitious (positively dissatisfied) ther Jeal

(negatively discatisfied) - s distinection quite in the gplrit

of Hovbes. Tn conceiving these figures Dryden was verhars
snfluenced by the philosopher's ‘character of a leader of

rebellion: of the two leading tralts mnentioned thers,

11ittle wisdom!' and fgreat eloguenc
chiefly with the jeslous, snd the second with the

e, the firet is asaociat

[
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(19)

embitioug malcontent. Yobbes's discussion in fact gives
the shadow of a vrecedent for Dryden's subdivision. At

the beginning of the chavpter on sediticn ne has mentioned

the ‘man of credit' as the last requisite for susccese afier

the fulfilment of the three conditions; but when he cones

to discuss thope of success' he treats the provision of a

suitgble leader ss a section of this third condition, and

+he character he gives him, evidentl influenced by recent
, N

events, is anything but creditable. By treating the
tman of credit' and the demagogue asg senarate characters,
Dryden at once increases the dirmity and the dramstic

interest of his conspiracies.

While the sccounts of the vprocess of rebellion given

in Don Sebastisn and The Corcvest of Granads clezly owe

much to their common literary source, they cannot be gaid

show Dryden as a slavish imitator of Hobres. Divergences

from Hobhesian ideology in the inter regts cof dramatic

effec ene oceur, even in the earlier vlay. Thus the
nobility is shown =zs the only source of wcbhellion, and thne
o

populace is drawm in only in the Tinsl stages of confusl

Hobbes hod shown the peonle o8 a vrimary factor, if not

of wevolution. And Dryder

ot
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less zbesolutist in this respect than Hoides, tends to admit

the right of conscientious reciegtance to o monarch, (one

the tpretences OF

though this is talanced by vortraving the ruler as a heath

But the mogt significant

nlaye only unworthy choracbers cauw be enitirely sccounted
by the Hobbesinn type of n v7V9E101 and characters are
vresented as 2d sble when they trsnscend it, = when
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or Dorsx 1
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Almengzor liberstes the enemy genersl,
reconciled with Sebastian insitead of seeving rovenge ageined
him.(zg) Dryden's criticsl pronouncements, particularly

hig Defence of the FEvilogue of The Conguest of Granada,

clain the morslly elevating ef
drama; and for this purpose Hobbes's crudely o nessimlstic
view of human nature could hardly be adecuate.

What Drvden takes from Hobbes, then, is less an
ideological scheme than a convenient sumiary of a psychology
of rebellion which offers an organising vrinciple for
hig Adresmatic treatment of the thene. mhig fact accounts

b

for the particular form of the wecurrence of Hobt esian

b4
+

elements in Don Seracstiian.

psttern of rebellion remains the same, as a convenient
formalisstion of events actually chaotic. (A presenvation
of rebellion in its chaotic asvpect is to be found in

The Medall.) The process of rebellion ig fully presented

in The Conauest of Granada, which was written when the

Hobpesian material was something of a novelty. In

Don Sebastisrn much of it is indicnt bJ gllusion, and

familiarity with the Hobbesian vattern is assumed. AT the

beginning of the later nlay the initial stages of the

3

rebellion are supnozed to be already nosh, though they are

A

O]
o

recalled both in the opening scene and in some latexr scenes
involving Doraxe. .

The imnortance for the constructiior cf

The Conaizst of Granada, Part I, of Dryden's attennt to map
4 S 9 § .

. .
e its uzme OX

roes gluch as the arnbiticus statesm=i,

hoth plays the general climactic



11.

serve teo cryetellise a conception of a rticular sspect
of rebellion. Sueh features as the partnership of deluded
prince and ambitious statesman, and the contrast betveen

the statesman =nd the vroud discatisgfied rebel, recur in

Don Sebastisn; and when they recur tend to carry with Them

frognents of Their earlier context. Where, as in sone

cases mentioned above, this recurrence involves the use

of eimiler tovnics of argunent, resenblances between individual
incidents in the two plays are enbanced.(23>

That sinilasr figures reandear in similsr contexts in

Don Scbastion merely indicates the survival of a vocabulary

of d@ramatic gestures orig ﬂnallv evolved for the heroic play.

The fact that some of the Ffeatures of the landscape of sedition

remain identicel is guite commatible with 2 change of
persnective in the later play. The existence of a change

.

in the nature of Dryden's drama, snd in ite purport, are
most clesrly revealed through the patterns of structurs which
order the corron features in the two vlays.

For the broad differences to be expected in the scone
and vpuroort of a rhymed herolc play and that of a tragedy
of 1690, one can refer 1o Rothstein's convincing account

(2
of the shift in taste and dr“’"tlc method during the perio
But the breadth of his treatment preclades‘mkch gttention te
the struveture cf individual dramas, which must be ©the source
foar any detailed ascecanent of dramastic stratefy; and, in
the complicsted cnse of Dryden's dramgtic ouvtout, some
cupplementery considerstlions must be admitted.
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iccussion. He finds
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¢ thecry in the period under

that Drydenfs firet alleginnce ie to what he calls the

tsegthetict theory of tragedy, thst which lays strecss on
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ko]
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sure derived Trom the playwrightts skill.

A set of appropriaste analogies was available fa

gescribing this concention of drama, and these appeal
, _ (25)
regulerly in Dryden's eafier critical writings. A
typical pair of associated images is used by Richard Flecknoe,
(26)

writing in 16643 the play should resemble a well-contrived

garden, with

1751lke and Counterwalks, betwixt an alley and s Wilderness

o/

and

snd throuvgh turning and W1po*ﬂg Waves,

tour celves =nd Auditors . . . shu'd be led in a liaze,
Tt 2 T3
i1l 28 they may finde their way at last.!

but not =
but co S
A straightforward use of the garden/labyrinth imsge occurs

in Dryden's ecssay Of Dramatick Poesgy where Jonson is praised

for his mansgement of minor characters, .

1511 which he moves afterwards in by-walks, or
under-plotst.

Phe ambivalence inherent in this dual analogy is expressed
in Dryden's first piece of dramatic criticism, the Preface

t0o his romsntic play The Rivael Tadies (1664). A massage

which defines the nlayrright's task envissges the play

ss o kind of labyrinth. The poet undertskes
140 conduct his imaginary chsrsciers throush soO many
various intrigues znd chances as the lebouring auvdience
shall thiak them lost under every billow; and then
at length to work them so naturslly oudb of their
distresces en the whole vnlot is laid oven,
the spectn rest eatisfled, that every cause
was poverti nroduce the effect it had, and the
vhole chaixn them was with such due order linked
together that the first accident Wo.l “Pturd“lv veget
the secend, $111 thev 211 rendered tle conclusicn
necesssry. (26)
Here the dranstiet ie regarded as both the architect of
a planned ccunfusion of drametic incident, snd tle sudience's
guide o i%. §imilsrly, the aundicnce's resgponse ie




generate symna
a discriminating avmraical of the whole structure of

wtifice ig slso demended, but is only poseible when the

succession of incidents, is firsm, not only fguoad

(27)
fundamentun’ vut also tquoad dignitatem'; and the
individual incident or encounter is the most significsnt
unit of spwrehension, whether in the retrogpective
acscessment of the interdevendence of ‘'causes’ (the 'chain')
or in successive patterns of suswense, Or tension, and
relisxatlon.

The vleasure which Rothsteln regards as typicel of
@rama constructed according to the aesthetic theory, that
of avpreciating craftsmanchivp, 'requires the snectator to
have a view of the play as s whole', snd is identificd with

a

trecollection of order in the reflecting »lay as in the
reflected world'.
(28)

But the satisfactoriness of such a conclusion must devend
on the vrior establishment of an apparent zbsence of order.
The Dryden passage cuoted above suggests how this is to

be achieved: the audience must submit to the same
bewildering veriety of exverierces as the zuthor's character
incidentally involving itself sympathetically with the fate
of those characters. This congtitutes a quite distinct

1

cztegory of aesthetic effect, lotated in the single

impreseive incident Tn Dryden's heroic plays

Tet ) T T ey - N iy ] oy = - L %
ol ful dehates or fine degcrimniions OX rnoble

4 O e A 1 S S B e R T T
scha and momaiy i Dssolong evoke an LiiellaTe TagSTORose
2, S i s X 3

,,,,,,,,

cubseguently, deliberately crecked hy a compersalting
. {2;) ~ oo aave 'I\'rnrq y d o conceTrned the
movenent. At lesst where den is concerned, the
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widely accepted antithesis btetween = detached resoonse
demsnded by the heroic drama, and an engaged response
demanded by pathetic tragedy, is migleading As the

Don Sebactisn vroface indicates, many asvecte of the later

toffective® Tragedy are still intended to be sprnreciated
as the products of skilful artifice.

Dryden'g ch»nged theory of drsma from the period of )
(30

the Fesds of an Answer to Rymer is identified by Rothetein

as lying between the fgbulist end the affective: that is,
it regards the end of tragic dranma es the arousing of
emotions of a bendicial tendency. It entails a view of

dramatic construction which lays more stress om the

parameters of drana, and on their interaction, that on
consecutive develonments within a single play. Dryden's

denunciation of Bussy A'Ambois as a dlay effective only in

the theatre, a fcold dull masd in the study, is consonant with
this shift towsrds an interest in the orocesses of literary
B

composgition involved in the dramae. axpectations of the

nataje of drametic siructure in Don Sebastian muat be

modified by the bias of Dryden's lster dramatic criticilsm.
R

The secguence of military and anorouns activity in

The Conguest of Gransds is parcelled out into acis very

much as a prose-romance is divided into volumes. A typical

sct consists of a succession of guite self-contained
incidents, eachfith its owan resolution. In Act IX of Part T,

for instasnce, the first stage of sucecessful revolt is
presented from both sides, but 1n = series of clearly defined
STEDS e nhese sre sevnarsted by amorous dialogues anc
dinlogues degigned to reveal contraated charscter tyoes

(two of each), and =2 musical interlude. mhe ecpual vrominence

of 511 +these units enhences the effect of linear succegsion
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in the Asct. Since the career of the hero is presented iu
terms of a chronological progression from g state of natursl

savagery to his integration into a Christian nobility, this
(31)
-

3

effect 1s particularly apvroovriate; the dincidents of the
piay can be seen as s series of hurdles in his »nath.

The orgenisgaticn of The Conguest of Granada represcnts

in fsct o refinement on the enisodic didscticism of

Drydents earliegt hervic dramss. In these the single
incident is generslly the unit of morsl percevntion, and
incidents =re ordered s¢ =2s to indicste tle moral sigrnificance
to be read off from them. A tyvical instance is an

incident in The Indisn Bmperor (Act IT scene ii), where in

. Y T - - ’ ~ ~ PR e
the coarse of 5 battle llontezuma's two sons are presented

o

with the choice of saving either their father or thelr

mistress. fven in this very brief incident, the general
issues involved are clearly indicsted; Guyomar's cuestiion
tTheir danger is alike, whom shall T free?!

ig go nhrassd as to make the choicz an absolute one,; and

the brother

43}

' raegoonses,

(Odmar) tI'11l follow Love -

(Guyornar) Tt11 follow Fiety!

sseert a sinnle contraet between self-interested vassion

and selflecs devdion. Herc, as elsewhere in the drams,

an event is contrived as a stimulus to provoke, in a single
character or s group, two alternative regoonsts, of which
only one is morally accev tablv.(BB) In order to clarify
the implicstions of each single act of choice, both
zlternztives must be fully exvounded, =ither in the
reactions of two contrasted characters, or in cruder
ogcillations in a eingle chearacter rezolves. In either
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o chain of —easoning, that is, effec
cuccession of disiunct instents. Specious leogic,

together with 111 success, gifferentiates the villain from

the virbuous man. In The Concuecst gﬁ_gpgn@da the gingle
’ rents

contrived situation gives way 1o snuccessive contrasted ev

nd smsll illustrative parentheses as the main means of

1y
m

demonstrating moral status; but, whether in its esrlier
or ite later form, the princinle of r rationally accessible
demonstration entails the grouping, snd constant re-grouping,
of charscters aécording +to the imvort of each event. The
fullest realigaticn of the stdlc moral scheme of the drama
is obtained by the maximum permvtation of the charascters

who occupyv definable woints in it. aud censictently
shifting characters are not adented to suetain the
coherence of the play, which devends on the sustained
connection of inceseant dramatic sctivity with a comprehensible
moral order, and thug overtly on the ordering and arranging

functiong of the dramatist.

These brief obsevations on the nature of dramstic

ian and ite predecessors

in the grand style. A striking gifference in the later

play is the diminished importance of the individusl incident;

in fact, s surprisingly larze number of the play's incldents

are sbortive. Ther function wounld seem TO be illustrative
ather than dicdactics they do not provide the necessary
premises for the next plot develorpment. The chesg~board '
anslogy invoxed ss an ideal in the Giscussion OX Jo?gon's
(33

PE k) A BT ey Yy ~ 2 o~ =4
the Silent Fomnan 1n the epsay C’i

. ; . + { - el
govrovnriate to the ai of Dryden's- early drana, but ig

< ms



but is irrelevant to the vrocedures enployed in

Don Sebastian.

The opening scene of the tragedy e -t blishes a patltern
which is to recur later. It consists of a diaslogue between
the brother and the favourite of the tyrant, exposing the
militery situaticn and a plan for revoluticn, interruvnted
by the zvoroach of one of their purposed allies; +this is
followed by the favourite's soliloguy, revealing another
layer of counternlot, =nd interrupied in turn by the srrival
of the expected =lly Dorax. This character shifts the
grounds of discussion to his versonsl grievance against
Sebsstian, incidentally completing the ricture of military
affairs; asnd the ensuing diaslogue is in turn interrupited
by the arrivszl of the tyrant and his court. Vacn succesgive

encounter remains indecicive, and this strategem vrepares

the

0

dience for tensions of uncertainty snd susvense on

~a large scale; at this early stasge of the play it also
serves to concentrate attention on a half-revesled central
situation, of which the vresented incidents are all equally
subordinate asvects. Clearly, the basic structursl unit

in Don Sebastian is something other than the single incident.

The sense of dramatic 'enjiambement!' versists even
after the cential situstion seduwnbrated in the ovening scene

preveiling effect in

o

has been fully presented. It dis

Don Sebastian, woviding both =z gense of precivitous forward

movexment throughout the varied course of the nlay, and s
senge of generslised uncerxtainty. This point can be

[P

subetantistel from the orgsrisation of *the sction in the later

In the secong section of set I, the gsacrificial xritusl
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announced ig first interrupted by the éiscovefy that
only the me=nest cavntives heve been produced for sacrifices;
then frustrzted by the successive revelations of Sebastian'
nobility =nd Almeyda's identity; =and finally abandoned
with the orecipitate dervarture o the emperor.

Levels of discourse vary sppropriately throughout the
Act. The florid oratory proper to the emmerorfs planned
sscrifice ('The purple presgent shall be rTichly paid!)
vields almost immedistely to the languzge of cupidity =nd
intrigue in the disout over the missing oaptives,(BS Emd
the prosaié corrents of the le=der of the rabble underline
the comic =2spect of the situstion. In fact, the form of
this interlude between the emperor, Mufti and rabble-lesd
is a diminished reflection of the form of the whole main
part of Act I (that is, the vart from the arrival of the
emperor snd court). Both descend from the asserticn of
g standard of magnifiéence, through violent exvregsions
of individusl passion (on the large scale, at the end of
the sacrifice scene) o0 inconclusive activity and oprivate
interests, aé in the concluding slave-mariet SCene, which
resunes the toovic of disvute vetween the ufitl snd Wustarhs
revealed in the interlude. This scene also vrovides a
comic diversion from the unrelieved tensions of the main
situstion. ( A ¥ind of parallel to this pattern of deflation
in the main vart of the Act can be seen in in the stylistic
strategy of the introductory gcene, which will be discussged
later.)

The meflscebtion of the larger form of the Act in a snall

After the decli
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of the undignif interlude described above, the formal
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erhal event ig not the onlv instance of lingnietlc TaTUCINInZ
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device of the lottery provokes 2 "regurgence Of heroic
language, which culminates in the colendid viterance of

J

Sebastian's defence. (36> The less consisven

)

nt end more
figured language of the Bmpefoﬁgresponse% 37) givesg way
to the more temnestvous diction of the novle vt vindictive
princess, and thue prepares the relange into the private
concerns revresented by the glave-nmarkel .

While the scene containe grea® var Jatione of individual

utherance, three main levels of discOurse, which could
fairly be degscribed as the middle, the high and the 1ow,

emerge; and +these are jeveloned as & consistent feature of

the nlay. Phe middle style 1s the barbed language of
machination,rich in ironic undercurrents and sometimes the
' 3

: . . . o , - (38)
vehicle of deliberate satire, espeeciglly 1in Dorax. The

high style is a self-exoressive lanfuage of in-ense feellng,

0’}

meral or vassionalj it comes closest O the language of
the earlier heroic drana, and in scme form is COMTO on to
all the characters with pretensicns O robility, though

it ie mogt consis ctent in Sedastisn and Almeyda. A detailed

discusgsion of the complexities of Dryden's Ia .nipulation of

; : . (49)
this general class of lenguage would De out of plsce here.
The third level is the prose language of interested

activity, whose double significances exiat chiefly for the

diversion of the auvdience. These

been made 1n

romantic Llova ie &ifferabtiaﬁei



langusge of the pgenerals and the oth e7cbara0uwyg of the

PRI

sericus »lot. In Don Sebastian the sequence of levels 0

discourse serves to shane the indivi

R

-

unresolved tensiong of incident.

The structure of the act in ite turn contributes to
the largest level of dramatic Torm. The second Act opene,
ike the first, with a scene of conspiratorial dehates

which takes up the subject of the relationship between

emperor and favourite where it was left by the abrunt ending

of the gacrifice scene. As in the first stage of Act I,
+the heroic sllusions have sn undercurrent of irony. The

next stage of the scene, an sitennt by the consnirators
> $ by

o

to subvert Dorax, isg overtl]

A

r egtiriczl in tones; but Deoraxts
final denisl rises to the level of moral energy assoclated

inmilar vse of religious

0

with Sebastian, at one point making

(40) |
imagery. The elevatd level of digcourse in Dorax's

final svpeecheg provides the transition to a scene involving

whe

the three sovereigns; this, like the corresponding climactic

scene of Act I, is broken off at its highest piteh of intensity
with the denarture of the weakest character. the gtage

is then left clear for a discussion of nereonal lssues
vetmeen Sebaetian and Almeyda, whose intensity is of =z
less striking theatrical cast. Its anatory interest
prepsres for the relapse into the lower style of Antonio's
adventures, which rounds off the ActT. Thug Act IL shares
with Act T a basic structure of crescendo and decrescendo,
with Sebsetian's appearance asg the ciimax and vivot of

the Acts; although in Act IT the structure 1s slightls
elahorated by the lesser symmetricsl climaxes of Dorax's
encosnter with Tenducsr ond Sebastian's conference with

Almevda.
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The familisr sepguence ig accelerated, but still
clearly perceptibilie, in the third Act. The opening
dislogue of the Xmpera snd BZenducsr, more intensely
agitated than the preceding one, also contains sabiricgl

passages involving the Mufti; it moves rapidly into a

i
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scene between the Emperor and the lovers, whose

than in

5

is more violent and langusge more strained
corresponding eavlier scenes. Tte climax is A meydagg
appeal to the gods-—

'O Pow'rs, if Kings be your peculiar care,

Why playe this wretch with your prervogative?!

-

The avreal to traditional exwectations of heroic dramns

contzined in these lines is matched by the prevalence of
(41)
the most magriloguent class of heroic diction. The

That this ie the midvoint of the action as well as the high

point of a particvlar dramatic technigue is emphasised by

Dorax's monologue, which is effectively a pause in the action.

3 =N

An exchange between Dorax and Sebastian, =nd

poisoning of the former, which terds towards the comic,

-y

form an extended anticlinmaex, =nd the Act terminates with 2

o e

lively and agitated scene between the witty lovers of the
In the fourth Act, however; the status ¢uo is overthrown

>
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n the sitructire of the drama.
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The ‘epening scene uses a variety of devices to create
anticinstion abcut the cutcome of Benducar's conspiraoy,
but there follows ingtead of the exrected clinmax of herolc
activity, the vwiitty lovers! uasucceseful attenot at

glonenent. Confusion ig increased when this private
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intrigue suddenly expands into the completely new context
of Mustaphg's popular uprising. THe appearance of
Benducar and Almeyda in this comic and (predominantly)
satiric scene completes the mingling of previously
segregated elements. Only near the end of the scene,
when order has been restored DY g combination of chance
and cupidity, do the heroic characters re—emerge and
re—establish their typical diction.(42) The disruption of
on established dramatic rhythm makes this Act, and
particularly its second part, appear as the climax of the
dreme. Tte implied warning against rebellion is enforced
by the thesrical experience of anarchy at all dramatic

levels. This effect, carefully prepared through all the

QD

preceding scenes, 1is also reinforced by the succeeding ones,
since after the restoration of Sebastian a comparatively
uniform elevated diction is established, along with a new
focus on the individual concerns of the hero's immediate
circle.

Plainly ar important aim of the drama is o show
rebellion from the point of view of the individual
embroiled in it, as an intractable and terrifying
phenomenon.(43) Tn contrast vith this treatment, The

presentation of rebellion in The Conouest of Granada

smounts for the sudience to no more than a recurrent
opposition of power-seeking parties; and is merely one of
o pumber of manifestations of warlike activitye.

4 precedent for the revolution~centred dramatic

structure of Don Sebastian is in fact to be found in

Drvden's two plays of political commitment,

The Spanish Frisr and The Duke of Guige. Tn the latter

play Dryden was responsible for the fourth Act, which
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tion,

depicts the popular stage of the revolution; din add

[

the whole political argument of the play depcnds on
treating this uprising as the climax of tiue Teague's
activity, since it is the immediate cause of the king's
just revenge depicted in Act V. Drydents Act IV enacts
the reversal of the natur~l order in a varety of ways.

The rebellious burghers are first subdued vy the king's
officer, Crillon, who sentences some of them to hanging;
the burghers, supported by reinforcements, then defeat the
king's party, and senteace his officer to the ggme death,
s0 that the action of the scene containsg s full gccount of
an unnatursl reversal. In addition, the uprising is

led by a demon, and the crowd is shown indulging in
political debate, invhich right réason is quite subverted.
A1l this resembles the devices of the 'mob scene! of

Don Sebastian.

Revolution is the catastrophe, if not so obviously

the political climax, in The Spanish Friar, the last serious
s 5 ;

drama composed wholly by Dryden before the Revolution of
1688. In accordance with the political necessities of the
time, Dryden's emphasis is on the influence of a regenerate
monarch in averting the threatened disaster of revoluhion.
The process by which the monarch and ber cons rit become

regenerate in fact occupies a good deal of the action, which

is nd the case in Don Sebastian; but in many respects the

form of fable used in The Spanish Frisr would seem to be

a model for the later play.

Tn both plays & heroic character commits himself to
the satisfaction of s personal passion, syinbolised by a
cecret marrisge, and is made to perceive the error of his

s

decision by s father—confessor figure (Raymond in
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The Spanish Friar and Alvarez in Don Scbastian). He

then corrects his error by voluntary repunciation. The
revolution presented zs the disaster approprizte to the
reigning monarch's misgoverninent is controlled by an
unexpected heroic act (Leonora gives up the throne and
Torrismond his support of her claim to 1it; Dorax gives
up his plan of revenge against Sebastian ). Thus
renuncistion is presented as the proper solution to both
private and public conflicts.

The import of such a fable belongs tc a well-establisied
tradition. It can be reduced to the commonplace that
personal appetité (in the Hobbtesian sense) can only be
satisfied at the expense of social, and hence of moral,
duties. The particular development of ﬁhis theme in

The Spanish Friar and Don Sebastian follows on that of

Drydents earlier plays. A1l for Tove and Troilug and Cressids
are both.almost exclusgively concerned with the herofs
experience of g fatal passion; they pfesent first the
satisfaction of his individusl will, thus emphasising

its obsessive nature, and then how it leaves soclal

(44)
imperative unsatisfied. What The Sparish Frisr and

Don Sebestian add to this theme is = developed political

application of 1it.
Ih addition, there are parallels of detail beiween the
plays which suggest self-borrowing. The most noetable

oceur in the final scene of Don Sevastian: the section

following the entry of Alvarez is clearly modelled on a

dizloge between Torrismond and Raymond in Act IV, scene 1i

of The Spanish Friaw. Both heroes liker their personal

piness to a caln a2t sea: wy tide of joys' (Torrismond)
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*the gkies are clear,
And the sea charmed into a cslm!

(Sebastian).  Both are warned by their mentors that this
is merely the deceptive calm which precedes a storm: as
Raymond says,

‘This calm of heaven, this mermsidt's melody,

Into an unseen whirlpool draws you fast,

And, in s moment, sinks your,
and in Alvarez! words:

'Just such she [the sea] shows before a rising storm
And therefore am I come . . .
To warn you into port!'. (45)

The imsge is concluded in each case with an expression of
(46)

dire anticipation, from Raymond in The Spanish PFriar,

and from Almeyda in Don Sebastian, which introduces

gtocrmy denuvnciations of the two heroes' choice of mistress.

The latter part of the same scene in Don Sebastian shows

the two lovers at first bitterly opposed to Alvarez' attack
on their family honour,.finally conceding the justice of

his intervention, and proposing g solitary religious life
by way of expiation. It thus follows the form of z scene

between Raymond, Torrismond, and Leonoras (The Spanich Friar,

Act V, scene ii) which begins with mutual recriminations,
and ends with Leonora offering to retire into a cloister.
Raymond, like Alvarez, is mollified by the lovers!'
repentance.

The similarities of fable and structure noted above

would seem to indicate a certain continuity of conception

between The Svanish Friar and Don Sebastisn. As far as

political attitudes are corcerned +this can be verified.

But in spite of ihe resemblances concentrasted in the lact
scenes of the two plays, the presentation of the conflict

=
-
-
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n
bétween the herots private and public interests di
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congiderably.

Torrismond enjoys at first én exemplary heroic career,
achieving victory over the Turks, and finding his sudden
passion for his ruler reciprocated. He discovers that
the Queen, the daughter of a usurper, intends 1o have
the deposed king murdered, but this does not deter him
from contracting a secret marriage with her. This event
is followed closely by the discovery that Torrismond is the
deposed king's heir, and thus boaund to avenge the murder
by joining Raymond's plot against the usurping gqueen. The
remuinder of the play shows his attempts to reconcile the
roles of prince and lover. It can be argued that the
dilemma of the hero is essentially a tragic cne, and that
the fortuitous revelation which saves the lovers is a )
falsifying device imposed by Dryden's political allegiaéiZs.
But this can'only be done by abstracting the dilemma from
its dramstic context. This, .in a tragi-comedy, properly
includes the comic plot.

Dryden has provided in the soldier Lorenzo a comic
hero whose adventures parallel closely thos of Torrismond.
Torenzo happily pursues adultery with the willing Elvim,
renouncing nis designs only on discovering -that they are
also incestuouse. Torrismond is aware both of Leonora's
unscrupulous plan to dispose of the true king, and of her
prior betrothal to the conrtier Bertran before his marriage
is contracted, but only feels the appropriate revulsion,
when, his filial loyalty invoked, he finds himgelf
practically invelved in the conseciences of his passion.

The parallel reveals his motivation as differing little
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from that of the libertine Lorenzo. When Lorenzo agreesg

to aid the party oprosed to his father in the rebellion,

m

Torrismond has also aligned himself against his step-
father, and, by implication, hie true father. He is
aprarently vindicated by his success in supporting the
de facto ruler against selition, but that ruler iséboth
ugurper and wife. Thus, as shown in Torrismond, the
conflict between private and public imperatives has a
contingent, rather than an absolute significance. A
contingent solution of his problems is fittingly provided.
If Torrismond's mord position is eguivocal, so too is
that of his mentor and supposed father Raymond, who,
although employed as the representative of strict loyalty
1o the true monarch,is not above 5btainiﬂg, from the
de facto ruler, powers for her defence which he subseguently
uges against her. He too has a comic counterpart in
Torenzots mentor, the friar Dominic, who is the agent of
domestic subversion. These parallels indicate g certain
shabbiness, or at least loogeness, of moral structure in
" the play.

A feature of The Spanish Friar which has sometimes

been considered awkward is the presentation of the heroine
as a vacillating and even shallow character. But her

function to demonstrate the weakness of the popular tyrant,
(48 )
and hence the dangers of interfering with ithe succession,

a function which arises from the contemporary situvation

which evoked the play. The shortcomings of Torrismond,

s

however, cannot be ascribed to an vlterior political motive.

&

The difficulties posed by The Spenish Frisr are minimiged

if one recognises that, alt the level of te srticulation of

the fable, the ethos of romantic comedy still prevails,
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Qespite Dryden's serious political purpose. This is
shown by the emphasis (evern guantitative) on the development
of a comic plot which serves to modify the audience's

(49)

assessnent of the principal hero; in the trezstment of
Torrismondfs sudden and oObsessive passion for his mistress:
and in the doubling of the favourite conclusion of the
rediscovery of missing persoms. Ffor the demads of heroic
romsnce, in which the main interest lies in events, the
slight moral structure indicated above could be sufficient;
but it is quite inadequate to the moralising earnestness
of Dryden's underlying political thesis. ( At best it can-
be accepted as a function of the confugion attending on

illegitimate government.)  Conversely, the play's

romanesgue sUperabundance of coincidence and incident oObscures

both ethical and tragiec implications, particularly those
inherent in Torrismond's situation.

In the case of Don Sebastisn, the moral import of the

parallel plot elements is more rigorously realised. When
Sebastian commits himself to marriage with Almeyda he is

not represented as deliberately flouting ethical standards,

as Torrismond is, yet, unlike Torrismond's, his action 1s

not condoned by the conclusion of the drama: Alvarez!'
arguments again t the hero's passion are made incontrovertible.

While the scene in which Torrismond decides to wed Leonors
shows him simply as the victim of an amour dfinclination,

the parallel scene in Don Sebgstiar indicates the

preconditions for the victory of such a passion =~ both the
mitigating fasctor of the lovers! precarious situstion,
which prompts them to look for an immediste remedy, and the

element of arrogance in both which denies human and
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supernatural opposition in favour of individual reason.
Sebastian makes an apparently rationalising attempt to
explain away the paternsl prohibition of the marrage

ommunicated through Alvarez:

the Xnows not
Thow art a Christian; +that produced his fear'.

But his reply to Almeyda‘'s oObjection:

tthou shalt not plead
With thet fair mouth, against the cause of lovet,

undercuts the pretence of rezson. It is the same
contingent kind of argument employed by Torrismond to
exculpate Leonora:
tYou are so beautiful,
So wondrous fair, you justify rebellion;
As if that feultless face could make no sing
But heavin,with looking on it, must forgive.'

Io The Spanish Friar this level of justification is

maintained up to the final scene, where Torrismond declsre
that the spectacle of Leonorat's tears of contrition is
sufficient atonement for her past errors:
ther every tear is worth a father's life!!
Where the grounds of an error are clearly exposed,
the morally instructive drama ig bound to develop the
corresponding conseguences. This is the case with the

rebellion of Don Sebastian, and with that of The Sparish Fri

o

in s far as it is shown as resulting from the weakness
of Leonora's rule, although the lack of moral consequence
in other aspects of the play compromises that of the

political theme. A devéopment in Don Sebastian, which

could not be predicted from the preceding play, is lhe

integration of the privabe with the public moral theme.
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Indeed, the dramatic device which completes this

effect is an innovation. After the settlement of the

rebellion, when the serioug plot of The Spanish Frisr

breasks off ebruptly, that of Don Sehastian enters on a
b 4

new phase which depicts the outcome of the heroic
charactere! earlier actions. The break in dramatic .
structure at this point»has already been mentioned;(soj

it has the effect of creating a twofold structure, and thus

of inviting comparison between the two stages of the playe.

In The Spanish Priar there is clearly no precedent for this

procedure. The gimple continuity of Torrismond's diverse
adventures is supported by the device of sustained reflection
in Lorenzo's undeveloping activities, so that the vlay rcads
as a straightforward, partly parabolical sequence.

This difference argues a rather different attitude to
the draﬁatic hero in the Iater play. In terms of dramatic
‘material the two stages of action represent the two sides
of the dichotomy between public and private identity
prevalent under the classicising conventions which demanded
that a serious, or ‘great', action take place between fgreat!
characters. The segregation of the public and vrivate issues
means thgt the inevitable conflict between the central
figure's two identities is not fully realised until the
final stages of the play. in eagrlier plays, this conflict,
displayed at an earlier stage , admils the possibility either
of resolution (as in Almanzor's educationt! to self-restraint),

or at least of a full exploration of the available alternstive

Q

ourseg {as in +the case of Dryden's Antony) in the course of

the dramafs malin action. But in Don Sebastisn the late
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emergence of the conflict precludes further uevelovg)ﬁluuu,
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and the problems of the hero sre to be seen as insoluble.

Thus, although Don Sebastian seems in many respects

o~

to invite comparison with The Svarish

(=]

frigr, as in some

respects it did with the rhymed heroic drama, in this case

4

toc gtructural innovations seem to indicate a change of
purport in the common fable.

In Don Sebastian, Drydents choice of formal elements

to articulate a moral theme ic an eclectic one, owing nuch
to the experience of earlier dramatic works. But an
understanding of the genesis of that theme itself must

be scught outside the earlier drams, and particulsrly in
Drydents major work of the intervening period, his pocms
of political and religious engagement. Thig offers tne
progpect of another variety of eclecticism contributing

to the complexities of Don Sebastian.
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CHAPTER II: DON SEBASTIAN AND POLITICAL VERSE.

In order to define more closely the way in which
the dramatic methods proper to the different aims of

Don Sebastian contrast with those established for the

heroic drama earler in Dryden's career, it will be ugeful
to 1ook at the structure of the opening scenes of a few

dramas. In the case of Tyrsnnic Love, an early but no

longer experimental play, the traditional dictum that the
herolc dramatist aimed at creating a detached admiration ‘
by the use of splendid details, seems:to hold good. The
scale 1s set in a series of narrative pa;sages of solemn
style and subject, accounts of NMaximin's successes in
Germany, of the hostility of the Consuls, of a mysterious
prophecy connected with an imminent battle, and finally
of Porphyrius! success against the forces of the
'"Christian princess'. Altogether, the invocation of the
traditional matter of the high style plays probably the
most important part in raising the’expectations of the

audience.  Such activity as takes place on stage is

chiefly of a ceremonial nature.

For an advance on this technigue which dces not imply
a significant difference of aim, one may turn to the

first part of The Conguest of Granada. Here Dryden uses

the more sophisticated method of reinforcing impressive
narration with dramatic realisation of parallel material.
After a few lines of purely utilitarian dialogue, a
courtier launches into an extended account of a bullfight

held by the king during the existing truce. Although
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A

the narration is stylistically something of a hybrid
(conceiving its subject in the terms of romantic, particularly
Spenserian, epic, but adorning it with Virgilian recollect-

ion, rather in the manner of Annus Mirabilis), it is

perfectly recognisable as an elevating style working to
assure the acceptance of the protagonists as heroic figures.
But the climax of the narrated incident is the intervention
in the bullfight of a mysterious stranger who excels all

the Moorish heroes. Shortly afterwards, the gtranger is

shown quelling a feud between two rival clans carried on in

defiance of the king's commands. Thus the climax of the
gecond phase of the scene is a demonstration of the hero's
superior strength pf character and.bo&y, and Almanzor,
pre~eminent in both incidents, appears in the implied context

of accelerating dramatic movement as the superlative hero.

These two opening show, through their disparate levels
of gkill, the same alm - that of a simple positive elevation
“and magnification of the heroic character which proceeds
parallel with the establishment of a heroic diction; ~the
same conception of the appropriate means ; sustained
magniloguence with allusions to portentous events, ard in
terms of action, a rapid and continuous‘sequence‘of
representative incident, which creates the illusion of a
complexity of issues and tensions. The question which must

be asked about Don Sebastian is whether its opening scene

embodies precisely the same ends and means in a more
(1) |
advanced technique, or differs so radically as to entail
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a quite different use of the heroic elements in the drama.

Solemn elevated utterance, like that of Maximin's

narration (Tyrannic Love, Act I) or Boabdelin's address

to Abenamar (The Conguest of Granada, Part One, Act I)

has a place also inthe opening scene of Don Sebsgstian.

But it does not, except momentarily in a sonorous opening
passage setting the historical context of the action:

('Now Africa's long wars are at an end;
And our parched earth is drenched in Christian blood‘),

have the same effect of solid magnificence.‘ Rather it
appears merely as the mosgt grandiloquent of the various
types of Wank verse whose rapid succession is the most
notable feature of the introductory section. In fact the
dialogue between the Emperor's favourite, Benducar, and his
brother, Muley Zeydan, effects an immediate devaluation of
the elevated style, for after lapsing into a-cruder style
in a confession of their usurping ambiiions, the speakers
resume the splendid style for an exchange of hyperbolic
'flaﬁtery. When in the next scene the tyrant himself

is shown affecting (though with occasional bathetic lapses)
a similarly elevated utterance, the status of the magniloquent
style as the decorous language of @urely public effusions
is confirmed. Already the Emperor's use of this diction,
asgsoclated with the faithless Benducar and Muley Zeydan,
contributes to the necessary debasement of his character;
whereas'in the earlier plays the linguistic means to this

end had been the manifest discrepancy between the tyrant's
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regal diction and his immoral attitudes (as in Maximin)

or his ineffectual actions (as>with Boabdelin).

The range and flexibility of language displayed in

the introductory section of Don Sebastian are remarkable.

The extremes of variation are represented in Dorax's

praise of Sebastian as
'Above man's height, even tow'ring to divinity:",
and his contemptuous allusion to Almeyda:

'I hope she died in her own female calling, ,
Choak'd up with man, and gorg'd with circumeision’,

while every change of speaker or of the premises of discussion
is accompanied by some alteration in the verse. Obviously
this scene displays a technical skill beyond that of the
ovpening scenes of rhymed heroic drama described above

at the same time it replaces the striving for a unified high

style with the aim of displaying a virtuosic range of style.

This would seem to be a reflection, om the verbal level, of

' in Act I
the organisation of dramatic incident / outlined above, which
dépended on rapid shifts and frequent interruption to create

suspense.

The rapid shifts of style offer a succession of contrasts
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and surprises to engage the attention of the audicnce. Some
of these verge on the comic: Benducar's abrﬁpt change of tone
on the departure of Moley Zeydan is one such surprise. A more
pronounced bathetic effect is provided by the contrast between
Benducar's laudatory ‘character! of Dorax:

*That gloomy outside, like'a rusty Chest

Contains the shining treasure of a soul

Resgolv'd and bold?

and the unadorned contempt of Dorax's add}ess to Benducar -

tChief Minister,
First Hangman of the statet.

Whereas the opening scenes of the two heroic dramas are used
to create and fulfil expectations of continuity of style and’

coherence of dramatic mode, that of Dun Sebastian seemsg repeatedly

to'build'up such expectations in brder to baffle them,lthus
obliging:fhe audience to re-examine the ground of its responses.
The deviée of building up an effect in order to puncture it
'is’éﬁe familiar from Dryden's non—dramafic verse, since it

is a valuable resource of satire. An example of Dryden's

undercutting technique in satie which offers a close parallel

with the method of the first scene of Don Sebastian is
the opening of The Medals
‘Never did Art so well with Nature strive,
Nor ever Idol seem'd so nuch alives;
So like the Man; so golden to the sight,
S0 base within, so counterfeit and light?.
The passage begins quite unexceptionably with the convetional
Panegyric praise for a work of art - that it almost excels nature.
- Examples of this ground of prsdse are frequent in Dryden®s
poems to fellow-artists; +they occur for example, in the

early address 1o Sir Robert Howard a propos of his translations

from Virglil, and in the poem addresseg to Sir Godfrey Kneller

and printed in the iiscellanies of 1694.  The four lines

contalin a gradual modulation from the language of aesthetic
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criticism to that of morel judgement. After the simply

aesthetic first line, 'Idol*' intoduces a jarring note, which
the first line of the second couplet, a lower version of the
topic of aesthetic praise, seems to contradict, apart from
the suggestion in 'golden®' of an extemsion of the 'Tdolr imagé.
The equivocation is terminated by the fourth line, which,in
a formal repetition of the preceding 1ine; ghifts the ostensible
ground of the poet's evalua tion of the medal. ( The maximum
effect of shock is achieved by the use of the commonplace line
of balanced comparisons, which creates the eXpectation of gimple
continuity, and by the shifting forward in the fourth line
of the main stress before the caesura, which occurs in the ”
second instead of the fourth syllable for the first time. )
Similar small-scale examples of this technique abdund in
Dryden's non-dramatic verse. Even where théy are extensively
prepared, they often depend on the positioning of a single
word. (In the %ydU%ipassage, the introduction of 'Idol* is
crucial.) In the language of the theatre, designed for aural
rather than visual reception, one would not expect such.flnenesg*ﬂ
of detail.

With the image of the golden artifact in the opening lines
of Th@ Medal one may compare the susgtained 1mage of fruition

developed by Benducsr in the openlng scene of Don Sebagtian.

His first use of it to Moley Zeydan -

'His growth is but a wild and fruitless plant,

I'1l cut his barren branches to the stock

And graft you on to bear’ - )

~ (2

recalls Christ's parable of the unfruitful vine, and the
association tends to dignify Benducar's revolutionary proposals.
But when Moley Zeydan has left the stage, Bendugar's soliloguy
takes up the image and identifies the harvest of Tevolt with

the forbidden frui% of Genesis:

170 think that I would give away the Fruit
Of so much toil, such guilt, and such damnation’.



38.
This gives, with Benducar's account of his true intentions,

anvimplied valuation of them, establishing an equivalénoe
between Benducar and the original donor of the fruit, Satan.
A pureiy factual extension of the soliloquy gives time for
the resonances of the image to be felt.

The instance of the ‘undercutting' device of satirical
lmagery just described‘ié both simpler and less concentrated
than typical instances from Dryden's non-dramatic verse; even

80, 1t introduction in the heroic action of Don Sebastisn

is a significant innovation. The satirically manipulated
imagery provides a class of oblique reference. It can thus
supplement & lack ﬁhich has made the rhymed heroic plays
appear problematic - the lack of a means of articulating
discriminations between admirable aspration aad risiblé excess
in the heroic charactei. The development of this technique
for drama can, conversely, be seen as fulfilling the
pre-satiric tendencies observable in the heroic plays. But
the introduction of a class of oblique referentiéiwffames in
itself indicates a change in the statuSuof linguistic effects
in the dramatic work. For sach techniéues demand from the |
audience close attention and responsiveness 1o _sbeéifically
linguistic effects, and invest the dialogue with greater
signifioanges than the stralghtforward coﬁplet 6f the heroié
piays had Czrried. Effects sach as tbe.elavation of heroic
character, which in the early dramas depended on allusive
narration or enactment supporting solidly»splendi& diction,
are achieved largely by specifically rpoetic means in

Don Sebastian. In the rapid flow of Dorax's vigaroug

utterance, his grudging and somewsnt colourless praise of
his erstwhile master stands out as a passage ®f sober and
restrained movement. Neither qualified nor undercut by

3 .
the general structure of the scenes 1T also stands out as
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a sgolid block of sentiment; and,in a scene which has already

expoged the mendacity of fulsome praise in Benducar)the
renegade's explicit gqualification of his approval is actually
an enhancement. Thus the contmst of language creates the
‘sense of’a contrast of‘quality between the absent hero and

the presented personages; such a negative reyelation of .
heroic character is the antithesis of the climax of pre-eminence

constructed in The Conguest of Granada.

Thé general consequénce for the structure of drama of
the adoption of a flexible language like that of Dryden's
satire is that the locus of the tensicns, surprises)and
resolutions which constimte the rhythm of the drama becomes
primarily linguistic. Episodic interest is accordingly

diminished. Although the opening scemr of Don Sebastian

reveals successive layers of intrigue - Moley Moluch's
victory covers the threat of Moley Zeydan's revolt, itself the

cover for Benducar's ambitions, and also thwarts the renegade's

desire for personal vengeance on the common enemy - the only

factual occurence is the Emperor's reported victory over
Sebastian's allies, and the presented dramatic events are
really individual projections based on this one existing

~eituation. (In contrast, the opening scenes of

Tyrannic Love and The Conguest of Granada, Part I, contain a

group of discrete factual situations, either narrsted or

vresented, and create an expectation of their ultimate connection.

"For all its wealth of incident, Don Sebastisn
has little of that kind of suspense which derives from the
expectation of connections between initially unrelated
incidents. $he most prominent scenes of the play are not
those which show a decisive incildent, but rather those which
show . .the.. interaction btetween different patterns

of speech with their different implied assumptions - the scenes
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which set Dorax's rough language against that of Moley Moluch's
court, or against that of Sebastian as monarch. In fact, just
as the character of Dorax functions as mediator between the
other groupd& in the plagé)so the character's range of language
is cemtral in the total range of the play. It thus tends to
become the normative language of the play, and the location

of this‘standard in a character with the satirist's Ffunction

connects Don Sebastian with the polemic verse which preceded it.

In Dryden's non-dramatic verse, the fludnating levels of
satiric language are contained by clear-cut structures at higher

levels. Two such controls are provided in The Hind and The Panther

by intermittent reference to the beast-fable material, and
by the treatment of the religious question on three different
levels in the successive books of the poem. From a formgl

of Don Sebastisn
point of view, the revolution-centred structure/can be interpreted

as such a control, although not the only one provided.

In the earlief stage of the action of Don Sebastian

ISR

the repid evolution of ‘action on a croWded,sﬁage created a
semblance of movement towards a future,aiéisé. the scenes

remaling after the quelling of the rebellion, occupied largely
with investigation of past events, lack this chronological
impetus.  The latter part of Act IV traces the past relaﬁlonsnlp’
between Sebastian and Dorax, thus 111um1nat1ng some of the
incidents in the 1mmed1ate vast of +the act;on; - the finalv
scene reveals a relationship belonging to a more remote past,

that between the parents of the hero and heroine. The
consequences of this relationship are investigated, for the

pasﬁ as well as for the future of the characters concerned:;
The kind of reconstiuction of past events which occurs in the

Two diaEOgues of the intervening scene, (between Dorax and

Antonic and between Antonio and Morayma), is, in contrast,
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contingent rather than exploratory.’ Such rehearsals of
missing details of a complex action are not uncommon in
Dryden's plays;\in[ﬁheméelves,they‘have merely the effect of
a pause, or backward glance, in s . uniformly continuous action.

In Don Sebastian, however, themore complex investigation of

past events has the effect of arresting the progress
keétablished in the first part; +the contrast thus produced
is a factor in separating the two stages of the action.

Further differences of technique underline thevdiscontinnify
between the pre-revolution and postnrevolution.éct%&n,fof

Don Sebastian . With the chief Moaish charscters, Moley Moluch,

Benducar and the Mufti (and, consequently, their characteristic'
bestial and physical imagery) elimimted from the action,
and Dorax transformed into Alonzé, the sphere of the action
is effectivelj narrowed from the world of heroic endeavour
to the Portuguese court circle, of which Sebastian is the
natural centre. In the action_of the earlier part of the
play, the titular hero is scarcely involved, and aprears
chieflly as the antithesis of the barbarousuﬂmperor, that is,
in a public capaoit¥;7 even as the lover and the ally of
Almeyda)he serves as a foil fo his more active rival.
During the stage of his dispossession he appears as the
embodiment of the heroic monarch and 1ove§; after his
festoraﬁion, as a being engaged in individual relationships,
and even modified by them. At the same time Dorax, originally
the most prominent opponent of 'Moori%?' values, suffers
a comparative limitation of function.( )

The actual moment of transition is carefully emphasised
by a break in the stage action.  When the rebels have yielded,

Dorax first dismisses the mob, whom he addresses as:.

‘mongrel work of Heaven, with human shapes,
Not to be damned or saved, but breath and perisht,
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that 1s, unworthy to be considered as moral or spiritual

beings. He then formally clears the stage of other
characters, requesting an interview with Sebastian. By a
change of dress he emblematically transforms himself from the
renegade to the courtier; meanwhile, Sebastian speculates
in glgnificant terms on his strange conduct:
'Reserved behaviour, open nobleness, ‘
A long mysterious track of & stern bounty.
But now the hand of fate is on the curtain,
And draws the scene to sight.:
T he metaphor of theatriecal providence will be found to recur
in Dryden's later plays; used here to suggest the delgyed
revelation of hidden truths, it is a clue to the nagture of

the rélationship to be seen between the two phases of the

action. As comparison with The Spanish Priar suggested,

the second phase functions as an extended coda to the
first, explicitly political phase. More precisely, it
simultaneously summarises the given material and develéps
its significance, through the re~assessment déﬁéﬁded‘of the
audience, as of the characters, in the course of the final Act.
The scene which follows Sebastian's metaphor serves iﬁ

fact to bring to light an accessible layer of truth cOncealed‘
by misunderstanding, since it exposes the differences between
Sebastian énd Dorax which led to the latter's revolt from the
Cbhristisn court to that of the Moors. At the same time, part
of the business of this scene is to reconstitute the court
milieu, if only at first in the embittered version of Dorax:

'"This is not ILisbon: nor the circle this

Where, like a statue, thou hast stood besieged

By sycophants and fools, the growth of statet.
But the restoration of Sebastiants court is brought about

chiefly by the restoration of a proper subject/monarch



43.
relationship between the two protagonists. Even at the

beginniﬂg of the scene, however, the rdationship between
Sebastian and his enemy Dorax, in which honourable hostility
co-exists with covert regard, is the.anti#hesis of that between
luley Molueh and Renducar, the two active intelligences of
the Moorisgh court. And since the scene with Dorax '.showgm
Sebastian as capable of both justice and mercy in his regal

Qapacity,(%)Sebastian's reconstitutea court would appear
to be the ideal alternative o that of Moley loluch, depcted
in the first part of the play. Such an idea is in fact expressed
by Dorax in the speech which opens Act V. Béginning:

'Joy is on every face, without a cloud?

it goes on to liken the court to the newly-created terfestial
paradise. But the re-establishment of an ideal court society
is only the preparation for a further stage of the action.
Sebastian's more ambiguous version of the image of restored
happineés:

'The tempestis o'erblown, the skies are clear,
And the sea charn'd into a cglm®

is capable of complete inversion, as Alvarez demonstrates. Dorax's
first harsh description of the court)iS'seen to be relevant,

as 1t becomes apparent that the fuﬁction of this scene is to

expose a fundamental weskness in this apparenﬁl? ideal court
soclety, as the first part of the‘play had done in more detail

for that of Muley Moluch. ' \

The comparison between the two rulers oohtinuasjto function
iﬂ the final Act, though rather differently. When Alvarez
suggests a political marriage betweénvAlmeyda énd the new
Enperor, ;mild uley Zeydan', and then repeats paternal
warnings against the marriage of Sebastian and Almeyda {earlier

rehearsed and digcounted by the two lovers), his advice is

firmly rejected, as Dorax's appropriate advice had been rejected



by Moley Moluch in an earlier scene . Nor are the grounds

of the rejection different. Although the lovers'! defence

is ostensibly reasoned, as when Sebastian maintains that his
father must have consented to the ﬁarriage had he known of
Almeyda's conversion to Christianity -

'flis reasonings and his actions both were just,
And granting that, he must have changed his measures',

the abusive violence of their replies to Alvaresn clearly
indicates that they too are dominated by pride and unreasoning
impulses. OCnly the physical proof bf the matching rings
offered by Alvarez finally'formgthé pairmto,aﬁmit the fact of
their parents"adulteryywhich makes fhem" )brother and
sister. Rather similarly, Moley Moluch's arrogant refusal to
admit the instability of his mode of govermmentt leads to an
irrefutable physical proof of his error in the form of
‘insurrection. ?o show comparable states of self-deception
in contrasted characters is g means of indicating the
universslity of error. |

There are also in Act V of the tragedy smaller reflections
of the preceding scene. After recounting Dorax’ d0wnfail,
brought about by love and unreasoning jealousy, the scene
shows the final stages of his expiation of the fault, a
process which has been proceeding throughgut the play. This
succescful repentance offers a hoveful analogy for the case
of Sebastian, when, at the end of Act V, he undertakes to
do venance for his incestuous marriage. .In the scene with
Yorax, too, Dryden touches on an idea which is central to his:
Presentation of Sebastlan's guilt: +that of the impossibhility
of completely pure -motivation in any human action, however
apparently noble. The idea is first put forward by Sebastian

in reply to Dorax' plea of slighted merit:
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Dorax: 'l served thee fifteen hard campaigns
And pitched my standard in these foreign fields:
By me thy greatness grew, thy years grew with it,
But thy ingratitude outgrew them hotht
Sebastisn: 'I see towhat thou tend'st: but tell me first,
If those great acts were done alone for me? _
If love produced not some, and pride the rest?' (W, ia)
Dorax, in replying, accepts this limitation on heroic activity:
'"Why, love does all that's noble here below';
Sebastian, in the following scene, does not. When Alvarez
guestions, if rather crudely, his father's motive for
supporting the cause of Almeyda‘'s family, he reverses his
position of the earlier scene, and denounces Alvarez :
‘Base, grovelling soul who know'st not honour's worth,
But weighs it out in mercenary scales!
The secret pleasure of a generous act
Is the great mind's great bribe.'
Eventually, since he cannot deny that his own love for
Almeyda prompted the disastrous battle against the Moors,
Sebastian is fOrced to extend the principle of interested
Tallivility to his own actions and to those of his royal
father. Given the background of the treatment of the themes
of interest in the scene with Dorax, one can see this final
scene as enacting the lovers' sin of hubris, and supplying
the sense of their error which is mininsed in +the earlier
part of the play by the flattering juxtaposition with
”Méley Moluch. |
If the two post-revolution scenes are intended t0 be seen’

as parallel treatments of the same material, the play

must be interpreted as having three, rather than two, stages.

A connection between the two main phases has already been
indicated, and the assumption of a three-stage strudure extends
the significance of this connection; +the flaw of pride and

- self-regard discovered in Moley Moluch's court and in |

Sebastian's private life are linked through the instance
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of Dorax, in whom Dryden shoWs a complete cycle)of laps:.into
pride and error, and subsequent regeneration which involves
both public and in&ividual functions of the character. The
external manifestation of rebellion in the Moorishmcourt'and
in the renegade Dorax is connected, through the state of
anarchy in Dorax himself, with the internal rebellion of
pride in Sebastian.

Don Sebastian is thus designed to present three levels

of rebellion: a political level, entirely contained in the
stage actiony an . individual level of rebellion, in the
Dorax/Sebastian relationshipy and an internal level of rebellion
in Sebastian himself. All three situations show a revolt,
in Drydenian terms, of a reason corrupted by wilful sdf-interest
against sartions. which although intermediatély human, are
ultimately divine. At the first level, the rebellion
is an entirely externalised and represented phenomenon, and
is shown as almost fortuitously superseded by a more stable
order in the state; thé rebellion of the,indivié;élhagainst
his master is shown as capable of a peaceful conclusion
based on a mutual recognition of human fallibility; but the.
oufcome of the internal rebellion cannot, in the framework
of the drama, be ascertained. The play further aims, By the .
kind of cross-reference indicated above, fo present the three
levels of the action as having a cumulative significance';
that is to éay, it has the form of a persuasive argunent of
a type familiar from Dryden's non-dramatic verse, the argumegt
by selective use\of analogy.

In this type of argument, an acceptable stefeotyped analogy
or associatibn of i1deas is made the foundation of an original
and complex analogical structure of more specific, and 1ess"

orthodox, import. In Don Sebastian, the foundation is

the accepted analogy betwecn the state and the individual
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human body, and the ildea of the king as supreme representative
of humanity, and conversely as the type of divine authority.
From acquiescence in the collection of presented facts which
makes up the political rebellion, which is not difficult
becausge they represent a familiar enough interpretation of
revolution, the audience is led to acqulescenee in Dryden's,
conclusions gbout the other less accessible forms of rebellion.
Comparisons of structure between drama and non-dramatic

verge are naturally tendentious, but in this case can serve

to show that the hablts of thought which shaped Don Sebastian

are closer to those of the satires than to those of the earlier

dramas.

Probably the most sustained example of a single persuasive ( ’
; ‘ 10

structure in Dryden's political verse is Absalom and Achitophel.

Its argument develops through the extension and manipulation of
familiasr sermon typology,which equated Charles II with David,
particularly at the Restoration when he was seen.as the
successor of his enemy Saul({ literally, Cromwell). )
Throughout the poem familiswr matter involves the reéder in
assenting toDryden's view of contemporary events by the
extensions of the biblical parallel to cover contemporary
public characters; Dryden's 'Shimei! is a varticularly apt
instance of this technique. At the same time a fuller
exploitation of the material is made pqssible by the absence
of a higorical conclusion in the poem, which leaves room for fhe

associations of the omitted ' conclysions . of the biblical

narrative. (Don Sebastian, rather similarly, develops from

‘a basls in historical fact towards situations designed to

bear cetain significances.) Tn pbsalom awd Achitophel the

historical conclusion is ih fact replaced by a rhetorical
conclugon; the poem is arrangd as a climactic structure.

The pre~judging terms of the analogy naturally enjoy the
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status of fact, and the progress of the poem is from the
' Presentation of this alleged fact to its discussion and
interpretation. The material of the analogy is presented
first as historical fact, in the passage which introduces
its characters, David and his son, the Jewish people, and
finally AchiﬁophelSIZ) The method then changes to a vivid
dramatised treatment of the private discussion between
Achitophel and Absalom, but it still pretends to the
comparative impartiality of verbatim reporting. Among
the remaining stages of the poem there is calculated symmetry:
enumeration and discussion of Achitopbel;s supporters in the
plot leads the reader'fuither'from the biblical situation
and into a géneral summary of the politieal issues, whigh
has a negative tone since it derives from considération of
the errors threatening the state; the balancing enumeration
of the faithful few who support David leads to_another
summary, this time positive and speciﬁic, delivered by an
omniscilent voice, not that of the poet, who has already
offered his own pessimistic sumnary, but that of the King -
himself. The effect of the fimnal climax is heightened by

the defeated expectation of conclusiveness in the earlier

summary offered through the persona of the poet.
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If Dryden's handling of an intricate dramatic structure

in Don Sebastian derives generally from thelarge-scale'

persuasive techniques used in Absslom and Achitophd, its

concluding device is almést an imitaion of that of the poém.
Both conclusions depend on a transposition of values aiready
present in the plece: Charles'yspeech covers the ground of
rebellion already traversed by'AchitOphel‘s speeches and
the poet's summary of monarchist theory, but treats it from
the point of view of 'Gods and God-like Kings*'s while
Sebastiant's confession introducéé a revaluation of the heroic
ethos. The effioaoy of both transpositions depends on their
being placed as a final assessment at the end of a work
Ccumulatively structured, since it is the structure of +the
work rathef than any paraphrasable logical connection which
binds together the unexceptionable premises of the work and
its possibly debateable conclusions. |
Instances of balance in‘structure contribth’EQAthe

effect of the conclusion of Absalom and Achitophel, but

in Don Sebastian +the most important source of symmetry is

the development of complementary treaments of the rebellion
theme. Analogous developments had occurred elsewhere in the

non~-dramatic verse. The division of Religio Iaici into two

sections, a general discussion of natural and revealed religion,
and a discussion of the problem of authority‘within the
Christian church, is . at Zeast -an endorsement of the twofold
structure, even if the two parts were composed on different
occasions. The historical survey of false opinions at the
beginning of the poem is balanced by the later survey of

Roman Catholic and extreme Protestant positions, between

which the Anglican church provideé a via media; so that the

(13)

structure of argument is consistent throughout the poem.
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But the outstanding example of Drydents control of

distinet levels of argument on a single theme is

The Hind and the Panther, which treats the Roman Catholic

church as a theological entity; as a historical entity; and
‘finally in terms of the current Engiish politicai situgtion.-
The three books of the poem exploit successively the high,

middle, and low styles as appropriate to the varying classes
or argument brought forward in each.<l4gThe full raﬁgeaﬁ

styles reappears in Don Sebastian, in alternation rather than

juxtaposition.)(l5) A consequence of the threefold method
of treatment is that the Roman church itself, represented in
its ideal aspect by the Hind, is also presented as s succéssion
of pastors, and, in thé Panther's fable, as the Jarring
community of swifts and swallows. Contemporary critics‘were
guick to interpret these changes of perspective as incompatible,
and evidence of incoherence in‘ﬁhe poem. Prior's parody
on the theme of the country mous and the town mouse achieves
its effect by focussing on concrete details of the analOglcal
materlal the most fruitful reading of the poem is to be
&gained by the converse method, that of treating detail as a
function of the general persuasive structure.

With its three levels of argument, in addition to three

styles, Don Sebastisn has a complexity of structure similar to

that of The Hind and the Panther. (The importance of the triad

in this context would seem to be that it implies inclusiveness,
rather than opposition between varying treatments; o that

the choice of this inclusive scale can be regarded as a
simulation of impartiality appropriate to the persuasive gim.)

It exhibits also shifts of reference like those of the poems
at the political level of the plot, Muley Moluch is the

legitimate ruler, however much of 'God's image' is 'blotted:
from him, and rebellion against him is presented as a crime;

at the same
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time, when compared with Sebastian he is no more than a comic

monster, and in himself, as an example of a wilfully anarchic
character, he is a warning against the extreme form of

Sebastian's error of pride. The capacity shown in

Don $ebaétian for creating a structure suffieiently complex

and directed to hold in balance unresdved divergencies of
reference is a new dramatic phenomenon, but it can be partly
explained by the experience of creating a large-scale persuésive'

organisation gained from The Hind and the Panther. Accordingly,

1t would seem that the best»wawagbomprehendiﬁg conflicting

detell, in Don Sebastian as in The Hind and the Panther, is

by referece to the structural context in which it occurs.
The foregoing description of linguistic techniques in

Don Sebvastian which originate in Dryden's polemic poetry

indicates some dependence on the ezlier non-dramatic verse.

This raises the question of how far Don Sebastian can be,

or should be, regarded as a satirical work for the stage,
gince there is also a certain community of material -between
the drama and the satires which perbaps suggests community
of intention. x

The inclusion in the play of an independet satiric voice,
in theAperson of Dorax, is a feature particularl&lreminisoent
of political satire. Dryden's earlier plays had generally
left ironic implications to be drawn by the audience, apart
from occasional satiric asides which were an established habit

might

of comedy, and which / appear in a serious context without
illuminating it a% all. RFor instance, Lorenzo, the libertine

of The Spanish Friarﬁaccounts Tor his departure from the

stage during a scene of court ceremonial by remarking:

‘Here are nothing but lies to be expected; I'1ll eten
go lose myself . . .in some blind alley'. [M)

The only sustained use of ths exoressive language of social
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criticism occurs in Dry&én's Troilus snd Cressids, where
Shakespeare's Thersites 1s taken over and elaborated. But the
characteristic method of satire in the earlier dramas was 0
have a character profess a ludicrous philosophy, or indulge

in pervéyted reasoning, frequently of a voluntaristic character.
The device is r“@z%?ent in the characterisation of the tyrant
in heroic plays.( A more sophisticated form of the device,

alluding to current debates on political theory, appesrs in

The Duke of Guise, the play which preceded Don Sebastian.

In the opening scene, the council of the Guisards is seen

discussirg means of justifying rebellion against. the Xing.

t

Bussy promses that :

*the king's included in the punishment, if he rebel
agalnst the people.

Polin : But how can he rebel?

‘Canon: T'll make it out: Rebellion is an insurrection against

the government; but they that have power are actually

the government; therejkre, if the people have the
power, the rebellion ig in the king.® (18)

PU—

This is instantly recognisable as amrody of certain features
of the Hobbesian positon. In Act IV there occurs a politicil
discussion between the rebellious citizens which has a more

pronounced comic effect; but the commentary provided for

the parallel scene in Don sebastian,by Dorax's and Antonio’'s
evalwiions, is absent.

Dorax's satirical function is apparent from the first

scene of Don Sebastian, where he establishes the extremes of
the dramatic and socisl hierarchy, commenting on the rabble -

(*Tike dogs in times of plague; outlaws of nature,
it to be shot and brazne@ without a process')

and on the play's hero -
( *Aman/. . . evin towring +to divinity').
The discrimination made in his speech on Sdmstian resembles

that introduced by Dryden in the passage on Achitophel for
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the second edition of Absalom and Achitophel:

"The Sfatesman I abhor, but praise the Judge-’.
In thé course éf the pl%y, Dorax is allotted much material
familiar from Dryden's sabtires. Apart from his ridicule

Of the masses, which resembles rather that of The Medall, he

addresses t0 the Mufti a diatribe agsinst the involvement of
“the priest in temporal affairs, and to the Emperor a critique
of his management of clergy and people. Ddrax characterises
the Emperor's subjects: '

'The genius of your Moors is mutiny .« ¢ o
Restless in change, and perjur‘'d to a proverb!

in terms similar to those used in Absalom and Achitophel:

‘governed by the moon, the giddy Jews

Tread the same track when she her prime renews;

And once in twenty years their Scribes record,

By natural instinct they chage their Lord.:! (11.216-219)
The earlier satire was deliberately Horatian in tone, as
Dryden pointed out; the character of the renegado, on the
other hand, gives licence for the most extreme condemnation
of political follies. So one finds in the second Act of
Don Sebastian quite the most scathing of Dryden's attacks on
the priesthood. The terms used for the Mufti here are cloge

to those used for Shaftesbury in The WMedall; both are

represented as the reckless charioteers who will drive the
state to ruin.(lg) Shaftesbury is presénted as a false
prophet, establishing his temporal ascendancy by claiming °
spiritual authority:

*What else inspires the Tongues and swells the Breasts

Of 21l thy bellowing Renegado Priests,

That preach up thee for God; dispence thy Laws®,
while Dorax threatens the Emperor with the same danger from
his Mufti:

'Since he claims power from heaven, and not from kings,
When 'tis his interest, he can interest heaven

To preach you down.! (20)
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necific historical issues repressnted in those
satires, his vesitive functions in the drema enforce a

i

broader view. The revolt of the ioors, depicted in act IV,
justifies Dorex's warnings to the
of the scticn he slso scquires an importent positive role:

he is the chief author of o satisfactory political settlenent,

and, later, of Sebastian's morsl regeneration. In this

a endows him with trhe constructive and correchblive
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funcitions which, ideslly, cen belong to the satirist. Then,

in this last stage of the action, Dorax demonstrates a

U;

] 11

fruitful interactiorn Ttetween critical consclousness and the

P

surroundiug society, he represents the ideal type of the

setirist, rather then any single example of the type.

Thig kind of twofold reading of the function of
Doray, in terms of specific hidorical issues, and of ldeglised
sa iric sctivity, may friuwtfully be extended to an incldant

in his career which has always been Toind awkward, the double
e

attenpt to poison him. This occurs at the end of Act I1

scene 1. A part of its difficulty lies in the extravagznce

to gtrengthen
The minimum meszre o this end are vresent in esrlier s
of the ccene: +there is an explicit dissgreenment between

3 B T e 2o e ey 3 S
Toray ond 1lhe Faneror on state affgirg as well as over vle



Benduecar
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nd the Emperor which rTollows.

Tine elaborabion of this incident rist be aosuned +o
carry a special significance for Dryden, eZther in respect
of its contritution to the totsl effect of *he drama, or of
its referentizl relstion to gome materisl externsl o it,
or perhaps in both respects. An obv1onu, 1f trivial,
external rodel for the incident ig the epigram of Ausonius
which Dryvden guotes in its defence. But 1t is simpler to
start from the fmmilisr material of the play and exgmine
the effect of the incident in its dramatic context.

The attempt on Dorax's life, carried out by nis
'friend', parsllels other betraysls of trust occurring in
the scenes which follow: +the conspirstors! treacherous

attack on tne fmperor, and the farcicel, ostensibly accidentsl )

ot

attack masde orn the Lufti by his own servants. Tte dinter—

th

o

mediate level of seriousress perhaps serves Lo link +the
two extreme versions of betrasyal, and thus to generslige
the situstion.
liore impcrtémi are the evaluations of the incident
made by different charascters. Immediately after the
r

poisoning incident, Dorax is given a soliloguy. He

ribes his senssations in terms of a2 civil wap of
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ensuing scenes the conflicts of the revolution realise th
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condivion is concenirsztied in the head of the state; om his

last appearance he uges vhysical imagsry o describe s
spiritual state. Finglly, like Dorax, the state recovers
ite eguilibrivn. The poigoning of Dorax uvnus stands as g

symbol of the ngtional disorder.

This gives increased importance 1o the various
interprebations of the poisoning and recovery. Benducar
himgelf anticipates failure in his scene with the conspirstor
Haly; he blames the renegades personal destiny for
suspending the cperation of the poison

' as if his stronger stars had interposedt.
The idea of superior'stars! is présent in Ausorluc'
eplgram:
'quun fats volunt, bina venens iluvant';
in the explanations that follow Dorax's reappearance the
line from Ausonius is used in g slightly modified form
'Thus, when hegven pleasss, double poisons cure'.
A link with the play's religious imagery has already been
set up a few lirnes earlier, when Benducar says:

'T'm sure T did my part to polson thee
3 > Iy = = ’
What gaint soe'er had soddered thee ggaoint.

His next rewark, to the lufti:

'Thou interposing focl, to mangle migchied,
And think tc¢ mend the perfect work of Hell i

the sntithesis between the 8§

hatrady’ ~ o
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which 'would have destroyed Dorax and the hesvenly vrovidence
which hze saved hin. It regarded zs the regult of

a providentlial dispersation, Dorax's survivael is not

of their methods given by Henducar snd the jufti emvhasise

; Yy the nolitical vhase
dneffectual, A conclugion dmposed by the political plhase



of the section is that divine providence will nullify
the machinstions of the wiched. and the attemvied poigon-

.

ing of Dorax is presented, in its sequel, as a specific
and picturesgue instance of that conclusion.

Just as the igssues treated in satire by Dryden in
the later part of Charles's reign still influence the
sgtire of Dorax, the climate of that period of plot and
counterplot informs the machinaticns of RBenducar and +the
ofti, Tu 28 far as the ©predicament of Dorax offers sn
image of public affairs, the unsuccessful intervention of
the two statesmen must be seen as an equivalent of the
plotting and counterplotting of consvirators agazinst
(and on behalf of) the Stuart monsrchs. The vivid

images of the concluding passage of The lMedall, as well

~as 11.1012-1017 of Absalom and Achitophel, illustrate

the pleasure that Dryden, as a Tory, tock in observing

How the mutvally conflicting designs of the plotters

cserved the ends of divine providence.
The Popish Plot and its seguels provided the most

chinstions, but

®

elaborate instances of self-defesting m

[

over a longsr time-span the career of Titus Oates fitted
into the same pattern, as Dryden suggested in the conclusicr

cf his 'Corzh' pasecage in Absalom and Achitoph-l, He

wes not zlone in singling out the mutusl opposition of

the conspirators for ridicule. A succegsion of mutually

N
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contradictory pamphlets offered conflicting intervretaet

e hevrie B! ~ ey ) t y st

of the Plot. In one of thege, Elkansh Settle, ‘converted
’ R I = - EI B
to the Tory cause., exvressed himself forcitly on the conire-




the very Discoverers too, so notoriocusly excentrick,
that the Liveliest Respresentsgtion of the Whole, is,
if one Pack of Phaeltong were gelblting the ¥World on

fire, another Paci stept out to guench it.'

In discussing the supvosed murder ¢ 'Sir Edmond-bury'

Settle builds the two conflicting testimonies into a
tdouble! murder ( which,it is hinted, is therefore no

nurder) :

'*Tn all this sdmirable variety, mark how pat it falls
out: as Sir Edmond-bury was found with those Two fold
marks of Assasgination about him, viz. both Strangled
and Run Through; 0 likewice 'tis oOoservable, ithat
- Two~fcld wags the way of Trapanning him, Two-Fold the
Fatal Place, and Two-Fold his Murder (oh how insatiate
is the Popish Revenge, that One Death could not suffice)'.

Renegades do not appear as characters in
Dryden's earlier plays. But here again he may have
received a hint from a historical incident of Charles's
reign. The Turkish 'embassy' of 1662, which aroused
much interest, had as its interpreter a Jewish'réﬁegade.
This reregade moreover, had an important if indirect
connection with an episode in the discrediting of Titus
Oates, To the clergyman Adam Klliot his apvearancein
England 'seem'd an occasion which Providence offered into

my hands to vindicate my own reputstion, and to prosecute

thisfalse swearer'.(A llodest Vindicstion of Titus Ostes,p.42)
Among Oates's extravagant charges apgainst Elliot was that

the did give poison to his Master or Patron!
when enslsved by the lloors. Put the arrival of the loorish

embassy demonstrated that ¥lliot's former master was gtill

alive:
'the Secretery, Hamet Luczs... gelz'd me, crying out,
S " A S
Thgt T wog his Christian. snd thet he hsa bOoUEnT e
Tin monewd

wrd

We nave here a renegade,sunposed poisoned, whose

resppearance ab a crucizl point contributes to the collarse
N . . S ek [ R P
of the machinations of an enemy of the Court party.  The

incident corresponds in emotionasl colouriag, and ir

b
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Dryden hse a long passage on this theme in tje first book

of The Hind =2nd the Panther, beginning

'The full-fed ITussulman goes T2t t0o hes
This comic class of Turkish material i -
in the sub-plot of Don Sebhastisn, which exploits the Iufti's
ua ect

bPersonal greed and sensuality, reflected in his unmanggeable
hougehold. The Ilahommedan sensusl paradise is invoked in

a speech of the Emperor:

'So when our vprophet

Had long been hammering, in his lonely cell,
Some dull, ingpid, tedious Paradise

A brisk Argblan plrl came tripping by......

'He took the hint, embraced the flying fsair, (24)
And having found his heaven, he fixed it there!, 24

which offers a close analogy with the passage on Ilohgmmedanism
in The Hind and the Panther. It is a2lso presented in the

pla since the subplot is set in the Iuftits garden, 2o
’ L £a ?
g

2

veritable paresdice of self-gratification complete With
orous femalseg. At this levgl of the plot there exigts
a sustalned comic misuse of religiols terms, including those
of 'Turk' and 'Christian', which implies that, at least in
this self-gratifying type of existence, there is no real
difference between Christisn and Mohammedan.
The range of lohammedan imagery was thus wide, and the

topics to which it was applied were accordingly diverse.
In 2n exemple cuoted abovs, the metaphor of the genial
llohammedsn was applied 1o the established clergy ('brigk
Bishops'), and Dryden himself develops a similer parelliel in
t the explicit

(v
R

The FEind snd the Panther. Tn +the first De
analogy ig hetween llehommedanism and the Reformed churchin

general:

'mhe Tull-fed Mussulmgn goes f=t tc heav'n
Tor his Arsbisn prevhcet with dolights
u‘ Seu<e, allarei nis Faslerno Iroselyies.
The jolly Lulher, rezding him, began
Ttintervret Scrivtuxre by the Alcoran:
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'To grub the thorns beneath our tender feet
And make the paths of Paradise more sweet,
Bethought him of a wife, ere halfway gone .
(For 'twas uneasy travelling alone, )
And in this masquerade of mirth and love,
Mistook the bliss of Heaven for Bacchanals above!.

But at the same time the context associates it with the
passage on Henry VIII, and a later péssage in the poem
explicitly associates the sweetening of religion with the
Anglican Church: assuming the persona of a Pigeon, the poet

explains that the Established Church prefers religion as a

nymph - \
‘Religion frights us with a meen severe.
t1Tis prudence to reform her into ease,
And put her in undress to make her please' -

rather than a nun:

tSigter Partlet, with her hooded head
Was hooted hence, because she would not pray a*%ed).')
) 25
The pigeon was associated with Mahomet, by a tradition to
N (26)
which Mustapha alludes in Act IV of Don Sebastian, as the

agent of false claims to direct heavenly inspiration.

Dryden's own practice, then shows tha?wgbe metaphor.of
- Mohammedanism was already available, and éomprehensible, for
satire on the Established Church. His Mufti has certain
definitely Anglican~featuresf\ He is seen as the representative

y

of the state religion, afranging the public rejoicing of
Act T and taking an official tithe of the captives (27) ;
‘and later he is called on to advise tﬁe BEmperor on the
attitudes of the Mahometan law and the Moorish people to his
projected marrisge with Almeyda. In the same scene Dorax
launches an attack on the political power of the clergy of
an established church,‘which assoclates the Mufti closely
with the politically engaged clergy of Dryden's day. He

addresses the Emperor:

1Sir, let me bluntly say, you went too far,
To trust the preaching power on state affairs
To him, or any heavenly demagogue.' (28)



62.
The lMufti's reply to the charges cites Wolsey as an example

of the tholy men' who were also 'famed in state affairs*, so
that the Emperor is fleetingly identified with Wolsey's
master, Henry VIII, the

'Tion old
Obscene and furious made by lust!

of The Hind and the Panther, whom Dryden had similarly

represented as intriguing to make his desired marriage legal.

Dorax asserts that men like Wolsey were simply misplaced -
‘Born to be statesmen, happening to0 be churchmen' -

and this, like the remarks quoted already, seems 1o be ailmed at
the Established Church with its pretensioﬁs to political power.
Dryden may have been aiming particularly at those bishqps;~
who supported the claim of William and Mary to an allegedly
vacant throne, as well as expressing Catholic resentment againgt
the desertion of James by the Anglican Church; after his
Declaration of Indulgence.(Zg) '

In the tense period after the acession -of-James,
political verse sometimes associated the Turk as Antichrist
with the Catholic, and converts o Catholicism could be
termed renegades. One attack on Dryden's conversion adresses
the poét as follows: .

'Should Mahomet this Antichrist o'erthrow,
Thy crucifix would to the crescent bow. ! (30)

James's much-criticised standing army, which contained many
Catholic officers, had already been likened to the Turkish
rulers' guard of janissaries, who were mainly renegades:
a poem on the army, of 1687, repeats the image:

'Thus, when the faith has had mutation

We change its way of propagation.

So Mahomet, with arms and terrors

Spread over half the world his errors.! (31)

In Britannia Rediviva (1688), a poem on the hirth of an heir
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to James II, Dryden 1nverts the analogy by seeing the young

prince as a second Constantine who will drive the Turkish
armies out of “urope.C§D
The image of the Turk was equally available to Tory satirists
as a means of caricaturing their opponents. Becuuse of the
well-known Whig sympathy for the Hungarian Protestant rebels,
who had formed an alliahce with the Turks ageainst the
Holy Roman Empire, ‘'Turk' appears, from about 1683, as an
analogy for anti-mongghist. In this usefthe sinister : and -
the comic aspects may co-exist. The third part of the |
Advice to a Painter (1684 ) applies the image to the subversive,
and particularly to the Nonconformist clergy: ?
‘Next paint our English"Mufties of the tub . o .

'Draw me them praylng for the Turkish cause,
-and for the overthrow of Christian laws!' ,

and later:
‘Next paint the Turks' semaglio; and then
Paint our English Mufties empring in:
That and rebellion is their derling sin.' (33)
Dryden neatly combines the two themes in his epilogue to

‘Iee's Constantine the Great  (1684); he first refers to

the supporters of the Protestant rebellion in Hungary:

1Phey favoured even a foreign rebel's cause',
and, in the cdncluding turn of the piece, suggests a facetious
reason:

tThe Orlglnal Trimmer, though a friend to no Man

Yet in his heart adored a pretty Woman;

He knew that Mahomet lalid up for ever

Kind black-eyed rogues for every true believer.'

That the scope of Dryden's satire in ‘the presentation of

the Wufti was limited to the Anglican clergy is suggested
by John Moore, in an article entitled -

~ ' (34,
Political Allusions in Dryden's Later Plays. The summary
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of obviously Anglican features given above by no means covers
all the aspects of the Muftits activity. Moore also makes
the Mufti the arch-villain of the drama:

teven worse than the treachery of the chief minister . ..
is the treachery of the Mufti, who like some prominent
Anglican divines, wes his sacred office to secure wealth
and power, preaches passive obedience until it thwarts

self~interest, and agiates the mob by a pretense of
religious zeal'.

Apart from the fact that the Mufti, although he may practise
non-reaistance (which as Antonio is made to observe, is
'‘never practised thoroughly, but when a man can't help himself!) ,
does not actually preach it, this view of the character isg
insuffiecient: +to treat him as the chief villain Funs counter
to the immediate impression given by Dryden's text, and to regard
him simply as an Anglican entaikroverlooking'some details of
the satire. |

The Mufti seems in fact to represent the full complexity
of the Mohammedan imagery used by Dryden and his contemporaries.
The insurrection scene of Act IV doubtless would have suggested
to Dryden's audience the looting of Catholic houses after
James II's flight, which was at least tacitly condoned by the
Anglican clergy, as Moore suggests. But the scem also raises
much older issues. The argument of the Mufti against the
marriage of the Emperor and Almeyda is clearly the argument
for the exclusion of heretical heirs to the throne:

'the natural effects of marriage are children: now
upvon whom would he beget these children? Even upon a Christian!:

This is a topic appropriate to the events of a rather earlier.
period, and must be taken together with the Muftirts remarks

that the Emperor

*is now upon the point of marrying himsgif, and without
your sovereign consent'

which sounds (as Moore perceives) like a sly allusion to

the public distaste for Janes's secretive marriage with the
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_Catholic princess Mary of Modensz, an event‘which had
occurred in 1674. The Mufti also claims that the Emperor
'is taking your religion away', |
a charge which had been made ggainst James's attempts o
introduce toleration for the benefit of his co-religionisgts.
The terms of the Mufti's appeal are, at times,
Pseudo-~republican. References to 'the majesty of the people!

and 'your sovereign consent' come very close to ideas

attributed to Shaftesbury in The Medall, where the Whig
leader is similarly seen as flattering the crowd in order to
gain power for himself:

'‘He preaches to the crowd that pow'r is lent,

But not conveyed, to kingly government . . -.

'Maintains the multitude can never err, 8 8

And sets the people in the Papal chalr' (11. ©2 - 7 )
Other details of the scene seem to derive from the éame
period. The Mufti's open preaching of rebellion -

'pluck up your hearts, and pluck down the tyrantt' -
suggests a parallel, not with the Anglican clergy at the
flight of James, but with the fanatical Dissenting preachers of -
the period of the Whig conspiracy, who supported sedition:

35)
men such as the 'Judas' of Absalom and Achitophel Part II:

'Who. at Jerusalem's own Gates Erects

His College for a Nursery of Sects.

Young Prophets with an early Care secures,

And with the Dung of his own Arts manures,' (11.325-328)

And the Mufti's slogan of

PTOp
is an imitation of Whig ‘'cries' such as 'Iiberty and Property’

'threﬁe%;s, selfpreservation, our property, and our

and 'No Popery, no Slavery', which had been current in the
period of dispute over the sucession. The remark of
'*second rabble':

‘T have seen for these hundred years, that rellglon
and trade go together!,

clearly alludes to the anti-monarchist mercantilism of some
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City Whigs and Dissenters; Dryden's old viectim,

Slingsby Bethel, had published pamphlets on the theme.}
The results of the Mufti's seditious preaching too

are the same as those foreseen in The Medall, though the

treatment in Don Sebastian has a strong element of comedy.

In the earlier work, the poet concludes with a dire prophecy:

| 'The Presbyter, puft up with spiritual pride!
will
The Civil power defy
And parcel out Republique Prelacy,
But short shall be his Reign; his rigid Yoke
And Tyrant Power will puny Sects provoke,
And Frogs, and Toads, and all the Tadpole Train
Will croak to Heav'n for help from this devouring Crane.
The Cut-throat sword and clamorous Gown shall jar
In sharing their ill-gotten spoils of War'. (11.300-307)

The Muftit's power too is short-lived. Cne of the rabble
soon observes that

'when his turn is serv'd, he may preach up loyalty again,
and restitution?,

and the leader of the rabbe concludes for the forcible
reformation of religion as well as government:

t T » 4 a . . N TP : L.
%gy %ot %%%Sgntﬁé &u%%i4?sp1red already that 'tis no

Antonio adds a characteristically Drydenian warning on the
Precarious position of those who gain power by teaching the
. populace to rebel:

'when kings and queens are to be discarded, what should
knaves do any longer in the pack?!

He thus recalls the fate foreseen for the aspirant to a

publicly conferred monarchic power at the end of The Medall.

The downfall of the Mufti is thus to be seen as the exemplary
end to his career as a preacher of anti-Monarchist doctrine.
The Mufti's punishment, in fact, is one more appropriate to
a fool than to a villaié?6> he is handed over to his own
former slave, and the rabble; whom he had incited %o 1odting,

decide to sack his palace. This detail is connected
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with satire on the Muftits cupidity earlier in the play,
which also has a certain topical reference,. The éupidity
of the independent preachérs, or ‘Saints’ is a frequent
theme of comedy in the éestoration period. The Muftits
dauvghter, Morayma, planning to steal her father's jewels
and elope with Antonio, observes:

'Tt11 leave him his Alcoran, that's revenue enough for .
him; every page of it is gold and diamonds. - He has
the turn of an €ye, a demure smile, and a godly cant,
that are worth millions to him.°
What the Mufti reaps from his audience is clearly not tithes,
but the illicit *fruitt! of the t'private spirit' which interprets
- the scriptures according to individual coﬁscience, or interest.
This misuse of the translated +text of the Bible in the

- post-Refamation period is the subject of a long passage

in Religio Iaici.) Other incidents in the plot of Don Sebastian

indicate. that for the Mufti, as for all the seditious preachers
pdrtrayed in Dryden's satirical ﬁerse,

rprofit is the loWdest call of Grace. (&)

But Dorax's attack on the Mufti in Act II, scene 1,
is consistent with neither an Anglican nor a Nonconformist
interpretation of the figure; his general target is the -
priest who aspires to control public affalrs throligh his
privat spiritual power over the ruler:

'Bloated with pride, ambition, avarice,
You swell to counsel kings, and govern kingdoms®.

4In this scene the Mufti is treated, unusually, as representing
a serious threat to the state. But the terms of this attack
on clerical power indicate a specific aim, for the Mufti's
reply to Dorax's charge identifies him as the king's |
'director of conscience':

tHe prates as if kings had not consciences,
And none reguired directors but the crowd' .

Dorax also argues that tbé Mufti is only concerned with
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the king's conscience as it affects his public function:
Nor would you care to inspect their public conscience,

But that it draws dependencies of power
And public interest which you long to sway',

and this is the kind of charge frequently brought against
the Jesuits. In addition, the early part of Dorax's attack
plainly alludes to religious communities (or perhaps to
‘seminaries): the ambitious priests are originaglly

'Poor droning truants of unpractised cells,
Bred in the fellowship of bearded boys . . .

'"There you live demure, with downcast eyes,
And humble as yow discipline requires'.

Since it is discontinuous with the actuai events of the play,
especially with the sceme in Act TTT which shows the
relationship between the Mufti and the Emperor to be quite
different from that implied here by Dorax538%h13'diatribe only
makes sense if considered as a piece of speciai pleading.

Its anti=Catholic tendency is not remarkable when one recalls
a historical instance of abuse of clerical power which had
distressed the poet: +the domination of James—II by his
extremist Jésuit advisers, particularly Edward Petre. Dryden

" had already voiced the alarm of the moderate Catholics in

The Hind and the Panther, Book III, where he depicts the

king's confidential clerk as the Martin:

tsooth to say, the Swallow brought him in,
Her household Chaplain, and her next of kin.'

The characterisation of the Martin agrees well with Burnet's
description of Petre. When his vision of an earthly paradise
for swallows is generally accepted, the Martin becomes the

virtual ruler of the community:

‘His p01nt thus gained, Sir Martin dated thence
His pow'r, and from a Priest became a Prince.'

The unfortunate outcome of such extremist policies had
already been predicted in the continuation of the fable of

the Swallows; and the bitterness of the attack on priestly
meddling in '
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Don Sebastian seemg to reflect the recent fulfilment of

those prophecies.

Thus the figure of the Muffi represents the wide fange
of themes and topics of Turkish imagery in satire,.and more
particularly, the various faults in the priesthood which
Dryden had attacked in earlier works. The fact of the
wide dissemination of such material precludes originality,

ﬂﬂd malkes itsee seem less deliberate in Don Sebastian. It

can be arcued, as for Absalom snd Achitophel, that the interest

of the work lies in the recombination of the material; but this,

for Don Sebhastian, entails treating the satire as general

rather than hisprically specific. A hint of such an intention
ig actually given in Dorax's attack on the priesthood, which
also containe a reference to the positive alternative to
nrleﬂtly meddling in politices. Dorgx suggests that the
proper use of spiritual power is inl'the province of the soult,
which

'ig large enough

Po fill up every cranny of your time',

a distant antidpasion of Dryden's expansion of Chaucer's

description of the pérish‘priest into The Character 3§3§ §99§12§£§
in the Tablesg of 1700. | |
Contemporary parallels suggest themselves for characters

other than the Mufti. Benducar, the statesman and favourite,
has been equated with Sunderland:

tTike Sunderland, he secks to establish himself with

the new soveeign, after deserting the old one.'
| (3)

This. would mske much of Benducar's career prophetic, or
exemplary, since Sunderland was still in exile at the time
when Dryden wrote the play. Benducar has also, on the
slender evidence of his offer to Moley Zeydan in the plgy s
first scene:

'Shall I gdore thee? NoO, the place is public!
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been equated with Judas. In his caée, as with the Mufti,

“such suggestions are relevant, but do not supply an
exhaustive account of the chargcter. 'Benducar's encourage-
ment of Muley Moluch's barbarity seems a likely reference to
Sunderland‘'s encouragement of James's extreme policies; bﬁ$
Dryden had made the same kind of charge against Shaftesbury,
and the fact that Benducar plans to gaiﬁ the throne for:
himself offers a closer analogy)with Shaftesbury, as seen by
Dryden, than with Sunderland. As for the Judas analogy,
that existé, if anywhere, in Act IT, scéne i, where Dorax

reproaches Benducar with owing everything to the Emperor's:

indulgence: ,
tthe bread thou eat'st, the robe thou weart'st
Thy wealth and honours . . . . ,
*And would his creature, nay his friend, betray him?‘

But this develops immediétely into a general denunciation of
ingratitude:

tWhy then, no bond is left on human kind,

Distrusts, debates, immortal strifes ensue,

All must be rapine, wars and desolation,” ™

- When trust and gratitude no longer bind',
which makes Benducar stand as a geheral archetype of the
traitor. Dorax then remarks that such a man would earn the
contempt éven of the devils, and would be 'Whoop'dland
hisg'd in Hell* -~ which could suggest Judas, but is also
applicable to other inhabitants of Dante's lowest circle,

| (41)
and even to the Satan of Paradise Lost.

But into Benducar's character have also gone details
of the archetype of the evil statesman as develoPed by
Dryden himself in his earlier works. The politician who
had, in Dryden's view, consistently aimed at obtaining absolute
power fa himself was Shafteébury; the fullest treatment of

the idea is the account of his career in The Medgll. Benducar,

like Shaftesbury, is involved in more than one shift of
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allegiance, and proceeds from flattering his king in the
hOpe of gaining power over him, to planning direct revolution
against him€42%enducar is shown persuading the Emperdr of .
the existence of a plot against him , just as Shaftegbury
had been the chief fomenter of agitation at the time of the
Popish Plot. And in Act IV, Benducar is shown as raising
the mob, ostensibly for the Emperor and in fact against him,
which suggests both Shaftesbury's supposed 'Protestant
Association* for the defence of the Kiné43)and his boasted
ability to raise the London mob. The fate of Benducar, to
'march in quarters to the gates of the city' is the traitor's
fate which other verse-writers beside Dryden had predicted
for Shaftesbury.

Also active in the chaiacter of Benducar is the typology
of Satén. This belongs to the realm of political reference
in so far as it is connected with the Shgtesbury material,
of which, in Dryden's satirical verse, it had formed =

recurrent element.  An unequivocal example is the reference

t0 the creation in thg opening paragraph of The Medall:

‘Five daies he sat for every cast and look;
Four more than God to finish Adam took.

But who can tell what Essence angels are

Or how long Heav'n was making Iucifer 2'  (44)

Benducar's most frequent function is that of tempter. In
one instance of the relationshig that with Moley Zeydan,
e

there is a close imitation of 1 relationship of Shaftesbury
Monmouth repesented in Absalom and Achitophel. Benducar

claims, like Shaftesbury in the poem, that the present king
is unfit to rule, and that the virtues of his victim make

him the proper candidate for the throne; but he intends only
to set up his victim as a poPular monarch, and finally to
dethrone him. The analogy is clinched by the reference to

the 'fruit of damnation' (discussed earlier in this chapter).
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Achitophel, who already enjoyvs a lawful
powcr, is similarly repregented as plucking the forbidden

fruit of sedition, and Tecommending it to others; he

'Disdain'd the Golden Pruit to gather free
And lent the Growd his Arm %o shake the Tree.!

Otherwise, verbal parallels between Benducar in his
role of evil statesman and the Shaftesbury of +the satires are

g3 but since Benducar represents chiefly the hidden

254

ide of Shaftesbury's activity, ths presenis no great
difficulty: +the poet was at liberty to invent, as in

Abgalom and Achitophel, eminent examples of evil counsel.

The public aspect of Shaftesbury's actiﬁity has already

been shown as apvearing elsewhere in Don Sebagtian, nemely,

“in the Mufti. 7This means that the play.comtainS‘two figures
Sorresponding to Shaftesbury. Althedgh meither carries
all the functions of Shaftesbury, and both carry some other
significances, this fact makes an interpretation of the plotv
in terms of one-to-one correspondences with historical situations
impossible. | , o~ -
The partial identification of the Mufti and Benducar with
advisers of james IT, particularly sugéesfed by their |
appearances in Act IT scene i, cannot mean, as HMoore's article
suggests, that loley Mélbthcan legitimately be equated with
James, even in his trusting attitude to priests. It is
clesr that the Emperor does not trust his Mufti. In Act ITIT,
after threatening the priest with instant death>;f he cannot
invent a precedent for the desired marriage with Almeyda

the Emperor observes:

*How happy is the prince who has g churchman
S0 learned and pliant to expound the laws’, (@9

Bt this, even in the generally unconscious fyrant, must be
talken as iromie, coming as it does after the Mufti's abject

capitulation, not- ag loore suggests in quoting it— as an
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indication of trust. The parailel between Benducar and
Sutherland perhaps comes closer to that statesman's
relationship with James; Dbut even heré, an attempt by a
pro-Stuart writer to portray James in the Emperor is 
- excluded by the tone of passages such as.the following:
'Benducar: You would not put a whole nation to the rack? p

Emperor: Yes, the whole world; so I be safe I carqho%%.)
This shows the Emperor as a Turk of the medieval Herod type.
The extension of historical analogy in the play is also
impossible: Muley Moluch as Sunderland's master would become
James II, as Shaftesbury's master Charles II; and as the
master betrayed by Judas within the play, he might even be
equated with Qhrist. Thus although the material of Dryden's
and other topical satires of the Stuart period is prominent,
their kind of manipulated parallel with historical events,

even in the complex form found in The Hind and the Panther,

no longer accounts for the organisation of political material

in Don Sebastian.
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senarste noliticsl and personal crises cai be seen as

ting the familiar anslogy between the functioning of

-
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the body politic and that of the individual human body.

As ie usual with Dryden the monarch appears as the type of
the individual man, and an association TDetween the gualities
of a ruler and those of his reign is thus developed. This

,~

arrangement apparently provides an ideal framework for the

[

xploration of political issues. And in sdéition to its

£

major political theme, Don Sebastian contains much material

derived from recent events, whether in tbe form of direct
allusion or in the intermediste form of analogy. But
examination of the multifarious political references in the
play shows thét a systematic correlaticn ot its incidents
and characters with those of the sixﬁeenmeighﬁies is
impossible. The very frequency with which allusions

(1)

recognisable to Dryden's audience occur in irreconcileabl

®

contexts tends to make the events of the play more remote.
Characters like the Mufti are burdened with such a weight
of varied significances that they can only be regarded as
typical vices. The play forces a generalised regpronse to
its theme, which has interesting consequences. ance, for
instance, Muley ¥Moluch is presented as a composite
'shining exanmple' of g tyrant, his most important
relationship is not that with his historical 9n910gues£2)
but the antitheticsal relationship with Sebastian contained
within the Llay. This relationship is of course largely

independent of the playis tissue of contemporary refe¢erce,

i

- .
19

but closely linked with its inteioeically 1ix

v
A

At this point it is useful to sunmarise the eVldenoe



of politiczl dinspiration apnl intention in Don Sebastian ,
as a prolude to asecessing Drydents use of a politiesdl hero,
Al+hough there is no attempt a2t direct crificism of recent

on of the draxa does bvetray

hsd
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influence. The themes of usurpation znd disloyalty,

ot
®

H

hei
in themselves controcversisl, are treated in such a wey as
to suppnort the characteristically Stuart doctrine of
atsolute monarchy. Dryden even geeg fit to point out in
minor instance of his concern for the digniﬁy
of royalty. While Mcley Zeydan stands in much the same

( 4)
relationship to the Emperor as the ?rlnce 0f Orange to James II ,

he has nothing in common with the princely Buzzard of

The Yind and the Ps snther, Dryden's detailed vortrait of

the aspiring successor. Throughout the play he is characterised
as 'mild!' and ‘of easy temper'. Like the sympathetic

Absalom of Dryden's earlier poem, he 1s 'naturally good‘,

but misled by an uvnscrupulous adviser. 5)In addition,

the monarch he proposes to overthrow is a brutal monsten.

fact, Dryden has set up an extreme situation cglculated

to minimise the sin of rebellion; +that

rebellion is still experienced as pernicious and judged as
ortally sinful (6) is a strong endorsement of the conservative
theory of monarchy; and imvlies a -critical attitude to the
usurpation of 1688, which, at least according to Dryden's view,
had occcurred in far less extreme circumstances.
This simple reaffirmation of a discarded nrinciple is
the most evident, but not the only political preoccupation

embodied in Don Sebasstian, The poet's choice and coxnception

of plog eXpresses, 1f less dirvectly, his concern for James IT.
mig admirvetion for the deposed king had never been uncrivical;

: Aadnntisan AP avtmamas wald o4 = Tmod s et
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5vian, is well Xuown. Elsewhere in

Dryden's poems on national affairs the enthusiastic vraise
accorded 1o Jadgs as rebreseatative of ithe Stuart dynasty

is tempered by veiled admonitions on his duties as monarcl,

Threnodia Auvgustalis, written to commemorate the death of

Charles and accession of James, confidently summarises

S, - . N - . .
¥narlesg's achniegvements for his people in terms of lMoses!

ko]

'The Chogen Plock has now the Promised Land in view!'.
But the remainder of the poem hardly supplies the optimistic
forecast for the mew reign which the image of the Promised Land,
as well as the conventions of panegyric, appears to demand.
Dryden's character of James as monarch (Stanza XVIT) is
founded on the image of 'The Martial Ancus', the prince who
re¥tains his country's glory by proud and inflexible tresiment
of her enemies, The tone of the final stanza shows that
Dryden is not merely advancing a pleasant antithesis for its
decorative effect, for in this poem the customary prophecy of
future glory is made dependent on divine intervention -

‘For once, O Heav'np unfold thy Adamantine Book!' -

which will reconcile Parlizment with Janes:

'Let them nd still be obstinately blind,

Still to divert the Good thou hast design'd,

Or with Ialigoant Penury,

To sterve tle Royal Vertues of his Mind!'.
The climax of the passage is a plea for religious tolerancei

'Faith is a Christian's and a Subject's Tegt!,

which avplies equally well to the Protestant mistrust of

James and 10 the new King's tendency to press the cause of the
Catholic minority. The vision ¢f the final lines is of a
future improved by mutual tolersuce, vet an alternative



vigion ig implicitly present in the two stanzasg, in +h°

opposition, gnd in the description of James as a just and
calculated to diminish, without discimlating, the alternative
vision, by making foreign virtues out of characterigtics
of James generally seen as domestic faults.

Drydent's critical treastment of James' character in his

last official piece, Britannia Rediviva (1688),is

particularly relevant to Don Setastian. The poem, in

itgelf something of a tholy Violence', in view of Dryden's
forebodings atout the conseguences of the birth of Jameg!
heir, attempts intermittently to associate the infant prince
with the infant Christ, as a being divinely ordained to
restore sinners to grace. An example occurs in lines 188-191:

'Tet his Baptismal Drops for us atione;

Lugtrations for offerces not his own.

Let Conscience . . .

tIn the Same Xont be cleano@d and all the Land Raptis'd. !
As well as reflecting the deteriorating political situation
this choice of image sets uvp an association bebween the
authority of James, obnoxious to the English, and tkat of
the 'jealousg' Jehovah, obnoxious to the children of Israel.
The typology acquires significance from similar usage in
earlier political verse.g)

This association ig relevant to the discussion of

divine and regal attributes towards the end of the poém.

The ancluding ‘*character! of James develops o single theme:

'The Name of Great, your la 1 “‘nd will sute,

But justice, is your @dfilng attribute’,
Yet, since Dr+Jden extols this attribute by desgcribihg its
opposites, justice is made to avpear something of a
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a divine attribute, covert criticism of the character of

- - - [T S A T e N Sl s
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G0d as denicted in Drydonts noeiry and those of Jemes.
This they elucidate largely by external reference, but
in fact the structure of the poem itself provides the
criteria for assessing James's shortcomings.

In the couplet quoted sbove an application of the
theological distinction between essence and attribute
distinctly uncomplimentary to James 1s suggested. It
the essential quality of the King's 'Martial Mind!' is
1Greatnesst, he is hardly, as the panegyric avpears at
first sight to suggest, an adequate type of the Christiagn
God, either for Dryden as an oppohent of Cglvinism, or iﬁ
the terms set up ir the poem,  For thronghout

Britannia Rediviva Dryden repeatedly emphasises that divine

mercy has been shown in the providential birth of the prince,
warning his countrymen ‘that

twe have sinn'd him hence, and that he lives,
God to his promise, not our practise gives’',

or referring to the child as

'A Blessing sent you in your own despite!.
And he follows up these allusiong to the charity of heaven
with an explicit recommendation of charity and mutual
tolerance, culminagting in

t 17ig Godlike, God in his own Coyn to pay‘,
g line which applies with particular force to James as
the type of divine power. The California editors
appropria-ely connect 11.300-303 with the ‘character' of James
at the end of the poem, which omits all mention of mercy or
Ty

charitye. Thus the criticism of James would be iluplied in

the contrst, and imbalance, between bhe brief ‘mercy’, and
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protracted 'justice passages. But the baclkground effect
of revested allusion to the esgsentiszl divine characteristil

izl wisdom shown in the birth of

$-“ ‘
O
3
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of mercy and pIrcvi;
a medlagor capable of res borlng harmony to bngland seems
equally important in creating = sense of insufficiency in
the portrait or Jumes, which relies on the other two divine
attributes of justic and power. That ﬁhe same effect
avpears at the level of external and of internal reference
merely indicates its importance in Dryden's conception |
of the poem.

Two detalls in the panegyric illuminste the King's
shortcomingé with varticular clarity. After demonstrating
that the lesser attributes of God,

'Résistless Force, and Iamortallty'
do not by themselves constitute divinity, Dryden returns
to a greater divirne attribute, justice; and claims that

it is inextricably connected with godhead:

t But Justie is Heav'n's self, so strictly He,
That could it fail, the God—head could not be!.

The couplet immediately affirms the divinity of Jamesg's
characteristic virtue, while at the same time the second

line indieates that any remission of thig virtue in

the Xing is *'gso mwiach of heav'n's image blotted*t from him.

But it is 2lso central to the poem's oprogition of divine

and regal attributes; for if true justice is identical with,
and insevarable from, Godhead, it rnust also involve the other
essential attributes of the deity, wisdom and mercy, which

throughout Britannia Rediviva are absent in James but

present in the dispensations of Heaven. Apparently by
wey of extenuation, Dryden goes on to mention obstacles in
the way of humen agpirazion to absolute justice:

!bu.-T Tife at_pd J&ate . X
Are one to portune Quodvcm, one to rFate®,
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thus dismiecsing the question of the earthly monarch's

i

The final line of the poem, addressed to James II, adds

i
(47}

s furiher touch to Dryden's implied criticism.  When
the poet alleges

1Your self our Ballance hold, the World's our Isle',
he is clesrly appealing to James to act sC as 10 preserve
the perilous equilibrivm of the state. At the same time,
the introduction at this stage of the idesz of balanoé
touches on the crucial failure of James's charscter, his
obsessive concern with translating his own plety into
political realities - a kind of playing at divine justice
which precludes his sharing, even in human measure, in
the complementary divine virtues of wisdom and mercy.

atisfactory ending of the poem is assisted by the

The

]

assimilation of James's figure to that of the traditional
emblem of Justice in the final lines. To the sword of
the ‘Martial' king already amply suggested, the poet adds
the scales of Justice 'equal both to punish and reward', as
he would have the king appear to his subjects. That the

tblindfolding' of James by unscrupulous advisers resulted in

increased partiality, and not, like that of the emblematic
figure of Justice, in impartislity, is not irrelevant to
the funcfioning of the image: +the image, like the final line,
is in a state of precarious egilibrium between the desired
and the actual, and thus appropriate to the tensions of the
historical moment.

The problems which occupy Dryden iﬁ these political

poems Teanpear in the imagined situations of Don Sebastian.

Tz Britannia Rediviva Dryden had set up a soale of abgolute

Liii Lol LLTRL
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divine justice, limited human justice, and tyranny withou

justice. mhe progressive unfolding of the plot in
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Don Sebzstian reveals these three standards of justice in

a long-sustained and flatberine comvarison hetween the

tyrarnical ¥mveror and the Christian prince Sebastian
{Acts I-T11), The restorstion of beaﬁutiégﬁepresents that
of a humanly just scciety 4 so that the revelation of his

J oy

scene appears as no more than

o]

faults which comes in the final
demonstration of his common human limitations measured by
the Christian scale introduced at this point.

oy

The character of the hero himself revreszents, in

H
*"3

vart at least, an expansion of the material used in

Britannia Aediviva. Sebastian's oustarding virtnes are

held to be vpiety (mentioned in the preface to
the play, and derived £rom the higorical character)gg; and
justice, which is the chief theme of Dorax's introductory
characterisation (&4ct I scene i):
*Just as the scales of heav'n theb weigh the seagonst,etc.
Indeed the general list of virtués,in this vassage -~
'Brave, pilous,.generous, great and liberal' -
contans nothing that Dryden had not at some time attributed
to James, himself a8lso a martial hero. Setastian's
tragedy, like that of James, arises from an vnw1lllngg;u to
concede his own human insufficiency, which ultimately
vitiates all his noble gualities. In tle working out of
the plot the purpose of this similarity 5ecomes evident,
for Sebastisn is faced with problems lile those of James.
This is the case in the relstionship between Sebastian
and Dorax, which though it deals with "10 historical event,

develops the theme of the imperfection of human Justice
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Sebastian's unjust condemnation largely because he believaed



his king to be at once essentially cacable of justice, and
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In Dorax's submission to the rule cf the *totally unjust
Muley Iioluch such violent subjective rezmctions of honour

re not involved becalse the possibility of justice igs
(11)

EN . . o - I Ly 2 .} ] )
totslly xciuded. A danger of which Dryden had more than

6]

once warned James, as 1in Britannis Rediviva, 11,300-303,

was that oflalienating the moderate aand obedient majority

of his subjects by the oren disnlay o paritiality for his

wn co-religionists. Dryden chows Sebastian, unlike James,
as admitting and overcoming his vartiality, in a much-admired
scere with Dorax.(lg)The moveme nt of thought in the scene is
conceived in more detail than usual: when Sebastian confesses
his error of judgement, ard Dorax reaffirms the minciple of
loyal submission to the monsrch, the imagery which Dryden
finds apvropriate is, significantly, that >f a golden age
restored. The solution of the probvlem is presented as an

ideal one.
The point made by this scene is reiterated, if at s
mor¢ profound level, by the following one (a further indication

of the importance to be attached to it), Here Sebastian

is made to recognise the universally corruvting influence

of individual will; of this influence his alleged misg~-
judgement of Dorax is only one instance. The reduplication
of the material sets it in the context of the play's brosder
moral teaching; for in the finsl scene Sebastian's error

is related 50 the idea of original sin. His response to this

revelation is agsin an ideal one; he agccepts that, even for

d

a sovere

gn, humility i3 necegesry to galvation.

b

P

yhile there 1s no need 10 gpply this scene

"
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as a judgement on the mowa inadequacies of James II,
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mentioned in FPeritennia Rediviva
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Subject, o 7 (11.357-358 )
might e transcended in the ideal ruler.

On the more literal level, the final scene of

Don Sebastian presents the audience with an ideal ach of

sugpest themselves. The one, negative model, which would
8¢ ’ g 1 ?

o'
o
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e minds of Drydents audience, was tle
ignominious attempted flight of James IT on the approach of
Filliam of Orange.(13)Against the background of this painful
incident Dryden has projected its inverse form, an abdication

oluntarily undertaken by the monarch in furtherance of a

]

positive purpose. Thig is not to suggest that Dryden was
attempting to dignify James's action by vroviding a laudable
motivation for such a course. Sebastian’s‘exile bears no
rela ticn to James's comfortable family life under the
protection of Louis XIV; rather is it a metaphor for his
entry on the path of spiritual development. The second

model, then, is one from which Dryden could have derived, or

3t least where he seems to have found corroborated, hisg idea
?

of +the moral value of abdimting kingly power: the reply

of Milton's Christ, in Paradise Regained, to Satan's offer

of earthly sovereignty, in which ilton rates the recigning
(14)

of esrthly power higher than the Just use of it.

Thus in the conclusion of Don Sebas «+ian the historical

event provides only the negative trecedgent, waile the slgni-

ficance of the situation = is the prodwh of Dryden's idealising
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An oddly parenthetical vassage in Act I scene 4, is

preoccupation with the pogition of James TI: interpolated into

< oy o Tt Pard s ey S aeb 2 i Ve s AaTrrdd mn o aAeramadder o
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& discussion of the monarch's resgpensibility for his sulijects

sufferings in war. While rejecting the accusations of
his cavtors, Scbastian accepts his duty of atcnement before
Gods

tNot your false prophet, hut eternal justice,

Has destined me the lot, to die for these:

*Tis fit, a scvereign so should pay such subjects'.
The solution is 2 convincing one by virtue of the unstated
gnalogy with the voluntary atonement made by Christ
(compare ‘the Hind and the Panther, Part II, 11.499-514 ),

it
ari/seems to be deeply felt: The issue is one which had

been presented in the year of the play's composition ?y)
the gufferings of the loyal Irish in the Stuart cause;S
}nge?, like Dryden's hero, was onen to the charge of having
abandoned his supnorters in their sufferings. ‘ .
The passag . seens to offerxﬁryden's ideal justification
for the monarcn in Jamesg'sposition.

Ingpiration from the events of James's reign is clearegt
in the general moral design of the play, which in terms of
its discussion of monarchy is to present a duty of the
monaxrch higher than more acquiescence in the king's divinely-
be towed status, hig duty as an individusl Ghristian to |
agpire to the divine virtues. It was to this higher duty

of the Christian mon=zrch that Dryden had urged James in

his appeals for religioug telerance.

‘Dryden's polemical intertions towards his audience

et

Snera.

3 apart from the simple affirmation
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£ divine right, only the play's 'general moral? has any
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iptive politiecal significance. Overtly a reminder of



original sin, as an exhortation to the sudience it clearly
refers to fu
the Stuarts, if not in the percson of James; SO hig veiled
threat to the supzorters qg TtThe Revolution ig more
than a gesture of loyslty. In fact, because Dryden

as treated the irherited sin of Sebastian and Almeyda

’3‘

as the tragic flaw which attrgects sympathy as well as
disaporoval, this rather crude moral does not sumnarise
the experience of original sin conveyed by the play. This
makes its polltlca“ dimension all the more obvious.

In this last respect ﬁhe tgeneral moral' of the final
gquatrain resembles the other allusions to recent ilssues
traced ahove (r}?t throughout the play these readily
verceptible surface allusiocns are never clogely co-ordinated
with the general intentions of the drama, even where the latter
show political inspiration. »In his preface to

Don Sebastian Dryden claims +to have taken particular care

with the play, and points to the organisation of 1ts smaller

parts:s
begides the general moral of it, . . . there is also
ancther moral, which is couched ungev every one of the
princival varts and characters , . . . And there may
be also scome secret beaubies in the decorum of partis,
and uniformity of design, which my puny judges will
not easily find out'. (18)

The existence of parallel discussions of rebellion indicated
in the vpreceding chapter tende to vindicate the noet 'g
elaim, at least as far as the general orgenisation of the
zetion is concerned. S0 it is not unreasonable to surmise
that when Dryden rakes constant use of political allugions

the dewsce is functional and not sizmply habitual, and

b

tegral part of the s

2
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heware intended as an ir
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aTgument. Given the fragmented nature of the play's



85
political content, this involves the assumption of a
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divine righv. Tt is obvious tTha

allusions in Don Sebastian have an immedate function as

imagery, creaulng a general awareness ¢ a political
dimension, and evoking responses appropriate to different
moments of the action. Tire organisation of promIent classes
of imagery arcund a pefvaglve but recondite central metaphor
is typical of Dryden's shorter poens. (It is illustrated

by Roperts explications of poems as diverse as The ledall

and the Epistle to Charleton on his theory of the origins
of Stonehenge.) The question is whether such a system of

significance can be detected in Don Sebastian. The

possibility of its existence for tle original theate audience
cannot be estimated, in view of the cutting of the stage

version,
The most prominent class of imagery in the play apardt

from the political is that derived from religlous experience.
Two contbrasting treatments of this are or imagery and

. (19) (20)
anglogy in Don Sebasbian, those of Jefferson and King ,

stress its imporbtance, but neither gives 1t much credit as
g cohegive force. Jefferson'ts article is chiefly concerned

1

with identifying in Don Sebastian some chaoracteristic

features of Dryden's impgery; accordingly, although useful
comnarisons are made with religious imagery in other works,

including The Hlnd and the Panther, all igsues of dramatic

funcltion are avoided with an arpeal to the idea & decorum.

Xing, whose chapter on Don Sehas.ian ig the most useful in

his book, is interested in establishing the play as Dryden's

{:1‘-
H

~ivvee some ettention 2

most guccessiful s



sigrificant part of the plot.

1T iz evident that rTolligious sxpericncs plays a
at different structural levels in tle play, and it ig there-~
fores worth considering whether its language does not

constitute a mode of relation vetween general import and

"

- . P TR
surface allusion. Jrne oOLvic

in Don Sebastian is that it reduvlicates the hiersrchy of

styles discussed earlier; this is not urimportant, since the
functions of these different levelg, as well as their
distribution, wvary. The use of religious langugge fcr comic
effect in the sub-plot involving the Mufti has already been
noticed. In the serious plot it has a counterpart in the
incidental
innunerable/references to Heaven ard Hell, conceived in
Classical and heathen, as well as Christian, terms, which

(22

are & constant reminder of a sviritilal dimension in man.

\,/

An exbtension of such incidental allusion is the type of
imagery, traditionsl in the heroic drama, which associates
the protagonist with the more srectacular features of the
natural universe. Wnile nardly religious, such I1magery
could be termed pantheistic, since it suggests a numinous
element comzon to man and the forces of nature. In

Don Sebastlan it is aprlied indifferently to all the regal

(22)
characters: thus the defeated Sebastian is 'a setting sun',

or ruley Moluch's passion for Almeyda is ag irresistible as
‘a spring~tide, blown in'.

Such pantheistic imagery must be distinguished from
the more highly organised imagery of man's nagture developed

in the earlier part of Don Seb
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'How can we better die than close pmbraced,
Sucking each other's souls while we exvire?
Whic so transfustd and nmounting %o+h at onoe,
The ssnte, decelived, by a2 sw take,
up thy soul for and mine fow thlne'
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and the crude threats of Iuley Moluch:

70, I'1l unitwist you .

tTet him nmount first, and beat upon the wing,
And wait an age for what I here detain,

Or sicken at immortal joys above,

And languish for the heaven he left below.'

- o »

The latter he sees as instances of t'subversive!' and

‘incongruoud imagery, observing that

'the play of fancy pleases us at a non-dramatic level,
and may deflect attention from the drama,’

-

Muley Holuch's vigorous 'untwist® effects a sudden trausiticn

from the ideal to the physical embrace,as zlso from
& b

this vnderlines

B
18]

intertwined to brutally simple syntax;
the opposition between Almeyda's view of her vassion as a
function of the soul envisaged by means of a physical metaphor

ard the Emperor's idea of g purely physical connection,

Dryden clearly relishes the opposition:
repeated, though in a plainer form.

a familigr text -

it is immedistely

Almeyda paraphrasges

fThouw wilt not dare

t0 brezk what heaven has joined?' -

sacramental link into a material

and Iuley Moluch turns the
chain with his reply:

1ot break the chain:

And rivet one to last.!
Perversions of asccepted ideas analogous
Baperorts abound in
Lxamplies arc inley
Renducar'ts invers

but change a rotten link,

with this of the
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L by Jefferson,inm that they draw attentlion to their
3 3
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expected alternatives. Althoagh much of the extravagant language
3 H : ¥ L1 [ I’ x e
of the vlay mav be sald to ex1st farits own sske, such contrasts Of

language effect a sustained, if intermittent, differentiation

of moral attitudes.

The full range of contrasts in the dialogue of Act ITIL
scene ii'is'not bféught out by Jefferson. The
*unequivocal seriousness! of which he speaks else%here is
also evident here in Sebastian's valuation of death:

t%e shall be one again in thy despite,

Life is but air,

That yields a paseage to the whistling sword,
And closes when 'tis gone',

and this disregard of the physical is the antithesis of the
Emperor's materialism, Consistent disregard for the limits of
the physical in Sebastian's language is a trait which
inviteg consideration of Dryden's king as a Stoic hero,(zg)

The antithesis between these two types of imagery for man,
Muley Moluch's and Sebastian's, persists as means of cor+r?s+1np
the two characters throughout the first rart of the play. 26
Inagery expressing Mxley Moluch's debased view of human nature is
dominant, and there is much of what Jefferson calls *body~soul!
imagery:

tcomic or near comic imagery of the creation =znd generation

of the human species and of the relation between soul and

body, in association with other imsges of similar tendency'.
As used expressively by Muley Moluch and Benducar)this language
produces an effect different from that pFoduced when it is
uged sgatirically by Dorax %0 describe the loors.:

Descriptions of the goul as 'a bhodr in a body')or of thoughts
as a ’olosel@byrimth’? suggest the coherence of the soul with

-

peing. The connection is expnlici
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Sebastian s soul to 'languish' and ‘'sickent' if deprived of

o . . T : . . .

an eartnly 127 Tne nnysglical A8DaCY of the humsp being 218
] . FL A . e 5 ey B 1

often exoressed in Terms of inanimate or dead, rather than
+ " 4 1 | 3 =4 a2

Tiwing, matter. Benducs is the chief exvonent of this

conception of the human being as machine, notably in his

A
4

last interview with the BEmperor, in A¢t IV, Earlier in

~

the same gcene he summons up his courage:

'¥ow heart,
Be ritbed with iron for this one atbttempt;
Set ope thy siulces',

T,ater, he soliloguises on Dorax's unexpected survival:

"How hag this poison lost its wonted way?

Tt should rave burnt its rassage, not hezve lingered

In the blind labyrinths and crooked turnings
Of human conposition'.

Such imagery aptly illustrates the domination of the
characters who use it by their largely physical instincts.
Jefferson makes a percevtive summary of Dryden's interest
in this distorted type of imagery:

‘he enjoyed the distorting effects of current materislist
views on the traditional conception of man s spiritual status'.

Q”{g” applies to the broader lines of charvacterisation in
Drydenis plays as well as to verbal details. The use

of materialist imagefy offers a kind of analogy with the use
of Hobbesian political theory to characterise evil figures.,

A more conventional imagery of debasement which derives
from the notion of man's place in creation, between brute beasts
and angelic beings, is also applied to iuley Foluch. In |
Act IT, scene i Sebastian implicitly places the Emperor among
the teasts with his plea

21,

[y

'the shets sven of the savage herd agre safl

e

- Almevda mskes the olacing explicit:

tToove ig for 1} N
¥rhere the brute bheast

hearts and not fer thine,
evhingulisnes thne man’,

T i gy gy ™y
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theme of the lfon asg king among beasts, vhile the other
characters associate him with such creatures as the 'viper',
‘micnight wolft, or Gorgon' .

with an asssertion of the sureriority of *he irtellectual being:

Fia valustion of death has already been cited above, and the
brand of Christisn Stoicism which he both advocates (when
tlmeyda vproposes suicide) and prﬂctises(when sentenced to
death by the Emperor) furthers the view of man as essentially
intellectual being. Where Sebastian's view ie juxtaposed with
that of Fuley loluch it is clearly the more aprealing and
invites the 816¢ence s symoathy.

The account of the physical nature of man given by this
view is an idealiised one; although subordinate to the soui,

the body ie seen as bveing in harmony with it. Accordingly,

o

uley loluch infers the guality of his captives' souls
from that of thelr bodies:

. This is the mporcelain clay of hwsan kind,
#nd therefore cast into these noblk moulds’

Sebastian regards the body as the secondary structure:
'she's a temple v
Sacred by birth, and bW3:1lt by hande divines ' -
Her soul's the deity that lodges there;
Nor is the pile unworthy of the god.’
Hig image has biblical overtones; occurring as it does
in e scem showing Almeyda's power over the two contrasted

monarchsg, it 1lso recalls Adam's descripticn of Eve 1o

Raphael (in Paradise Lost, Bock VITI, 11 . 557-559) :

. . e - - .
‘”£CauAcgs of mind, and noblencsg, thelir seat
! i~ P e -
Build in her leveliest, and create sn awe
Al ke a o 2 e e T N B f e
ADOCUYT ner, &8 a gul ard angellil PLatil. \ &7
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A@thouqh the theory of the primacy of the soul is so much

distortions of the traditionally accepted antagonistic dualism

..b
has, as was indicated above, two uses, and it is appropriate

t0o the milieu
and exceptional virtues. 4And because the suvremacy of the spirit
is by no means an easy conception 1o realise in dramatic form,
(witness the rather strained tonme in Sebastisn's first Dpearance,
before a context of incident is established), Yrydents habitual
enjoyment of grotesque and  vigorous imsgery tends to provide

the dominanf effects. A more fundamental reason for the
importance o materialistic perverted imégery would seem toO

be that in the action of the play, if not in the avowed
intentions of the characters, the supremacy of the sgirit

is compromised.

kS

Cne product of the intellectual thecry of man is
Almeyda's descrintion of her passion for Secbastian:
‘WMine is a flame so holy and so clear,
That the white taper leaves no soot behind;
No emoke of lust; but chaste as sisterts love,
When coldly they return a brotherts kigs.!
But ggainest this must be set Benducar's description of the
wedding ceremony, with its contrasting image of luminosity:
'The spouses kissed with such a fervour,
And gave such furious earnest of their flanes,
That their eyes gparkled, and their mesntling blood
Flew flushing o'er their faces.'
Although the audience may . allow For distorticn in the report of

a disappointed rival, some reaction to the intensity of

= ey 3oy} I 3 1 A S aa AL b I,
Benduear's descrintion is inevitsble. nd in the language of
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nint of discrerancy between the ideal which he generally represents:

~ ST S e e Y A T o B R N N |
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Ting remark on Sebastian's curious expression of lethargy
: T E e AU G I B
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'’y sense hes been so deevly plunged in Joys,
The soul ocutelevt her nour'.

This in fact anticipates Zenducar's diagnosis of the amorous

remzark, the hero's langusge here falls t0 the evidertly corrupt
level of the Fmgerort's, and they suggest that this is avpropriate
to the guilt which he has incurred by incest. Qertainly this
alteration in the herots language indicates an alteration in

his moral state, and precludes the interpretation of the final
revelation of his guilt as an unjustified disaster. DBut in

the context of the whole play the asssociation « vhysical and

material imagery takes on a rather different acpect. If,

as the fable of the play indiecates, Drvdents indulgence in

groes and material imagery of sexual relations %) is

connected with a distrust of powerful sensual passions,

then the attribution of dincest to the hero is really

a dramgtic rationalisation of this distrust. It is in
accordance with this that Sesbastian's incest should be presented;g
not as an end in the development of the tragedy, but as the ground
of the religious analogies which are iatroduced from this

midpcint of the play.

The image used 1o articulate the chage in the hero's

occurs
moral state is that of the Iast Judgement. 1t / on the
herots first avvearance to exovress consciousness of virtue:

‘RBenducars: 'Sure he would sleep.
Sebastian: Ti1ll doomsday, when the trumpet sounds to rise;
- For thatt's =z soldier’s call' ..

Tn Act IT scene 11 it expresses an antithetical state of -

{0
(¢t}

2

sinful unreadiness, though retaining its original military
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terms:

ot the last sounding coulid surprise me more,

That summons drowsy matz2ls to thelr doon,

When called in haste they fumble for thar linmbs

And tremble, unvrovided for their charge.'
On its first avpvearance the image is pert of Sebastianis
solemn virdication of his defeat in terms of 2 Christian ideal
of monarchy, to which defiance of the tyvrant is merely
incidental. On its second avpearance it relers to the
Emperor's unexvected approach, and fleetingly identifies
the heathen tyrant in his relationship with Sebastian with

the Divine Judge~

in which the

Clearly, Dryden inte

g monsto

image was fir

oug iuversion of trne moral situ gtion

gt intrcduced.

nds the marriage with Almeyda tc be seen

as a crucial lapse on the part of his hevo The
encounter of the two morarchs in Act IIT,scene ii presents
the last oprosition between Sebastian's transcendenal and

Muley Moluch's materialiis
antithesis is falsified
There.is at hig point no
bvetween their two views

is taken over by analogi

A new emphasis appe
restoration of Sebastian

states of
Alvarez!

falling house' and '1if
friend/Grown frantic in

'T should bresk through

nind chiefly in

rolanguage, necessarily since the

by Sebvastian's lavnse into self-will.

recsolution of the contradiciion

of man; instead that evaluigbhon

es of familiar impors.

ars in single images after the

»
®

+the characters describe their

images of action, such as

tlike a father, who himself had scaped/ A

on shipboard, I should see ny

a raging calenture'; Sebastian's

laws .../And think them cobwebs? ;

nd Almeyds s 'my honour, like a rising swen ... proudly
plough the waves'. These dynamic images are adapted to
the process ¢f revelation and accombnanying develo m@pt
of gelf~knowledge 1n the chief characters,which is the



94 .

- ~ "~ 5 k oa) " T 1y 1 o~ 3 A -
zets o assumptlions about man should be replaced by linagery

of o vroprascive nature is a reflection of +the conclusion

"

ctffered by the t7w
of exriation, and thus that the nature of man is susceptible
of transformation.

In addition tothe Tast Judgement image discussed

above, the earlier part of Don Sebastian contains scatterc

references to Christian contexts which carry an implicit
(32) : . . o - .

valuation. But the treatment of Sebastian's situation

in Act IIT immediately suggests an extansive mythological
parallel, that of ihe Fall of Adsm. . Dryden connects nis
hero's downfall with sensuality as well as vride, and Almeyda
appears as both catalyst and temptation. This connection
:ady heen made Ffor the more explicit final act of

the play » but there is an important qualification to bhe made:

the version of the Fall used in Dom Sebastian is that whieceh

had proved fruitful elsewhere in Dryden's works, and Sebastizn's
fall, 1ike Dorax's, is recognisably iltonic, though in s few
varticulars it seens to derive fronm Drvdcn s own reworking

of the themes of Paradise Losm)rather than directly from the

epic.

his cormmendation of her to the Bmperor in Act IT (‘'Her
' . e v v e
soul s the deity that lodges there') ard his boast to
the Emperor in Act III {'For such a night I would be what
I am') is clear encugh. It can be exvlained as mirroring
e kind Of change in rels tiocnshiv -nd rhetoric which
‘ (24
cceurs in Milton's Adam and Eve as a result ¢f the Fall.

, -
& 1in Sebasgti

‘.J
§.J
o

LlBge  CEITeioOny,
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ebastian agllows

his better judgement to be overcome, like Milton's Adam,

is evident in the interview with Almeyda ( in Act IT) which

Dryden's hero,

€]

precedes his lapse.

like Adam, isforewarned

of the danger, and by supernatural as well as natural means.

The warnings are rehearsed, but discounted.

emn in

Ll

recalls God's announcement of tention to Raphsel in

Book V of Paradise Lost: Adam must be conscious of hig

responsipility for sin,

'Test wilfully transgressing he pretend
Surprisal, unadmonish'd, unforewsarned.')

In the epic, the Fall is already Ffasshzdowed when,

after her Satan-inspired dream, Lve acquires tre art of
(36)
casulstry, and Adanm accedes to her demands. This stage

tco ds repvresented in the interview between Sebastian and

Almeyds. When the prohibitions against the marriage are

argued away cn the grounds of superior knowledge -

'He knows not
Thou art a Christian: +that produced his fear' -
and the horoscope dismissed ag 'impossible!, one is
‘reminded of Eve's reasoning:

tour foe,
Tempting, affronts us with his foul esteem
Of our integrity: - his foul esteem
Sticks no dishonour on our front, but turns
Foul on himself: +then wherefore shunn'd, or fear'd,
By us? who rather double honour gain
Prom hig surmise prov'd false; find peace within,

Favour from Heav'n, our witness, from thtevent.!

Closer parallels of this thought occur in the final scene

) WS B IV, 1 -t S S N SO SR B e 17 3
wiich deals explicitly with the matter of the Pall, when
s PR N [ SR P S PR O, o~ 13 Vo o o g o~ —§~L{\‘—}‘ ,s,,,(__ ;,.:
Se DastTian anda A—LUE.b‘ykla, L je ey A.L Vares LT BT g\,- P [F¢eS N tllt’}’d’ Ix

(This device

?
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in discounting the prohibition. (7)) The ressons

Cu

erre
given by Sebastisn in this
above. There are other parallels between the two scenes
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nto gin. Frominent in both is an elerent of pride in

pode

natural endowments, beauty (in Act IT scene 1) and noble
deszcent ( in both scenes). A similar self-deceiving oride
is seen in Kilton's Eve when she accepts the serpent s
flatterirg valuation of her (in Book IX, lines 532-548,
and vrefigured in her account of the Satanic dream in Book 7).
4nd the conclusions which:satisfy this pride are patently
specious: Sebastian offers, and both lovers finallye
accept, an argument which denies his previous assertions
about the primacy of the gpiritual faculty in mans
'Thou can'st and die urperjur'd,
And leave an unaccomvlished love tehind . . .
*The ties of minds are bui imperfect bonds,
Unless the bedies jJjoin to seald the contract.!
This argument forms an extension ¢f the Christian-Stoic
denisl of suicide, and thus partakes of ils force. In the
final scene the conjurtion of gvecious . reagsoning and a
Christian view of suicide again occurs. %hen Sebastian's
claims of innocence are finally overcome by Alvarez' proofs,.
he decides to resort to suicide., Tnig resolve itself
embodies speclous reasoning:
(t*Ye cruel vpowers,
Take me, as you have made me, miserable;
You cannot make me guilty; 'twas my fate,
And you made that, not I.!
Yy ?
The sulcidal intention, which in this context constitutes
the denial of the burden of original sin, is again averted
by a characior reasoning on a superior level. Tn the earlier
scene the shift was from Almeyvda's vagan Peasoning to
¢ Gnristisn Stoicism: ir the later it is from

LR ST S 3N

a pagan Stoic to a tTully Christian view of the issue., But the



hristian view of

]

redeemed by the herotg adoption of =
guilt and suicide. Thus there are close and complex
thematic connections between the scene which presents

-y
i

tre expulsion e of the Fall analogy and that which

r

ta

i8]

has been claimed as revealing the preconditions of the
Fall in the chief characters.
In the post~Revolution phase of the play, where the
X ... (38) .. . i .
Pall anglogy is made explicit, Miltonic details continue
to appear, To depict the relationship tetween Dorax and
Sebastian Dryden utilises the material of the earlier books

of Paradise Tost. The court of Portugal is equated with

the pre-existing perfect scciety of the court of Heaven,
marred by ILucifer's jealousy of the favoured son. Dorax?
challenge to Henriquez introduces a hostility which leads to
his expulsion; the analogy with Iucifer's fall is
completed'by Sebastian's claim that he had foreseen all.

the consequences of Dorax's rebellious pride:

'T knew you both; and (durst I say) as heaven
Foreknew, among the ghining angel hogt ,

Trrl

Who would stand firm, .who fall,!

God's foreknowledge, both of the resul’s of the War in
Heaven, and of Satan's future intentions towards the new
creation, is a function of ilton's interpretation of the
Genesis myth.(39) The regored court of Sevastian is next

degcribea by Dorax in terms of the second created society

by means of which, in Faradise Lost, tle defection of Sgtan's
2 b

B . T U S, Sy A AT T e
Darty 18 TO 0& Compensaveu.
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Toe wnole staging ¢ s the influence



from their earthly paradise. iltonts two divine

“ S BT S T, . 1 1 3
coungellore, the Son, =2nd Lichael, have equivalents In
] By P 3 - |
Drydents Alvarez and Dorax. By Alvarez Sebastian and

Alrevda are First brought to understand their guilt (as are

{4G;
Adsm and Fve in Rook X of Paradise Lost). Rather as

Yichael leads Adam to the top of the mountain to show him

the universal consegences of his lapse, Dorax is sald to

~

24 Sebastian by his reasonings to the brink of hell:

[
®

t0h thou hsst given me such a glimpse of hell . . .

"That looking in the abyss, I dare not leap.

And now I see what goo@ihou mean'st my soul,

. . 'tnon hast indeed

Qbuewred a devil, but didst an angel's work'.
Sebastian thus discovers both the individual consequences of
his despair and the social perspective in which his sin must
be set. Iike iilton's Adam, he is then able to accept
the need for physical separation from Eden (that is, from
those things whieh constitute the 'paradise’ of Dorax’'s
recent image: the idesal gocial order of the redored
Portuguese court, and individual harpiness in his wife and
friends) as g precondition of attaining the Paradise within: 2

'Heaven has inspired me with s sacred thought,
To live alone to heaven'.

Pinally, at the moment of parting Dorax draws the landscape
of the expulsion:
tyou must go,
Where seas and winds, and deserts will divide you.
Under the ledge of Atlas lies a cave,
Cut in the 11V1ng rock by Nature's hands?.

When Dryden made his adaptation of Paradise Lost for

the stage, he skirted the subject of Satan's unbounded

canacity for evil by insiding on precise motvives. On the
one hand, he emphasised Satan's territorial, or political
jealousy of the new creﬁion; on the other he connects Satan's
jeslousy of adam and ¥Bve, in Typicsl heroic fashion, with
the attraction of Eve'ls beauty,(il) In Rook V of
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Paradise Lost Nilton represents Satan as resenting the

fact of being exluded from the nossibility of companionshivp.
In Don Sebagtian, the motivation which served for Dryden's
Satan does duty for Benducar:; the statesman is jealous
both of his master's power and Almeyda's beauty. The

char

and thus guite ﬁ%ﬁwf&l]j with Sa

function of templter with kuley Zeydan sn
as with his master, dbut he is not direct
the play's maia Foll anzlogy, so0 that hi
could almost be

function.

acter is already associ

with Sebastian he 1is, quite

role of tempter

of Sebastian, so that Pere hisg fuunction is amlogovs

3

that
pregserves tre

manifest

disfigured traitor ,

agspect 1s not to be thought of as merely

of the Satan of

3in crder 1o

Paradise

ated with Shaftesbury

gratuitously,

(472)

He fulfils the Satanic

d Dorax, as well
1y involved in

g Satenic function

87

1D D ke

assigned the

provide a basis for the v

Regoined.

Miltonic discrimination betwe

I¥3)
it

ations of Satan, as glorious rebe

may be assume

And since
en the two
1 angel and

ed

(A &

Benducar's 8§

con

The last section of“Act IV applies the analogy of

regarded as an off-shoot of his political

But at tle only point when he is brought together

Dryden

as

atanie

Lucifer's Fall to the rebellioun of Dorax in some detail,

but before

of the vproud and

with denRQC&r

variety of treason and Bendugar!

this

point he

in

of an open antagonism -

and rather resembles Lucifert's oven

EBenducarts c

cepted war,

overt be

has been

which he

char

Act IT he distingulshes

N

denoun

=]

etween hig

o

ced!t

pellion in Heaven

sectericed as 8 rebal

resentful type, and, inar interesting scene

o¥n

°

H

etrayal of trust is linked with Satan's

Tre=gon agaings the hwnan palr by Dovaxis predichion of the
contempt of hell, which echoes the 'diamal uriverssl higo !

5 . N s ey 1 - B e
which greets the returning Satan in Rook X (Ll, 5u 509).

The former was the result
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s . 74 H
Although Dryden is clearly following mlltOn g account
of the genegig of sin, nis abttenhicn  1is focuased ¢n the
figure of the rowal hero. This fact, and the principles

[}

of decorwun veculisr - 4o the heroic drsma, explain  the
comparatively pascive role of Sebastian's partner in guilts
Between the sine and methods of the tragic tradition in

which Dryden is working.and those of a gtructure of analogy

“‘5

7
designed to enforce a moral ve:ception)%ac e ig naturaslly
a wide divergence. This appears as an unevemess of intention

in the vlay. Hogt obviously, Acts II and III of Don Sebastimn

introduce tentatively the analogy of +the Fall, while the
action 1s directed towards the revolution catastrovhe, and
the traditional heroic forms continue to create the domingnt
effects. At the end of Act ITI, Almeyda is reduced to

Degeing the tyrant 10 gpare Sevastian's 1life, while the

hero himself is disarmed by the tyrant's guards. Although
this humiliation of the two lovers is, in terms of the
analogy, an appropriate immediate effeet of their lavnse,

it relates more obyviously to the familiar class of scenes

9

portraying unrelienting tyrants and heroic lovers in extremis.

C

Indeed, certain elements of the play, notakly the character
of Koley loluch, have no place in the scheme of analogy;
and 1t is only when thegse are removeg)with tre revolutibn
of Act Iv}t it the analogy of the Fall and Redemption
he,0¢es comprehensive and eminently explicable, From this
point, too, dramatic incidenﬁscease to ocecur. But even at
this gtage one carnnct speak of g Tigorous épplioation of

iesl material., The 'Imcifert of Act IV is redeemed

and hecomes the guardian wngel' of Act V. Act V itself only

3 3 N .
-Gramatises the expulsion from the earthly paradise; . Dbui
together with the last gection of fet IV it runs through the

analogical material from the fall of Tucifer onwards
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Dryden’s habitual reliance on familiarity with the

afTechive value of

[}

an elliptical reference to it, is one factor which mugt be

taken into account. But the rcason foer his curiouvs srvrangement

1]

of analogical meterial must also be sought in the total moral

economy of the play. In the Qre»revoliion stage of

Don Sebastian, as Rothstein points out, a self-indulgent
( lg

vagan —orld is depicted by the sub-plot. Its extremely

<&

simple moral order is not suscertible of develonment, and

it is clearly a complenent to the morally responsible state
inally posited by the drama.  In the first stage of the action

the characters of the main plot on the other hand constitue

a sort of moral chaos, which is perfected by the fall of the

Christian hero. The revolution ends this state of affairs.

The pagan condition is then left aside as an irrelevance, and

moral chaos is supersaded by the constructiond initio

of a strictly Christian COSmology,with its vpre-existing
Heaven, earthly paradise, and double Fall. It is within
the terms of this cosmology that the moral problems already
raised can be seen 0 be solved. The succesgsion of moral
states in the play is thus carefully balanced to enforce

a Christian view of man, in accordance with the poet's own
religious oonvicﬁons, Stated thus, the organisation of

Don Sebastian can be seen to involve a variey of Dryden's

typical persuasive technigues on the moral as well as the
political plane.(QS) If one attenpts to relate the

play's political to its moral conclusions}the role of
skilful suggestion in producing the audience’s final

inp ression - - hecomes evident.

pointed out, &

;
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of the final quatrain. In King's discussion, the analogy

4

~ o e ey T oy - R 2T et ad 1
a1l occunies s prominent nlace,; but is Teigiea oniy

to the hero and heroine, in accordance vith an dnterpretation

3

tragcedy which stresses the individusl level of the

o
o
=
o

cction. In fact,the basic analogies of the Fall =2nd Redemption
already formed part of Dryden's stock in trade for polemic verse,
since the ratriarchal government of adam was frequently involked
as the ideal Torm of monsrchy, varbticularly by the supporters

of the Stuarts. Brvden makes extensive use of 1t in The Medalg,
where the false state to be set up by the seditious Shaftesbury
is eguated with a monstrous new creation. A thea irical

prologue addressed 1o t%ﬁ?)buchess of York on her return

from exile in Scotland ( combines +the idea of the first
creastion with that of the renewal of creation after the Flood.

The first book of The Hind and the Panther contains an

important passage esteblishing the parallel vetween Adam's

and earthly rule (lines 250-230), while in Absalom znd Achitovhel
there occurs a short psssage particularly relevant to
Don Sebastian which uses the example of the inheritance

)

of original sin from Adam to enforce the idea of an inherited

divine right of kings derived from the same original,
'When Kings were made' @

tTf thoge who gave the 3cepter, could not tie

By their own Deed their own Posgterity,

How then coud Adam bind his future hace?

How could his Forfeilt on lankind take place?

Or how conuld heavenly Justice damn us 211

Who ne'er mnsented to our Father's Fall?! (  11.769-774)

Other poems in which the Fall analogy cr the material of

“®)
Eden ©play an important part are discussed by Roper.

with so much evidence of the vnolitical dimension of the
Pall anslogy in Dryden's non~dramatic verse, it would

Ia¥alis OTTIT LT
SCCR peITvers

(6]

e
L

fd
\g‘}

more it in Don Sebhagiian, 4

scene between Sdmctian snd Dorax st the end of Act IV



L3,
spells out the interdevendence of the personal and political
danta res%oraﬁion.

The general implication would seem to be that the political

sy

versible. It has been shown

@
v

f2ll, like the fall of Dorax, isAr
that the image avvears with this sense in the egrlier political
verse of Drydeﬂ.(ﬂg) The idea of the volitical fall as
reversible is both avnprovriate to Dryden's vague hoves of

a Sbtuart restoration, and necesgary to the final Oyh ritation

to reform_inasmuch ag i% alludes to the collective guilt

of Drydsn's countrymen, The exanmples in the vlay of a

rebellious peonle, the hoors, and a rebellious subject,

Dorax, redgored to the proper rdetionship with a legitimate
monarch,reinforce this optimistic view}uaﬁd serve ag a

model to the rebellious English. ‘

Thig is the main impr ession left by the end of the
political phase of the action. Put the desirable suggestion
tnat political rebellion is reversible, even if only through
the redempbive offices of a heroic figure, is undercut in
various ways in bthae final Act. The remaining characters
explain in detall a political settlement, but this. gince
it dependg on non-~heroic rulers, and fells below the ideal
level suggested by previous allusions to the earthly paradise,
cannot appear either Tinsl, or entirely satisfactory. Under
such rulers as the ambitious Portuguese Cardinal and the
weak erstwhile rebel lioley Zeydan there seems to be no guarantee
of an erd to the state of political flux depicted in the play.

The unsatisfactoriness of the conclugion results directly

from the fact that the monarch presented as most nearly spnroaching

the ideal has relinguished the political stage 88 unwortiny
of hig highest efforts:

* A S ¢

-~

a but a nis f“i;hjﬁg?

nhralt
A bigger bounding stone' .

k3 Renlay

and o globe
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At this point Dorax compares hin favcarably witn the ambitious

5 N . - i
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solitude (t'not so far enamoured of a cloister', etc.).
And the higher virtues which Sebastian will cultivate in
his solitude are thosobelonging fo the soiritusl develeopment

»

o? the individual, which thue, by implication, are incompsaiible

with the active political life of the hero., TIn order to
tlive alone to heaven')h@ must 'die to' his previous passions

and concernments.

]

At this point Dorax too expresses the desire to atandon

o

{

his active role. Throughout the ?lay he has been shown as
fulfilling the redemptive function of the satirist; he has
been the agent both of Sebastibn's restoration and of his
regeneratbion. Thus in the final scene, bvoth the bheroic figures
depicted as capable of improving gociety vprepare to detach
themselves from it. This conclusion supports the curilous
splitting of the hercic function in the earlier part of the vplay,
where Sebastian was represcnted gs isolated from the politiéal
activitiseg of the main plot, replaced as the critic of tyranny
and engineer of revolution by Dorax. It must now be added
that Dorax, in this state of heroic activity, is not
vet reoresented as regenerate.

The positive value represented in Sebastian’s resolve,
the adoption of the goal of gpiritual verfection, may be intended
as a universal prescription. Dryden gould, then be taken
as asserting the comparative irrelevance of the political fall

or redemsion. But even this is a less decisive conclusion than

e 2 ea ~ ~ - . > i i 3 -~ - : -
highest achievement of the heroic monorch, zand even his fate



in 2 human and socisl senge) entails separation from the
normsl courgse of human life. It is possitle to mitigate the
rigour of this conclusion by claiming, uvsing the snalogy of
Oedipus, that Sebastiant's is a special case: that he is
marked out for punishment by his sin of incet. But that

ig not how Dryden uvges the Oedipus myth; 1t is invoked only
in the dramatic form given by Sophocles, to justify the
treatment of incest on the stage, and the vee of portents in
Act II. The effect of the gtructure of dramatic repetition
ingolving Iuley loluch, Dorax and Sebastisn, and still more
of the use of the materisl of the Fall, is to suggest that
the fault of arrogance and self-decention is universal; so
that Sebagtian is merely a pre-eminent exemplar of a general

predicanment.,
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‘great events' in Cleomen

the fTact that the

almocst the same. The eimilarity of the rreni

founded

A

from bme recent defeat of the oace

prince and hero, a defeat which has entsiled his subjugati

a

to weaker king, and exile in a foreign court

the

at least,

stage in the drama the heroic convention de

herots reputation as a military leader be established.

defent ribed to hostile chance, although

ible With the traditional claim of the

..f.‘

funed af

on

ces not int erfere with thig n

-4 4.
interesting

-t

situation. In Cleomenes, as in Don Sebastian

ig eventually sh

pretext,

in the course of the action, it is sctually

o«

finds C1

whe

is displayed in the initial stages of
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eomene S
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the action,

invinceivle

»

the exn

d

H

¥

27ly incomnat-—

defeat is represenved as fortuitous.

mands

ramat

that

A

-

o

sebivwe hero to control

caitions

rated it is not

+ic

the agudience

ing,

wnthat the initial defeat is more than a
ard that, by the terms cf referencsz established

fitt

Thisg

kind of play on conventional expectstions of the herolc in

drama indicates

gome community of strategy between the two

contrasting tragedies.

The r~c¢hod of exposition is also common to both dramas
The mzin business of this stsge of the action, a prolonged e,
particularliy in Clieomenes, is to enforce by various meanus
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a contrast between the defeated hero and his evidently inferior

s o ol L i}
captors. A goene which descrihes the hero's past prowess
J¢ Y ¢

&

and shows by implication the degeneracy of the tyrant's
nonrt is followed by one which reslises the same infor mation

in a confrorntion between hero and tyrant. Refore the hero

g

is introducad into tne alien court, its workings are
fully diesplayced.

Scenes between solitary heroes and powerful tyrants are

frequent enough in heroic drama. In Don Sebastian and

Clecmenes, however, a variation on the sitandard form of the
device sppears; the sudience's perception of +the hero's moral
ascendancy in the encounter is reinforced Dby a ginilar
the part of the hostile characters, Both

tyrants, recognising their own inferiority, publicly owvm
their admiraetion for the evled prince, and are compelled to
changetheir policy towards him. Ptolemy and his advisers
abandon their ides of using Cleomenes as a hireling, while
Muley Moluch is moved to treat Sebastian as his equal,

Muley Zeydan and Cleanthes are made to observe, this
deference to superior virtue can hardly be sustained,

The encounter ig in both plays an ingtance of abortive

incident. Apart from dramatising expository information,

”

the tyrant's isolsted noble action suggests the possibility
of restoring the ideal order of ‘the heroic world under which
virtue enjovs a political and military, as well as a moral,
trivmoh over vice, ttention is diverted beyond the immediate

dranatic question of the restorstion of a prince to the lgsue

-

of the divorce between wirtue and political power.

liction develorped to this erd

ol
o

4

The wvarying kinds of

in the opeling scere of Don Sebastin have already been

6]
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i
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g
N
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digecusged. - In Cleomenes 100 & hierarchy of diection
LEEE
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is set up. The main division is between the language

a s
- M} } 4

and the language of Fgyntian politics. The high style, as 2

- - - - - - . = - - - - -~ . 3T . P

atandard of noble cletion To oe emijated pY Aall Asnlrants

to heroic stature, is absent; unlike the liocors of Don Sebastian,
(c)
the Egyptians have an idiosyncratic diction. Tts main

characteristics are the absence of highly charged expressicns

of direction within speeches. These make for alternstely flat
or jerky rhythms: an exchange between Sosybius and Ptolemy on
their first appearance gives a sample of the deliberate
clumsiness of the style:

Sosybius: Be nleased to sign these papers; they are all
Of great concern.

- B s A~

Ptolemy: 11y plessure is of more.
How I could curse my name of Ptolemy!
For ttis so long, it asks an hour to write it.
By heaven, I'1ll change it into Jove or HMare
r any othex 01r*l mofooy71f ble
_LLLQ,+ Will ¢O‘t .LI‘O M}T "9,116.‘

Thnis vassage also gives an indication of the dramatic usefulness
of such a style; Dbelonging chiefly to scenes of digputation,
it reflects the quality of Egyptian action in the drama, the
pervetual shifting of the two intriguers, Sosybius and
Czssandra, amd the ignoble interests of the court. At the
seme time, the transparency of trhe style makes it a good
vehicle for the implicit Juveralian satire.

Although of a lower style that Sebastian's and Almeyda's
speech, that of the Spartans is, within the narrower range of
effect attempted, the antithesls of the Egyptien style. It
ig capsble of more susbtained movement, shows greater vigour
and digniby; and uges traditional Zuagery with classicising

£
<

e TS SRR s Ly e L. 3 . 4
ffect, Although its chief wrevnrosentative ie the hero, it

+
g

is reflected th deccroug veriation in his entourage, thus

extending the contrast between heroic and degenerate character

T A

from the individual muler o +he naticnal groun.
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Cleanthes, the loval Egyptian erend belongs to the linguistic

vaiunes, and this provides a

=

grouvp associa with Spartan
_ugeful contrast of manners in thosedscenes where he appears
with his Egyptian father.

The language of the hero and his companions is itself
divided intc & diction connected with heroic activity or

sentiment, as in the image of death given to Cleomenes:

‘yet I will not go to ground,
Without a noble ruln round my trunk;
The forest shall be shaken when I sink,
And all the neighbouring trees
S8hall groan, and fazll beneath my vast éestruction'))

ard a diction used for commentary on the Egyptians,
(at its most extreme in Cleauthegs!
*Thou shouldtst have brought

A soft pad strumpet for our monarchils usej;

Though, thaided ve nell, wewwnt not one at home, -

Our mater's mistress, she that governs all').
The difference between them is primarily one of tone, since
poth are recognisadble as variants of a plain and forceful
heroic diction for which the model would seem to be that

of Dorax in Don Sebastian, with its similar variation

between epic and satiric applications. (The community

of language between Cleomenes and Dorax naturally suggests
some similarity of function, an indication of divergency
in the aims of the two dramas.)

Although in both plays Dryden continues to explore
the major theme of the divorce between power and heroiec
virtue, making use of the common device of contrasting
types of language and of favourite themes such as the
corruption of the priesthood and the temptation of sexual
passion, after the first encounter between hero and tyracy
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related types of structural patterning, repetition of
form within the Act, with slight variation, combination

of structured Acts t0 stress tie c¢limax of revoluticn, and
?
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iation of the aciion into *wo vphases dealing bros
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with communal and individusl wvariante of the common theme of
revelution, It has been suggeded that this constitues

.

a persuasive structure,

- § - 2 2~ T .
In the case of Cleomenes, the situation is very different.
Any seccount of the play's structure must begin from g feature

established by the first Act, the uncomvromising centrality
of the titular hero., The play opens with a monologue, and
characters are gradually introduced in dislogue with the
heroj; +the presentation of the Egyntian court in Act II
completes the picture. The pattern of the hero's
predominance esbablished in the first Act is maintained , and
the'secoad, fourth and fifth Acts he is absent from the
stage only for short reriods. In the central portion of the
rlay aloﬁe, attention is focussed on fgyrtiazn intrigues.

The prominence of the hero dictates, to a large extent,
the overall structure of the drama. The events of the play
are almost exclusively generated by the vrotagorist: it is
he who determines to continue his military career, approaches
the Egyptians for aid,and takes the responeinility for the
rebellion. Even Cleanthes and Cassandra, the most active
of the minor characters, function cnly in fesponse to the
stimalus of his heroic gualities: Cleanthes' important
part in the action derives from his desire to emulate,

f . v,
Cassandra s from her desire to overpower, the hero., In this
way the her> acquires a kind of normative function. Everything

else in the pvlay is defined by its relstion to Cleomenes.

*;J
o+
it

Thig point is made, in itz mogt obvions arnlications,

by various characters. In Act II, both Cleanthes and
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Cassandra define Ptolemy's short-comings in terms of

while the infstence at various

-
i

herota pre-eminence amcng Snartans.

The process o0f comparison implies an antithesis between
that - which is included in the existence of the heroc, and -
that which is excluded by it. The zarticulation of this
antithesis parvakeg of varied forms. Among the characters
of the play, although there is no division by plot and
sub-plof there is a rigorous sevara tion between a group
homogeneocus with Gleomenes ({the family group) and the
group opposed to Cleomenes (the Egyptian group). This is not
6n1y tecause the hero is equipred to act as the revresentative
of the Spartan group in dealings with the Egyotians; alternate
presentation of the two groups is a consistent feature of
the dramaitic organisation. The first Act can be sunmarised
as establishing the hero's coherence with Spartan traditions
of public and mvate relationships, the second as establishing
his opposition to Egyptian versions of both. There f%}}ow
a section (eomprising act III and the first sectidn v
of Act IV) which presents Egyrtian reactions to Cleonmenes,
and Spartan ascessmenbts of those reactions, without
any confrontation between the two groups. The remainder of
the play depicts the working-out of attitudes assumed in
$he preceding part, particularly the working-out of Cleomenes!
Spartan ideals of heroic activity in the Bgyptian situation.

At this stage the inherent oppogition between the two groups
is realised in the violent action of the rebellion gcene. A
small but telling example of antithetical structure appea:’s

in Act ITT: Cassandra'‘s assessment of religious observance

st the end of the Tempie scene:
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tTn vain at shrines the ungiving suppliant stands;
hie *tis to make a vow with eunty hands:

aL offerings are the nriesthoscals only care;
ithout 2 bribte thelr Oraciesg are mute:d

~d their inotructed gods refuce the suit!

tef 13
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ollowed imrediately by s speech expresive of the hero's

“b

is
resignation to the will of the gods:
tThe propcesitions are ungug+ and hard;
ind if I swallow them, ‘tis as we ta&e
The wrath of heaven.

We mugt have patience, for

they will be gods,
And give us no account of what

we suffer.
The general antithesis betwesn Spartan and Egyptian
ig naturslly supported by parallels, The beneficent
relationships in which the Spartans are shown nave
Egyptian countervarts: the virtuous friendship between
Cleomenes and Cleanthes is reflected in the hostility
between Fiolemy axl his virtucus brether; the marital
relationship of Cleomenes and Cleora,in the viciocus
relatiohship of Ptolemy and Cassandra; and the relationship
between parent and child exhibited By vhe three generations
of Sparvauns finds a reflection in the relationship of
Cleanthés and his father, which is vitiated by the
staegman's self-interest. The evehts of the drama are
often so ordered as to permit juxtavositions of these
parallel features., Tyrical is a smxdll-scale antithesis
occurring in the third Act, where, while Sosybius abpears
upbraiding his son's virtuous inclinat i cns and lack of
filial respect, Cratesiclaea exhorts her son to prefer
dutr to personal ties, Similarly, the Spartan women
educate the young Cleonidas in heroic legends, while
Cassandra is shown expounding a picture of the rave of Helen.
While the most obvious example of an antithetical
organisation, the oppogition of Spartan and Egyptian

the most fundamental +to the structire
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of the drama. Scott's unenthusiastic summary Xpic

y
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tragedy as
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of a course ¢f action. The act of choice necescarily
implies the existence of alternative poggibilities. But
these are not ©o be eguated with the alternatives presented
by Startan and Egyvtian civilisation, 1if only because

all authentic value is vested in the Spartan term of

the antithesis. ‘"he play contains a series of scenes
showing the hero.making decisions on his course of action,
and these expose the values involved in his cholce of
departure, In the first Act the hero rejects the
posgibility of regarding his defeat as final, andzproposes
reburning to make himself master of the whole of Greece.
The decigion involves abandoning, in part gt least, the
patriarchal role of the ruler(f:%n order to pursue an
1nd1v1duai destiny reoreseatéa as aporopriate to (tleomenes?
Herculean descent€4 ’ In Act ITITI the terms of the choice
proposed to the hero are slightly different: +the condition
of military aid from Egypt is the retention of his family
as hostages. Cleomenes complains of the venality of

the court in wihech he must leave his devpendants, but hi

(

decision is reached already on his first apvearance 3 and

S T

after a scene demonstrating the force of family sffectiong,
it is confirmed ac the more noble choice in the hero's words
to hisg mother:

'*Once more you have ervected me to man,
And set me uvpright, with my face to heaven.’

My
e
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e hero's firet choices define his attituie 1o

eonle and to hig devendants in relation to s
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aspiration to the life of the active hero; nis interview

with Cassgndra in Act IV restriciy the agres of choice

further. What 1g offered in thig scene 1s the sane
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by an act of dishonesty which affects caly the hero's role

as an ihdividual: 1in addition to abandoning his family

to the mercies of the Egyotian court, he is required to

accept Cassandra as companion and migtregg. Finally

the hero's hesitant replies issue in an implied rejection:
'Be agnswered, and expect no more replf'{

Tn this way, the limitationg on his pursulit of the heroic

ideal have been defined. A change at this point, from

expansi&e deliberation to rapid movement and viclent actiOn)

marks a new phase in the develcopment of the tragiy. In

the following sceneg, the consequences of the hero's

choice are exemplified on both theatrical and et:hical planes,

with the estsblishment of an slternative form of vitue

There is thus in the tragedy a level of ‘choice! which

The succession of choices offered tu the vprotagonist focusses
on a tension between the demands of the militgzﬁ' heroic

‘code and those of a responsible social existence. This
tension is referable to a standard theme of the period; that,
of the dual nature of the monarch. (The theme had been

a background motif of Byden's major polemic voems, implied
equally in the description of Charles/David in

Absalom and Achitovnhel and of James IT 3in

The Hind and the Panther Book TIT.) And the fact that
two value ~ystems are embodled in the plays extends the

motif of confli
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otagonist.

ntitheails which nervade th
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although dependent on the dual role of the hero, are not

always 5o organiged as to run Dars lel with it. Scenes

fmd

depicting the exercise of one OT other function of the
hero Ao not neceszarily coincide with discussion of that
function; and this makes possible some counterpointing
of antithetical vpatterns. The instance of the Egyptian
andSpartan opposition has already been mentioned.

The dramatic structure of g}eomenes is thus more

restricted than that of Don Sebastian, although it may be

claimed as more explicit. Tt showsonly in a rudimentary
degree any of the structural patterns used to articulate
significance, as well as circumstantial detail, in the
complex action of the earlier play. The absence in
Cleomenes of the microcosmic a;erarchy of linguistic and

tsocial! groups precludes the klnd of inclusive wvariety

attempted in the act form of Don Sebastian. 1In Cleomenes,

the only aprarent restraints on the act form are those
arising from the protagonist's centrality, which make it
pecessary both that the climax of each Act should coincide
with an appearance of the protagonist, and that each Act
should represent both the state of the protagonist'ts mind
and that of the groups of characters who constitute hisg
environment. So the overall form of the play cannot

be described in terms of the pattern of its Acts, as was

tHe case with Don Sebastian. Of +the overall form of

the play, it can be said that the protagonistts activity
is most vprominent in the first and last pcts, and that
the Hgyptians figure most in the central part of the play,
Bug since their function is to provide the movement of

intrigue, and the stages of the hero's creategt prominence

are those of his first introduction. and final downfall,
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this patterning can hardly be regarded as having great
aramatic gignilicance. S Anocther oharacd teriatic of the overall
structure is its climactic forms +he gequence of incidents

and evenbs acceleratoo ag the nlay DTOLTEesSsSes, and the effects
theatrically spectacular - are concentrated in 1ts final

his sense Of climactic action:
(*Let his armed figure on nis tomb be setlesss)

1Those glories growing %1 11 his latest breath,
celled all others, o3 his own, in death.’ )

An important factor in sustaining this sense of a cumula ﬁlVe
sction through the ealier stages of the play is the
expectation of heroic military action, and of an eventual
clash between the hero and his Egyptian hosts. Thie is
aroused in the fipat Act. Put it is a featu re/gépendant
on verbal reference than on theatrical strategy. And the
same ig to some exbtent true of the contrast betweeun the
public and rrivate poles of the hero's activity, although
+their fusion in the last sceane, set againet thelr gsegregetion
eslier in the play, is the most important means of
establishing the hero's death as a triwmph of virtue The
alternation of epic and satiric modes, another important
petterning in the tragedy, 1s also dependent on verbal
reference.

With its Tigo rous progression towards the hero's
death, Cleomenes lacks the dramatic and intelleciual

interest provided in Don gebastian by the transposition

of the reballion theme in the second phase of the achlon.
Only the overlapping of antithellcal patterns introduces
some varieby inte a structure which is ctherwise somewhat

ip gome manifestations, the antithetical
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and concentirate dramatic interesti. There are distinet sigas,

in attempts at liaison de scene and limiting of speaking
character (3) that a French dramatic model influenced the
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tlamed for the play's uniformity of device and emphasis,
which, by comparison with the persuasive richness of

Don Sebastian, can only be characterised as assertive.

The conclusion invited by such different dramatic
strictures erected on similar premises 1s thét Drydents
interests, or even intentions, in depicting the heroic
monarch had altered by the time he came to compoOse
Cleomenes. But in the case of this particular Jdrama,
direct inference from dramatic structure to its gererzl
purport is hindered by two gspecial factors which may have
affected the change of technique: ‘the play 1s closely
based on literary source material, acknowledged in the
preface; and 1t is a notatly uneven work, of which the
author apvarently tired towards the end of its composition.

(A letter from Dryden's friend Walsh, written in the swamer

of 1691, indicates that the poet had been considering embarking
to (4)

on a new project as an alternative/completing Cleomenes. )

On the other hand, it can perhaps be argued that these

factors are symptoms, rather than causes, of his incipient

>

e heroic mode, at least in its dramatic

version and its conveniional accerplance,
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had considered the dramatic possibilities of the subject

long tefore the Revoluticn {‘'seven or eighi years since').

-

+
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s +that Tord Falklend testified agsin e
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cnarges O po litical intention in the play:

tPhat in g French book, which I presented to him about
that time, there were the Names of many subjects that T
had thought on for the Stage, amongst which, this

Tragedy was one.'

Tn the writing of the play, then, Dryden's pre-existing

o

notions of the dramatic potential of the historical sources
can be expected to have influenced his reading of those
sourées, and to have minimised the apvsrent limitations of
adherence to a historical téxﬁ.

‘Dryden cites two such sources for Clcomenes, Plutarch

and Polybius. In fact, the play is so vermeated with the
detsils of plutarch's narrative that this can be said to De
its sole congciderable source. Tn relating play to source,

ference will be made throughout to the English translation

s
®©

O

f The Life of Clieomenes made by Thomas Creech for the 1683

edition of the Parallel Tives, to which Dryden had contributed

(5)
a biography of the historian. This translation Dryden
prefixed to his published play to forestall adverse comment;

but it was also, as can be shown from the play itself, a
version with which he was particularly familiar. In g
number of ingtances he echoes Creech's actual phrases; some
imitations are so slight as to seem unconscious, and suggest
close scquaintance with the text.

Plutarch's biography provided Dryden not only with
the characters and incidents for his tragedy, but also
with a number of scattered details capable of contributing

to a moral structure. The gcope of the play is far more

restricted than that or the biography, for
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'The Action is but ome, which is the Death of Uleomenes;
and every scene in the Plgv, ig tending to the Accomplishmentd
9 [ be

v
o s i Desn
of +the Iain Des i C_l’l' )

but Dryden's compression of the material from Plutarch is

3
i
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+,,..1,1,,:\v inelueive. Te inecludes, for examnle, the almost

sociological detail of the entertainment offered to revrieved
prisoners. (&) Nor does he confine himself to revrecenting
the details of “he last stages of Plutarch's narrative; incidents
and minor details widely dispersed in the original are transposed
to the Bgyptian setting (a notable exanple i1s the scene
between Cleomenes and his mother, vpart of Dryden's Act 11T,
scene iii, based on an expamive debate between the correspondiﬁg
plutarchan characters on the guestion of sending hostages from
Sparta to Egypt). ther incidents of Cleomenes' Spartan
career are suggested in allusion or narrative, for instance the
death of Bleomencs'  brother, which the hero describes t0O
Ptolemy in Act II, scene 1ii.

) Dryden's habit of assimilating relevant details from

various sources into the presentation of & single idea or

analogy, is fzmiliar from the non-dramatic verse, and has also

bheen seen in the construction of Don Sebastian. Tn thege works

o

he process dependg for its effect on a certain é%areness of the
diverse sources, which ensures that the criteria or éffects
associsted with them are imported into a reading of the- text.

Tn the censtruction of the fable of Cleomenes, however,

the procesgbf assimilation and recombination of material has

o different focus: operating on a single class of material,
sxplicitly acknowledged, 1% realises the (alleged) import

of a8 sequence of events by recombination of its constituent
detalls. (%)

A good example of Dryden's manipulation of his source
g P N 4

[

material is his characterisstion of the King of EBeypte of
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the two Ptolemies of Plutarch Dryden retaing only one, the weak
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. Tn Plutarchis account the young king
tghut up smongst his Women! ie nc more than an emblem Of
nroflicacy, and it is the older Ptclemy who belgtedly recogmises
that Gleomenes is -

15 Man of deep Sense, and great Reason, and o+ s s

that he did nothing unbecoming the rreatness of his Birth,

por tent under Fortune . . . Was asham'd, and repented that
he had neglected so great a Han'.

Thig passage provided the bagiec for young Phelemy's =mbarrassed
I'4
(8)
contrition in his interview with the Spartan; the last
gentence _is in fact paravnrased by Diweyden:

1T have been to blame;
And you have justly tax'd my long neglect.”

Adding together Plutarch's sketches cof father and son seems an
obvious and convenient compression. But Dryden also makes 1t
the means to improving the balance of his tragedy and of extending
his illustration of the nature of vice. Ptolemy, as king of
the Egyptians, is the natural Toil to the Spartan leader.
By embodying in his Ptolemy the two kings' diver® ent impulses
towards virtue and vice, Dryden gives the character the complexity
and weight needed to balance the inevitable comparison vith
his hero. Tn this connection It is interesting %o notice
that in one. scene, that of the gsacrifice in the temple of

(9) slavish
Avpis, Ptolemy's/devotion to Cassandra ig sympathetically
presented: his ludicrously dignified private prayer includes‘
unselfish supplications for his mistress’ pros perity, and
ig flatteringly juxtaposed with the mistress! prayer for
personal power and SUCCESS. The depravity of Ptolemy, like
that of Moley Zeydan, is shown as cnsequent on that of his
associates. And by showing actual vice co-existing in
the tyrant with the possibility of virtue,Pryden extends the
sccount of the first mipicler's hogtility given in Plutarch's

narrative
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'But Sosibiusg, the chief minister of sitste, thought
that » . » .1i% was not safe to let him go, being an agpiring,
daring man, snd well acquainted with the digsecase 3
weakness. of the kingdcm; for nd presente, no gi
win him to compliasnce?' .

().

ms, could
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by the Egyptian court are the result of his moral rather than

political strength. Dryden thus connects the general depravity

of the Egyptians with the conscious rejection of virtue by
the corrupt will., The simple reoryarication of Plutarchts
two

allusions to the/Egyptian kings contributes to the play's
structure of antitheses by reinforcing the moral, as well as
the dramatic, dimension ¢f the antinomy between Spartan and
Egytian,

At one point Ptolemy is compared with the indifferent
deity proposed by Epicurus:

'Digdaining care, and lolling on a cloud' . . . .

' .. . the thoughtless Xing returns
To native sloth, shifts sides, and slumbers oun.' (10)

This is reminiscent of Plutarch's degcrivtion of Leonidas of
Svarta -~

'The Xing minded nothing, dewlfnLﬁg; 1f aobody gave nim
any disturbance, to was®e his time in Ease and Riot? -

and iadicates that Dryden's Egyptian king comprehends all the
failings of the ineffectusl monarchs +ov whom Plutarch's
Gleomenes opposed himgelf in the course of hisg career.

The?'associationéf the degeneracy of Egypt with that of
Sparta before Cleomenes' rise to power is carried throygh,
nore significantly, in the treatment of the vopulace.

Plutarch's indictment of Egypt had extended no farther than

the court, —hile )Dryden's play exvplicifly condemns the
(El

whole nation According to Plutarch, the state of

Spzta before the intervention of Cleomenes was auch that
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Here is the material both for Cleanthes? gibe:
g

'?".";O’lld'gt 't___iU_ 7_1"11’10 h(}rgeg hg‘r@ ‘f;(\ ghgmp cum wenl)
the very woerd,of gririted and war, ,
Are tresson in our clime'

and Sosybius' mistrust of the valiant iMagas:

', .why this ostentationh of his virtues,
His bounty, valour, and his temperance.'’

Oleanthes!' freguent strictures on the Egyptiang repeat the
theme of national degelieracy.

Thig detailed expansion of Plutarch's censures on

the Spartan peoplé can be seen as a typical expression

of pryden's contempt for the mob. But it has also a 1arger
significance when related to the stage of the play's

action which involves the hero and the Egyptian populace, the
abortive rising of Act V, In the earlier part of the
plaj, the general depravity acscribed to the Egyptian nation
serves not only to emphasise Cleomeneg' moral isolation

and thus to increase his statdare, but alsc as an incitement
to action. In Plutarch'®s biography, it is the young and
inexperienced Cleomenes who is represented as instituting
reform by military means,

'obgerving the citizens of all sorts to be debauched,
the rich negilecting the public, and intent on their own
fain and pleasure, snd the poor being cramped in thelr

private fortunes, grown inactive, cowards, and not

inclinable to the Spartan institusion and way of breeding!
Dryden adapts this description to the last days of Cleomenesy
and so gscures for his hero the moral lustre of the reformer,
which alleviates the ultimate futility of the action. The

rebellion ¢f Act "V -, which in Dryden's original was an

ugly and incidentally unsuccessful act of personal revenge,

- > he 1 s A e a
ig made To evnress an urge to popular refam as well as delimnce:
Clcomenes’ batlle-cry of 'Iiberty and Magas' explicitly promi
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a better order. The ensuing defeat, as managed by Dryden,

has dignity as well as pathos. Corsiderable prominence 1is

given to ‘the citizens' rejection of Clecmenes' battle-cry,
{(12)
snd thus of the ideals 1t represents; =0 that the defeat of

the nero nas the significancc of tho defea’d of an ideal,

of human dignity. (At the realistic level, the defeat can

he seen as avprovriate in the context of the poet's scepticism

abtovt 211 popular movements. ) Here again, the compression

of events,¢9quential in the origingl answers to the poet's

concepﬁion of ?heir inherent import, as well to the conventions
13)

of the stage.

The second direction of Dryden's modifications of

)

his source is expansive . While the compressions oulined
above serve to focus the figure of the Spartan hero, these
serve to exploit the affective possibilities of his decaying
fortunss. In the 1leres of Dryden's

Heads of an Answer to Rymer, these elaborations extend the

spectacle of ‘'virtue oppressed',. which is the alternative
tragic theme to that of ‘vice puaished’. fhereas the latter
is fitted to arouse terror and admiration , the former

ig fitted to arouse pity. The development among Dryden's
conienporaries of a taste for the gentimental drama (?“)
must be held partly responsible for the greater prominence

of 'virtue oppressed' in Cleomeres.

The £a11 tale of Dryden's elaborated ancillary characters
is given in bhis preface. Of the mogt important group,
the hero's family, it can fairly be aaid that their main
function is to illustrate the pathetic aspects of the hero's

aituation. Their presence helps, 0f course, to provide the

movement necessary to sustgin dramatic interest. None Of
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Gratesiclea, the stoical matriarch, appears in Plutarch
ss the promoter ond exemplar oF SuArTan virtuess Luh Two

instances of fis function in the pley (her position as mentor
to the hero's son, and the instruction in fortitude given

to her fellow-victims in her final appearauoe) indicate

or

hat she subsumes two other examples of Spartan womanhood
mentioned by Plutarch: the young Oleomenes! first wife, who
instructed him by the virtuous example cf her first husband;
and the wife of Pantheus, who set an example of fortitude

40 the other dependznts of Cleomenes when seized by the
Egyptians. And in creating an additional character from

the 'eldest boy' mentioned by Plutarch as attempting to
commit suicide on his father's death, Dryden would seem to
have been influenced by the description of the youthful
Sleomenes in Plutarch's narrative: '

' 5 gpur of vassion always galled him, and his eagerness
to pursue that which he thoaght good and just was
violent and heady® . - o

In particular, Panthzus' commendétion of the child's spirit -
*Tf fortune takes nd off this boy bvetimes, |
He'll make mad work, and elbow all bis neighbours' -

which is followed ny the image of the fightiug cock =

tWhat wilt thou be, young cockerel, when thy spurs
Are grown to sharpness?' -

echoes . a pronouncement made about the young Cleomenes to
the senate of a neighbouring hostile state:

t wIf you have any designs upon the Tacedaemonians, begin
before this young eagleis talons are grown." '

" Both (ratesiclea and Cleonidas articulate values central

to Plutarch's account of the Spartans. This cannot be

)
4

claimed for the character of the youug wife Cleora. Cn the



basis of an allusion in the Life of Cleomenes to
ts free~born woman taken from licgalcepolis, after the

death of his wife!, Dryden undertskes to furnish his hero
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spectacle of beauty in distress. Plutarch had slgo mentioned

a young woman as being executed with Cleomenes'! family,
'Pantheust's wife, a very fair woman, and of a stately
carriage, who had been but newly married, and suffered
these disasters in the height of her lovet.

This may have given a hint to the dramatist, for in the

preface he describes Cleors in similar terms:

10leora was in the flower of her age, and it was yet
but Honey-mocn with Cleomeneg.'

The parallel goes nofarther, for Pantheus' wife, executed
by the Egyptians, displays the fortitude of a Cratesiclea;
while Cleora's range of feeling is tha’t of the sentimental
heroine —~ a typical utterance is her profegsion of devotion
to her husband:

tPor me, while I have you, and you are kind,
I ask no more oI Heaven'.

Dryden does not develop the character muca farther, and one
may assume that the reasons for her incluéion are nmainly
structural. A Wife.is necessary to complete the patitern of
familial loyalties which distinguishes the Spartan group
from the Egyptian. On a2 more practical plane, the customs
of Dryden's theatre demanded some feminine interest in
gerious drama, and the vairing of a helpless victim with

(15)

a harpy was a favourite device. The exigencies of

the general dramatic conception derived from Plutarch's

narrative similarly determine the develorment, from the
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allugiong of the narretive, of other supplementary characters.
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concerns of this chapter.

Drydents care in rg;regen{ing and manizulating the
details of his source has already been demonstirated, The
play also shows sigas of éoncefn for the integrity of its
gource. Although Dryden adds freely, he alters as little
as possible; gso cthat the balance of the narrative s final
stages is retained in the play. He follows Plutarch in
presenting his hero as atandoned by his Egyptian friend; an

tne misunderstanding

‘additional scene is necded to clear up 3

s0 that the revolt car be represented, as in the original,
as the werk of a group of friends. Plutarch balanced
the scene of Cleomenes' suicide with an equally full description
of the execution of his descendants. Dryden spares the
audience the execut ion, inserting instead the more pitiful
prison scenes, and placing them ag a prelude to the greater
evenis of the rising. And the final tableau of the dranma,
like the final paragravh of the narrstive, shows the hero's
Egyptian encries acknowledging higphreatness.

In addition, two specific passages in Plutarch's narrative
suggested larger features of Dryden's tragedy. One is
the comparison between Cleomenes and the ox-god Apis,
made by FPluvarch's Sosyblus, which becomes a rTecurrent imgge
in the play, and will be discussed in the context of its
patterns of imagery. The other is a debate concerning death
and Gefeat between Cleomenes and his follower Thercyion,
vlaced by Plutarch between zhe Spartan and Egyptian
phases of the hero's career. The +twe speakers offér

opposing viegws of the Spartan defeat and the hero’s

[0}

subsequent flighd: +the first, Thercyion, reviews the grounds

for shame and despalr in the



127.

that suicide is preferable to the life of the defeated:
PAre we 00U gLill masters of our own swords? . .
shiall we not here free ourselves from this disgrsceful
misery, and clezr ourselves t0 those who at Sellasig
died for the honour and dsfence of Sparta?!

Lryden cvensg hig tragedy at this point in the hero's career,

and the first scens follows the course of Therycion's speech:

Cleomenes reviews the various circumstances of his defeat,

'0 havoy
Of those
And lived no
Base as I was

fatal fight,
country's logg!
1len trhere too . ., 7

function of Therycion's
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despairing spesch is to provide a point of departure for a
vindication of Cleomenes; it cuiminates in g description of
the conditions under which suicide becomes heroic. It thus
anticipates the ending of the narrative, and pre-judges the

hero's death. Drydent's remark in the preface -

'The action is but one, which is the death of Cleomenes;
3 ’ 3 - A

ané every scene in the play is tending to the

accomplishment of the main design' -

indicates that he has followed the climactic form of <he
Pluarchan dislogue. The conclusgl on reached by Plutarch's

Svartan genersl is that
'a voluntary death ought not to be chogen as a relief
from action, but as an exemvlary action itself; and it
is base either to live or die only to ourselves.?
To read this as a gloss om Dryden's final gcene is valuable,
since it explaine the very elaborate staging of the hero's end.
The vwole courge of the drama, from the hero's despair to
his justified death, is encompassed by the two speeches of
Plutarch; but there are also detailed corresvondences
between the matter of the two works which make it pogsible
to0 regard Drydenis play as an exvansion of Plutarch. Thetopics
of Therycion'is speech are all develonsed and rejected, many of

them in the fimt scene, and the successive forms of adversity
{1
§-¢U

described by Cleomenes are enacted in the course of the play

A
7
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It is clear that Cleomenes faithfully represents a
single source to an extent unususl in Dryden's drama. The
only precedent for such close imitation iz The Duke of Guise;
but in that play the authors had drawn from Davila's history
a univalent interpretation adapted to their political purposes.
In the case of Cleomenes the relation of the Tinished play to
its source has been showa t be rather more complex. The
nature of the gource used is different: the Greek historian's
blography can be regarded as a work of imaginative literature.

That Dryden actually saw Plutarch's work in this light is (18

shown by his discussion of it prefixed 1o the edition of 1683,

That in writing Cleomenes he was responsive to the literary
gualities of Plutaxh's Tife' seems clear from the text's
pervasive influence on the arrangement cf scenes and dialogues
in the play, and varticularly from the development of the
Plutarchan discussion of death and defeat into a central theme.

In general, the treatment of the gource seems to pursue the

(

aim that

tthe spirit of the author may be trangfugid and ye &
¥ J ¥
not lost:? 3

an alm proposed in the Preface in Ovid's FEpistles of 1681 as
that of the best translation. And gince Dryden's theory
of perivhrastic translation includes the funcition of elucidation,

often entailing at least implicit evalubion, it is perhaps

.

legitimate t0 summarise the play's relationship with

Plutarch as that between (theatrical) translation and original.
The evaluative element in Dryden's transposition of

Plutarch indicated to a% least some of his contemporaries

implied ori-icisms of the political situation. The subject

of the drama was immediately suspect, since the traditional

requirement of noble charactere and great events in tragedy,
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Cibber's story of the curtailment, in 1710, of his vproduction

of Richard IIIQOn the grounds that the fate of the deposed

Henry might reeall that of James II. Thus it is not surprising

that Dryden's disclaimers of political intention were not

entirely accepted, and that the play had to be cut for
(13)

production.

Clearly the political metivations involved in Cleomenesg
are most proverly evaluated from the text as it stands, and
from its relatieehip with its source. But certsin externsl
factors may also have influenced Dryden's contemporaries in

their assumptions. The production of (fleomenesg was

inausviciously timed, since it followed on the comvogition of
a sPate of unperformed political dramas (which included
Southerne's surpressed Spartan tragedy). The play itselt
offered two main grounds ©f suspicion, Firstly, the them

of dispossessed majesty,as treated in Cleomenes  lacks

the diversified incident and heroic traprings which seem

to have made it acceptable in Don Sebastian. Dryden's sober

concentration on this single theme seems to imply a didactic
aim, wobich could easily be taken to be a political one.
Secondly, the single plot defended by strict adherence to

a resvectable (and accordingly published) source hacd been

uged once before by Dryden, in The Duke of Guise, and this

had offered an undisguised parallel with contemporary event s,

~

so that the use of the same metnod might be taken to indicate
a similar strategy of parallelism, though this time an unavowed
one.

In addition, Dryden had already offended the new government
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Mary's regency and the absence of %illiam on his Irish
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Gsscandra's abuse of power in the absence of Ptolemy as another
(920) Dryden
attack on the Tregency. / has certainly made use of the

Egyptians to satirise hycoerisy, for instance in the Temple

sce

P

B

ney and hypocrisy was a vice which he, like others,
tended to sssocizbe with the sssumed strictness of the new
régime. An slternatiwe suggestion which bas been made 1is
that Dryden's countemporaries eguated the Egyptians of

Cleomenes with those of Absalom and Achitophel, so that

the play cculd be read as an account of James's exile at the
of the French King

French court, and a denunciatfion ?f the reluctance /to
support the re-conquest of Britéin? gince the passages exclsed
were deseribed as 'refketing much on the government', it seems
that the English régime saw itself as reflected in Dryden's
Egyptians.
Given the play's demonstrable allegiance to a gingle

literary precursor, and the internally explicable character
of Dryden s alterations,aprecise rolitical intention seems
less probable than general inepiration, Dryden's asides on
political matters in this period are pertinent in this
context.

The attitude to the English government expressed in
the Preface to Xing Arthur is one of gratitude for their

(22)
clemency to an inveterate opponent ; in the dedication of

the work he alludes apprehensively to the possible

tTnvasion trom the Gauls':

@]

pe it is not coming to the trial’,

+

The publication of Xing Arihur in ract coincided with
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the principal phase of work on Cleomenss; it is difficult

N P - 3 s i N u . i i
t0o recconcile the vacific toene of the Prefsce with the

sleth, The same demand omn the part of Janes, as & prelu
(2.5)
s* , could hardly

'

purs

to what Dryden calls 'FPoreign Attempd

93]

have met with his approval. It seems unlikely, then,

that Dryden intended to satirise the French for their

ck

slackness in giving James militery support. And that
French régime could in faet carry a very different
function for Yryden is shown by a passage in the-

Digcourse on Satire.(1692):

'though he is aun eneny, the samp of a Louvis, the
vatron of 2ll arts, is nct much inferior to the medal
of Augustus Caesar. Tet this be said without entering
into the interests of factions and oa*ties, and relating
cnly to the bounty of that king to men of learning and
merlt a praise o just that even we, who are his enenmies,
cannot refuse it to him.'!

The commendation is hedgedlaﬁout with much qualification,
which perhars reflects Dryden's marked tendency at this period
t0 assthetic patriotism, as well as political caution. But
the image used for Louls, that of Augustus, Dryden's favourite
example of the benevolent absolute monarch, is one which had
hitherto been associated in Dryden's work ouly with Charles Ii,
(It was later implicitly deried to William TIT by Dryden's
refusal to permit the dedication of the Aeneid +o him, and
by the political typolcgy adopted in the vreface to the work.)
Its unge here is highiy charged with personal animu gince %o
equate Loui< XTIV with the supreme patron of the arts implie

an unfiatteing com gon with the inartistic and

wmgympathetic rulers at home. In this context, the Xing
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of France is less a political entity than the locus of

0

7

a projecticn of cuitural valuecs. The passage 1is of interest

e
-
4

for two reasonsg: becmuse its essential orientation is
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indirection of which Dryden was capable,in exploiting the
tensions between the two nations. A preoccuvation with

the values of English life characterises Dryden's latest

( .

r ) . .
verse ‘247, and this fact wakes

. .
gainst the assumption

w

that the satire of Cleomenes is much concerned with the French.
And it is difficult to reconcile the refinement of this
use of France as England's antithesis, tO express the poet's
anti-williamite inclinations, with the clumsy and scathing
satire which results from simple identification of his
Egyptians with either side.

4 single identification is in any case discouraged
by the form of the action. If the Bgyptians are equated with

7Y

aimnes &

6]

attempting to

4

the French, the final act depicts
overthrcw Touis: if they are equated with the English rulers,
equatiormns of James with Cleomenes and lary with Cassandra are
mutually incomratible. ( This arrangement to defeds possible
parallels may have been deliberate.) It therefore zseems

that, as with Ion Sebastian, a synthetic interpretation of

the satire is demanaed.‘

The preface to the Hxamen Poeticum indicates where

]
Dryden s scorn was chiefly directed, and suggests the
most avpropriate interpretrtion of the Egyptian

characters of Clecmenes:

"o Government has ever been, Or aver can be, wherein
timeservers and bloekheads will not be uvvermost. The
persons are only changed, but the same jugglings in
State, the sawe hypocrisY in religion, the same
self—interest and mismsasgement, will remain for evear.

monev will be lavished in all ages, only for
+ of new faces, with old eonsclences.'

{
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This vpassage too was avverenbly construed as an attack

(25)

the government. Iin fac
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degree of virulence betwesn the satire of Dryden’s
pre-Revolution polemic verse, and that contained in
Cleomenes, but to wegard this as directly and solely the
result of oro-3tuart feelings would be to cver-simplify.
The exverience of adversity afforded by the Revolution
enabled the poet to concentrate and intemsify his satire
on the conduct of political affairs in a way that had not
been possible earliexr; for as 1oné as his sympathies and
interests werc mepresented by the Stuart monarchy he was
obliged to represent the country's political life in a
comparatively optimistic light. Politiceal cor&uption he
had always shown as associated with hogstility towards the
autneatic repository of values in political life, the

reigning dynasty. (For examnple, in Threnodia Augustalis

the fears felt by the moderate zbout James's intractabllity
are e%pressed in terms of the monarch's possible exasperation
with the stubbornness of the Commonsﬁ(ZG)) This ccngtraint
on the intervretation of evil in political life no longer

chtained when Pryden wrote the passage from Ixamen Poeticum

quoted shove. Nor doeg it obtain in Cleomenes. A passage
which clogly resembles Dryden's utterance in his own persona
is the Egyptian king's description of his coUncil:
'a pack of bezrded slaves
Grave faces, saucy tongues, and knavish hearts,
That never sreak one word, but self at bottomp

The scavengers that sweep state-nuisances
And are themsclves the greatest,:!

of

i'J'
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3

Obher vassage exvpress a similar wholesalce denunciat

puhlic 1ife, which may be connecied with the doubtful

4
e

manoeuvrings, both pre-~ and posi-Revoiution, of Tnglish courti

A

o
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Within the play, the Egyptisns function as an exenovlar of
commanal depravity, and their apvarent French or
?ost»Revolution Inglish featvres are to be considered as
incidental o this function. +For such a state of communal
depravity only the religicus beliefs of Dryden's later life
afforded a fTrauework, (2?)

The guestioa of Dryden's possible political intentions
in glgomenr% ig aot exhausted in the relationship of the
Egyptians to the vprotagonist, which indeed hardly figures in
the first Act. It is in this opening q+age of the play that
its hero is mosl reminiscent of James IT: two passages in
particularly suggest allusions to contemporary events, though
plutarchan details are alwayvs present. Cleomenes' first
speech justifies his leaving his counﬁry in the hands of

foreign invaders,in terms which Dryden might have used ©o

)
jugtify James's sudden departure on the approach of the
militarily superior William:

'T fought the battle btravely, which I lost;

And lost it, tut to Lacedonians,

Tho successors of those who couquerrd Asiz, . . &

Greece like a lovely heifs; stood in view,

To see the rival bulls each otner gore,

But wished the conquest mine.

I fled; and yet T “languish not in exile’.
The military action is minimised; the first line is so
bald that the 'battle' is reduced almost to a metaphor, while
the fact of defeat is relegated to a parenthesis, and linked
by repetition to the mitigating circumstance presented in
the third line. The most vivid effect of the vpassage is
the metaphoricai transposition of the battle, =i here the
choice of s Virgilian pastoral image has an enhancing effect

it suggests not the organised warfare of Plutarch's biographr,

but the single heroic combat, while tThe defeat is merely

extenuating continuation of the metaphor -
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'"But here in Egypt whet my blunted horuns't.
The sttention focussed by the bull image carries the avdience
onto the easier ground of bthe protagonist's present heroic
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The conquerors are ‘the successors of those who conguered
Asia'; +the topical word presents 2 tension between legitimate

succession (the lacedonians are hereditary warriors and

enemies of the Greeks) nd domination by virtue of guccess
in battle (they are Cleomeneg' de facto succescors). This

is a clear case of deliberate use of a politically charged

expression, but it isused to express the complexities of

an abdication situation, and not to make a political Jjudgement.
The speech seems to offer a parallel to passages

noted in Don Sebastian which reflect an idesal form of

James II's actions. There Dryden had been concerned with
the topics of abdication and tle sufferings of the defeated
leader;s followers. But in this speech of Cleomenes there
are two points of siress; and while the first,the enduring
valvue of the heroic temper even in defeat (1l.1-5),is
appropriate to a commendation of James II, *the second,

the importance of a self-glorifying military revenge, is not.
The whole course of the speech is more adequately accounted

for by reference to the model of the Therycion/Cleomenes

debate in Plutarch. t the same time Dryden could, without
conduct-

falsifying His source, have written a vindication of hig hero's/
rather than an apology; the choice of the latter suggests
at least a preoccupation with the problem of James's £light and
the guestion of the vacancy of the throne.

The cousterpoise to Cleomenes' account of his departure
is the report of Coenus oun the state of Sparta, which occdrs
towgrds the end of Act I. This passage reveals that Clecmenegt

iy

rper To

subjects, 1ike Jamres' yprefer peace under a usu
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legitimate rule with violence, TIts content suggests
iopposed asrrival of William of Orange, and Cleomenes
hag just deécribe& the horrors of organised warfare,
snred his peonle by his fl1ight.,

Coenus beginsg:
«if yvou will Imagine -think some king,

Wno loved his people, took a veaceful progress

To some far distant place of his dominions!' -
suggesting the paradox that a true king is one who bersfits
hig people. The clemency of Antigonus to the Svartans, which
included '¥o law . . . changed, no Custom . . .contvolled?,
Dryden has from Plutarch; but the descripticn of the
enthusigsm of the Spartans is his own -

'No noise was head; no voice, but of the crier,

Proclaiming veace and liberty to Sparta.

At that, a peal of Ioud applause rang out,

And thinned the air, till even the birds fell down:

Uvon the shouters'! heads:; the ghops flew open,

And 2ll the busy trades renewed their tasks ' -
and i4 readslike an account of a City celebration. (Coenus
is of course a merchant.) Of the vassages which suggest
contemporary prolitical issues thie is by far the most
circumstantial , and by associstion it enharces the political
content of the other passage in the play which depicts the
relationship between vpopulace and government (that which
involves Cleomenes and the Egyvptian adherents of
tbondage with easet). Cleomenesg' response 1o the
passage describing the bloodless usurpation is to renounce
his miliary sims in Sparta, a reaction appropriate to a
vinéicatiqn of Jameg .

The proposal that Cleomenes should reconguer vacified

Greece 1g attributed not Lo +the har>, but to his Havourite!

Pantheug, though this meagns sacrificing the role of cynic

L ) N
ph1logopher gketehed for the character in the preceding scene
and reducing him to & gecond and strictly unnecessary
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tfidus Achates?. This attridbution may be made partly out
of consideration for the possible contemvporary vrelevance of
the gituation. Certainly it marks a major shift in the
perspective of the drama. As the exterral action develops,
even the intermitient hints of political reference cease,
to be replaced by extended presentaticn of political manoceuvring.
This account of political behaviour is ultimgtely dependent
cn the experience of the Stuart defeat; bugyiears no more
relation to contemporary issues than a general concurrence
with the stress om court cabals and factions found in
ths versebatires of the time. It has no prescriptive force,
since the tragedy offers no npossibility of an alternative
order ((Cleomenes is portrayed as an a-volitical being )
This antrasts with the evaluative precision of the first
sceng’aﬁ those pointe where it touches on contemporsry issues.

The occasional and inconsequential use of political
reference in Cleomenes is best understood by comparing it with
the habits of Dryden!s non-dramatic verse of the same period.
In the year following the production of Cleomenes there
spreared a volume oOf translations from Roman satirists,to which
Dryden was the chief contributor. In addition to a complete
translation of Persius' satires and the lengthy intwductory
discourse,he provided versions of Juvenal's first, third,
sixth, tenth and sixteenth satires. Of these,jall excedt the
version of the satire on women (Juvenal's Satire 21) contain
somne reference to contemporary events. But sustained conversion
of Roman material to English terms (as, for examplg in
Pope's version of Horace's second satire) is absent. For
rresent purposes it is sufficient to nctein what contexts

contemporary references occur, and what thelr function

.
18,

v
. P

Two digtinet tynes of zilngion aprear. There

are isolated direct references to English events and practices
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which, while defensible in the terms of Urydent's preface

ss alterations designed to remove obscurities, atiract

l‘)

gttention to a svecific situation and permit the reader to
infer a judgement. Thus, the headnote to the (incomplete)

-

re identifies Juvenal's subject with a familiar

r%*

sixteenth sa
contemporary grievance:

tAnd if it be well observ'd, you will find he intended
Invective against a standing Army'.

In Satire X, he gives as the eguivalent of Juvenal'’s
‘panem/ et circenseg' ‘ta Puppet show' which suggests an

equation between the debased and servile pletelans sad the
citizens.of Tondon. The first sstire contains a reference
to 'Scandalum ¥agnatum'. (This type of use of a single
charged expression for purely local effect has been noted
in Cleomenes., Although provoked by the original, tne
reference directs atténtion towards the English situstion

which inspired it. This is particularly clear in au

ingtance which involves a change of Juvenal's emphasig:
in the First Satire, while Juvenal's instances of bad
verse ('Codrus Theseid!,etc.) are reteined, the pascage
justifying the writer of satire introduces an allusion
to the English Iauvreateship:

tTf Nature cou'd not, Anger wou'd indite

Such woful stuff as I or § - = - ~11 vrlte.'

(11.121-122)

Juvenal has

*facit indignatio versum
gualemcumque potest, guales ego vel Cluvenius.'

Dryden's version adds with fwoful stuff’, an ironic eqguation

of his own balent with that of his successor. (The

: L4 2 3 1
Tn =ddition to these isoclated English usages there are

occasional expansions of the text which have an indirect
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connection wi%h contemnporary events, 3ince Dryden frequently
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snvisages the eitustions of his

in terms of issues or events which figure in his original work.
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g intended. Juvenal's Umbricius (Satire III) complains

[ =8

simply that it is impossible to ezarn an honest living in

tquando artibus® inquit "honestis
rmillus in urbe locus, nulla emolumenta laborum,
res hodie minor est here gquam fult atgue eadem cras
deteret exiguis aliguid, proponimus illuc

lre L * L] "

"dum nova canitics , dum orima et recta senectus . . .
"ecedanus patria.t !

Dryden's veraion of Juvenal's lines 21-25 runs as follows:

'Since Noble Arts in Rome have no support

And ragged Virtue not a Friend at Court,

No rrofit rises Irom thlungrateful Stage,

Iy Povaty ercreacing with my Age;

'ig time to give my just Disdain a vent,

And, Cursing, leave so base & Gﬁvernmept'
while !'‘'cedamus patria®! is rendered by a couplet in the
same spirit:

"Wow, now ‘'tis time tc quit this cursed Place;
And hide from Villains ny too honest face.'!

Glearly the exemplar of unrewarded honesty whilch generates

the consistently wmodified English version 1s identifiable with
the tranglstor. The slterations to the original, consisting
chiefly of re-ordering and expansions, are unobtrusive. In
the fifteen lines by which Dryden renders Juvenal's nine,

only two extraneous entities are introduced: the'Stage’ and
the *Court', or its effective equivélent, the 'Government'.
(The latter in a sense replaces Juvenal's patrig, omitted by

Dryden in its proper place;, as the natural sphere of the exile.)
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The secale of this type of imaginative re-interpretation,
on the other hand, is often extensive.  Satire X treats of

the fall of Sejanus as an example of the insecurity of the
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informed by his own recollections of popular unrest, and by
the tone and terminology of its popular debate- for instance,

iThare was a Damned Design, cries one, no doubt;
+ ’
For warrants sre already issued ocut . . . .

ER. - 2 . . ’
tHlets dipt for certain, and plays least in sightt -
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while it is alsoc informed more vgriicularly by the recollection
of his own polemicsl writings. Its actual ingpiration seems
. ¥ .

t0 be the career of Titus Oates. Juvenal s remark on the
rasses (1L73-75) %bvecomes a characteristically Drydenian
gustrain:

‘How goes the Mob (for that's a Mighty thing.)

When the King's Trwmp, the Mob are for the King:

Thevfollow Fortune, and the Common Cry

Is still against the Rogue condemn'd to Dye.'

Similar formulsgtions occur in the prose scenes of

Don Sebastian and Cleomenes, and in The Medall,where the

(2%)

fickleness of the mob is a major theme.

As can be seen in the passages cited above, the fTranslation
nay be enriched by the imaginative activity of interpreation,.
which by importing its own vig&mus diction can add a new
mode of coherence to the rendering of a passage. With
Juvenal, as with the Qleomenes material, one might infer that
the poet chose to treat those topilecs most charged with |
pogsibilities of coherent reinterpretation. This choice would
be necessarily, but indirectly, influenced by the poet’'s
political concerns. To apply the analogy of the Juvenal
translaticns, Dryden's concern with political issues can be
seen issuing in Cleomenes on three levels: 1n the choice
of a subject jnvolving defeat and exile s in an lmaginative

reinterpretation of the “partan's predicamens in Terms of
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of James's, confined to the opening scene; and in the
h

o focus an lgsue.
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occagsiongl use of

The dominance of properly literary aims in Cleomenes
will b= the szubisch of the following chapier: ag for

he

3
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political aims, Dryden's disclaimer is suprorted by

I

attitudes he expresses elgewhere. In. the Egssay Concerning Stire

he warns against attempts to equate two civilisations:

Nanners of Nations and

or to svesak sincerely, the
" ded'.

|5
:a are not to bve coanfoﬁg
A similar respect for the delineation of Spartan characteristics
in Cleomenes, together with the play's opposition of two
differing cultureg, suggests that he was already adovpting
this position in 1691. Such an interest would preclude
close or consistent crogs-reference between a historical
gource and contemporary concerns.

A pargllel ghift of interest is suggested by another
device geen to be important to the construction of Cleomeneg:
the ctrict separation between the sphere of activity of
g.p0ble goul and tnat of the common world. In Dryden's
most nearly contemporary poem, Eleonora, this device is
a major feature of the panegyric. The eulogy, oscillating

in the faghion of Donne's Anniverssries between hesgven and

earth, only once degcends, in conclusion, to touch on the

non-~ideal world inhabited by the eulogist, where
'tev'n to draw the picture of thy Mind,
Is satire on the most of Humane Xind'.
It is a world wihich virtue must reinquish:

’So bad, that thou thYbelf had'st no defence
From Vlce, but barely by depariting hence! (29)

for her ovn preservation. Formulated in this way, the
segregation of heroic virtue implies the inappropriatensess

of any cross~ reference between mctual and ideal worlds.
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independent hero is plainly at least a part of the play's

Py
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surpose; asnd for this purpsse

b

contemporary allusions has no particular relevance.

The hohit of reinternreling given moterial through

the moedel of g familiar histaical situation has heen seen

to accur at least once in Cleomenes, with a locally unifying
effect. It occcurs alsc, as will be snown in the following
chapter, in a purely literary variety, which is pvarticularly
important for the construction of the play.

In Cleomenes, the presence, and occasional prominence,
of matter with political overtones detached from any
specifically political themes cannot he considered as an
isolated and irrelevant aberration in g play of uneven
quality; rather it should be seen as a conseguence of the
poet's way of apvroaching a literary model st this stage of
hig career. The inconsistent use of political material
may reduce the play's coherence, (since the absence of any
co-ordinating principle increases its obtrusiveness); but
it must also be understood as representing a phase in s
development which extends beyond the dramatic part of Dryden's
later Writing, In the confext of the later work that

development is not entirely negative.
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HFROIC ARCHETYPES AND THEIR INTEGRATION.

CHAPTER Vi

D [W s o~

LXax e avowed Literary gource of Cleomenes
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although bryden's politvical svmpathies seem to have infiuenced

&

the choice and concertion of the subject, the orientation of

the text is primarily literary. This conclusion is confirmed

when one examines the other methods of

Q4

developing the

uterchan original employed by Dryden: neither of the other

two chief devices entalls extra~literary frames of reference.
Where Dryden bas added to, or elabcrstes on, the characterg

given by Plutarch , his gdditions can be described in terms

of familiar literary archetypes. Thie has already been

pointed out for scme characters and situations in

Don Sebagtian. There Dryden's gources lay primarily in

his own works. Ir Cleomenes, however, the only major

borrcwings frem earvlier works are the charascters of Sogybius
and Clearthes. Cassandra, his chief original contribution,

ig clearly a descendant, though a distant one, of Lyndaraxa,

the villainess of The Conguest of Granada; but her kinship

is rather with g character type established in the later
vathetic tragedy, that of the slighted and vengeful rrincegs.

Cf thnis type the mogt familiar eyample is Iee's Roxana

ogyoius is the last of Dryden's portrsits of the
corrupt minisheur. His function is analogous with that of

v

the Ifufti and Benducar, the two specimeng of the type in

Don Sebastisn, but his differentia are significant. The

mere fact of compresgsion is typical of the reduction of
means observed slready in the construction of Cleomenes;

Sosvbius effectively presents, and thus associates, the
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errors of an idolatroug religzgion aud thoge of an
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Muftits farcical worldliness sre eliminated; what remains

igs the influence and debating skill of Benducar grafted onto

the oven mendscity of the lufti, a combdination which barbs
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him- the most sinister version of the type in Dryden's drama.
Behird this figure lies the Drydenian érchetype of political
corruption, the Shaftesbary of The lMedals and in his ambition
of governing through the king Sosgsybius resembles the
higtorical Shaftesbury in the early part of Charles II's
reign.

Dryden has provided his hero with a slighter, but still
noble, companion in the Ezypitian friend mentioned by
Flutarch, whom he renames Cleanthes. 4g a character,
Cleanthes ig quite unremarkable, and is éﬁdowed only with
the qualities necessary for the virctuous lay figarez ioyalty,
fortitude, and s sense of honour. In satire his language
is virtually indistinguishable from that of the hero.
Gleomenes, on the other hand, is so much the cerre of the
tragedy that a sécond developed hero could only detract
Trom the effectiveness of his fale.(} ) From a functional
voint of view, however, the secondary hero of Cleomenes
ig very important to the drama. In Dryden, as in

Plutarecn , the Spartan is essdﬁially a
military nero, although the play's subjsct deprives him
of any app.opriate form of activity. The remoteness-

3 P | ¥ " & - oy W
of the hero's tezuse! of Greek libevati o, and the lack

show i
of any worthy ovpposition in Egypt,maske some/ of activity

ol
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vided by showing the herc as

O

a necessity, and this is pr
involved in a relaticnshir founded on recognition of herolce
values. Partienlarly in the later stages of the play,
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Accordingly, one finds that the le of the friend
is elaborsted in such a way as to make him a diminished
the hero

A mot only in largnage and
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attitudes. The secondary hero too is shown as involved

in a conflict bvetween familial piety and heroic aspirations,
though the guestion at issue 1s the appropriately subordinate
one,of whether he should remain loyal to his Egyptian féther

or support the Spartan.

Dryden's change in making the‘Egyptian friend prove
faithful has a dual aim. It provides an opening for the
ineclusion of a favourite dramatic situation: a misunderstanding,
guarrel, and reccenciliation between twe noble characters,

This type of scené derivesultimately from literary models

——
1

7 eh

ch are reviewed in the preface to Troilus and Cressida,

jte

where Dryden is defending an interpolation of this type
in his Shakespearean adapation. In Cleorenes, as elsewhere,

it forms a major climax of the vplay: in Cleomenes, as
) among the other vplays
in Don Sebastian alone/ it also provides ilhe ground
of a considerable vart of the action.

The scene of mistrust and reconciliation is given more
yrominence than in earlier plays, both as the pivot of the
second half of the action, and as a2 crisis in the nmost

important relationship between two characters. The device

of misunderstanding serves to compl.te the hero's isolation.

And the dnvention of the nuar szl and reconcilistion is the
only suggestion of development in a reciprocal relatlonship

i
beltwesn the play s charsciers. The sihruchturalas well as
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emotional weight attached to the scene explains its
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significance of the asction &t this point produces an over-
intense diction,which even fOf Dryden s firvet audience
must have verged on the extravagant.

That the dramatic situation designed to test and
nraise unselfish friendship should increase in imporbance,
even a2t the exvense of a decline in gesthetic effect,
is consorant with a tendency which appears elsewhere
in Dryden's worx of this period:te ﬁéndany to elevate

venyolence into the supreme virtue. A noitable examnle

occurs in the dedicatory epistle of Amphitryon:

--'t0 proceed in the same tract of goodness, favour,

and protection, is to show that & man is acted by

a thorough principle: it carries somewvhat of

tenderness in it, which is humenity in a heroical

degree; 1t is a kiml of unmoveable good nsture; g

word which is commonly despised, beczuse it is so

seldom practised.?

(2)

This like some others among the post~Revolution dedications,
was addressed to a patbtron of opposite politicel principles.
It could seem that by professing his faith in friendship
as an gpolitical value, the poet demonstr=ted hig withdrawal
from the political scene. Ultimately, of course, %o clair
eminent virtue for the man vivge friendhip overlooks
pvoliticszl divisions is treaffirm those divisions. This
intention is at work in the treatment of the relationship
between Spartan and Egyptian heroes, as well as in the
public addresses of the poet's dedications.

In Plutamxh, the Bgyptian friend of the hero is found to
he true to his own degenerate race. The same is predicated
of Cleanthes in Act IV, enhancing the denouement of Act V,
which celebrates him as the sole instance of a virtuous
kgyptian, din the public setting of an attempied heroic

[

action.  The action emnhasises the motif of filial
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affection as a concomitant of heroic virtue in the secoundary

to save his father from tre Spartens, and Sosyblius 1is

ropresented as still heping o orecerve his son by diplomatic
means. This is an amplification of fbe theme of familial loyalty
develoved through the protsgonist. At the same Hime it

enhances tre motif of heroic friendshiv; Cleanthes' supnort
yives a personsl ssChdfice in the alienation

of nhis father, and the thwarting of his sole humane attribute,
paternal affection. (This is brought out in Act ITI, scene i,
where Sosybius exvpresses his reseniment at his sorn’s attachment

to the Spartan, ending with the lines:

'0h, so well I love
That T could curse thee for not loving me!' )

The elash between wilful fsher and virtuously-inclined son

requently in DPryden's ezlier plays, most notably

o
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in aurengzebe; theatrically striking instarces c¢f 1t occur

But in Cleomenes, the heroic son's disobedience involves
a political choice as well as a cholce of virtue. This

fact Sosybius's appeals underline (e.g. 'You must love your

D

sman

o

king anc ¥

countrvy more'). And here it is the corrunt sitat
who demands reverence fr the representative of monarchy,

t'“nate'er he bve,
I must not hear my master vilified!',

and the wvirtuous man who is held to be justified in refusing it

(1}

on ethical grounds. Since Cleanthes eventually acts agains®h
the ¥ing as institution, as well as condemning his nrivate
ndards invoked here are tieinverse of

thase of the apologist of absclute monarchy. This apparent
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prefigured in the ending of Dcn Sebastian, which puts the

2l guzlities of the monarch before his politiecal gquality.
The tendency may be assgociated with the (ultimately political)
zasertion, in the address to Leveson-Gower quoted above, thai
true nobility is the abllity to overlook political differences.
In Cleomenes, the two heroes' political allegiances are
reduced o consequents of individual ethical decisions.

While +this monolithic presentation of heroic character would

be at odds with a preoccupation vith actual political minutiae,

it is consonant with the simplicity of "a dramatic stricture

e

based on antithesis, Within this restricting framework,
Dryden apparently foundthe manipulaticn and even inversion of
familiar material a useful expressive vrocedure.

The examples discussed s¢ far have g1l been simple,
involving the re-use of prominent surface features from the
poet's arn earlier work. But if it isAtrue that in this
play literary analogy has replaced political analogy as the
primary source of dramatic conceptions, one might expect &
more pervasive, and perhaps more recondite, use of literary>
models in dramatic invention, where the Flutarchan model is
suprlemented. (That is, pursuing the snalogy with the methods
of the Juvenal translation, & class of susiained and shavping
reference 0 an unstated situation.)

One evidence of such a technique is the re-apoearance in
Cleomenes, with inverted sigoificance, of a dramgtic pattern

used in All for Tove. Among Dryden's plays, his version of the

Antony and Gleovatra material comes closest to Cleomenes in

its emphasis on the pathos of defeat and cof love in adversity.

In hoth plays the defeated hero is Jffered the posegibility of

recovering his former public status, or of conte nting himgelf

. - . , v . st
with the satisfactions of a private role, 2ad each possibility

renresented by a female character. The preface to the earlier
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play admits to/misjudzement in the handling of the two female
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cnaracters;ﬁ’m_v,cu aindered the inter
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symnathy on the wwo chief characters:

'The greatest error in the sontrivance zesms 4o b in
The persen of Celavia . . . oI had not snough considered
thst the comnassgion which she moved to herself and the childran
wag destructive to that which I reservad to Antony ahd
Cleopatra + + « . the diviging of pity, like the cutting
of a river into many channels, abated the strength of
the natural stream.! (&)

The later play's vrecisely reversed strategy, a complete
segregation of the rivsl women, would seem t0o reflect thig
constatatioﬁ. Both women in the earlier »lay partake of.
the same pathevic ethog which in fhe lzter is associated only
with Cleora. It is notabvle that Cassandra's soliloguies
are drawn from the stock of assumotions about feminine
psychology used by the scheming women of contemporary comedy .
The inadequacy of such assumptions is revaled in the relationghip
of Cleora and Cleomenes. Sympathy is only invited by the
sufferings of the two heroic lovers; the emotion aroused
by the discomfitare of Cassandra (in the i?terview of Act IV)
can be no more than a superior, HOE%GQI§§- form of pity.
The theatrical segragation of the two avoids the problem posed
by the fact that the indevendent scher 1ing tyve of female is
a more interesting fiction from the dramatic point of view.
From the theatrical and ethical segregation of the rival
feminine interests a powerful] eéffect is derived in ActIV
Cascandra imtitutes a comvarison between herself and Cleora
winich precipitates in the here a conclusive revulgion against
the king's mistress and the omportunities she represents.

In other areas of elsborstion of the Plutarchan source
the dramatic fictions of other writers are influential. An

oxamvle ig the debt to Fletcher's Rondueaz shown in the

invention of the charzcter of CGleonidas, which is docupent



150.
by Scotte Fletcherts dialogue between the heroic child and

hie uncle is used twice dv Clenmenes; the earlier part is

the source for Cleonidast remarke about etarvaetion in the

vrison scene of Ach TV, while the ¢hildie dying uvtierances are
clogely imitated in the final scene. But it is characteristic

of the imaginative method of the play that even a specific
debt to a single source does not preclude the operstion of
other, and more Tundamental,models. That the addition of the
character of Cleonidas ig essentially a substitute for
Plutarch's prese?tation of the youth of Cleomeneg has already.
been suggestedg6’ And the hero's child gpnears with the sane

general function in an earlier play, the adaptation of

Shakespeare's Troilus and Cressida. In this play Dryden

introduced, along with Andromache, Hector's young son,

Astyanax. The Trojan council of war is interrupted by the
report of the child's demand that he be allowed 10 send g
chglilenge to Achilles; it is Hector's shame at being outdone
which prompis him to frame g challenge himself. The child's
aspiring courage illustrates the natural martial spirit of

Troy, and this too is the function of Cleonidas! military boasts
in Act I of Cleomenes, The wost telling makes the comparigon

with Hector's child:

Cleonides: But why did not Astyanax go with Hector?

Cratesiclen:Because he was a child . . . .

Cleonidag: o v e But grant me tris, '
There are no Spartan children; we are born men .

The function of inciting the hero to further acts of valour

is frequently asssigned to Clecnidas also.

But Cleonidas is only one dlement in the clogsely-~integrated
unit of Cleomemes!' family, which although its two female charact-
ers have some Lasls in FPlutarch's aarrative, ig iteelf a

. 5 i s ,
congiderably elaborated Tiction. The herc as



paterfamilias had spveared briefly ia Troilus and Cressida,
Sttt etk ot ™

and in s different sense in AlL for Love; but the mauvriaren
Crategiclea is, for Dryden, an Wnnovculow But an instance
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as a model, thabt of Shakespearc's Corxiolanus. Although

riginal form was ignored

O

Shakespeare's tragedy in its
by the Restoration theatrical companies, its pessibilities as

1 dranms apovealed 4o the Tory writer Nahum Tate, and

nolitics
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e

an adaptation entitled

ol

ring the Exclusicn crisis he produce

The Ingratitude of a Commonweslth: or the Fzll of Cadus Kartius

Coriolanus. The date of its production is cloge to that of

Tate's collaboration with Dryden on Absalom snd Achitovhel Part IT.

Since it seems unlikely that Dryden could have been ignoranty
of thisg acted version, it must rank with the Shakespearean text
as a possible model for the fiction of the heroic family group

in Clsomenes. The distinection is not an irrelevant one:

3

ate's adaptation exploites to the full the pathetic asvect of

Goriolsnus, he has them reappear in the final scene as the
victims of Aufidius's brutality. Among the deathg of the last
Act, that of Coriolanus's child is particularly relevant for

| v

Cleomeneg; he expires before his f ather's eyes after an affecting

diglogue displaying infant piety, very much in the manner of

the herolc children of Bonduca and “1ooneﬂcsfé3)The treacherous
intervention of the fathert's personal enemy, a detail absent from
Plutarch's account of the child's death, is shared by

Gleomenes and The Tngratitude of a Commenwealth, Thus

the affecting desth of Cleomenes' son follows the general

SRt S S N P TS VO SN Yy ol ) 3
vatlern of the childfs death in Tatety drams, sithougn

foreground detall is supplied from Bonduca.
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{4 rermains to demonstrate the general corresvondence

by . ) <. .t e =R S T o~ 1
between the function of the Ffamily group in Corioclanus and the
.
use made of it in Cleomencs, In the trizd of resolute mother,
k. oion i

gentle wife and oprecociously herolc son, the nat
furthest from the writerts previcus habits of characterisation.

£

Allowing for a difference in. the conception of domestic pathos,

and for the exigendes ¢f the Plutarchan original, there is
consideranle resemblance hetween Cratesiclea and Volumnia.

Toth represent the traditional ideals of a military race, and
express them in terms of their ambitions for their sons. While
the two heroes are the active embodiment of the military ideal,
it is the traditional wisdom attributed to the mothers which
exolains and comvrehends their motivation in the action of tae
drama. In Cleomenes at least the sufficiency of the mother-
figure's ingights endufes throughout the t gedy, This close
relation, almost of practice and tbeory,vbeﬁween the son's role
aﬁd that of the mother, is dram tically expressed through the
nother's funetion as counselior. (In Drydenfs plavs, this functi~
had been morz ususlly assigned to the heroic friend,ifcr example
to Tentidius end Dorax.) Where Tthey are specific rather than
general, these maternal exhorrations to hercic virtue may
dictate the course of events, Volumnia percuades Coriolanus

o th
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side his scruples asbout presenting himsel
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and Cratesiclea instructe Cleomenes to dandon his family;

each is used 1o promote a public . manifestation of the

military ideal acainst the resistance of the hero himself. Thus
Aﬂg'vdbELUl glly dehumanising demand for the sacrifice of
individual values in the interest o7 the military ideall ig

<

vartly credited to the mother, and %o the tradition inherited
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In Coriolanus the family group funciiong collectively

as g replica ¢of the nero. he child's natural feroccity
and the mother's stern nride are the leading traits of
Coriclsnus himself. Althougn the =lement of his charazcier

which corresponds to the tenderness of Vergilia is only exhibited
fully in the scene where he relents towards Rome, the apparent

change of heart has Dbeen prepared by presence of the centle

b

[

n Dryden this comrnlementary function of the
family is quite thoroughly and deliberately exploited, particularly
in the first scene, with its discussion of what ccunstitutes
Spartan lineage, and its establishment of Cleomenes as the
prime representative of Sparta. f#leora melates the qualities
of Cleonidas tc those of his father:
1Jo you not view, my Lond,

As in a glass, yow darling fault,
Reflectszd in your Son?!

f%
{3‘

ition,

L

Cleomenes' reply:
iy virtue rather!

N ‘ 3
invites the extengion to the fathew s characher of the evident

moral |
Anblguity in the son's military enthusiasm . Ir act II, scene

ote
e

on the other hand, thHe reflection in Cleonicdas of his father:s
contenvtuous stiitude towards the king's mistress is presented
as an endor semnent of Spartan rectitude.

Although the son is used r commentary on the wvalues of
the military hero, it is chiefly Cleum and Cratesiclea who extrude
the essential conflict in the hero's character; %hen they first
avpear, Cleors commiserates in her hustand's gief, while
Crotesiciea urges action; agein in Act III, Cleora voices
Cleomenes' subjective reaction %o the Egyptian pronosals,
while Oratesiclea urges the prisrities of public glory. And

Oleomenss himmelf, after rejecting at the beginning of the play

the pathetic alternative ﬂep regented by Cleora, embraces’ 1t in
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or
Thou and I, as lovers should,
Wwill hand in hand to the drk mansious go'.) ’

The complementary function of the Ffamily is most
important when, in the absence of the hero, it is used collectively
to revresent his gualities in The stage action. Ln the scattered

plot of Coriolsnus, this procedure is varticularly important:

Volumnia and Virgilia are used as dorioclanus' revresentatives
47 gcenes in Rome. In the closer plot of Clecnenes the device
g ST T——

is used orly once, but in a pogition of considersble stress,
reflecting the final sevaration between the hero and his fTamily;

-

when the hero leaves to begin his avortive rebellion, blgora,
Cratesiolea) and Cleonidas express contrasted reactiﬁns to
the prospect of imminent death, covering in chorus-like
commentary the range of response adepted to the hero's actlions

of the final scene.

A}tOgether; the range of dramatic uses developed for

the family group in Cleomenes 1lies within that of Coriolanus;

the only ereptlon is 4that Dryden, like Tate, chose +0 empvhasise

pathos and suffering in his family group. mhe fa~-t that

Dryden has carefully elaborated on one major function,

the scattered rdiectioh of the hero's traits in his

dependants, suggests that he may have been

tperfecting' a unifying device which had avpealed to him

in Shakespeare. But at lreast & dramatic precedent for

the group evolved from Pluterch's narrative exists in the

earlier play, offering a vehicle for the exvressiocn of

thé conflict between public and human dewands in the military hero.
The consiruction of the family group in Cleomenes

= n--‘-nw‘l
LAY VG

O

P

s of s complex analogical concepticn. The scale

8 ar

bt
-

and importance of such devices veries widely.
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The pursuit of pre-existing literary forms iluvelved in the

-~

conetiruction of Cleornenes could be exbended almogh

indefinitely; the purpcse of the present account is simply
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usury the place of intermittent political analogy (like that

in Don Sebastian) in the determination of the play's local

dramatic effects.

Two final examples will illustrate the great variation
in scale and importanbe of these literary analogies.

Following Plutarch's narrative, Drydern was obliged to
represent Cleomenes?' reaction to an account of the state of
Greece after hig flight. TFor the most part, the scene is
derived from Plutarch, although the model of the English
historical situation also apozars as a forming influence. A

completely original cection of the scene is that in which

Cleomenes falsely anticipates the arrival of bad news from 3parta:

ESLL P8

. JThen T shall hear of sacrilege and murders'
&

'"Then I shall hear of thee once more, dear country! . . .

Accused by Pantheus of unbecoming impatience in anticipating

Coenusg' ill report, Cleomenes exclaims:

tThou art a scurvy monitor; I am patlent:
Do I foam at lips, ;
Or stare at eyest? Ilethinkes, I am wondrous patient:

Wow, thou shalt see how I can swgllow gall'.
But he again proceeds to tell Coenus' story for him, so that
Pantheus' check and the herot's retort are repeated after a few
lines. This time Cleomenes invokes the principle of decorum:

'T was but teaching him to grace his tale
With decent horror.'

The pasgsage, with its repetition, apvears to be scmething of
an excrescence. Although as a whole 1t builds up suspense
before the anti-~climactic revelation o Coenus, Cleomened first
retort in v-rticular has an obtrusive weilght in a dramatic

context which does not seem to demand so much agsertion.



translation of the Parallel Iives Dryden gives an English
version of am anecdo from the vritings of Aunlus Gellius,

[y

tT arn not of

ot
ty
=3
:
Q(“‘

ovinion that my ey gparkle, that I foan
&t mouth, that I gn=zsh my teeth, or that my voice is more
that my cclour is either more owale or more
the &gy that I eiither shake or stamn
fof say or 4o anyining unbeconming a
T i ¥
23,

if you know them not, are the
- t
}J

) (9)

regs, the unity of the uttevance is

ication .1s weakened not, as often,

by over—explicitness, but by its comparative autononmy.

Although both characters are defending the vrrorriety of their
behaviocun in the cavacity of Spartan or phi losovher, the litersl

ch Cleomenes' defence is set is

e

content of the incident in wh
rather different. .
At the other end of the scale, there are indications in
Cleomenes of the owverastion of 1itérary analogy in the concevticon
and presentacicn of +tle hero. This constitates g vattern as
far-reaching as the underlying Satan/Christ/Adam analogy which

had been detected in Absslom =nd Achitovhel. The source in

Clecmenesg is again liltonic, but here it is

Samson Agonigtes, The broad community of theme between

Samson and Cleomenes can be briefly stated: in both a once
active and confident natioﬁal hero is placd, avpnarently through
his own failube, in the power of a degenerate and hostile

veople; reduced to despair by enforced inasctivity, he doubts

the validity of his alleged heroic dectiny. The drama traces the
stéps by which he apnroaches his death as the only possible
liveration. His violent end is statel to be s gloricus

vindication of his 1ife, although the esarlier stages of the
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drama have not supported this conclusion uneguivocsally.

T+ could be arguned thalt thesge ressublances can be
accounted for by external factors. It is true thzat both
1. TP TN (. O O P T T S P
A vy s ke ik gl s s P R TS WS I o Cmt e o e A A - - e = e o

when +the sufferings of advancing age and political =2dversity
would make a preoccuration with the problems of defeat and
frustrated asvirations guite natural. Although marginally
relevsnt, this exrlanation ie hoth dinconclusive and shallow

(in the sense that it can ohly be used to zccount for surface

A more probable explanation would be that both drames
refer themselves to a Greek model - Sophoclesg!

Oedipus at Colonus would seem the most likely original.

oo

But againet this there are various objections. The first

ig that the only model invoked 1in Dryden's critical preface

ig the single-plot drams of contemporary French writers(lo);

(o

nd exeomination of his play in fact revesals the influence of

this model in several places. And by a tragedy in the

(9]

recek manner Dryden seems to have understtood something rgther

different from Cleomenes, judging by his remarks on the

difficulty of producing a truly classical tragedy with choruas
( in the preface to his translation of du Fresnoy's

De Arte Grovhica, 1695):

ruast be

'A new theatre, much more ample and much 4 T,
>times forty
o
e

e @
made for that purovose, begide the cost of s
or fifty habits . . . '"Tis true, I shoula n
te see n chorus on a theatre nmore than 2s large asnd as deep
agein as ocurs, bullt and adorned at a king's oharges; and
on that condition, and another, which is that ny hands were
not bound behind me, as now they are, I sh ot despair
f making such a bT“FCdv ag might be btoih ingtructlve and
delightful, according to the manner of the Gr ns,'(11)

borne out

v bte scrry

o
bt
6]

Thisg iden of the theatricsl scale of Greelt dr

i
n

as & chorus, and in Act JIT +they participate in a
tual with music. The Tinal objectioxn
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the theory of Classical imitation is +het it cennct account

ol . - - el . - e - . BEE oy omia e e - L »
for the local importance of ¥Wiitvonic parallels in

‘rr{

although it might explain their brozd distribution.

T+ nzn bhe ghorm that thoe nuanfanre dmnavrtanne of the
WU Reliil wE [N AROOtE S ) R HEEE TR ORR AN DR A3 S S ITIOTT.ANIOe ERE R&A

v 4ct o Oleomenes,

o

Samson Agonistes opens with the protagonist's soliloquy,

which is interrurted only by the arrival of the Chorus. The
hero has withdrawn to an unfreguented vlace tc meditate on his
lot, and mingles factual details of hié sitvation with the
ntterance of
'regtless thoughts, that like a deadly awarm
Of Hornets arm'd, nc sooner found alom

But rush uvon me thronging, and present
Times past, and what I was, and what am now.'!
. ’ ! ' (11.19-23)

3

The comparison between his glorious vast and destiny and

o

his miserable present leads on to the guestion of the purport
of his exveriences:

'Why was my breeding order'd and prescribtd

As of a person sevarmbe to God,

Designtd for great exoloitg; if T nmust die
Betray'd, Cavntiv'd, and both my Eyeg pu outb,

Ifade of my #remies the scorn and gare;

To grind in Brazen PFetters under task

With this Heav'n gifted strength?!' (11.230-35)

Samson's meditation leads him to a simple resignation:
"1 must not guarvel with the will
Of highest dispensation, which herzin
Happ'ly hath ends above my reach to know!,
and the Chorus, seeking out the hero to offer comfort, allege that
his situation is not uniquely desperste:
' wisest Ilen
Have err'd, and by bad Women besn deceived;
And shall again, pretend they ne'er so wise.
Deject no then so overmuch thyself:'.
i to attemnt
They continve (in lines 116~134 and 178-185)/to slleviate his
vlight by discugeing it in simple traditional terms.
features are paralleled in Drvden's onening
scene. Cleonmenesg, like Samson, is disccvered reviewing his

rocent downfall o source of tormenting thoughts (11.1-23),
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s

But here in Fgyvot whet mv bhlunt
nd meditate unew fights, an f

*T fled; and yet I languish not in exiley

and gquestioning the avrarent injustie of his destiny:

TARD why, ve Z0ds, wuet Cleomenes wait

Por tardy helps of hase Egyntian bands?

Why have not I, whose individual mind

Would ask a nation of such sovls to infornm it,
Wny have nct T ten trousand hands to fight

It all myself, and make the work my own?!

Here, the ~double rhetorical questior vicks up the form of

Samson's speculations in lines 23-383 the tyvically reduced

W/

rydenian periods express vigorously a sense of physical
restriction comparable with Samson'g.,

(10 glorious strength

Put to the labouh of g Reast, debas't

Lower then bondslave! ' ) ()

But atthis point Cleomenes! meditation is interruvted by

the entry of Cratesiclea, Cleora and Cleonidss. With stage
performance in mind, Dryden was bound toiniroduce some
contrasting movement after the static opening of the play. In
its use of this kind ol varying device Cleorenes clearly differs
from Samson s and 1ts accelerated external develovment
1s accompanied by a slower rate of development in the protagonist's
consciousness. Thus the tonic of election raised by Sanson in
his opening meditation avvears only towards the end of the first
scene of Cleomenes, and then briefly,

(' '"T"is not to be endured,

That fate of emvpires, and the fsll of kings,.
Should turn on flying hours, and catbeh of moments ')

and its fuller development comes only in the prison scenegs. Tt is
in the second prison scene too, that the resignation exvressed
in the early stages of Samson's deliberations is fully
developed in Cleomenes (although it is sugrested in a simile

ig Act ITI). Wrnen Cleonidas raises the guection of tle

inapprrriglmess of destiny:

&2}
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tYou've often told me, that the souls f kings
Are made zbove the regi of nhilimn race:

Have they not fortures fittzd for tvhose souls?
Did ever king die starved?!

srimmrte hhad et Anmng 1ia dmacrntath
2itls : e F RS e B AT

STECn, SISSXTS OLAST Rprovidence 18 Lnsorutani

tYet sbtill be firm in this, - The gods are good,
Tbough thou and I may perish'.....
ee. 'The rest is all unfath jomable denth'

In Cleomenes, changes in the hero's gtates of mind are made
dependent on the intervention oOf external causes.
In g small way, this is seen in the continuati of +he

play's first scene. Immediately after the entry of his family
the hero continues his laments, and like Samson, foresees an
immninent death;(g3) but the varving attitudes o the family
group illustrate the displawmaent of moral interest in favour
of perceptible aétivity, wWhile Cleora offers to join in the
lamentations of her lord:

1Tn deed it was a churlish kind of sorrow

e . » 'LO engross it all yourself,
And not permit me to eundure my dmre!

(as Wilton's Chorus intends 'to visit or bewail thee!),
Uratesicleat's object in seeking out her son is to bring counsel
father than congolation, to demonstrate, as Samson's friends atiemol
the inappropriateness of his sorrow:

t"his melancholy flatters, but ullmans Fou.

What is it else, hut penury of soul,

A lazy frost, &. . nurbness of the mind,

That locks up zll the vigour to attempt.’
But the energy she attempts to arouse is phyeicsl as well as noral,
as her revply to Cleomenes’response -

('That's something yet, an earnest of an action')

indicates. And where Samson resvonds to the Chorus!

congoling remarks only by engaging in discourse, HYleomenes'

final respor-es 'Well, T will live . . . . I'11l try at least’

H

indicate a2 preparation for active involvemsut in eventsjwhich

- B a

is goon articulated by a change of methnod in the vresentation of

the hero. Tor althcush the central moral presence of the hero
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is a congistent feature of the play, after the first Act he

towards which

[t

is no longer used azs the fixed physical centr

211 the other chavucbers gravitazte. The extreme of this movenmeut
b .

away from simpiicity of organisation comes 1n toe

final act when the hero is shown pursuing the Egyotians

through the city.

The form of the opening section of Clecmenes, as of that

of Samson Agonistes, is that of a solileguy interrupted by

action, But it is also a form unique among Dryden's plays.
In earlier serious plays, Dryden had used two forms of

openings the large scale set-plece scene , ususlly represenﬁing
a court gathering and employed chiefly in the hercic playse, |

{ although also, following %ophocles, in Qedinus) and in

lesser charzcters, as in All for Love, The Svanish Friar and
H b

Don Sebastian. Dryden's two sources of insviration among thne

"Moderns', tho French and the Shakegpeare of tle tragediles,
oth favour his second method. There rcmains the possibility
of a Clawsical precedent for the orening of Cleomenes. But
W.R. Parker hag shown that the forn of opening chogen by
Milton ( a soliloquy for the protagonist, interruvied only by
the arrival of %the Chorus) is without vrecedent in the surviving
eek drama, and this

Gr make
Classicising ( 1)
/source for the form.

s Milton's play the only vossible
Fainter and more general reflketions of the structure of ~

Milton's play pervade the later stages of Cleomenes. The first

episode which interrupts Samsou's Guilogue with the Uhorus is

the arrival of the hero's father, Manoa, who vropases a qulet

4

and dignified retirement among his owa peovle as the best end
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+o the hero's career. Similarly, Cleomenes' friend Pantheus

tricee that contentment is to he achieved

"By but forgetting you have been a king'.

The dialogue with [fanoa conta ins the most circumstantial and

insufficient account of e hero's carveer; 1t also revears a

e

hich offers

"a

new and more distressing present circunstance
the possibility of a new develonment: the Philistines are
celebrating the defeat of Samson 2s a vietory for Dagon,

and thus defying the god of Samson. In Cleomenes, cilrcumsitantial

d
between
alogue/the hero, his family, and Pantheus is followed by the

a:
arrival of Coenus, who also narrates new developments
affecting the hero's public career. With Caenus' narrative

Dryden uses the device of having the hero anticivate, falsely,
the messenger's news, so that thw digcrepancy reveals
something about his atvtitude to warfare. A similar use of

the messenger occurs at the end of Zemson Aronistes: Milton

has Manos anticipate the M2ssenger's remarks, 8o that -

- =

s

s seen as8 more

b

samson's actual end, terrible as it is,
fitting than the alternatives evoked by his father's erroneous
conjectures.

The arrsncement of characters around the herc in Clecnmenes.

ie close to that in Semson. “onsideration of their functions

in relation to the hero may suggest why this is so. Iilton
makes a point of retaining the chorus, with a precise and
imvortant function. Although they share Samson's glavery,.
they exhibit differentiat=d responses to it; significantly,

-

they express themselves in generalisations bgsed on ancestral
peliefs ('God of our Fethew', etc.) and traditiocnal wisdom.
wor they offar only sympathy rather than understanding, and

although they act as confidant, and sometimes even as catalyst,

in bthe situggle of the hexo, they serve to em:hasise the
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isdation from the community which election entails. In
Dryden's use of the family groun in Cleomenes them is a
zctlion develcps, in his svecisl resronsibility Tor the Tate
0f the Spartar comuunity symbelised by the family of varied

s partisl chiaracters, which is an isolating factor. The

Cleomenes., They aporozch most obviously to .the traditional
function of the Classical chorus in Act V, scene i, where they
discuse the prospects for the rebellion after the hero's devarturej

anc this scene gorresponds to the section in Samson Agonistes

in which the lesser characters are left to sv eculale on events in

ot

the city. (A common detail is that the sound of the de01sive

5y

action reaches the ears of the waiting Chorus, and is discussed
end interpreted.)

But the Bero'sjﬁnal action is in both cases perfoimed before
the audience of his country's hesthen enemies., When the
fanily group of Cleousnes is disrurted by the calamities of the
last act, there apvears a kind of anti-chorus, the Egyvtian
mob, a degenerate and realistic community exvressing t.e reverse
of Cleomeneg! heroic ideals ('We vulgar never fear the Gods'}.

a narrated one,

167}

The parallel scene in Samson Agonistes 1

but its tone is similar. Dryden may have pereceived that,

by continuing, in apvropriately distorted form, the family
group's role as a ccmmunal reflection of Cleomenes!' endeavours,
the Egyotian mob gave the end of the vlay a catain balance which
Tacilimtes éombarison vetween the heroic ethos of The Svartans

it
and that of an undignified reality. At any rate,/repeats the

effect produced by the narration in Samson, that of focussing
CON - [ B I U T S S, S ) Pron SO o N 1 ~ N cay o 2
abtention on Tlie wider Ampiicacions of the confliict bteilween
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present suffering. Tc improve Cleomenes' posgition,

tf)
\-4/1
i~
-y

Cagesandras ©

,\

fers all hem we2lth and inflvence, together
with

Phhat oniyv sne , ‘

Who loves you besgt, for yow Companion home;} .
You know what she I meart,

and thus the opvortunity of fulfilling his military asvirations

ac well as the promise of release Irom tribulstion, tnougn’

whe e P o fo e 3 3 3 s T T 1 b JC S 4
at the exvense of vpatriarchal duby ss well as heroic dignity.

By conflating these two related temptations erden sgerifices
the clarity of Milton's successive presentation of them

in Dalila and Haravtha; what is gained is an antithetical
arrangement of all the issues, inviting a single choice from
the hero. At the same time thie arrangement involves
adovting a dramatic vsychology simpler than Lilton's,

since Cassandra, as the sole personified temmter, tends to

become merely the villainous foil for C»uOmGEPS' good

A

qualities. This gereral antithesis 1s not enocugh to
supnort a coherent account of the hero's moral position,
and rathepblurs the play's ending.

Milton's introduction of Harapha (the only character
not demanded by the 01ld Testament namtive) permits discussion
of the motives benind a heroic action, and thus provides,
indirectly, the ultimate justification for the vrotagonist'
warlike activity. Some demonstration of this nature is
clearly intended in tle final scene of Clecneneg, exvressed in
the sction through an emvhasis on liberation, and in the
dialogue, derived from Plutarch, on the vroverly heroic death.
with this evidence of an exbternalised version of gsomething

aprr oaching the matter of the Harapha episode in

€2 o 2 ERPUE N o e s al 3
Ssamson Asonistes, 1t cannot Le asgunmed that Uasssndra s

- . Wai L3 o - . b Lo
a2 deliberete conflaticn of Milton's two temnterg; +the character

seemsg rather to derive from the immediately theatricsl
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effats and tensiong found in Nalilat's interview with Samson.
Drydents two cihlef innovaticns in Cleomenes are the
characters of Cleanthes nand Casgzadra, and it ig notsble that

A A - 3, 3

.

voth carry fu
of kilton's defeated hero. AdqwaOhally, in Act T Pantheus

metions of characlers who deline the predicament

sy TS TR T N

L WAL viiks

B I I e s o T Tt S i B T Rl S o LS S =)
e Y i A VLACH U ~

e o e S T v

W
[0
&

resemblance ceases abruptly with the cegssation of the close
structural resemblance with Samson. The forms of Iiltonic

dy can be gummarised as follows:
predicament of the defeated

e
g ~ C s . e (17, - e
military hero Cleomeneg coincides with Samson,‘\~!'/while imitation

s
influence found in Dryden's trage
in its generzl conception of th

of the tone znd structure of Iliiltont*s work is confined to the
opening scenes This ig very much the pattern of influence

founda with the immediate historical experience of the Stuart
defeat; the figure of the exiled James II, like that of
Samson, apvears to have influenced the choice and coanception
of subject, and, when the poet came to develop the figure of
the undeservedly but unavoidably defeated hero, became the
source of gn image tc be incorporated in the text. The figure
of the abdicated kipg offered itself as an emblem of the dontent
of the theme, as did liilton's opening of the most effective
manner of conveying it. The fact that overt use of these two
images of defeat is confined to the opening descriptive section
of the play seems to confirm that they represent analogies on
whieh the bagic conception of the herowas formed; with the
development of an action incompatible in content with thesge
controlling images, and capable of prcjecting the conception of
the hero, they become submerged. '

The coherence of the drama is only supported by these
analogices at the background level of their influence on the
choice and conception of gubject; +the disruption which may
ocecur when they appear on the surfsasce of the drama is demonstr-
ated by the dislocation of Act I. Rut in Don Sebastian it was
not the surface analogies (i.e. the political anslogies) which
were found to contribute most to the coherence of the dramatic

gtructure; and it would appear that the same 1s true of
Cleomenes, The imvortance of the structural patterning of
T

antithesigs hag alre2dy been indicated.
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Any attempt to understand mha't “leoncnes conveys
about the status of the hero, cv of the heroic mode
litersture, muet take account orf two crvces in the presentation
of the vrotagonisw The first difficulity occurs in the
transition hetween the first part of Azt L and the sceneé which
sucea it; that there is a structural br=all or flaw here is
sufficiently evident, and it may possibly represent‘some change
of direction in the treament of the hero occurring in the process
of comvogition. Acts II,III, and IV are straigh%forward-
enough$ but the itransition from the second prison scene to
the rebellion is not easy of interpretation, while being vital
to the final assessment ¢f the hero. Further, any attempt to
reke the final scene to the rest of the vlay raises the
vnfortunste question of whethep a hand other than Dryden's

conpcsition,

w

coild have been involved in it
Winile Cleomenes is not a work which gives the impression

of having been writtenh contiauously, it does not apvear in any

way un~brydenisn. LThe hypothesis, adovted in some form by

311 editors of the plays, that Thomas Southernews in part

responsgible for the last Act, is based on 5 remark

in the younger vlaywright's dedicatigg to'me.Hon. Thomag Wharton

of his comedy, The Wiveg' Exaise. . Although the

olay was published in 1692, the dedicaivion was omitted in

rrinting, so that it did not actually avvear in Dryden's
/lg‘
g (19

lifetinme. Put his aovrrovsl is conveyed in a verse address
conscling Southerne for the comedy's slight success. The

passage in guestion, not entirely unambiguous, sinmilarly uses

Yryden's rame in defence of the comedy:

‘unon the credit of this play with him, falling ck last
summer, ne begueathed to my care the bhzlf of the st act of his
tra"eo”v of Yleomenes; which, when it comes into the world,
7Oou will Ffind tc e 0 “dn~"cc*a:le truet, that 211 the

town 7ill huvﬁon me for defending this play, which preferred
me to it.'

il)

t'
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Scott attemvted to effect a plavsible reconciliation between

Southerne's claim =2nd the menifestlonercnce of the text of

Cleomernes by minimising the restonsidi 1lity of the younger pogh !
"It grpears that Dryden was umnable, from illness, to
vut the finishing strokes to Cleomeres. Tt task he
committed to Southerne, now an intimate friend, and who,
as may eadly be imagined, fv_t himeelf much nonouved by
the task imvcsed upon him. This half of the fifth act wae that
unon wrich Sontherne cexereiced this nower of reviasal and
finishing; for that it amounted to no more, will, I think,
be obvious Lo any who takes +the trouble to compare that act
with those which precede. it', (29

He refers to Yrydents admission of resvonsibility for the
crowd scene of Act V:
tThe rabble scene, introduced, as the poet himself tells
us, to grstify the more b‘arbarous part of his audlence, 1is

devloratly vad.’

Seott's conclusions from the state of the text seem perfectly
acceptable, and his interpretation of Scuthe: me's state of mind
is both attractive and apprcpriate to the context. DBut more

recent writers have tended 1o assign a more importent role to
{1\)

A

Southerne} and in‘ﬁhe absence, verhgs partly for this very
reason,(7$) of gericus critical studies of the play as a whole,
tre basis fo? this assumption has not been clczely examined.

Scott assumed that the indications of continuity between
the last z2c¢t and the preceding ones were self-evident, and did
not svecify them. So in this discussiocn of unifying verbal

atterns in the play, particular attenticn will be paild to

e’
(]

those which affect the disp uted area of the text.

' Since the Spartan character is essemtially'constant,
and the diction invented for it one invelving epic, and
even Glassicising similitudes, one uight expect to find in

the vlay fidds of thematically related imagery. The first
P2

cecene establishes the use of images from noturs for Cleomenes
&

A Vs - o~ - Ta . e~
nemnes of vthe ©

<y
O

and Gleonidss. The
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first Act —~ the integrity of the family relationship with its

rits, and the

ey

otentially tragic disparity beiween

inherited nosition and individual predicament - and the same imager

scene, images of natural develorment and thwaxrted natural
development serve to convey the ironies in the @dition of the
‘natural wnit of the gpartan family. In the first scene
Cleomenes exvresseg his hopes for his son in terms of plant life:

'Tet me but live to shadow this young plant
From blights and storms, he'll soon shoot up a hero',

This finds itg only ovtimistic countinuation in the child's

image of himself ,

'Tike a young plant that fastens in a storm
And deeper drives the root!t,
in the brief scene between Uleomenss' dependants which precedes

the ‘rabble scenet. But on its second apnearance this image
of the thriving plant derives poignant undertones from
an image used by Cleomenes in the Jast part of Act IV:
tAlas! thy manhood, like a forward spring
Before it comes to bear the promiged fruit
Ts blighted in the bud'.
The theme of wasting disease which destroys the life of the plant
ig used again in the second prison scene (Act V, scene 1i):
Cleora, represented in the ovening scene as the dependent .
tvine!' of the traditional marriage topos, has become

tA flower w1ther7ng on the stalk for want
Of nourishment from earth and showers from heaven!'

The image of 'blight' in plants can be seen as an anicipation of
the literal content of this scene,with its attempt to dewnict

the avrroach of a lingering death. The other source of
destruction envisaged by éleomenes in his imsge of Act I,
'storms', then corresponds to the possibility of violent deavi.

Within this context of vegetstive imagery Clecmencs
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expressed in the image of the falling tree in Act I:

ot go to ground
nin round my trunks

-+

be shsaiken mmen T sink

'and yvet I wi
Without a nocb
The Torest sh

-
H

3

R
T b

Anéd =11 the neighbouring trees
Shzll groan and fall veneath my vast deztructiont,

and thus woints the changs in the hero

image emvisaged the public glory of deatnh in battle. Both
refer back »
exampnles of the inage/tc a common, and more specific, original,

Ventidius' image of the defeated =2nd desrairing hero:
¥ sorrow shakes him!

, now the Tempest tears him up by thiroots,
d on the ground extends the noble ruin.: (22)

ach nse of the image is more elliptical than the last.
In the final scene the threat represented

by the metaphoric 'storm' of Act I is reslised, Jjust as the

image of blight found its realisaftion in the scene of trial

.

by starvation. It is part of the climactic function of the

scene to display tle outward forms of asctivity denied 10

the hero in the earlier stages of the vlay. although fully
iscussed there. With this emvphasis on the represemtation of

incident rather than event goes an extremely simplified, if
energetic diction which precludes the use of epic similitude.
Such traces of metaphoric language as do appear are both familiar
and highly elliptical: Cleomenes says of the death of his song

'?aﬁe9 thou hast done thy vorst,

And 211 thou canst henceforth is but mean slaughter,
The gleanlnga of this harvest!

RS

referring to the idea that man is ‘as the grass ot the ficldf®,

v
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another form of the plant image of sudden denth. When,
in the concluding section of the scene, Scsybilus tells
Casecandras |

*this the king shall Xnow,

z I
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+ Thou mayrat :e&p i e elvem a aont

R SRR

Gl

1«{
G

T s
V4

the brief refevence to Cleomenes?® mebaphor of hatvest carries

of her Spartan victims. Againet the background of plant
imagery .esbavlished earliier, =07 .. the minute 2llusions

of the last scene can bve p@rcaxved age "contrivuting to the
general sense of resolutlon. The princical vegetative image,
that of the hero as falling tree. avpears.similarly diminished
in the final scene. €leomenes is allowed to speculate on the
manner of his imminent death:

'Tortune, thou hast reduced me verylow,

To do the drudgery of fete myself.

What! not one brave gy nt7d1' not one worthy
To do me wanly right in gngle corhat!

To fall beneath ny Tury? -~ for that's justice:
rut then to drag nme aftert - fohy to dwb,
And yet in death to corguer, is my wish.!

The situation envisaged is that of the imasge of death and
congues®t in Act I: +the falling tree in a faest drags down
14s neighbours witkit. Cleanthes emjmsises this conception of
deatin by reiteration: |

'T would fall Ffirst ....

nd pull you after 1o make sure in death,

To be yow undivided friend for ever'.
( The slight inversion of the image, made more explicit in
Cleanthest! speech, accords with the change of situation from
the enforced self-defence imagined by Cleomenes in Act I; the
hero is‘nuw obliged to initiate the seguence of events which

action

,c-i'
o
n
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»
Q
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will igsue in an honourable desth) As

aprroximates to the content of the original image, the
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tthere he lies,
Extended by the man whom best he loved' ,

using the same vert employed by Ventidius in his description
of Antony as a ‘*ulzsted oskt. Even a detail ac gmall as the

use of ‘growing' in the Tinal quatrain has 11s significance

in the pattern of imagery: referring back to earlier plant

images, it suggests why Sosibius' sresch forms a satisfactory
conclusion to the play. The lier2l situation ordained by the
statesman {prostration of the Egytians, and symbolic elevation

the hero's image of ais death in Act I (creation of a clearing
of prostrate trees, consequent on the f£211 of the greatest); and
thig enriches the otherwise simple tramlation of s moral &l tuation

into physical terms.

D

The plant imagery for the hero and his family set up in

het T thus tendse towards integration wth the action. It diminishes
towards a complex stasis whose coincidence of literal,
metuphorical; and moral significance ennobles the hero. The

parallel class of natural imagery, the animal, is predominantly

tde

of the class which ccmpares man with the inferiocr beasts, and 18,
naturally, associated with the Egyptians. As Clecmenes and
Cleanthes point out to the merchant Coenus (in Act II, scene i),

tize nobler animals are inappropriate to the Egyptian mode of life,

dgithough, as mari of thestock of epic sin nile, they are somstimes used
to characterise the Spartans . Iike the plant

imagery, the animal imagery dwindles as the action develops.

The earlier scenes contain much picturesgue and explicit

beast imagery in the stirical specches of Gleomenesvand Cleanthes:
the cowardly king is called 'the kindest animal... the mos®
giving creature in a fright', the Igypt +ian people crocodiles,

according to the old +theory of their criging 'The sun and Wile

§¢
U

begot us'. These scatiered Liwmg:



are logically connected by the idea that Egyptian life

represents a perversion of the natural Herarcchy of creztion.

At an early stage this perversiocn 1s tyrified by

a fglse religtionghiv bestwesen the Xing and his people: Cleg@tn:s‘
says

*We are tools,
¥ile, abject things, created for his use,

(%

As beaste for ment,
Similarly, Sosybius calls himself Cassan
In Act ITI, the gcene in the temple of Avis and Cleanthes!

denunciation of the Egyptians as

‘A people, baser than the beasts they worship,
Below thedr pot-—-herb gods, that grow in gardens',

eveke
/é more radical perversion of the natural order. If the relation

beween the subject and the supposed type of divinity, the
monarch, is that between beast and master, it is becsuse the

types of divinity themselves are envisaged as part of the brute

foe

creation. Cassandra's remark that *the god that T adore is in

my breast' 1illustrates the consequences of this reversed cosmology.
The last scene of the play revresents the encounter

between the representatives of Egyptian and Spartan values;

ocn between

I3
o
d
*U
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Uleomenes states this fact in the form of an
religious hierarchies as he leaves the stage 1o begin the rising:

We'll drink a bowl of wine, and vour the rest,
Mot to the dog Anubis, but to Jove,
The freer and avenger.'
When he confronts the Egyvrtians, the reference to Anubis is taken
up agains
'Run, couch, you cowards, 10 your ty%3ﬂt lords.
A deg you worship, ard vartoke his natures
A race of sveaking spaniels.!

This sets up a gecific eguivalence betwsen worshipper and

wazhinned, A later pascage based on the metavhor of canine

behaviovur,
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tthe prisoners
Even guard thelr chains, as their inheriten
And man their very dungeons, for thelr masters?,
implies also the egustion of the Spartar party with its
deity, the 'freer and avenger' Jove, since what the currish

Egyptians are said to fear is that

tgodlike liberty, the common foe,
Should enter in‘.

Again, the final image enfaces the assoclzation between
washipper and divinity: while the Egyptians are still
represented as spaniel-~like :
‘we, like slaves, lle grovelliing at hig feet' ,
Cleomenes assumes the semi-divine status of his ancestor
Hercules, with a funersl
'Iike the procesgssion of a deity'.

In this way the narrowed and focussed Egyptian beasuv-inagery
of the final scene supports, like the plant imagery, the

. . (23)
final vindication of the hero.

A special case of the epic similitude in the play is
the imgege of the ox Apis, derived directly from Plutareh. It
is fully stated dy Sosybius early in Act TIX:

'Then I concur, - to let him go for Greece;

And wish our ZEgypt fairly rid of him.

For, as cur Apis, though in temples fed,

And under golden roofs, yvet loathes Lig food,
Because restrained; and longs to roam in meads,
Among the milky mothers of the herd: '
So Cleomenes, kevpt by force in Egypt,

Is sullen at our feasts, abhors our dainties,

Ard longe to change them for his Svarian trotvh.

He may be dangerous here',

But a related Virgilian image is already associated with the

hero, since the play's orening speech characieriscs Clecmenss
¥ h - B
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in his restraint for renewed fight ‘T . . .whet my blunted horns®):
.’
Cleanthes, in the following gcene, speaks of the gyvpiian king's

subjects as sacrificial beasts:



'as oxen, draw the yoke, ‘ \
And then are sacrificed.!

The consti tuent ideas of the Anis image are thus eshtablished
well before the sveech of Sosybius. Iut after his F ulation
it
b

the

o
l,_h
=

of /the image doces not recur. TInstead, it is realise

O]

action in two ways: the mpl. scene uses the implie dvp}esenae
of the ox~god to provoke a spontaneous exvression of the
essential character of the two surpliants, Ptolemy and Cassandra,
inviting valuation, as did the presence of the hero in an earlier
sceney Inter scenes show the hero, like Apis, placed under
restraint, envisaging himself as the destined sscrifice to
Cassandrads vengeance. Drydent's idea of having the Svartans
deprived of fcod may be connected with tle idea of the unwdcone
feeding of the sacrificial ox, particularly since Cassandra
alludes to starvation as fesembling Bpartan fare', and

'Spvartan broth is mentioned invSosybiué verion of Plutarch's
image; at any rate, it represents an inversion of the fat%ening
of the sacrificial beast. The vse of the Apis image, then,

like that of the vlant imagery discussed above, embraces

both similitide and dramatic fiction, demonstrating the kind

of comvlex relationship between vehicle and tonuw ohfracterls+ic

of Dryden's mature verse.
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CHAPPER VI: CHARGHs TN THE ZEz0IC LODE AVD ITS STATUS.

oo L - - - - = P = | -
5,710 "Q\uu;hes Nave oeen TUreaveld as

disgimiler drarmatic congshructions erected on the same bosic

N oy

premiscs, and therefore as comparable. Sufficient eviden

about the workings of the
to pernit the refining of this working hypothesis. In terms
of method as well gs shtructure the differences between the two

works are so great as 1o call into guestion the assumption

that community of subiect impliesz community of import. This
of ) g o e

was suggested alroady by the conirast of effect between tne
. . (1)
two exposition stages digcussed in Chapter IV agbove. The

the pospect of

expogition gtaze of Don Sebastian
4T [

sn unending succession of changes, in which the rehabilitation

of Sebagtian himeelf, although the chief subject of inte

4 . : N ey A S s mpy ol PR V1 . oL Bl by WL ey
ite vpossibilities, while the subsequent scbion takes the form

of o succession of instante qualitatively distinguished by

by the hero about his return to Greece, about his rels

with the Egyptisn court and with .Cssecndra, s0 that

)
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ig defired and circunceribvaed vy Thoe srnvuitilesls detween
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supvlement Flutarch'e ractual acoount of the exiic.
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As .the poel's best mode of sative roetugtes iteseld in the
rew material nlay, =0 hig mogt 0sUs

subject, the House of Suart, Is
analogy.  With thie exceptlon,
literzy vprecedents. The verbal
dramatic structure shows a corresy

Tnstead of the large progresgive

supersedes thematic imagery in

(e

group of revurrent images, which hsve a highly

=3
developed internal reference, and virtually no externa

oreover, in the course of the play, image
becomes closely identified with sction, and the <

N “ . . ] . -
between vehicle and tenod in the play s imagery 1is Ob

Cleomencs thusg renresents in every rasvect a more cicased

T

systen than Don Sebastizn.

-

Tt would be possible to assockbe the contrast o method

between the two plays with the contrast bebtmoen a drans

of detachment and a drama of commitment.
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a2 verticulsrly fruitful approach, oES
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+o the sctive hewoic mode, and tne important final vel:t
of ris virties ie orgsnised by & cheracterigtically Drydenian
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front the Egyptian mob, exempliifying the Spartan/Bgyvyptisn

sntithesis in terms of the contrasted political activity of

a3

ivie leader and the Ticlle populace The brief
exchange between Clesnthes and bhig father recapitulstes
earlier ewchanges dealing with hig divided bbyalty, 2ud touches
on the favourite dramatic theme of a clash telwecn heredity

and the demands of virtue (a major theme algo of

Love Triuwmphant). The herot's varley with Cassandra follows

the game course 8g the more extended interviews of the earlier

0N

stages of the drama, snd both charncters havenow reached the

logical extreme of the position im»nlied in the earlier sceness

{(_\J

Cleomenes sffirms the hercic paradcz of liberty in death,
rile Cacsandra demonstrates the destructive power of comnletbely
unbridied will. In the next stages of the scene, when

Cleonidas attempts to share nhig father's danger, and Clesnthes

iy

Sosybing from the Svartan Pantheus, the

scues hig fathe
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This seqguence of brief ircidents has reviewed the various fieldg
of social relistionship, Tublic and individusl (both lividinons

and familisl) which have figured in the earlier stages of the
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lesger thenes can be almogt ellipnticel, 1ii he imagery,

.

gince 1% reliies on siiugion bhoth to fuller discugsions of ihe
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prelude to the actual catastropnhe, which involves only tie

5
nrincival charwcters. This dg prescoted in two further scenes,

e BT -3



179.

with the death of Cleonidas

7 and the desths of the two
IR et e T L B . - - sy P ey s A T ey A
herocic friends. Thnese incidents mary a return to the pattern

d an sction centred on the hero established at the beginning
of the first Act. Each has a rather less rapid movement
apvropriste to its imvortance, and a divtion which does

not deviate from the deliberastely hercic except, in »ursuit
of a vathetic simplicity, in the final Atter&nc 8 of the
child; each refers back to a more expansive treatment of
asgociated themes in the previcus scene.

The death of Cleonidas, something of a pathetic interlude
ir the gction, revresents the tragic culmination of the hero's
role as paterfamiliss. After rejecting Cassandra's offer
of vublic glory =t the nrice of private dichonour, “he hero
had adovted this role as his highest function, until his
release by Cleanthes again offered him the nrosp@ét of
military activity. And earlier in the scere Clecmencat
exchanges with Cassandra presented +the paternal funsticon
and the military function as equal alternatives:

'y son, my mother, and my wife restored,
'"Tis peace; 1if not, 'tis. wsr' .

5

The dild*s death deprives the hero of this function =2t the
seme time as it completes the destruction of the
on whose divine descent the earlier stages of the vlay had
placed so much empha

Wnile the death of the child terminastes Cleclisnes!
role as patriarch in its noblest asvect, that concerned with
successicn and the replicgtion of the heroic virtues, the
death of the hero himself is prosented as the sunrene
exnression of the only remgining tyve of relstionshinp,

the comradeshin of two heroes | The rationally insoired

devetion of Cleomeneg. and Cleanthes reaches a8 paradoxical
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culmination when esci friend assumes the function of & worthy
a&versary for the other. Tneir mutual slaughbter serves both
to gatisfy the heroic deslre for honour, at the exnense of
individual affection, and to immortalise the friendshiv.
The logical comvlexity { revealed in thir vreliminary delate)
and the emotionsl complexity of the paradoxical situation are

2

her

/

clearly intended to illustrate the plimity of the

resolutior.

But this ascertion about the imnortance of the

svecial verbal

manner of death is not suvnorted by any

Oty

hero's

devices:

£ the gcene.

the langoage remalins as nlain a2s inthe earlier vart

That the: poet did not have at "his disvosal the means of
recreating in his verse a moment concelved &= gublime 1is
irrvelrant to the guestion of suthorship at %this polint, since
no poet of the age, with the exception of iilton,
could successfully embody exverience of a suore-~rational

order in the langage of drama, largelv becaase thelr

to that langusge was rationalistic. +o indica®w that th

r

event devicted w tha

A

rationally definable

™

sts ¢f the

n

invarisbly resorted to language beyond the nale of rea
in fact, to violent, irrstiocnal, and less eignificant I=
This isg nerfectly justifisble in terms of decorum: exp
outside the normel range of human existence reguires lo
- Ly ) - £ Lemon 32 g ~ % (l{')
outside the normsl range of human dL1lsSCOUYSE. )
What ic of interest is the method which in Drydents
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rapidity of the succession of gllusgions invites and alnost
impiies acguiescence, and this acgulescence accorded to
minor conclusions tend to extend also to the main conclusiong

about herolc virtue as embodied in the chief protagonist.

This offers a parallel with the a;roﬂgenent of material in
(5)

Absalom and Achitonhel, swamarised in an earlier chapbter

The death of Cleomenes, like the final pronouncement of

'David', 1s the climgx of a cumulative movement reinforced by

cross—~reference within the work As, in The Hind mnd the Pather
to approve the aptness of the beast portraits is half-—yay to
sympathising with the cause of the Catholic Church; so, in
Cleomenes, 10 agree with judgements on the herolc virtuss and

thelr cppogites baged on feuiliasr drormatic conventions izn the

earlicr part of the final scene, ig to prepare to acquiesce
in g major mproposition of a wider import about the noblest

human sentiments and their highest expression, which cannot

ctiong

0
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be so easgily verified by reference to conventicnsl res

oF

When Dryden argued for the cause of gbsoclute monarchy, *the

overtly logical conclusion had a very lavge sffective element,
provided often by the operation of traditionsl exira-literary

analogy: in the last scere of Cleorenes the emphasis is

e sregunentative effort being directed towards

y-,.

altered, %

immediate convicticon of an overtly affective nature, and

using mmcedents from familiar dramgiic siituations. Thig
the is an avpesl to the traditior of serious drama, ze well
as to the earlier stageg®f the vpresent drama. But the method

Noh ().{.‘::] vie astructure of the Inat di;\’;”":.ef,gf_g ¢t the horo,
but elsc the nature of the gualities commended in his deatn,
resists the interpretstlion of Cleormenes as sn essentially
pathetic drana. For in his last action the hero is called on

0 exhibit valour rather than fortitude, and the arpets



for revenge and glopy,rabl
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and affection. And the scsle of the acvion in which he

ig involved, a strugrle between two contrasted giviligsations,

also makes the hero an epic, rather than pathetic figure.

As an epic hero, Cleomenés nsturally belongs to the
Classicel rather than the Christian tradition , 8n
this involves a distinet tyve of chesracter and ethic. But

in so far as the ides of 'the’epic' represezfed for Dryden
and his contemporaries the highest style and most serious
form of literary tregment, it implies a comparable level

of endeavour in the two trag@dies under discusgion. This
makes it posgidle, and even necessary, 1o compare the +mu
protagonists; the comparison will define the kind of change
in the status ¢f the heroic which accompanics ﬁ?e outward
shift from political to (roughly) luiterary vreoccurations
This topic can be separsted into two aspects: the nature cf
"the heroic character in itself, and the statues of tae herole
character (or the heroic mode) in the drama as & whole.

and CWOOMa%u
Both Don Sebasstian/take as their theme the zlmost

-

radoxical idea of the dispossessed monardi, and both
exvlore ir some detail the themes of defeat and monarchy,
with results rather different from thosm of the nr--Revdvrtion

rlays. Toth olays posit a clesr distinction between the

de facto ruler and his genuine, herciec counterpart, which
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acribed

Cos

s

ig dramstised in the ezdy confrontaticn
4 difference of species is often imnlied, as when Ptolemny,
meeting Cleomenes, seems

tasham'd . . « tc be miscalled
A Wing, when fthie is present?.

Drydents preface sveaks of Setsstian as

e = & “ ey ey ey A N N 4 AT
The name ¢f king is fregnertly invoield: thz inferior

o
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rulers connect it WLth tlhie idea of absolute temporasl Lower

and publiic giory, wh 1e for the hero and his fcllowers
'kinglyt stands for pre~eminently hcnourable. Thus
Cratesiclea complains of her sonts privste display of grief
that it is not *like the King of Sparta'. The endless debates
on the attributes of the monarch found in Dryden's earlier

plays are largely eliminated in Don Sebastisn and Cleomenes,

where the different interpretations are permanently VmbOQWed
in the language of the characters. The language of Sebastlan
is generally, excevt at some moments of tension, distinct
from that of Moley Moluch, particularly'in its di
use of imagery of the human body and spirit. In Cieomenes and

Ptolemy the contrast is rather beiter developed. Among

kS R T
b of crestin

-
VRS

imsges in Act I, ths hero uses tha

Cu

other elevate

go

Jove t0 express hig pride in his herolc son:

'T am vleased with my own wor

With infant nature, wien his

Bad rounded this huge ball of earth and s
To give it the first push, 2 1t o1
Along the vast abyss.!

The cumulstive effect of such exalted language

scenes of the first Act san be measured by the
bathetic effect in Act IL when the peevish Ptolemy tries
to glorify himself by heroic comparisons:

'How I could curse my uname of FPtoleny!

For 'tis so long, it asks an hour to write if

By heaven, I'11l change it into Jove or lers
Or any other oivil monosylls

CT‘

t
of technigue which makes it posegible for the poe 2t to express
by verbzl means in the later plays what in the earlier heroic
Aramses wonld have been conveyved vartly through stage getbions

this may be regarded as the techical legacy of the polemical

consequence of emphasising the sepsTation between the herolc

and the non-~heroic chsracter,
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thus weakening the correlation beiween notility and virtue

so prominent in the earliier nercic vlays,nnd necegsary

wherever a heroic, or ideslising, verslon of historical

events is to e put forward. The differenigtion of two
linguistic svleres imples a differenéiaﬁion of two ethical
planes s the common, on which nobility and virtue are unrelated,

and tne ideal, on which they are recessarily conrectede.

Tn both plays the degree of linguistic diffemce
separating the true and false kins in fact cowresponds to the
extent of possible interaction between the twoo The language
of Sebastian and oley Moiuch shares the aspiration towards
heroic magnificence, and Sebastian's dealings with the

Baperor reflect their shared interesd in Almeyda, whicn

constitutes a ground of parallel . between them, later in
ir the play. The passages cited ahove show how a comulete

separation between the language of Cleomenes and Ptoleny
is exvloited for comic effect; and by the second Act of the
play that the heroic monarch shovli ever be associated with
the world of political exvediency around him bagins to

appear as unlikely as Ptolemy's eotﬂon on Olympus.

The sgeparation of heroic from non=heroic glso means

vublic glory is superseded, dnce where the existing stale
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4 virtue in itself. Sebastian is rcstored, not by his own

ge gatirist and
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getion, but by the intervention of Dora
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iife is more forcibly ewemplified in the herc of the later

play. When cslled vo ©the Tgvplbian court, Cleomenes gives
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moral counsel +to an sudicnce concernced only with political
(7]
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refuses to purchase public  glory by characteristically

(84 , .
Egyptizn means. To a large extent, then, the hero's virtue
lies in gvoiding those kinds of activity which produ

theatrically effective incident - a prop of the earlier

heroic plays. In Don Sebastisn the activity « the other
charscters in the political plot compensates for the insctivity

of the hera In Cleomenes such activity is confined to

-

- - 3 - "~ . »
the Fgyptian side and the final melee  ig its only
spectacular issue.

The lLanguage in which each hero expresses his sengse of
innate virtue offers a positive demonstration of his dissocigtion
from the outwar-d forms of monarchy. Sebastian confounds
the Moorish Emveror's triumph by disparaging its physical
limits:

*T beg no oity for *this mould'ring clay;

For, if you give 1t burial, there 1t takes

Posseseion of your earth;

If burnt and scsttered in the air, the winds,

That strow my dust, diffuse ny royalty,

And svwread me O'er your clime: Tfor where ore aton )

Of mine shall light, know, there Sebastisn reigns.' \2
He suggests, as Cleomenes does to FPtolemy (Act IT,scere ii)
that tc execute a rival is in fact to admit his suveriority.
Bince Sebastisn's indifference to the alternstives of life

and dezth hns already bveen shown in word and acticn,

his execution would be a twofold victory, rather then the final

defeat Iioly ifoluch intends. Enraged by Sebastian's
the tyrant demsnis:
tyhat shall I 3¢ te conguer thee?!



dissociates his regal status complevely from its phvsicsl
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function; and as monarch of him&lf he is vulnerable to no
attack except *hat from within.
Similarly, the first monologue of Cleomencs asserts the
indevendence and suveriaity of the monarch's tindividusl mind':
*Dejected! no, it never chall be ssgid,
That fate had vower uveon a Spartan soul:
My mind on ites own centre stands unmoved,

“ind stable, 2s the falkic of the wald,
Propped en itself: etill I am uleow¢ruo.

When the herc apnears at tle Zgyptian court, the resctions
“of the other characters give great prominence to the *bffvv
appect of the varadox cf dispossessed majesty (e.g.
‘He speaks : .
Ag 1T he were in Sparts on his .
Wot asking =234, but granting! ) (10)
and indeed the main direction of the plot is towards the
engctment of the paradox: .the hero is gradualily siripred of
opportunities, hopes,and individual relationships. Only at
the end of the play, wher the sevaration of the keroic gririt
triumph over nis eremies (in Sosybiuvs! msolve 'ho show how

|2

mucn I honour vﬁﬁue;). The image of the hero as microccan,
guoted above, is particularly important in Clecuenes. ror in
spite of the conflicting endeavour, alwsys illusory, a=hd
abandon-d in the last stages of the tragedys Lo creaté a
gitvation answering to hig own idea of his destiny, only the
herots idea of his inrate majesty and its respoensibilities
mairain his stature. The scere of his last military acticn

i itself an imvortart illustrstion of thig facte: in its

T Wl ey P
ilivsory, since wne

e

military ssvect the rebellion ig entirely

s - - v > . P o A r i 3
ind of heroic warfare degired by Cleomene

e E ..
S 1&e 1muoggloie 1
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the Egyptiar setiing. Cleomenes himelf expreasses the ides
That there is no object commensurste with his innate virtue,

‘not one worthy
To do me manly right'.

So the herot's choice of death is bthe supreme instance of
virtue in isolation. The static nature of the plot can be
seen ss a consegence of this tendency towards solipsism,

in that the conflict between the hero's satisfaction
in the gself-sufficient vower cf virtue and the desire for
its (impossible) concrete exvression in heroic activity can
Ci:ly manifest itself in dramatic form as vacillation.

By renouncing its objective correlative, vpower, the
hero makes his virtue immeassursble. Traditional heroic
‘huffing' in +the mouth of Sebastian :

*Let Fortune empty her whole guiver on me.

I have g soul, Lnas, like an ample shield

Can take ir all; and verge enou”h for morel
or Cleomenes:

*I; whose individuval mind
ask a nation of such souls t'inform it

Would

h

takes on a new significance. Unalloyed by the crudity o
prodigious. practical application characteristic of the zctive

dery such statemers are to be understood as

[O]
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metavhers of the hero's state of ming. In this resvect

f death vassed on hinm by

o

Almarizorts reply %0 the sentence
Boabdelin makes an instructive comnariscn whh thau of Sebvastian

.

guoted above. The earlier herot's declarstion :

' Know that I glone am king of me.
I am as free an mature first made mant

o
[0
Qe

T brougit that svcecour whiceh +hou onghttst to bring
!
!

And so, in nature, am thy subiecte* kingt,

which if accevnted could actually compromise Almanzorfs
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boasted freedom. His apeech dis nsrely a stage in one of

the brilliant debates in which the characters of the drama
are concerneda to demonstrate their rights by pseuvdo-logical
justifications; 1€ can be, and is, answered by another sveech
in the same vein. But Sebastian's reply must be taken

as incontrovertible, since it ig dissociated fromth e avpveal
to externsl veprification. His audience responds nof to the
matter of his boast, but to its spirit. Heroic virvue is
thus elevated into a kind of absolute refereble only to itself.
In Cleomnes this interpretation of heroic virtue is built
into the plot in the form of the slien Egyptian environment,
which ig much developed by Divden.

The reascn for the initial defeat and exile of both hexroes
is now clear, The paradoxical kind of inrgbe strength which
makes the two heroes more kingly than thelr conguerors
can only, for dramatic purposes be demongtrated
negativelys: situations of defeat and isolation are
essentisl to its fullest development. Politi¢31 success
or invokement like that of the earlier heroesimplies s continuity

between the gqwlities :of a character znd thos of his environments

The conception of 2 gelf-contained herc as established in the
ovening scezes of Don Sebasgtian and Clcomenes is only consistent

with a setting in which virtue is divorced both from prosrerity

and from effective action, which would comyromise its
(\Z) . . . .
absolute gqualitye. But this version of neroic viritue is
not the best adavted to the necessitiés of the gtage. 1In
overcome the

M [ TR \ " - . : - .
Cleomenes sn attempr is made t¢ problem of conveylng innate
i i 50 A T ] 2

oy :

7 s < - . . -
and sbsolute virtue,/ means oOf zn antithesgisg veiween 1L3XI0Y

( in the herc's constancy and fortitude) and flux ( in

e tncessant activity and shifting motivaeticn of the
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Egyptians). Such @ dramaetic pattern was not one capable of
fraitful develorment on a realistic stage, and hss probably
been

/aumajor factor in the comparative neglect of the play.

The very language which accentuates the herot's moral
supremacy has an isolating effect, because it emphasises
the unigueness of his virtue. The hero is set above all
existing kingse . Cassandra, on seeing Cleomenes, exclaims

'Thig is the only Xing I ever gaw)|
and wUley lloluch:

tSebggtiant . . . . no other
Could represent such suffering majesty!'. r13)

But tnis placing ternds at the same time to diminish hig
hvmanity: +the only avprovriate comparisons for the virtue of
the hero gre gsuperhuman ones. Thus Sebastian is liened 1o
Jove:

‘He looks secure of Deatn, svverior greatness,

Iike Jove, when he made Fate, and said thouv art

The slave of my creation!

who is

ard Cleomenes,/represented as literally descended from Jove,
is often compared, and finally even assimilated, to the
figure of his divine ancestor. Such terms vrejudge the issus
of the monarch's possble restoration; as Dorast simile of
the restored Paradise indicates, the reign of the superhunan
hero is necescarily associgted with an unfallen state of

<

scciety. AT the bveginning of 1on Sebastizn and almos

throughout Cleomenes the hero gpuesrs as a tyve of divinity,
a status commonly accorded to0 the monsrch by political theory,

but ususlly to his function, rather than, as here, %o

nersen, Teo gttach this funetion to the individusl seemns
oy + ¥ iy voaa P AR v T h s Aaivins Tmlla 4“1:‘7':]‘ as
__‘?LbJ"GI”‘ (e pusinesgs J ;/9;_\0&,0 1 (/y SEOI VS S T N VR CAVILIIe SLMLLLTUaeE 5

cy of Virgilien ewnic with its semi-~divine national hevo. ERT

o

there is in the <wo playe a kind of division, corresovomlng
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of tne hero and his individual
circumstances of

because any involvement in events,

drarmtic form,

the distinction may alsc be a more finely directed one.

is a limitation on his absolute virtue.

the drama.

with the distincvion bvetween the
Aeli A AT e s o
UL.LU’ JLLVJ:J.C),.L. Y.u.) . - N
people gnd/as incividual, belwee

This is to be exvected,

7 Bh

Vre

e absoiute

nce in the.

although necegsary to Tl

thig point one passes from con 51devailon of the nature of

heroic virtue to consideration of the

the heroic in each drama.

So far, the new charactér

gtics

of the he

status accorded to

ro ir . roducad

in Don Sebastian have been found to be qrared by Cleomenes

The only difference has been that in the later play they

tend to appes

asgimilated into the

&

less

tructure cf the plot.

are enacted rather than predicated.)

view of the

considered as

status

a

oHrusively, sincefthey are

(7

From t

of the heroic mode too. Cleomenes ma,

continuaticn of Don Sebastian

The first element of the paradoxical situa

hero, hise kingshiv, was discussed above.

defeat, demands

tragedy.

of numbers

point dissrmed by

Don Sebastian and.

situstion.

oA s
26 aeleat vaxn

e

In Don Sepacstian,

el

n

elucidation in bterms

success ¢

flecmenes

of the

curase

Q

of

evay

ntain instances of
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But only in the two posﬁmRev
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In the optimistic heroic dramas, defest
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the guards of a tyrannic rulerx
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a5 tre orlgin of the sction, e
Dorex gives a circumstantial account
the hatitle which ex rolising the sucess ofF
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Muley Noluch's army in realistic terms, sc that it sppears

€

merely‘a nececsary dramtic vrewmise Tor the ensuling aciion.
Later, Sebastian himelf offers an intervretatic n of his
defeat as king and generasl; +the attempt made onm behalf of
his peovles

'To give my loosened subjects room to play',
is entirely his responsibility as king:

'"Not your false prophet, but eternal Jjustice

Has destined me the lot, to die for these: _
'Tis fit, a sovereign so should pay such subjects.? (14

In this passage 'Fate' is equated with the justice of heaven,
and this makes the defeat appear neither Tortuitour nor
simply physically determined. The suggestion, common among
the hernes & the earlier drama, that the aﬂili%y cf heroic
virtue te control fate relates to physical fact, is oiearly
eliminated. (It is of course rTeplaced hy the idea of
invincible spirit.)

The place of Sevastiszu's initial defeat in the ordered
universe which he posits is gradually revealed in the course
of the play. When he admite the error of hie affcctions
in giving the hand of Dorax's betrothed
he establishes the duty of the monarch to rerress versonsl
inclination. But when Almeyda says,(in Act IT, scerne i):

'going to the fight,
You gave Almeyda for the word of battle',

after describing Sebastian'sg earlier victoriocus career, therc
is already a hint that Sevastian's defezt ig due to having

associsted himself as general and monarch with the cobject

of & wversonal inclinavion. Finally, when charged by

'Knock at your

If those fair

tore than yow fa

3 okl vy 3 "o Ypey ey o e . T P N " . ~ de
Sebastian admits that his war sgoingt the Yoors had been The



act of a lover rather than thst of a monarch. That

his pascion is revrescnied as incestuous simply reinforces
ﬁhg error of allowing gelf-fulfilling passion to dictate
actions of public consequence.

But the error which caused Sebastian's initisl defeat

ed

n

It

is represented as an individual one, although universal
by the Adamic analogy, and as such it is o be expiated by

the individual effort of the protzgonist. The conclusgicn of
the play is open, in that it shows the hero embarking on g
course oFf penitence. Although the outcome of that course
must be dependent on the favour of heaven, the ve . idity of the
continuing etrugele towards perfection is endorsed by progress—
ive elenments within the drama itself: by the shift
outward to inward versions of rebellion, represented ag s
shift from perivpheral to central concerns, and by the
verticular instance of Dérax‘ repentance.,

"In its political aspects, the resolution of the plot is
by no means go open. The fact that the protagonistis
concerns are shown to transcend the political nsturally
diminishes the importance of the political conclusion: but i+
also identifies the politicsl syphere very definitely witl the

non-herolc svhere, in which there is no indiczstion of human

prerfectibility. The characters whose wishes can te gratificd
in the non-hervoic gociety are the limited and materianlistie

characters: Antonio, Horayma, and by implication, licley
Zeydan anrnd the Portuguese cardinsl.  Almeyda and Alvarew

follow Sebastiants evample of withdrawal from society, axd

"Doraw prefers zuch retirenment to the grotification oF e dove
for Violante.

Cleomencs has been degscribed as haoving a more tcelosed’
form than Don Sebastisn. The choice of & Clascical




theme, with a hero who is also the exemplar of the highest

development of g certain civilisation, suggests tha

dyramic moral perspective like that of Don Sebastisn is

unlikely to emerge from the drama. Where the hero-revpresents
the highest pogssible human value, he can develop only if the
frame of viies presented at the beginning of the drams is
transcended. Ain illustration of such a procedure is the

Tinal chorus of Samson Agonistes, whers the images avnplied
> % & i

to the hero's last action tend to elvate him into a tyne of
(1 '

Christ. With Cleomenes, then, the first considerstion
must be whether the tragedy contans any transformztion of the
frame of morasl reference. In tne absence of such a develonment,

the significance of the hero's acticns, and particularly

of hig defeat, must be estimated through the terms
developed to charscterise the two opposing civilissiicns in
the drana.

Cleomenes gives his mogt exbended sccount of himself
and his defeat at the begirning of the openeing scene. Its
cardinzal idea 1s tnat of the hero as a microccam, that s,
as a congistent and indevpendent being. This image nay bve

roughly eguated with the idea of Stoic virtue, which was

approxingtion to Christian virtue afforded by the pagan
(16) ) o
philogophies, Military activity (of a Homeric cast) 1le The

means by which the protagonist chooses 10 exprecs thls

inherent virtue:
gse individual mind,
Would ask a nation of such souls to inform i,
+ ox

ht) g P 1 - . T A2 S e e
why nave nod ten and hendes to fight

1t alil myselL, and make the wori my owa?’
But ancther manifestation of his Stoid virtue is a responsible
affection for his wife and
this elm'. Tt is clear that the very variety of virtue

enshrined in the hero impnlies continuity snd excludes changs,
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unless in the relative valuation of the contrasting forms

yig virbue.

=y
-

~of expreossiocn O

LD

Tt was nmaintained ato

ig revresented very much ss the eic hero. rut Rothstein

e

claing Cleomenes as a ‘'pastoral Enicureant, at least in

Thig would seem to imply some kind of d@evelopment in the

v

consciousness of the hero, for 'pastoral Ipicurean® is

thet in his death the proisgonis

not a label that will cover all the attitudes manifected in

the ovening scene.

Any dairected development, as opposed to variation,

might be exnected to reveal itself inm the successive cri
of choice faced by the protagonist. The Tirst of these

occurs eavly in the play. The ovening scene has showm the

hero tempted +to despair by the ghsenceof opnortunities
warlike self-exuression. At the end of the scene, the

news that the eneny leader died, from natursl calges,
a few days of defeating Cleomenes, leads him 10 guestich

the congtraints imrosed on the hero by fate; 2nd accoidingly

he geoce

)

o § e} - .
decrzes of fate showd be token as a spur TO action:
d

tYour fate, once more, is 1lald upon the anvil;
lTow pluck up all the Snartan in yoursoul,

Now gtretch at every stroke, and hammer out

A new and noblexr foriune'.

When Cleomenes comes to undertake the rebellion ageinst
Ptolemy, he does so in the same sPirit:

tfow for a lucky ovull
At Pate's last lottery!
I long to see the colour, black or white:
Tha*'s the gods! work; and if T fall their shame,
Tet them neter think of making heroes more,
Tf cowards must prevail.'

On meeting the Bgyvntian leader, the hero rezaff:

ideal of Jdisinterested military activity:
'to die killing, is a kind of conqu@sﬁ'}

nbe the ovinion vut.forward by Pantheus, that o
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he later part of this imge of
T. fThigkoincidence with a static

pattern of imagery, 1like the persistence of the imagery

itself, works against any sense of development in the
protagonist's consclousnesse.
Act ITT had vpresented the hero with the crisis of g

difficult choice between affection and self-reabisgtion.

To Act V (at the end of scene 1) the choice is reiterated
in soatial terms. Cleomenes is about to leave the stage
when Cleanthes debtains him:

tHot that way friend;
It Sezds you to the women, and the boy'.

The iscve cf the crisis is the same: when Cleanthes hes
exvlained the military opvortunity offered by the king's
absence, the Spartan embraces it’eagerly, and follows hin
from the stage.(l9) The bhgndliug of the incident makes 1%
guite clear that the hero values his dependants, 'those tender
blessingst, less only than the chance of glory. So the suprene
value set oxn individual affection in the prison scenes, and
particularly such formulstions of it as the hero's analogy
between Cleora ard g merciful death, must be seen as a
temporary ééparture fron the principal mode of his
existence, and the dramatic situstion whigh engenders iiis
interlude zc the means of realising the closs of values
normally sacrificed Dby the protagonist.

Fven in +the relationship between vprotagonis
hero, where violent changes are vresented in Acts

e movenent ig a gimmlated one vesulting in the

of the origiral wvosition, and partly determined bj
he Ffinsl spotheogis of tThe !

its emotionsal and physicsl violence, the scene represents the

extreme develonment of the gradusted series of criseg waichtest
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IT one can speak of development Through this seriés, 11 ia
only in the sense of oontinaaﬁce with intensificetion, made
vossible by the orgznisation of incident. Sosybiust clzim
that this glories growing bto his latest breath / Excelled
all others' is validated by a process Of gradual accretion
O0f value, achieved by the presentation of a heroic vocatulgry
of attitudes in svvroviiate situvations.

The political conclusion of the vplay is definite,
Pessimistic, and apparently in conflict with the high
value attributed to the hero in his own actions. TIn

Don Sebastian Dryden had preferrad *he open ending with

its supﬁfabion of mutabilityw vut the ending of Cleomeges

stresges finglity. Cleomencs: gnd Cleanthes, dying at
one another's hands, remove the only repressnitatives of

honovur and virtue from the political scene. The clodng
lines present the unchanged self-interested
ennity of Czssandra and Sosybius still pervading their

1eT0eg., The play ends as it
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genaine gnge
began, with power vested in a corrupt régime and the hero
pOwchesg to alter the situation. The only alteration in
the poliitical picture brouvght abort by the events of the plg

is the demonstration, in the carlier stages of the rebellion

]

of Act V, that the non-heroic BEgvptisns are essentialls

[N

n

{

incavable of responding Lo the heroic 3deals renresented

by the Spartsn leader.  §So although Cleonm menes, uhlike

Sebastian, suffers no internal moral defeat, he suffers
twe politicel defeatbs. If the érama offers an coxovlansgtion

&
of ‘the hero s defeat, it is to be found in the comuparicon of

these two incidents.



t Act of Cleormenes

vy

It has alredy been seen that the fire

UI

TeveLrs a ceriain sorsel embignitv in warfate as a mesns of
self-expression, When the hero's young son welcomes a

recital of jacedonian atrocities, '*for that's a soldier's workt ;
the ambiguity is revesled in terms of a tension belween the
Patriarchsl snd the military expressionsg of the‘hero's virtus,
Coenus' narrative rsveals the smbiguity in cultursl terms:
instead of vengeance and dest ruction,the llacedonians have
trought veace and vrosperity to Sparta. At first Cleomenes
resents this news as g hindrance to his return ( *then

farewell, Sparta'); but on hez*ing of Antipgonust d-ath he

resclves on re-establiskhing himself in Sparta, and later,

on imposing Spartan rule on the whole of Grecce. The contrast
made in this Tiret scene betweon the horrors of War and the

g ol
that
blessings of peace sugaestis/the idesl of achieving vpersonal

glory by suverhuman exnloits is, in realistic terms, zn
illusory one; as Sebagtien retired into the wilderness
accompanied by the passion of incest which he had to purge,

omenes has entered on hie exile with the mistalken idenl

so Cle
of heroic achievement. In the course of the play he docs

not rid himself of this ideal; bdbut a beneficial slternotive
to it is provicded by the ideal of nobility in .

relationships, such as the vaternal relationshion.

highest form of relationship, the comradshin of

becomes in the catastrovhe a substitite for
success in-martial activity. The fable thug invoses an

assockation of zublic failure with vrivste sucess.

But it is vossible to identify the public failure
more gnecifically. Coenus' narretiw indicates that vt

2 7 -y - re 3 Ty oy " 5 = hie] s
has succeeded the Spartan virtue ig compronise and diplomsoy;

P SR R K4 “y g g PITR - 2 [ P N R R R
,@%ﬁ nggolms, in hig conguest and In nhg cegth, lg nortraved
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a8 g noa-heroic riler. Thig makeg it noesible 10 epuate the
T - - L % (I [} .
non=nercic gliate of Sparta with the non-heroic sitste of Beovod.

(How Drydents account of Egyvt conflates Pluterch's accounts of
both civilicstions was indicated in Chavter IV.) Then the two
rad b T

defegts would rovest the same iwmvport, and the analyeis of the

second defent could be agonnlied to the firsty s=o that bthe

N

<t

warfare of Clcomenes may be seen 10 be no more spprovriate 1o

«

a pacified Syarta than to BEgypt. The fable wounld thus be a

dedmonstration of 5 hidgprical process: +the decline of g

heroic civilisstion and i replacement by 2o non=hercic civilisation:
would be

and ~he hero's ritual murdey the last vessible retreat into

heroic absolutism, and the logical conclusion of his original

But Antigonus is slso a ‘'modernt' rulers; the aocoﬁnﬁ of
his reception in Svarta, with its reminiscences of the recention
Williagm of Orange in Ingland, is the clearest instsnce of
higtoricsl parasllelism in the play. And it ds the Egyptiane,

‘4
e
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the other non-heroic socizl grouwn, who fla
gatire on public affairs, with itg apparent contemporary

overtones. The tension between heroic and non-haroic orders
gecordingly,
has,/ 1 lemequ of contrast bhetween vzet and vpresent states.

From this point of view, the death of Cleomenes indicstes thet,
of life
in a non-heroic world, the heroic mode/is incapavle of fruigful

O] (‘“1

integrz=tiorns that it is a2 use
“-’"}' wbe —: v e e ”~ ’: ey -y’ ”~~ ) 3 ¥
Yhavt Ls shown to bs trues of the herocic n

t a8 a literary genre

fds

may also be true of

literary croga-reference of

diction gives way to the Egy in %this Tresentis
a perallel with the altered ¥ \rthur as impogelbliitly
of 2 valid cuic mode in nmoder land. Tor
i 3 i tantly military hero may be

’310 ambitions.



One way of testing this hyvothesis is to examine the

use of +the heroic mode in the dramatic works completed between

the two tragedies. Of these the Amohit v yon adsvptation is
g S

'1r'

the more significant,since the material for ¥i ng Arthur

was merely revisel in the post— Revdution period.

Anphitryon is one of Dryden's agttempts to improve on

his predecessore by treating the subject more comprehensively.
The main innovation is an extension of the secondary intrigue,
in accordance with the poet's idez of ' the difference of

our stage from the Romenm and the Frencht, I% introduces
the ectablished comic figures of the witty and disputatious
lovers =nd the corrupt judge. In these characterg the

poet reingtates tie hedonistic and ‘abbllallsﬁlc comic ethos

)
"

s

eatment

H

of Plsutus' Amnphitruo, ad particularly its prosaic t
of female charscter, which iz conTined in Moliére's.version

to the gight sketch of Bromia. The comic toucheg in the

Boman Alcmena duly zeappear, much amplified, in Dryden‘s Phzedrs.
The scene in which the false Amphitryon cuts off Alemenats

. lengthy reproaches about his sudden departure, by presenting

her with a golden 'patera', is imitated when the false Sosis
gradually silences Phaedra‘'s apreals to Bromia with a glowing

description of the golden goblet he has for her. Aa1d the

H:v

*irst gtated as a general provositic

L LT

theme of feminine cunidity,

of the whole meguence of
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by Jurniter,

scenes involving FPhaedrs —among them one in which, like

Plautus' Alcmens when a divorce ig proposed, sne demands
a settlement  from Mercury.(zl) \

At the same time Drydén follows JloMdre's example in
Amvhitryon ( and thus Jupiter ag the
a8 heroic lover

he often follows Il0liére, paraprrasing and sombimes compressing
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his dalogue, or elsmborating an image from a hint in the
French. But where Dryden adds, he accentuates character
and intensifies language in accordance with bis own
practice in the dramas of heroic love.

Thus Alcmena, the most developed of the three
characters, expresses sentiments typical of Dyyden's

earlier tragic heroines, such 2s willingness to imnmolate

herself to secure her lover's saﬁﬁy or disdain for an
(23
undistinguished existence. The image with which she

affirms her innocence to Amphitryon:
‘know, the more thou would'tst expose my virtue
Like- purhst linen l2id in open air,
"Twill bhleach the more, and whiten to the view!',
is a variant on the theme ¢f eminent natural whiteness

used by Almeyds in similar circumstances:

'S0 should mv honour, like a rising swan, ( 24)
Brush with her wings the falling drops away’

ot
5
=

RN . . . .
Where Molierets Amphitryon envissges with relief
possibility that his wife is out of her mind:

tph: fasce le Ciel éguitable
Que ce peneger soit véritable,
"Bt qgue pour men bonheur elle ait perdu-liesprit!’,

Dryden reintervrets this possibility in the syirit of
the heroic lover, expressing in disjointed phrases the

contlict betwesen passion and honour:

-
¥ xr ey
2 me ce noa

*T*11 try her once agaln by e,
all 1 have,
[

A wretched re meov, ou
To keep me from despair.

i
(’)

©
H

CX‘

But the most striking gsin is in intensity of langusge,

and it is vparticularly evident in th se scenes involiving



guch zgs the subade of Acth IT, scerne ii, with its avnealing
fusion of echoeg from earlier loveenoetry, indicate g continuing

involvement with the ethos of heroic passion in the comedy.
Thus Auphitryon can be seen to incorvorate amplification

O0f the theme of heroic love, as well ag of the comic themes,
of its vredecessors. The relstionship between these two
areas, and the special function of each, will indicate the
status of the heroic mode. With the new sub-plot characters
Dryden adds to the comedy of circumstarce, on which +the
earlier versions tendd to rely, a stratum of verbal comedy
The presence of a second grouvp of gelf-conscious characters,
caralle of expressing a voint of view differimg from that
of the hercic lovers, alters the scope of the play, as well

el
L

N o . ) .
ags abolishirg lloliere's bvaslance between the worlds of master

and servant, which are antithetical and comvlementary,
though differing in status, Varisus devicea sare used 1o
emphasise continuity between the noble and comic grouvs.
Gripus is ostensibly a link between the bwo groups, as uncle
of Alcmena and lover of Phegedra. {(The latter favours hin

because 'if he marries me, I shall take vlace of my ladv'. )

Phaedra is wooed by both divine and mortal lovers: her

situation in contrived as a distorted ref lection of Alcmenats.

Though the maid congistently exnloits the situastion of which

— L ~, PR N _— . ~ 23

her mistrese ig the victin, both when allowed to choose
s

between their lovers {(a Drydenisn innovation) make the

-

same choice, nreferring the god to the mortnl: Phaedrs for
materisl, and Alcmena for emotional, reasons.

Regarded g¢inmnly ag unifving devices these external

hy e s R - S TN PR T T € N S
correspondences are unsuccessful; rather, they seen to
provide the dusl frame of reference anrronriante to satire,
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mificant discrimination between the
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regponses of the two groups of characters. This had
the pattern of Dryden's @ouble-plot vlays of the 1680g,

‘The Srvarish Fris» and Don Sebas+ian, nnd also to a2 lesser

-

extent of earlier plays such as Secrct Tove and

Narrlage~a~1a~?oie.

In A mhitryon, in fact, the relationship between the
3y b

groups of heroic lovers and lesger characters is confined,
except in one scene, to comic Jjuxtsposition. The heroic
characters are almost exclusively corcerned with private
ratterss; the few genersl o%tﬂﬂvai¢o on man's 1ot offered
by Alcmenauin Act 71 gre unrelated 10 the kind of exisgtence
presente&‘in the svb~-plot. Comment on the social ordenr
abounds, but it ccmes only from Phaedm and her agocistes.
This is the firet sign ¢f an dmvoriant difference Ffrom

the two-vplot arrangement of the play's immediate predecsssor,

Don Sebastian. There the involvement of the heroic charschbers

with issues of public imporitsznce reinforced the general
relevznce of their private cxverience: so that heroic

the meagcure of even the self-intercsted

iy

standerde providec

lescer characters, =nd Dorax,

v

the voet's satiric volce, was

£TOouns.

Although in Amvhid heroic matter is ffzg\
21l occasionglly dairectly subordinated to, comic interest,

the balance betweon the two is not the spprovriste convarse

of that in Don Sengetian, The point of view of the

i e - v om0 e RN ] T R =R
NON=~neroelCc Crersciers nsy  Le 40n Bk 3t i nct

. e . KRN - - [P S S - kS . et s Y e e e e e o
comnrehengive, Their g=2tire is directed against those

R L) - Iy [ [ P N 3 - — P N — A o
who, 1like themselves, are motivated by inbtercst wather
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among mortals ('Gods, and great men, sre never 1o be gued,
lways plead privilege of peerage'). The

fof they can 4
only scene which orovides anything like s sustained commentary
on the differacnt éonvemtions in terms of which the two sets
of characters exist is the gcene of the 'settlement

' | (27
between Ilercury and Phaedrsa. he differernce is expresced
in terms of a contrast betweon literay convention and everyday
life. When Phaedra insiste that her children's position
should rdlect their divine descent:

'I bargain that my eldest son shall be a hero, and
my eldest daughter a king's miﬂinesq'.,

Hercury corrects her:

'That is to say, e bloclklhiead, ahd a harlot, Phaedra 1.

o~

The conclusion of the gcewr suggeste that the bwo different
conventions are simply incompatible; and thig is endorsed
by the disvoarity between ﬁercury‘s.r@maks ancd the sympathetic
presentation of Alemena and Amphitryon. There is no sign of

the kind of qualifying commentary on the hero's weaknesces

which connects Torenzo's sub-plot with the fortunes of

)‘«

Friar.

Torrismbnd,in The Spanigh

Don Sebactisn owed its remarksble uniiy to s political

theme with both etlical =2nd Horical dimensions, which

could afford a comprehensive moral perspective. The Llack

of such g perspective is a feature which Amvhitryor

with Cleomenes It must now be shown that this avparent
connection is the vésult of a consistent devdbrment, rather

-t

oy e » )
‘o s A e b v et O
voan merely a functicon ©f c¢hiodc

i

and cacevntion ¢f gens

CLLill

&D

theme.

When, in the Amvhitryon prologue, the »peet complains
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of regtrictione on
*That rag: , in which his aoble vigour lay'

one is tempbted to acguicsce in his conclusion:

‘He neither can offend ve now, nor please ye.
1

The honey-hag and venom, lay so nesr,

That both together ye resolved to tear;

And Jost your pleasure, 1o secure your fear.'
and Weame. the prohibition of political satire for the lack
of a single focus in the play. In fact, Dryden's comnlaint
ig partly a wuse; Tor desvite the cholce of an snwarently
innccuous political theme, the play contins a good deal of
disversed political comment.

Among the lower charicters the political metavhor is

*.
IRy
5
[8V]
rr\

a fairly common form of wit: s

‘\ﬂ

§)

, extcerting 2 bribe

from her mistress, hergelf a corrupt official:

n

ec

0]
o
3

What, would you have your money out of the tressury,
without weying the officers thelr fees? (o, get you
together . . . . and then tomorrow morning I shall hsve
another fee for parting you.'!

Comments of this kind are an extensicn of the attitude of
the lover charscters tothe social orders; bubt ilercury's
pseudo~-prophecy about a race goverred by 'interest

[l

(a favourite term to cover the mot ivation

opponents, slerts the audience 1o pessible
Heferences to racent events also occur, as when Pnsedrs otlacks

the cowardly Jue Grivus as a turncoat:

tThow - westhercock of govermrent, that when ihe
blowe fﬁT the subject, poinitest fo privilege, znd
it changes for the ”OVPT@W{H veerest to prerogativet.
Scott sers here an attack on those Jjudges Who belstedly

3 I A A 3 TVRFLEL ey ol e IR T | R LN A A R |
identified themeelV® with The Kingis wiy woen it aprsred
-

successful . But,while the corruntics

corntributoed to the unpooulasrit

FRR TS WA ¥ N 5

would slso have recognised an slliucion to the more recsn

chenges of +the Revolution vperiod, &l a criticlsm of those
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whose
/opinions had veered towards the idea of a limited monarchy

with the agrrival of William of Graooge, and wiho, unliie

Dryden, had thus been able to continue in office.

Towzrds the end of the comedy, a comprehensive interpretation

s

U

of the secondary intrigue is offercd by llercury:

" Its tone of cynical disgust with public life is close %o

period. This interpretation treats the world of gelf-interest=d

activity as beyond the range of ansitructive refc . ming satir

[
[
~

and in its Juvenalian pessimism anticivates theindictment

P
-

of public corruption in Cleonmencs. A varsllel vassage
the tragedy is Ptolemy's account of the quality of his
privy councils g wider form of the same view of humanity

is Sosybius! comic atomisn. (2%) | , ‘
The rosgibility of a positive = moral persvective gtill

xekists,in the dramatic opposition of the herolc world o

Alcreng's sufferings with the amorsl world of Gripus. 4nd

historicsl context, a standard evaluative device, is vrovided

for the heroic as well as the comic plot: the play's

epilogue draﬁs a parallel between Jurniter's reign and

that of Charles II, using direct, if jocular, allusionale, g,

'The tressury of Heav'n wses neter go baro,

£

But 141l there was a pension for “ha fairt).
The most striking allusion here is a couplet modelled on the

opening lines of Dryden's own most imvortant work for

'Tn 21l his reign,; =2dultery was no sin

For Jove the good c;»nuW diQ olc¥en
The 1lines recall the poetts involvement in the
tgolden age' of Charlest reign; in this caniexs the
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Stuarts, since it expresses unrerentant adherence 0o
0ld religion:

tThen ﬁagan gods may once agaln succeed

Ang Jove, or liars, be resdy at our need,

To get young godlings; and s0 mend our breed’ (50)

Such provocstive political comrent is sbsent from the
play iteelf. The potentially evaluative historical parallel
suggested in the epilogue plays no part in the treatment
of Alcmena,(gl) or of Jove in his dialogues with her;
supvort for it comes chiefly froum a third centre of political
awaTeNness,, the meeting of gods which Dryden

devised as a proiogue. The satirical prologue kas the
sanction of bovth his gources: Plautus' Mercury mddresses
the audience, while Ifo litre's prolorae 1g a dislogue
between l[fercury and the Wight, exvosing the more risible
characteristics of the Olympisng, and is clearly intended

as g parody of the solemn sdulstory prologues customary

) T (52)

at French court entertainments. Prom the Prench version
Dryden derives his ridicule of the Olympisns, while fro-

. e S . B
the convention mocked by ioliere he takes its central

conceit, the esouation of monarch and god, anrnounced in

Jupiter's first utterance:

Hina-t’ are you daor*mrr{”""ﬂﬁ‘ uoon my sobiong!
jiluch good may it do you with your voiitics:
ALY subjects will Dbe censuring their Xings.!®

Given this initial equation, all the talk about Olympisn

affairs in the play, even when it is taken directly from

LY
- )
elicre, con hove contemmorary reaOnances. 1h where these
- - e -2 i L -4 ” Y S e i bl ol
arc rralised it is not always with reference to Charles I,
- - h ) R -~ ~ " - I3
Mercuryts remarks sbout told Saturntat! unponularity seen

particularly anvropriate to Gromwell, but they mignt

also anply to Jemes, 1in a scene where an allusicn



207.

the god's Zack of ewxternal charme suggests a reference

to William of Orange. NMercury's description of Apollo

as a Whigeish squire, on the other hand, comes cloger 1o

P

" -

N
e

parallel of the Evilogue. Az in Don Sebastian and Clecmen

ot -

loczl his®tricsl reference 1s nolt susgteined. But there is

a notable corntrast between the sabtirical materizsl of main

plot and sub-plot: while the former ranges over h storical

instences, general criticisesn of modern socliety ig confine

to the latter. Thisg situation sdumbrates the use in

Cleo menes of two sevarate civilisations reflecting difrfer
kinds, rather than degrees, of human developnent.

The contrast in Amvhitrvon between two pleneg of
existence is developed in ithe discussions of the gods.
When llercury enguires of Jovers

‘what bird or beazt you would plesse to honour
by transgressing your own laws in hisg llenese?!
he snnocunces the srecial theme of the scene, the disparity

between the public end private roles of the ruler; it ies

treated in some detall, and with particulazr reference Lo
the exsmple of Charles IT. In terms of eathly monarchy
U,

ected adultery, Juviter ls justified by the

same defenc:g of natursl exuberarce ond eugenic benefit

the frankness cf hi
the hypocrisy thich wourld concesnl
fFor to te gec:

e
Maintsing , vex
But not sbsolve

. PRV 1 . A 7
to lsunch an attack

o - - ] 3
improvrictby influenced by

a

Cnh
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regard as hypocritical.

of regponsibilitv; his plea of desgtiny is unacceptable to
Phoebus, who replies

'But what is fate?

Is it a blind contingent of events,

Or sure necessity of causes linked,

That must produce effects? Or is't g power

That orders all things by superior will,

Foresees his work, and works in that foresight??
In the ensuing discussion of the ahsolute ruler's responsibility
three strains of analogy are intermingled: +that between
Jupiter and Charles, the more genersal analogy between absonlute
monarch and deity, and the equation of Jupiter wi.h the

universal providence:

s
£

'Fate is what I/ By virtue of omnivotence have made 1t
The first and second of *these are directed towards z virdi
of Jupiter in terms of the dramatic situation: his son by
A lemeng will

+

‘redress the wrongs of injured mortals,
Shall conguer monsters, =2nd redeem the world.'

The defence & agbscolute rule by the good results expocted Trom
it is comparable with that supnlied for Gharles at +

33
Absalom and Achitophel. The third anglogy, however, has s

separate; and even contradictory develoovment, going hevond

o)

what seems necescary, or even aprrovriate for the plot zg
Dryden derived it from his sources. Jupiter's general
claim that the workings of his providence are inscrutsble:

'If thov couid'st comprehend my ways,
Then thouw wert Jove, not I'-,

has 2t least as much to do with man's relations with

. s s - o - e R P TS OE JEA
Srovidenco os with the enniectig relstions wiih nis monsreil:

1§73
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+ ,
conguer, and contrived all those vice
reform, there's the je

raises the fundamentsl issuvue of the existence of evil
in a providerially ordered universe. Attention is quickly
diverted from such sneculations by Mercury's detailed
caricasture of a critic of governments; but the discussion
of fate and omnipotence remains odtrusive in its magisterisl
tone, and prchlematic in ite relatvieshiy» with the rest of
the vlay. Apart from the contrast implied within the scene,
betwesen an enclogsed moral system of relative values and an
-incomprehensible universe of absolutes, there is a contrast
between the presentation of Juviter in this scene snd in the
body of the play. Hig appesrance as deus ex g@phiha,

which alone avoroaches the solemnity of the first scene,
offers a fuller version of the confaiable doctrine of
historicsl iustification.)

Dryden's pufpcse in allowing such a dislogume to stand
at the beginning of his comedy is clearly not political
in ths narrow sense in which the EIpilogue parallel is. A
possible explenation in political terms is that the passage
on the ﬁVSup”lOMS ways of vrovidence was suggested by the

fall of the Stuarts, and offered as a congolation to their

] . P I - g P .

1oysl sdherents. But one current feature of the scense
3 S e e ) N 3 K

militates agsinet this as o comrzlete cxrlanation: the

charactericaticn of the providential deity here ig at wvariance
with Dryden's usual interpretation of the “hristian God s

esgsentislly wise.or gracious, since the attribute most
stressed is 'abeolute vpower! or tvowecr ommivotent'. (For

Yryden's ovm sccount of the shor

essence, one may refer vo the




fate which is inexplicable, ard thes, humanly spealing,
blind, is appropriate to the tragic protagonist. The
chéraoters to whom the events preceding Jupitert's apveararce
opear as tragic events are, of course,
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the heroic loverg Alcmena and Amphitryon. This point is

already made in Plgutus' lighter trestment of

enter hig house with drawn sword, interding to kill the
adulterers. And Dryden emphasises the poseibility of s
tragic interpretation of events, by guch devices rs the
attribution to Almeyda of a pessimistic view of providence:
'Ye niggard gods! you make our lives toc long;
You fill “them sith diseases, wants and woeg

And only dagh them with a little 1ove,
Sprinkled by fite, and with a sparing hand.

H

Since the picture of providence in the first scere is derived
from an ambigiity latent in the legend of Amphitryon, itco
pogsible relevance to recent historical events can be agsuned
to be secondary. The uwaderlying concern of the scenfweculd
then be with the prcblematic status of the heroic ethic ia

the drama, rather thagn with the reign of Charles IT. The

equivalence is in any csse so unegually distributed that the

tension between desirable past and corrupt present, which is

o
ot

undeniably a factor the dreama, tends to present iteelf in

terms of the heroic ‘venicle! ragther thmn of the historical

"tenor'.
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associated with certsin moral wslues ! mdanc
» - lag e o
wilth Cleomenecs ig closze, The pascing of the golden ogc

mnourned in the Amvphitryon Epilogve is, in these terms, the

passing of the hercic ss an effective ideal, ani thus it is

a sighter version of the theme of the final scene of Cleomenes

But without insisting too much on the parallels of import

between the romantic prot of amphitryon and the traged of

=~ o)

Cleomenes, it ca be shown that the universe represented in
the tragedy is o developed form of that adumbrated by
Jupiter ard Alcnensg. Cleomenes' human environment is
incempatible wdth his heroic aspirations, and hisn gods sre
inscrutsble.

The heroic mode in pmphitryon is charscteriséd by continua-

ing importence as the intellectusl or orgsnising cenire of

3

the drams; segregation frcem the topical in satire gs in

subject; and segregation From public interests (which

ass@ates it only with the life of the excentional private
. It is domingted Dy o satiric and comic plot
portraying g non-heroic soclety(which 1s by dmplication
contemporary society) from which most of +he dramatic move-
ment is derived. The regemblances are sufficient to indicate
that Cleomenes is not sn isolated work, and that instead of

considering ite import as the result of a choice of o

R K ca e de 1t ey
pre~Ch orie should consider %this Xind of choice
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cntinuity betweeon heroic ideals

(&)
£

as the exvresgion of g dig

and vhe natter of contemporary life.
In Cleomenes, the divorce between the heroic gnd the

aetuel wae reflected in the use of s historicsl verspective

in the action: Drylent's Spartan, like Iilton's Israclite,

ig shown to embody the bhighest gualities of his epoch. In
the case of Cleomenes, this removes limit g tions on the

endorsement of the herofs sttitudes. But amphitryvon,
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with its menipula m@d ending which eclipses the peOQluL“i

<t

ation of earlisy ecvants, suggects an
alternative result of the segregation of the herolc, a
retreat into tre convenient fantasies of dramntic contrivance.

Yine Arthur demonstrates this altermmtive. With all the
2

importsnt ircidert and svectaculary traopings of TassC's culc,

1y

it is utterly lacking in moral import. The hero's stature

whe

is validated by his remarkable szcts, bubt these scts are
presented as devendent on the intervention of the maglcisi
Merlin. Indeea, at the end of the opera an amglogy 1s set un
between the vageant just vresented by ilerlin and oyden's
‘own re~workKing of material Ffor the opers:

"Wisely wyon have, ~hate'er would vlease reveal'd

Whet would <i Vvle,ue, as wisely have concealed:

Triwaohs of war and vesce, atv fTull ye show,
But swiftly turn the pages of our woe',

-

and this invites ognition of the entertainnment as a iiterary
device, a kind of fantgsy based on heroic tonics.

The Tetreat into history in Cleomenes imulies no svch

sacrifice of morsl significance. It is true thst the
hero
limitations of the ethos uvnder which the/is vindicated =wrs

rtain values are unequivocslly endorsed

(357)
in the hero. As indicated above, these asre all values

made apparent, hut c

)

inherent in the individvﬁl, and independent of
viciseitudes. They may be sumrarised as grestnegs of

spirit, snd vistas. The Tirst avrears, in o non-~heroic
society, in the negative form of sbetention from actlon:

but it is compensated by the second grouv, which involves

leyelty to religious beliefs, fomilial affection, and

a dedication to the idcal of friendship {(undersitood as Dzsed
on e nubusl recognition of virtues). While the Tiret

class of véad, taken in isolation, ig not well adavted *o



- B2 g NN
zvailavle ©o Dryden, the second clase, and particularly
the theme of Pwiendehiio. Derovide the wmioetd froagent Ttonica
- L7 Fud R ~ - T D o 15 e e S

A remarkx in the preface to Clormenes shows that Dryden
was alreay meditating a further, and finsl,dramatic venture of

a contrasting kind. The production of ILove Triwnohant

followed within two years. FKing gives the play a vlace among

ongiders it to be an

Q

his 'major plays!, partly because he

\ X
unguccessful moral dramna. (37) At the same time he confesses

himself puzrzled by the relationship between its romsntic and

CD

comlc plots ~ a relationehip winich, if the »lay was indeed

onceived ag a moral drama, is likely to be varticularly

Q

gignificant, esvecially when the ensemble of the plot is

—pa il 4 _

Dryden's owm:

tCoin'd from our own 0ld poet's addle~pvatbe.’

(Prologue,1.28. )
The l1links between the two plots can provide a useful avvroach

to the guestion of the general import of the play.
A brief scene at the end of Act III points to the kind
of conmctions to be nade. When the princely hero, Alvhoneo,

tells the soldier Carlos (the prin~ipal figure of the comic

plot) that he has lost his mistress and has been banished,
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tJust my own condition:
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wimy. e subiect of the conic wilot is darios?®  attenuis

to outwit rile rivel Ssncho and gain the hand of Dalinda
in stite of her father's opnositicn; while one of the

chief sutiects of the romantic vlct is Alvhonso's sttemp

by

o . - i
Victoria from !} wer, the H

o
er fat
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¥eramond, eand from his rival, Don Garcia. Although this
symastry is to some extent dissimulated by the sensational
theme of incest in the first part of the main »plch, a
formal symmetry is maintained by the éharing of each Act
netween the two plots, which keeps both at & gimilar atage
18

of development.(jg) In addition, certain thenes are common
to both plots: the slur of inced on Victoriats renutation
is mratched on Dalinda's side by the allegation, made at one

3 oy e v ~ | e - et t
peint by Carlce, that ghe 1s concealing s bastsrd by the

Gondes; and the theme of concealed identity in the romantic

o
Pt}
Q
ot
=t
0

eTlected in the disguises, mermanent and btemvorary,
of the comic plot,.

In the inoilént cited above, while Alvhonso's response
to his banishment was 10 seek to vindiecate himself by armed
insurrection, Carlos preferred to abandon the matter as’
hopeless and assume the aporomiate postures of despair.
Contrasting consegnences arising from the similar situations
of the two plots are a recvrrent feétur@( Th=2 treatment of
the theme of renurnclation in the two pairs of lovers is one
indication of *the nurpose served by relating the two plots
so clogely. Both Victoria and Dalinda are resolved to

ol ot
1

diswose of thengelveg, irmresvective of their

' . (39)



each, confrontad with her vreferred lover, rejects him,

Victoria nrefers to gave her own honour snd her fatherts
Ay
R = s e 1 @ b} o] ((‘;O}_‘ KN ] e
by submitting to his choice of kushand, =and tells Alvhoznsgos

R . . . ‘ v e
‘Since bren, you have deciared e free, this nhour
I put myeelf within a parent's nower'.

She thus makes the traditional correct cholice bhetween

vagsion and honour, although the consecuence envissged 1s the

de=th of both lovers. D2linda relects Cerlog in accordarce
with hexr fatherts vlans for restoring the family fortunes;

but she does so bvecause she knows that the rosy shared future
imggined by Carlos, who is ignorant of her voverty, is

imposgible:

'Since neither you nor I have foriunes, what should we
do together, unless we should turn C&Eﬁlbqls, erd eat
up one another?! ( 41)

S Ly

17
Wnile both women /follow the decree of a selfish father, neither

concurs in ‘the . paternal motives.
Abandoning his hopes of Victoria, Alvhonso resolves to

inflict violent death either on himgelf or on others; butb

under the influence of his father Ranirez he renounces the
desire for vengeance, and submits himself as 2n insurgent
t0 the judgement of Victoria's tyranncug father. For the

purvoses of the play, nhe ig at his most noble when he

gives up the extremes of hehaviocur dictated by the code of the
martial hero, although the order to which he submits is
the same deficient ome that he had earlier rejected, while

he Dbelieved himgelf to & the tyrant's son, Significantly,

Fon

it is a2t this point that Ramirez comrmends his herolc
gualit j.es of soul.
For Carlos, the finmancial ofstocle ies admitted to be
insuverable, and the renmuwciation of Dslinda follows as a
{4

3

matter of course; he erves only the right to relieve hig
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vexation in a satire on womens

T*'1ll gzo home =snd indide iambices: Hhou shalt not want
for an epithalamiunm.!

Carlcs? renuncistion of a mistreses, 1like Rhodophilis and
Palamede's 3n [2rrisge-a-la-iode, is dictated by nractical
considerations; but it is none the less apnpropriate, and
evern wise, in the gelf-seelking society depicted in the
comic mlots of both vlays. The ealier vplay made a general
contrast between the concuct of charagters ruled by the

conventicns of romance, snd those ruled by the nretensions

of fasghionablk society. In Love Triumvnhant, through a

more carefully contrived correspondence of plots, the
comvarison ig precise to the point of suggesting an evaluation.
Thke highest achievements of Victoria's ard Alphonso's

exalted atsclute code of morality are shown 0 be

renunciation and resignation; but the same guslities are

also to be found in, and ar:s actually necessitated by, a
soclety of relative valuves and expedlient morsality. “While

thic correspondence tends to support ¥ing's theory that Dryden
was writing avout the Christian virtue of renuncistion, it
also suggests than ancther element in the play may be atlleasﬁ
as important as 1ts external refermce; nanmely, the mutual
reference betwescn the different areas of the nlay itself,

The tendency in Dryden's post-Revolution drama towards

an internally determined moral significance has already

been ghown in the hyrothetical moral universes of Amphitryon

and Cleomencs; and amlyses of the penegrric poems of this

last ver show them functioning as contrived closed

iod
(44) , L
gystens. In the case of Love Uiiumvhant, it is notable

~ 0

that after ite failure Dryden defends 1% . to his

vatren ag a dramatic artersct, rointing out itz gereyally
Avpuroved Forimal CLeraeclterisvics
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Tn Gleomenes, authentic value attached only 1o the
rrunt gocicty.  In

Love Triumphent the situaticn ie not vprecisely reversed -
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0O BULZFesd Gidme wilLbe Lb e e 1AL
prgctical virtue roseible in a corravt sC
claim too much for the sub-plot - but the

is vitisted by its extravagance. Scott voices tyvical

'“%e virtuous Queen of Arrsgon cultl
5 pagsion haying a2ll the moral guilt OL
Qtta hnent . » . The tyrant Veramond is
who acts upon fTational urinﬂ*é]€a srrovghont
After so many '

AV (x’)
C“!"‘ ))j C'i

piece . .

such violent stretches of pr

and 7 ailetv,
the author does not delgn tg/ﬁra up the »nliot 0uler than by
s sucden change . . . a concivgion which he himself admits
in general to be grossly in rtificial’,

(45)

By contrast the comic plot (if one excepts the initial

¢

absurdity of Carlos allowing a rival to court his mistress

12
in his vresence, which actually T eflects the predicament of

Alphonso in the earlier »art of the scene e) develops by

simple and explicit stages. However alignt and pedestrian,
the comic vnlot ig at least consistent with its own

vrinciples. The only apvarent excrescence, the intervention
of the Conde's sister, is connected with the financil
motivation of the rest of the vlot. Lilo Dalinds, she is

a mistress of Carlos, abandoned becauge of financial obstacles
to the mstch. Since the Count hac chosen to begueath his

riches 1o her, rather than to his misiress Dalinda, it is

-

‘She Wﬂobrov1des Carlos with the wealthy match he needs.

st hetwe a QTlpht bus conegistent subplot ,

{:>

Thig marked contra

r 5

and a violently eventful and improbable main plot, seen

itself to be another form of Adramatic contrivance.

The comic plot of Tove Twiumphab isg =0 corunonplace
{,.1£ }
NGO s
as ho defy the gource-hunter; Tae cnlv promined sel

borrowing is the ‘texamination' of the two Telgned counbs,



taken from Amphitryon Act V.

218,

Althoagh Dryden b
Alr D st e Paames T
his most extensiv

the heroic

and romantic tradition.

n the other hand, Alphonso's
er w114, arve hordly ever original‘
orrows from other authcrs, and most
~ivmant o smd T sl s b
guamont and Fleitehsr's
e borrowings are froenm

Act 1 shows Veramond

as a tyrant father jealous of a viritucus con: this type
errears as early =2s The Indian Fmneror, Ffigures nrominently
in Aurengzebe, and recurs in llarrisge -s-la-lfode, where

the btyrant threatens his supnosed son with banishment for

opposing his marr

the

isge plans, ag Veramond does in Act IX.

a noble eneny,

same scene,

Alphonso's clemency towards

derives fron

an

which aron

ces the king'e indignation,

incident involving the Chiistien Duke of Arcos and Almanzor,
in The Conguest of Cramnada Part F. In Love Triumvhant,
sg in The Conguest of Gronada Part IX, the sympabhy is

eventuglls

father and

nr\

lA;.._..

ile

it 1is Worﬁhﬁpointing out that it is a neat inversion of the
tragic incest of Sebastian and Almeyda. The language of the
tragic lovers is sometimes eckhoed in Love Triuvmchant; the
imagery of smoke and flame in Act II resembles that of
Almevdats di& tinction between the smoky flame which ignites
and the clear light-giving taper of her own love, in the

scene in which the tragic lovers discussed the mystericus

warnings arcainst thelr passion. Victoria's *'Incendiary
bool, polluted flame' is taken up in Alphonso's contrast
between thn 'fliercer flames' of his ‘'sooty heart!' and

the 'purce booms' of Vidoriate chagter love; and the nattern
of contrasted immge of combusticn recurs in their dialogue
of Act TIT, Tike Sebastian { in Act I, ard agein in Act IT
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of the tragedy), Alphonso reveals hisg love through an

excesslive concern Tor his miglress? intereets; he guarrels
vublicly with the favoured suitor, CGarcia. A similar
Gigapreenent betueen Leonidas and Arpeleon in
karriasge-a~la-llode reveals 1o his enemies Ieonidas! love for

Palnyra; while in The Svanish Friar Torrismond's lack of

respect for Bertrand, the Queen's betrotheg, reveals his

But the most significant borrowing in the second Act is
Dryden's use of an excerpt from his own tramlation of Ovid.
Through a reading of Canace's epistle, Alvhonso and Victorisg
2vow their own pascion; thelr emotions are identified with
those of Cvid's heroine, varticularly when Victorisg
interrupts the reading and completes the Ovidian couplet:

'Torced at the last, my shameful nain I tell!,

with her own confession:
'No mcre: we know our mutugl love too well.!
This device explicitly sites the whole relationshin within the
context of existing literary treatments of heroic passion,
ard in addition, of Dryden's own previous versions of it.
The use of ccuplets for the dialogues of the lovers
has been suggested as evidence of early composition for this

/
(47) ;
rart of Icve Triumvhant, a contention weakened by the

fact that rhyme was uged farCassandrats agvowal of love in
Cleomenegs. There the emphasis was on the contrast and

antipathy between the two characters; din Love Triumphant,

the debate is essentially the familiar one between inclination
and personal honour. In both cases the kind of engagement

engendered by lhe sensuous blank verse of Sebagtian or

T Y i) Ko 4 P W T n o
+t of ‘;‘;J.a,ce. The allusion to Ovid makes

it clear that the debate of Alvhonso and Vichoris vevives the

stylised
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presentation of pascion which Dryden abandoned when he wrote

Joud
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vident in the Lovers't dialogue
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Al for Love, This Is mos

genge of honoir is
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favourite device for generating
mistress in the early vlays. In the same way, Aurengzebe

takes his ristresst avrarcnt compliance with hig ensmies
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s & sign that ghe hae betrayed himgy and th

©

briefly in Almanzor's parting from Almahida in the last act

of The Conguest of Granada, Part I. Taken in conjunction wikh

the other self-borrowings of Love Triwrnhant, the resurrection

of the coanventicnal love debate anvears as one element in a
collection of familiar devices, rather than as an indicaticn
of easrlier comnos ition.,

The third Act of Tove PTriumvhent containg a more imvormnt

echo of Narrisge-a-la-~‘ode, in the scene in which the secret
B , 2

© iy o P4 - 3 -y 5 e
cf the sunposed vrince's birth ig revealed to the tvrant

©

nd hig court. The earlier play has two such scerngs, both
occurring carly cn, although the true identity of the herc
(49)

ig not revealed vuntil the fifth Act. It ds the second

scene which is imibted in Love friumvhant. The tyrant

Polydamas discovers that he hai been fecelved in sunnoging
Leonidas to be his son. Hermogenes, the author of the
deception, is preseut, and, like Ximens, ascerts the truth
of hig infcornmation, brirgng as witness a letter from

the tyrantts deceased wife: Himena, in a more gtrilking
coun de #béfﬁff, zurnons Ramirez, Alphonso's true father,

> “ho 31 PN : - A .
as her witness. Alvhonso, like Leonidas, 1s exiled from

Vi ke

the court, and ki

: my evi crectsd face . . .
but in desoair’
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corresponds to the goliloguy in which the exiled Leonidas

2. " /oy o — dat
Tecridss an insccesible tofarry the
F - O SOt PR B i ey Y A IR D, -
inferior courvielr AVE2.160M. Veranond y 158 20 x.‘,”j 208,
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bakes stens To hastern his davghter's rmerringe on the dis-—

he dénowmrent scene of Hct TTT is also the arverse of

.

ice dénouement of Don Sebsstlian. There the evidence

of the marents'! adultery ond the guilt of the children we

gradually and reluctantly accepted; while in Love Triumnhant

Versmond clings to ismputations of guili egainst his wife,

4 e

creating a sizilsr kind of interest.

Alphongo, like Leonidas in [‘arriage-3-la-i‘cde, leaves

[,

the court t0o head a rebellion, with the t-in aims oF restoring

)

appear in their military role to secomd ithe hero's rebellion.

But in their readiness to submit to the established power

they resen ch nore Lorenzo and the other soldiers who

4 il

forsalke the loging cause in The SD¢“~sh Priar., Victoria's

LA

nreference for filial duty cver love,shown in her decision
to return to her father, is a commonplace; her vredecessors

P R N N s 3 3 i m . - TS - N
ude lontezums's dmughter {(The Tndian Imveror)and

oy

Benzagda (The Congnest of Granada) as

ag Palmyra in

The play's greztest debt to Don Sewvasstian is the scene

which followe Victorists departure. Ranmirez, aéting as
devil's advocate, sugpeeis various cemedies fox Alvhonso's

< - . ’iw‘ [P s a4 —
despeir, and gradualily leads him, as Dorax did Sat

-
YR R e T
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the ides of gulcide:

The scene as 2 wnole belongs in the Drydenian tradi

dating from All for Love and Troilus and Cres=ida, of

sceres in wkich an errant herc is versuaded tc virituous

and Cleanthes) Ybecause 1t is conceived within the terms

of the continuing heroic debate. As a piece of externalised

meditation, Alphonso's change of heart vnrepares for the
paralilel change in Veramond in the final scene. There the
deliberations prover to Veramord as judge ars pat into t

mouth of Celidea, who undertakes to speak for the prosecution,
until the tyrant identifies himself with her interpretation
of the case: .

'Oh, T have held as long as nature could;
Convinced in reasoq, obstinate in willr,

And Celidea, like Ramiresz, proceeds by ehcoursging the excegses
of the subject's will to revaenge,so that they must avpesr
ridiculous. These two varallel scenes of repentance show

a sophisticalted strucitural organisation behind the final

RS . _ .
cour de thehte. For the actual idea of the final scene,

one must look to Fletcher’s play ”qe Laws of Candy vLike

Love Triumvhant, 1t deals with tle rivalry between father and

son, The father's jealonsy when his son is swarded the
highest mll]ter, honours leads him evertually to prosecute
the young hero; but nis daughter, who undertakes to conduct

-~ e N ‘ti/\r\
-~ i L0

&l
15
[0]
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zctually succecds in exonerating the

288, N

o
frd

68

satisfection even of the father.
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Alvhonso's career 1g thusg a compllation of incidents

o b -~ s [T 3 . : it i b d3 s HE b
Trom thege of nin predecococorss given the avparsnt disilliusic

ment with the idsal of the active military hero in the fables

JU R T RN
DEHETLTACLLON

of the polemic verse, where the standing of an individual
is established by the usa of Clascsical or Biblical anslogy:
Alvohonsc has been shown undergoing all the viciscitudes
proper to the miliﬁérv hero, and established responses to

these situgtions can be relied on to crezsts belief in his

o

status. The difference here is that both the precedenfé
appealed to, and the character concerned, belong to :the same

cless of experience, the literary; so that the adventures

2

only ag being relevant to their own

J

of Alphonso

1
w3

L

Iy
Q
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genre. The posgibility of direct relevance to the gpectator,.

s with the introducticon of the original sin analogy in

Don Sebastian, 1w minimised by the unqualified extravagance

of the romantic plot. The mlay is thus more enclosed

thar Don Sehastisn, or even Cleomenes: Alvhonso represents

the history o a literay conception, rather than any idea of
human worth.,
The hypotheis of regarding tre main vlot in

TLove Triumnhant ss a consciously literay vphenomenon explains

]

the eqguivocal relations between *the comic and heroic plots.
The analogy of Anphitrven sand Cleomenes, in which s comic—

and satiric sub-plct served to revresent a Juvenalian version
cf the modern world, maliice 1t easy to see the comie plot

of Love Triumvhant =s portravirg the everyday weality




exrress though with a somewhat different emphasis, the conitrast
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The different endings of the plots bear out this hypothesie.

Carlos!' difficulties sre not resolved, but suveraeded by

of resignation: but the wntrast in the manner of rewarding,
ae well as df 2ttaining, virtue, illustrates a differmace in
kind, rather than worth, between the two varieties of
exrerience; while it also asserts that authentic value
inheres in the confused msterialist Wofld. In this way

Love Triuvmvhant reflects, thagh faintly, the vositive gain

Fad

shich in the non=dramaiic verse of thig last neriod accompanieé
Dryden's abandonment of the idea of the publicly achive hero:
the development of a straia of poetry eTGhrpuln& 1nodest

but inalienable individual virtue.

Where literary convention plays so large a part in

the organisation of the plot as it does in Love Triumvhant,

the relation between author and work is likely to be made
rmote than usually exnlicit. That Vryden aiticised the

olay as a formal unit, without entering into any symovathetic

Justificetion of character or motivation ( as he does, for

examvle, in the preface to Don Seingtian) has aleady been

vointed out. He is also abnormelly exvlicit about detmils of

N

the staging; and the play contains many details which

b

draw attention fo the artifice of svage nresentation, such

he interrunted wedding procession, the faiscovery! of

3]
ct
C
[}

as
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Alphongso reading Ovid, or Veramond's overhearing the parting

of the lovers, Gencretedetalls are pronizment in the

main plot as well as the sub-plot; +the finding of the book
PO, P T L U W A Ui UV SRS ORI SO s S SO U ST I e o~
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(the eyplicitness of

Veranond and Victaia to Alvhonso's precise sitate of mind
eriblematic
is comical); =nd directions for - oonovenent abound.
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scene, for ewamnle:

d

firet kneels to his fat ks
1 i derly.!

a r and nother, a
rung 1o saluvte his si n

e
ster Victoria te

The ceremonial gatherings of Veramond's courtin the
firet =2nd final sceneg, with the intervening set-niece of
the third, also stress the artificiality o the conventions
of theatrical action, by reans of formal zrouning (e.z.

]

when: the curtain isrsised 'Courtiers stand attending in
<

¥

v

e one h

n

4

nd,

ot
oy
[
I(Dﬁ
i
O
3
ot
&

file on each gide o the Sta

(Yo

nd there ig much formal movement

0

the Todies on the other!') ,

®

of guards and hobles. Versmond snd his court seen bo be
assembled in order that the action may convinue in svectacular
fashion, rather than from any internal dramstlic necegsityy wrile
the suvernumary courtiers provide their audience. The fingl

lines of the play expose directly the cheat of the theatrical

convention

tJust like the winding up of soue design,
W1l formed, unon itlr crowded theatre;
Where 9»1 cozco rned survrisingliy are pleased,

And what they wish gee donet.
The speaker is Veramond, who thoughout the vlay has acted

as the t'hlocking force!.
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is made to run through all the varieties of heroie action
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stages of the vpast of the hercic convention in his own and
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imvortance; and then dramatises Lis own renuncistion of the
genre, To exnlain the tyrant's sudden change of will in

E 5 : [P o~ Yvrigr 4 ™
the lost Act 1t is necessary to refturn to Dryden's Prologue.

There he devel the parallel Debween the political and the
theatrical gstage:
'As wben gsome treasurer lays down the stick,
N e N - - p - [ ! bl
are slgned for ready money vhick,
desverate debentures are naid,
ver had been, had his lordehivn stayed:
this poet, who forsakes the stage,
to gratify the vresent sge.!
As for the  : stage is concerned, Drydern,.like the treasurer,

is renouncing his respormibility.. In Act V, with Veramond's
change of heart, he is giving characters 21d audience what
they want, irrespective of noral respongibility, and wakes

d of the poet as manivalator of hi~ stage puppets

ot
[y
@
oyt
]
=

clearly visible. In meking this farewell to +the stage
tradition, Dryden was most probably inspired by the exanale of
Shakesveare's Prospero. That he made the icentilication
between the poet as creator anda the mégician and ruler ig

clear from his Prclogue to the adaptavion of The Temnest on

which he worked with Sir wWillian Davenant. There Prospero

and Shakespeare are equated in various ways: as the eriginstor

of the storm ( of Act I and of the play's title), as the
conjuror of powerfal svirits ( *Within that Circle none durst
wal but he') and, most imvortantly; as the ruler of g domain
in whieh his laws remain absolute, ard of iwo contrasted

(51)
subjects, the refined Fletcher andhhe baser Jonson. This

last togpie comes fairly elnse to the politieal netanhor

adovnted in the Frologue to Love Triumphant.
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But the contrast belbween Prosverqg who lays down his
wand, and Dryder who H=ys Aoy NS stilcx! dndicat
satirical modification of the idea of the resignation of
the Sramm tic poct'ls floiive powers. Ghe FPrologue [ocusses
also on the zharacter of the world cutside the charmed circle,

The world of the heroic drama is still a magic islsnd rulep

by the poest, but it ds not one from whid the regenerate

(’)

characters return to take up responsibilities in any real
world. It is guite dicscontinuous with the unregernerate world
represented by the audieﬁbe of the play, the 'beaux' and
*roaring boys! whom the author cen only expect to please by
indulging thelr corrupt judgement. The ¥rologue obgerves
directly that the purport of the play is irrelevant to them:

1The fable has a moral too, if sought;

But let that go; for, uvon second thought,

He fears but few come hither to be taught.!
fu the accompanylag claim to satisfy all tastes (11.5-8 )
one may sce an echo of the disgust expressed in the Preface
to Cleonmenes over criticisms of the hero's rejection of
Cascandras

'T will endeavour to make them amends, if I write agsin,
and my next hero shall be no 3partan,’? )

The Prologue to Love Triumphsnt indicates, then, a deliberate

act of resignaticn and indulgence in g play,which also makesg

the fullest demonstration of the prlaywright's power +o

create a fictitious world. And it is the wenality of the
is uvwnderstood to

actval world with its demand for indulgence which/vitiate

the moral significance of the heroic mode in the drana.

For a more constructive, if pesginmistic, assessment of
the relation between the work of the artist and the gociety
around him , one =must turn to the poems of this last decade.
11 expogtiocon of Uryden’s atiitudes

just after the end of his dramatic career 1s the verse
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of one of the grestest vocts of the vast - was one conable of

perrying muHinle eisnificances, These the poen devalona din
Wy D=l 5 1 ] M e ] . i o (RIS I N k)
terms of the relsticons petween the 170 arts, and of the nerenective

of higory in the arts. The epistle is founded on a +traditiocnal
arc. coummonplace toviec, that of art as imitation of nature, and oa
a traditiomal =and comuontlace gtructural device, trat of the

[ & oy R
historicsl vrogress viece.

paragravh (lines 1-6 ang 7-13) shows the
complexity of cross-reference which may be set

two ideas and the dractice of the two arts of painting and noetry.
The first part of the paragravh describes a pe*feoﬁ representation
of the human form ‘the fairest of her ¥ind'; it is unlocalised,
and the term 'Idea ' suggeets that it constitues g kind of

Platoﬁic 'Form! of human beauty. The second part of the paragravh
relates This experience to the products of mﬂeller's art. The
move here from the unlocalised to the specific indicates ome

lik vetweon the two controlling ideas of the poen, the idea of

enduring
art as +the Amitation of object ~which have their existence in +ime

%

Another link between the poem's different areas of interesgt
i1e the elaborstion, and even, in lines 11-13, the inversion,
the Horzotian dictum 'ut »ictura poegist. The opening lines
are an account, in words, of gomething that imoressed itself on
the poet's genseg ss a vpicture; at the gane time, the poet
completes the inarticulate 'human picture' by endowing 1t with

& reane of exvpression, thiough hie fiction of ¥ature's sveech.
And while the poet, by a fiction, makes Nature spesk, Kneller

by his art, mskes vortraiture sveak:

Laug what 1s predicaied Of honeliler's art can a2lso be extended

pe3



and in following the conrce of the poem's argument,

,'tO Dl‘yﬂ_enls;

one can snéal %Ci’;@l«:—’},lly af a r-lstion hehtween artist, work and
pature. Tt is this nexns of relationshivs which is relevant

in the urAneatandineg of the nslity and status of the various

J

literary modes.

The first varagraph introduces gone complexities by its
use of the term 'mature!. The'Nature' ¢f 1.3 is, clearly, the
nower which creates thé humein ertefact. 2ut when Kneller paints
and 'Fature scems opedient’':

1Gomes out, and meets thy Pencil in the Draught!
what he is dealing with is hmature as the sum total of natural
apvearances (the artefacts of 'Iature' as Geniuvs'), although

his creative activity may be likened to that of Lature. In this

&y

Sle

way the fimt varagravh sketches a hierarchy from the Creator,

i

through his creation, maukind, to the artist's secondary dnd
dependent creation, treimitation of mankind. hryden puts this
idea in an image which recalls the Platonic theory of ért:
'Shadowa are bhut Erivatioﬂsof the Lights «..
1Tothineg themselves, and yet expreesia

Such are thy Pleces, imiteting Life
S0 near, they almost conguered in the strife!. (ll.l4m19)

This assessment of ‘the artist's realm of activity forms the
bagis for the descriftion or the relationship between artist and
gociety later in the evistle. )

Thig introductory survey of the nature of art leads on
0 the first ‘'progress plece'f 11.22~72), The broadest of the
three, 1t reviews the whole historical development of art
up to the time of Kneller, beginning with Prometheus ag the

Titian,

I
;
T
e
oo

fipet creator of the human artefact, and ending wid
From the present point of view, its most significant features

are thot it makes the connscilon between progress in the arts

. . R L. » * N N o . i ﬁ.\ + - -
and vrogress in civilisation, and that I has an ssymetrical

PAAM AT Y AT % 1 ~ e — . P .
onclusion. Dryden has placed Kneller, as he vlsced [idlton
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Jarodise Lost, as Lhe third and excelling

both Itelians are thus psired with poetss but the obvious

poetic eguivalent for Kneller is withheld by the introduction

.....

0f a descrivtion of the highest form of art as arpronriate to

-

Shakesneare as to Ineller, and only imnlied by vproxinity. Line 73

('7

moves abruvntly from ¥neller to 'Sh aitespesr', imediately qualified
as one of Kneller's pictures.
The second nrogress plece (11 89-100) deals with the history

of the 'sister arts' of poetry and nainting in society, fron

>

vsarizn times to the reign of Charles TI. At this point

pre~1

o

Py

101) the noet Ostensibly breaks off his discourse, although

—
—

his ensuing account of Knellerts nlace in society in fact
brings the progress down to nodern times. Here again the

orogress plece has an asymretrical cowncelusion:

[

A

velles Art an r found,
O's gold abound,

bﬁvren Lavrel crowntd. !

the trinlet deal consistently with the

The

visual arts, and sugreat chronological swmmaz the transition

H

To poetry and an earlier stage of civilisation in the final line

is an anticlinax. On the analogy of +the earlier teyllogisn?®,
climactic

the natural conclusion would have been a/reference t0 ¥Xneller

and his patrong; the foree of the chronological exvectation

makes 1t vossible to understand 'barren ILavrels' as an allusion

to Drvden's predicament, DRoth the failure of climactie

r

[N

develomment and the vpersonal involvenent of +the poet are

exvanded in the following counlet
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cirulative development which avrears to unde rlie

the ovrogress piecesy here as elsevhers is finally discredited. Fut

* highorical review do,

with a vprowhecy of an apvpropriate kind of future (11, 166-181 .).
To understand this finael scetion it is necesccar:
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vetween the nrozvess

-
i
3

-~ e 1 o F . - LR . H
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prenare for the valuation of modern art resched
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iork guoted above, The section

zeneral history of painting (11. 68-88) ig

on the absence of a sixth term in the
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Thoughts in 1 drest!
And nflation here beitwesn the bterms proner to painting
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(sovarent agoin in line 71/t

'Of various Parts a verfect whole iz wrought!).
Whereas at the level of the first passage the two arts of
poetry and vainting are regarded as complementary, at this higher

level of orgarisstion they egre treated as sharing

aims and standzrds. Thig would seem to prenare for an identificatic

of ¥Xneller's art with Shakesveare's; Dbuv line 73 presente a shiflt,
not from one exemnlar to another, but from genewal theory 1o
specific ingbances

ighgkespeare, thy Gift, T place before my sight'.
In a sense, lines 74-80 continue and complete the vraise of
Ineller's art, since they are intrcduced by a conflation of
representation and subject:

tWith awe T #X his blessing ere I write;
Vith reverence look on his majestic face',

which mayv be regarded as the vinracle of the 3rtist‘s achievement.
Another feature of this conflation ig thalt it slters the
nultiple relationships betwe the artist and artefacts described.
The chain of influence seens at first to run from Xnellerx,
throush nis srtefact, to Dryden, who is insvired by the portrait;
but ite slleged effect on the poet is 1o inspire. him 10 ewulate;
snd so to crezte a poem to insvire Kneller to emulstion of,
the historicsl Shallespeare. slthough the portrait of Shalesvesre
is central to the relation of the tno 2ritists, the influence of
hig thoughte is a common, and highey inspiration. ©he proser
sixth term of the snalogy is not Shakespesre, but Dryden, made

s

equal with @ller by their similar relaziion to Shalkesveare. The

: v e i - B A R N DY et e e o
Dassage 0N Shokegpeare’s and nogern CriTLCS (Lb.ldmoo) CRIPHELLOUE

the common intercst of Dryden and ¥neller., TIn the courge of this
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tProud to be less, but of his Godlike Race. ..
¢ ..T like Teucer undex Ajesxm fight.f®
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Because o the analilogy between the two nodern artists, this
lacing can be taren as a0plying aliso L6 Kneller, and the

imnlicztion here anticivabes the exnligit valuations of
11.137-0109 =nd lime 142
the next prcgress plece, contrasting the lot of
artist, leads an accouht of the painter's vresent social role,
and of hds tresgment of the available gubiects (the ethos of
vainting). With the introduction of the idea of the Fall

(11, 90—;2), the idea of a vost-lavsarion roral and natursl world
enters thghoem, ccntinuing the pattern of a decline in level

f style and increase in concrete detail as the higher levels

O

1

rtict's function are reached. The allusion to Charles IT,

-

of the

Q

rather to the loss of Charles IT, as an Tmage ' pre pares
the
the transition tc the idea of/ painter as & false god:

0o

=

(\

'Rich in thy self, and of thy self Divine,
All Pilgrims come =nd offer at thy Shrlne.'

The powef valued in the srtist in the post-Igsarian world is
that of imvproving oﬁtward beauty..

The indication of the first pvaragraph, that the poet szg
a2 secondary creator depsnds: on the quality of the creation
he minics, has a new importance in this post-lavsarian staté.

‘on wild Fatvre we dingraft our skill')
and. the artist cen do no more than attemnt o redeem it:

tThow néint’st 28 we describe, lmproving still, ...
'But not creating Beauties st our Will.!

For this reason his producti-ne cannot equal those of a better

figes
"that's enough for thee,
The first of these Infewiour Tires to bes
ot to contend with Heroes llemory. !

Alﬁoyetnc* the materisl of the paseam rnakes a looge
assouclation between nre-~ilapsarian and heroic siates Of art: the

heroic was earlier associsted with Shalkes spesre, Tn +4hig
: hicg
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evalugtion alsc Dryden is o»elred with X < the phrase
icularly

5 in
‘as we descri
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et line of
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th
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3 and such I wish my own.'!

The final discussion of the gritistts funcitlion desls wivh
.t

. . . B . 5
s put on hig choice of subject matter by the fact

cf his very spccific comulaints.
The erding of the poen puts forward +two important conclusion
First, that there is a hierarchy of forms in the artg:

uld be,

be in the higest modes of

and thig exvlains the ambiguous wvaluation of neller's

work; although his best work might be in the evic style
(imagired in accordance with the ideas of du Fresnoy's poem in
1.166-173) he has not yet been able t0 approach this higher

level of eyxpression:

v Gaivs, bounded by the Times, like liine,
D” gess on pelty Draughts, nor dare design
A nore Zxslted vorl, end more Divine.!

The ressgson for this limitation is exvressed in terms of

ruler and cresor:

F}.
O

pestow, oumelves mugs live:
ralen ”“ieuk thelr Sublects give;
e vayv the Taxes bear the Rule:
hou, oomelee art forect'd to draw a Fool.!
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ted monaveh (g

clagsification also applicable o Xneller's masbter, Williasgm TIT).
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theme of many rasgages 1in the polenic verse, provides theé

vehicle for an assessment of the griist's oym position. With

god (11.102-103) who is worshipped only for what he can provide -

Dryden's imsage of ¥neller's worldly success as a portralt

C

painter. The limitaticon of the artiest's powers results from
fact that he cannot exist without the support of society.

The financial asvnect of the regal metavhor doninstes these lines,
the passage which follows suggescts that goclety ig more

directly responsible for the Imitaticns of the artist because, as

b

the 'nature which he is to imitate, 1t is itself so limited,
Hven Kneller cen do no more than improve on a basically
degeneratc subject:

tgo hig Follies in thy Posture sirk,

The gencelegs Ideot seems at lagt to think.

Good Heav'n! That Sots and Knaves shoild be so vain,

To wish their vile Resemblance may remaini

And stand recorded at their own Rﬂquest,

To future Days, a Libel or a Jeast. (11.158-163.)
The second major conclusion, then, ig that the artist's historical
setting will determine the level to which he can aspire in
the practice of his art.

It was suggested above than many of the distinchive
features and faults of Cleomenes coild be explained by

regarding the play as revresenting a divorce between the

heroic mode and conventionsl dramatic stvyle on the one hand,

and between the values ghtached to the evic and hercic modes
3 [ . \ . -~ ~ — P - 4 P S o~ - - I
and the values of contemporary society on the other., The



address To Sir Godfrey Kneller shows an argument

5 o L " - I " : - . o
aeveLoped To enforee aimcat ldeniical concluagions: st the

¢pic mode is suverior to the dr armatic; that the poet's proper
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subject of thig mode; and that the voet cannot truthfull
combine the contemporary with the heroic,

Tre wverse address, by the very fact of its compogition,
embraces the alternstive open to the voet as a soclially
responsible being, that of a restricting ccmmerce with
contemporary society. Zut the technigues used $0.bglance
this choice against the alternative of a retreat into the past

are in the lves of some interest.

The figure of the coremporary artist, Kneller or Dryden,
erges from a mass of analogy which is both varied and

confused. Its variety derives partly from a multiplicity

of historical refereuce; Classical art =2nd history (Homer,
Virgil, Apelles and Alexander) coabine with Renaissance srh
(Titian,Ranhgel and Shakespeare) as well as Clascical and
Christian mythology (Prometheus and Bden) and recent Englich
history (Charles and his less gbsolute nevhew) 10 define

the artist’s situation. His historical background is thus

a fluctuating medium, composed of heterogenons traditiong,
rather than g unified whole capable of purposive interpretation.
Here one seeg the complete brealkdown of the technique of

the rigorous parallel use of history found in The Duke of Cuige,
and of the rigorously selected varallels of

Absalom and Achitophel. But this feature of the poem is

congruent yith a tendency already cbserved in Don Sebastian

and Clecmenes, where obviouvs glluesions to recent political

3 - RS AN et - N T N P 3 oat P ran N
situabtions fitted inte no scheme of SLENITICANCE,



237.

is bheing determined by context,

In the verse~-address to Kneller, thie terdency towards auwtonony

o . - ) L
But tne ascociatoed types of the monarch (the

3

o]

tatilve of the divine order) and the hero (the godlike

man) have algo appearea as lmages of the artist at different
stages in the poemn. Blevating images such as these are clearly

derived from, and meper to, the heroic mode, but glso more particulsr-
ly to the active hero - prince or leader - himself. (Frequent
reference has been made to the kingly and godlike eharacteristics

¢f the herg sorominent in both Don Sehastian and Gleomenes. )

P S

Ln the epietle to ¥neller, the focug of elevating analogies

o}

ie trensferred from the conveniional hero figure to the figure of
the artist. While it svpvorts the unattsinable ided of the
hercic in art, the poen also, to gome extent, endows the srtisth
7ith heroic status.

This access of significance is partly congequent on the range
of functions which the Doem's argunent attributes 0 the artist:

best, (11.6-10) he is the creastor of a world modelled on the

at
Neo-Plgtonic ideal forms: at worst, (11.112-114) he is the redeemer

of fallen Mature in his ides alising renregentations of it.
But the artistt's elevated status is assured in part by the

arrengement, as distinct from the content, of the anazluogles

. ] - ~ . PR T - i
erployed., The varions images of the artist set up are all
3 3 7y 4 SN P ~ A m 3 3 gy
fleeting, immediately discarded or guperseded. The impression
thus crested is that the univers of anglogy, like that of history,

Thig is made most exvlieit in the-




bresking of triad-groups of imvlied analogy mentioned
ancve. This muet ralee the giatug of the aritistic

effort which creates a unified world from guch fragments.
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of art, Drylen's poem and Xneller's porirait of Shakespeare,
but thie introspecitive intention is subsidiary.)

Purthermore, the proliferation of disparate evaluative

details Tacilitates the =dovntion of very simnle [even
bingry) frames of reference, derived from the work's

structure rather than its content. This posgibility

~

cussed above with reference to the moral scheme of

was di

( ]

Cleomenes, where it was seen as a restiricting by~product
of a ‘*satuecstion' of significance in Cassandra and the
protagonist.(53)

In the Kneller poem, the frame of reference nrovided
is taat of s contrast between past and present, between
the desirable past of Chsrles IT (the true image of

divinity), of poetry without rhyme, and of princely

¢V

patronage, and tne undesirable present in which the painter
may beconme a falgse god, and art is bent to current
convenitions, including that of rhyme, because of the
artist's financigl dependence on an undiscrininating
public. But the past is also, in art as in history,

the heroic period - as 11.,117-119 make clear - and the
present the unhercic. RBoth frameg of reference gseem to

be projected on to g more radical image of historical

e

disjunction, which includesg the literary and historical,

y

the image of the Fall of Man The dimportance of this

ge, particularly, in Dryden's later work, as a symbol
(54)

of irrevocabllity, has been well exvliored by RoDer.
In the Kneller poem it ig finely focussed in 11.89-94,



a vasgasce which, although 1t occupies a central position
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Bartht! to a world of deceitful t'palnting' - sccentuate

o

shift in the vcem's content from the vpreoccupation with

the pagt of art in its first half to the preoccunation
with its present in the second half; but simultancously
they evaluate the relationsghip between vast and present.
At the same time, the ghift from pre-lapsarian 4o
post-lapsarian in these lines is articulated as a shifit
from 'high' generalisation ('Our Arts are Sislerst,
‘hymns were sung in Ideng hapny Bartht') to specific and
immediate concerns ('Forgive th'allusion', 'where e're

T write'). There is consequently a lowering cf tone in
the vpassage and this puts the significance of the Fall
into the category of stylistic effect. Again, the finagl
counlet underlines the idea of g Pall in art: 1t points

i o, PO S e - PRl -~ B »
self—congciously to the contrast between

hymng

and modern satire, and glances at the succegs of Kneller
in flattering the pride of the modern Eve in his portraits.
association of the pre-Fall state with the herolc

i

. ‘
avpegarian man, (I.. another verse-address

in litersture vuts the great artists of the past into the
1

cztegory of pre-

™ pui T2 Y- e - oy e 2 - e = s
Urycen ddiens TILeLY gregt nredecegsorg 1O TTne LAany nace
Tafare the Dloodt ) T o adAdtion, tho wvmmetrieg of
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to the fizvre ¢f bisg contennorary suclegzor, (Uhe Tagsage

on Shekeswvozre and hilig ceritics,
p . D R Sy e 1 - 1 b -9 = ey
COnLvLIIuL [ in hho relotiong pens B
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ig pariticularly imnortant in this respect.,) The relation-

SR SR [T - Ay ey - 5 - ~0
and, with a rather more Shelespearesn inzee, 11.120-123,
m s B . 3 ) =1 [ A : S N
The uvltimate grounds, then, for ssgimilating the poet 1o

the hero are that he represents, through his Lrgzgel nent

with literary tredition, a link with the vnattainable

o

tate of mankind. In a8 far as he follows hig

fede
O
}—J
(‘l}

\J

cas0re, his work can tend, however approxinstely,

OF

-
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o
¢
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O
o

towards a revelation of that state. Given the baseness
and venality of contemporsry socliety, elther as audience

cr subject, the lower reaches of gtyle alone are anprovriate;

Dryden's epistle form and ¥neller's genre of portraiture

+f .

. RBoth artists can 2nd &o digseminste

T

fac

the hercic ddeal by the choice of a subiect which per

petuates the memory of g higher kind of art. Kneller's
he 1

e

alleged origin of the moen,

aleoarmes h v 1~ ‘1‘1;:’»' ¥ oo _]q o Mo
> pﬂ,f@,/b)@ ork by which he claims hisg

nvortraltb og Shal
place as descendant of the heroic tradition in art. Its
effectiveness as g means of arproach to the better modes
is amply detailed (11.73-80). ind Dryden himself, in
the epistle, tales a subject which brings him ag close as
erolce, since hilg subject 1s the respons-—
ibility of the artist to the older and higher traditions
and his cavacity to sugtain at least their memory. The

final pazccoce (11.173-181) echoes the imasgery of Shakegvesre's

2t on Time, Beauty and Poetry, apvlying it to painting,
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by the epistie to Kneller, which also puts forwsrd an
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seen to exenmplify a movenment away T2

with peolitical matters towards the ceclebration of individual
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sration of past events. These tendencies +too

are exemplified in the poem written for Xneller, but they

To iy Honcur'd Hinsman, John Driden and
To Her Grace tne Dutchess of Ormond, and in the translation
of Virgil's Acneild, Dryden's only ccmplete work in the evnie
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Tingley (with volume mumberj: Tre Peeme of Jonn Dryden, ed.
5 = o o0 kY
. Kinsley, Uxford,15%8 (5 Vols.).

Limlone 3{'\,;":}' Thn i td o0l and TWHerellancoug
Prose VWorlksg of John Dryden,
ed., E. I?TOﬂe, London, 1500
(3 Vols.).

Ogg Inglancé in the Reigns c¢f James II
and William III, D. Ogg, Oxford,
1953.

P.C.A.S. Yale Poems on Affairs of State:
Augustan Satirical Verse,
1660-1714, xzen, ed. G.de F.Lord
Yole, 1563~ (5 Vols. published)

Rothstein Restoration Tragedy: Form and

e
the FProcess of Change,

)

. Rothstein, Wisconsin, 1967.

S. & 8. (with volume number): Dryden's Dramgtic Works, edd.
Sir W, Scott and G, Saintsbury,
Tondon, 1892-3 (8 Vols.).

Ward,Life 3 Iife of John Dryden, C.H. Ward,
Oxford, 1961 .

v-r

7ard, Letters(with nurber) : The Letters of John Dryden,
ed. C.B. Ward, Duke University

Press, 1942.

Watson (with volume number) : Of Dramatic Poesy and other
Critical Ussays, ed. G. Watzon
(sveryman kdition), 1962
(2 Volg.).
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r mentiong that the role of Iuley loluch
vas created by Xynaston, who had previoucly vlayed lLiorat
enzzebe, and that in the earlier play 'doubtless

not without Dryden's approbation' he had brought out
omic agvect of the tyrannic characier, so as

toto LAKE his svectators laugh, while

(Cibber, Avpology, vp. 102-104.) His interpretation of

Ioley lloluch was presumably on similar line

3) Don Sebastian I,1i; 8. and S. Vel.VIT, 0,336,

4) Don Sebastian IIT,i; S. and S. Vol.VII, pp.380-383.

5) The fable is largely Dryden's own, 2nd he draws attention

to his development of it in the Preface 10 Don Sebastian.

N
pa—g
ot

The Congues
D.57ff.) .

7) A%t the end of Part TT (Act T) the Loorish régime ig
replaced by the Christian one c¢f Tesabella and Ferdinand.

of Granada, Part I, Act II (S. and S. Vol,IT,

8) In both cases a Christian ruler not involved in the
originagl sedition succeeds to power: in
e 5y
¥

The Conguegt of Granada, the King of Srain, and in

Don Sebasgtign, the eponymous hero.

9) Chapter VITII, Of Sedition. Reference ig to the edition
of Iolegworth, Vol.VIII,pp.200-212 .

10) In the better kaown Levisthan, the topic is tresgted and

asrranged rather differently. There g prominent fegtbure
is Hobbeg's condemnaticn of clericsl intervention in
volitical affairs. The idea is egvally prominent in
Don Sebastian, but absent from The Conguegt of Gransda,
the play closer to Hobbesian material. And since the
exoression of anti-clerical sentiments (often based on

recent :nglish history) is not Of7OU&1] characterigtic
of Dryden's wock, btheir avpearance in Don Sebastian

-+ PR PO S U N SR S 4 .\ et " 4 e “
ia not evidence that he noet used the Toviathan
A . A, APt DA o RN
" . > “ fad g N Al e J VPR L2 o Paiis
version of FHoubes'ls treaitment O £201T10n.
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21)
22)

23)

Gonavest of Granads, Act II; S. and S., Vold/,np.52-5
2

e 1
. 7 13 1
LOonguest

Don Sebsctian,I,i; 8. and S. VII, p.324.

Adsm, on awmaking, expresses the locus classicusg of

Cartesian doctrine:

Vhat am I? or from whence? TFor that I an
I kmow, because L think'.

(But compare lilton's Eve, FParadise Logt Bk.IV,

a thet he has been

jode

The Jufti's personal compnlaint
£

iscusges in some detail

n

joN

property. Hobbes
the guesticn of meum and fuum as g pretence of right,
but Drrden uses it only in the comic form of ‘

[

Don Sebastisn Act IV, where the Mufti sveakg for

5
tgelf-precervation, our property and our proophet!',

3

with an obvious pun. In additicn, he grounds prete

of right on the Emperor's tyranny, ‘your lawinl emperon
is but a2 tyrantt'; drreligion, 'he is taking your
religion away'; and disregard of (alleged) obligations,

hig acting 'without your govereilgn consent!'.

Gonauest of Granada, Part I,IT,1; S.snd S. Vel.IV,p.53.

See also Abeslom and Achitovhel, 11.491-%42.

Abdglla in The Conguest of CGranadsg and loley Zeydan

in Don Sebastian; the Zulems (and Lyndaraxa) i

The Concuest of Granads and Benducar in Don 3ebastisn.
In The Concuest of Granada, Part II, after a climzctic
series of demands by the populace, a popular uprising
is described as occurring off-stage. (act I,4d;

3
S. and S. Vol. IV, vp.129-132.) TIn Don Sebeatian

[l
the povular rising comes in the 'Hob scene! of Act IV.

The Conguest of

non Sebaoatisn Act IV; S. and » Vol.VII,p0.441-442.

Such instances often arise from the similar character-

2y At 2l SR T SN S o
LEa 1O STOLAe UnworTny BYITaInT.
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25)

26)

27)

28)

See Rothsted
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ii) Thsat in
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the authe
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and Benza

the
later wo
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towards a

cince the

*X standsg outgil

1lc nmode, even following Arigto
e 'dramatic poem' to the !

ghorter compas
the

high style 1s absent in

eni

sspiration towards

N

ama (c.g. 1n Otway and much

Trydents work, the pesgk of 'd
al interest comeg early, in All

1

cne

of Tee).

develop

onmeagtic!

of Granads,

and by

Aurengzeb

e, Hig

ide the general 4

more intense pathos in domest

£

Toundation of the

theroic poem!

evelovment
ic set
ideal

tings

n, zopecially Ch.I. The scops of hisg
indeg doge digcusaeion of drametic sitructures:
cage of Dryden, although the book's

vels of a shift in taste and

LRI, O A S SN B Ge e g
Tted:

poetts interegt in other field of literature
d the development of his tragic drama.
gibility Rothstein mentionsg, in connection
ccm-dy alone.)

the earlier part of his career (and notably
eface to The Consusgt gﬁ Granadzs) Dryden

ed

and

for Love,

Sy

versiste, even in Cleomenes, which containg sirong
pathetic elements.
In: The Dedication +to The Riwval Iadies (1664)
(Watson,Vol.I,p.2), The Preface and Prologue to
S=cret Love (1’6E) (Yatson,Vol.I,pp.105,108), the
°reface t¢ The Assisnation, (Watson,Vol.I,p.155),
and in Of Dramstic Paecv (Watson,Tol.I,p.76 ).
Richard Plecknoe, A Short Xssay of the Inglish Stage,

in Spingarn,

Tol.1T,pn.50

Dryden's

terns

+ Sevent

et i -
Critical Bssays

eenth Centt

-85,

in the Heads of an Answer ¥

]

Rymer;

Dramatic

Poegy

see Watson, Vol.T,p.21l1.
Rothetedin., Oh.T.1.8, Rut in the Hseav of
(Watson I,Dp. O) the existence of a cecond

of mnleasure

is implied.

coexisting

b L

SO0
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53) Generally by an excessive or ironic detail, which

returng one to the reasonable mean of digcourse. That

Drvden was himsclt enpaged in the fiow of his characters!

extravagent language in thils way ig indicated by the
onnd -

fant that he later felt bound to apologlise Ior his

indulgence (e.g. ‘'my own faximin and Almangodr

sg2inst me'), The réraction came at 3 time vhen exnloitation
of the hercic genre was a theatrical commonp Tace 3

an expression of disteste for ite excesses is his

a8 Le
ion with the Wotes and Chgervations » . .

asgociat

on Settle's The Zmpress of llowocco. & recent evaluation
of Pryden's part in the pamvhlet 1s 0O, Nacfadden's
tFlkanah Settle and the Genesis of Lac Flecknoe!,

?.0. IXTIT,1964.
30) Rothstein, op.cit. vp. 13-18.

31) This interpretation at least sccords with Dryden's
claim for the general moral; the play clearly sets
up an epic parallel, and the integration of the hero
into society is a pruver theme of rommantic evic, verhaps
derived here from Tasso's Rinsldo. For a list of
contributions o this vexed tovpic see Rothstein,op.cit,v.56n.
See alsc J.A. Winterbotton's
‘The Development of the Hero in Dryden's Tragedies',
(J.2.G.P,,LIT,053) and A.-C.Kirsch's
*Dryden, Corneille, and the Heroic Play’. Mod.Phil, 59, 1962,
Rothstein draws a useful distinction between the attrivution
of moral awareness to a character and the manipulation
of successive events so as t0 produce, increasingly,
acceptable moral choices, but does rot congider the
possibility that the latter may, as a convenient
externalising projection, revresent the former.
32) The Indian Emperor, Act IT,scene iv; & and & IIIL,p.551.

33) Compam other examples from the same play:

Cortes is faced with the choice of sparing his mistress's
people, or obeying the Srpanish king (117,1i), Guyomar is
faced with a choice between wzr and peace (III,1),

with t93 choice of saving a virtuous enemy (II,1ii),

and a sushained choice between Odmer and Guyomar 1is

ngd 17T, 43

NS e ek § e B

o

- . . L -
offered to Alibech,e.g. in II,31,

14) Wataon, Vol.l,p.76. The chess analogy impﬁee a geries
of moves of egual status, involving permuta stion of
lay figures in an ext on@t and instantly incomprehensible
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37) B.g. '0 that I had the fruithl heads of Hydra,
Tt one might burgeon where another fell!
S5till wonld I give thee work; still, still, thou tyrant,

with the last.! .

33) ZFepeecially in TIX,i; 8. and 3, VII.pv.386-390,

40) Sebastian had referred himself to the judgenment of
n: the renegade, avrrovriately, refers himself to
the judgement of hell: (' I ghould he hissed

And whoovped in hell for that ingratitude’.)

41) See the climax of the scene (S-.and S. VII,pp.380-384)
paticularly the speeches of Almeyda and the Emperor,
which contain nuch material familar from the rhymed
heroic duxma. (E.g., the image sequence

"tough metal of my heart' ‘'resgigts! ..

'A flood of scaldiang tears will make it run'...
"though thy heart be rock of adamartt ...

'no stamv of heav'n was on his soul,

But the resisting mass drove back e seal',)

42) The movement begins with the avpearsnce of Almeyda and
her appeal to the mob, couched in the rkinest, though
solemn language, The vigorous diction of Dorax is reaserted
when he dlSHlS“eS the nmob.

43) For a cogent formulstion of this view in Dr ryden's
non~-dramatic verse, see the false creation passage of
The }edal (11. 256—217)

44) The scere in which Antony 1s confronted with Octavia
and his children (411 for Love, IITI,i; S. and S. V,Dpp.386-391)

is & schematically simvple insteance. The scenes between
Ventidius and Antony (1, S. and 8.V, especislly

PD.355-356) and(the second phags of IIT

s 1y
Octavia ard Cleovatra (8. and 8. V, 71.392-385) share
i

o ) o m B
this corrective function. Another exszmule is Hector's

b SRS S LI LN 5 - iy - T - A - k4 -5 P S
retaticonshin with Troilus { Proilus and Creseidy, TIT, 41
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Hector: You ought to give her up.

Ml Ad T Aeiia neelima in Ant T af Tion Yohaa
L0 UlaAad o lininn i iy el ot b (PN PITL i U

S.and S.VII,».448 f£f.. ’

46)S.and S.VI,1.496,2nd S.and S. VIT,p.449.

49)

50)

This argument is developed by King, in

Dryden's Lajor Plays, Ch.X.

The play is close in date to Absalom nnd Achitonhel,
which also has o descrintion of the precagricusness of

pooularly based rnle (1l.224-227).

Parallelisnm ie insisted uvon by the meitaphors (of siege

n

and war) apvlied to the activities of the sub-plot.

The inverse dbhis situation, the existence of g serious
hero whose acts dictate a lower valuggion of the concerns
of sub-plot characters, is more common, and Obtains in

Don Sebastian, but there is no hint of it in

The Spanish Frisr.

See p @ 22""23¢
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Chavter 1T,

Acgulred perhars from hig own experience of writing in

ot
L

other modes during nis absence from the theatre, or from

the draratic nractice of conbemporaries,

2) See John, ch.XV,v7.2-6.

3) Since the scene is broken off, without a change of tone,
by the incident of the Faveror's arrival.

4) Itself only » pretext for the action, and reveszled
s

5) Dorax, unregenerste, acts as adviser o the Liocori
and, regenerate, as adviser to Sebastian, He isgs
ter used To relate trhe sub-plot to the action
involving the hero, in the first Act by means of his
commentary on the sacrifice, and in *the fifth Act through

0

)

o
+

hisg didogue with Antonio,

6) The sbsence of the objects of his satire narrows his
range Of exvpregsion and brings it closer to that of
Sebastian. This change is emblematic, representing
his change of identity(emphasised by his reversion to

hig Portugucse name of Alonzd.

7) He is willing to offer the apvropriate satisfpction for

Dorax's vroulded honour:

'Tf 1 have wounded thee, that makes us egual:
The wrong, 1f done, debased me down to thee!?,

and eqguslly willing to forgive the originsl fault, when
Dorax expresses hig contrition:

'Tndeed, thou should'st not ask for giveness first,
But ihou prevent'st me still, in all that'g noblet.

8) Act IIT,sc.i; S.urd S. VIT,pp.386-388,

9) This is emphasised by the play's use of mechanistic langu age
to refer to the human body, For g relevant statement of
tre corresponding theory of monarchy, see (e.gz.) Kantorowicz,

Tne Kingls Two Rodies, PP. 7-23,esvecially pn.l3 and 14,

10)The Hind snd the Panther is clearly themost siustained of
ersuansilve noems, but it has a far more complex
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12) Absalom and Achitophel,1l.1-207,
1733 Exeaéiy speaking, Relicio Tglci review the history of

religion twice: onece from a general viewnoint, in
£ <7 £ 3
0

agscegcoling the guneriority of revealed religi

\,1\1 1 TLEE S
PN S SRR

tradition, in terrs of the vicisgitudes of that tradition.
ind the Jdissussion 1s enclosed between a descrintive
passage on the uature of human knowledge and a prescriptive
vasaage on the cduties of the layman. J.W.Corder, in his
article 'Rhetoric and liegning in Religio Isici' (P.IM.L.A.,
1867} discusses the poem in termns of the six-part sbtruchture

of the classical oration, and Tinds the confirmatio /
confutatio stage to be divided into two parts, sevarated by
tPather Siment digression. Thug hie analysis of the way

in which the poemte regular structure ig bullt up doeg not
conflict with the coanvincing arguments of Philip Harth for

the prior composition of the !'Father Simon!' passage (in

Contexts of Dryden's Thought (Chicago,1568) pp.183~195.

14) See Clarence H.liller,
"The Styles of The Hind and the Panther', J.H.G.P. lxi (1967);
on the general strategy of the poem, see Harth, ov.cit.

Uile Za -

15) Zee remarks on the inclusiveness of style and alternations
of its levels in Ch.TI,pp.l18-20,

16)The Spanish Frisr, I,1; S.and S.VI,p.422.

17)For recent treatments of Dryden's use of Hobbesian
psychology see:
4.C.Kdirsch 'Dryden, Corneille, and the Herolc Plagy’
llod.Phil., 1962 (this article also summnariseg ealier
contributions to the topic),
L.Teeter, 'The Dramgtic Use of Hobbeg' Political Ideas!
B.L.H, TIT,(1956),

J.A.Winterbottom 'The Plar~e of Hobbesi

Dryden's Tragedies', J,E.G.P., LVII (1958).

18)The Duke of Guige,X,i; S.and S. VII,p.352.

19) For Shaftesbury as Jehu, see The Medall,l11.119-122; fou
the Mufti ss Pnaeton, Don Sebastian,II,i; S.and 5.VII,p.352.




Act IIT,sc.i3 S.and 8.VII,p.2357.

Ses P.0.A.8. Yale, vol.3,».102,

Poem Occagioned by His Lajesty's

a,‘}\
3o

|
i

: L Pl T o ol N e B AT A P, A~ VoL
UL WA LOn 80 08,Ck Uil vaiciiina OX b LT X

yrithdrawsl from Tangier (Oct.l6812),
trogtment of the latter see Tangler's Lament,
P.O.A.3. Yale, vol.3,p.473.

womgs Thomopgon, lidsumner Lloon (P.0.A.5, Yale, vol.,3,
~ N - . N 5 .
L.237). OQOne of the candidates for election had been g

24) pct IV,sc.i; S.and 8.VIT,p.410.

25) The *two guotations are from The Hind and the Ppﬁth@r

Ny

g

N
O

Part Three,11.1029~31, and 1024-5.

Act JV,sc.ii; S.and S.VIL,p.425:

'T have a Pigeon at home, of lighomet's own breed; and
when T heve learnt her to ploP neas out of my ear. « .
you shall have another' religion.

Another gibe agalingt the tithes i1s to te found in the
vopular 'Pudding and Dumpling song! of King Arthur.

et ITT,sc.138.and &,VIT,Dp.386,.

When the Anglicens preferred to align themselves with the

Digsenters, rather than with 1t Gatho‘iﬂs. A Jagcobite
'Song' of the Revolution Ue*lOd castigates the

BEstablished Church in terms resembling those of Dorax:
'Thug the Non-Registance Doctrine
Followed by the Theban band
Is become gn art of bart'ring
Princeg into traitors' hands.
Then let th Church of England be
The sole misiress of the jugsgle;

For no Chag h else that we can gee
Can thelr King so neatly bubble.

(P.O.A.S. Yale, vol.4,p.303.)

30) P.0.A.S. Yale, vol.d,p. 75 .

(o)
Ji
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N
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P.0.A.S, Yale,v0l.4,0.170 .

Britannis Rediviwva,l11.75-93,

For this sgatire, P.0.4.8. Yale, vol.4,p.533.
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37) Origina of Absalom and Aschitovhel Pary IT,
(]ME7, ji¢ a similar allegation ig nmade
againg zint! in The Ileds11,11,31-34

38) III,i; S.and S.VII,pp.375-376; +the imfti cravenly
e

retracts his official opinions under the threzt of force.
39) Moore, 'Political Allusions . .'(n.34.above). TFor
Sunderland!? career, see 0gg,Ch.VI, But although before
the Bevolution sunderland intrigued with both TLoulg XIV

and. William of Orange, sfter it he was too discredited to
have any real political power. And the many advisers of
James II who also corresponded with William could equall¥
be held up as examples of treachery to a trusting

naster. Two men frecuvently vilified by Jacobites for
their part in the Revolution were Rurnet, the BPuzzard 'of
The Hind and the Panther, and John Churchill.

A Jacoblte t'Song' (P.0.A.S. Yale, vol.4,p.303) vresents

Churchill as something of g Judas:

'"There's g Churchill to inform you,

How to quit your frimd and kingé
and simdilar charges continued to fiade sfter the Revolution.
(For details of these, see P.0.4A.S. Yale,vol.4.p.328.)
One attack, of June 1630, mes very close 10 the wording
of Dorax's sttack on Benducar in pct IT,sc.i:

ieapicable thing!

by

"Ungrateful toadstool!
Thug to betray t“y llaster and thy King!
Nay. he was thy mal

sker too, who, from the dust,
Raiged thee- o“cugq *twas to all mankind's disgust’,

and continues with o prophecy of further treachery:

'Tor sure, noﬁwlnf can e'er redeen thy crime
But the sare brutal trick a second tinme!.
Roth Barﬁ@ﬁ(as Drydents former target) and Churchill thus

)
have a claim to be considered as models for Tenducar.

oy s -2 T A D) e 7 2
40) By ¥ing, Dryden's liajor Plavs,p.189.

- . o - o L
Absglom and Achitovhel algo: Drydenis preoccuvation

with hisg




convincing single model fa Benducar,
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43} '"he Assocln

to The lledsll, and referred to in the poem as a
. “1 N R ‘
ttralttrous Conbinationt.

44) Por a less simvle example, see Abssalom and Achitophel,

11.270-278, whemw the Sgtanic imag G
by Achitophel is plainly more appropriate to the present
(and future) position of the gpeaker,

45) S.and S. VIT,D.376.
46) Act IT,sc.i; S.and S.VIT,p.349,.
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revnrinted by Scott in S, and S. VI, ».400 n.. The topic

is thoroughly discussed (though with the embhs

eighﬁoe“tn cﬂ“fn“y developments )in Loftis!

hre
Fneland.,

As aspirant to power, and apvointed successor after
the revolution.

1.376~350,

Lufri are punish
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6) In its lesders; genduoar aud the
although the rabble, as irdicated by Dovax's sveec
in dismissing them (IV,ii, S.ands. VII,p.432), are
beneath punishment.

7) In Act IT (8. and 8. VIT,m352~353), and Act TiT(po.336--338),

Absalom and Achitophel is the classic example; but the

comparison between England and Jorael was made elsewhere,

for example in John Caryll's Hsboth's Vinevard, and an

anonymous Tory Dialogue beiween Natlian and abaslom of 16380,

9) See The Works of John Dryden, (Californis Ldl,lOH)VOl IrT,
482 (note on Britannia Rediviva, 11.333-35%6) and
np.333 339(discussion of Dryden's Cau%ollc theology in

the headnote to The Hind and the Pgnther).

14)S.2nd 8. VIT, ».311.
ll)

{

This is made clear Dby Dorax's free express
('I grant he is a tyrant',etc.) in act IT,sc.i,p. 356
in addition, his service is the resuli o

12)Act IV, final scene; S.and53.7IT, pp.433-443,

13) For verse treatments, see (e.g.) P.0.4.5. ¥ale,5,5ectn.l.

14)See Parai.se Regained, Bk.IT, 11.457-485. The whole of this

.

fine pasrcage is germane 1to Dryden's treatment of Sebastian.

)

The positive concliuglons of Wiltonis Christ, thaib the

Yy ! » . s i v 2
highest government ig 'to guide Hations in the wav of triuth!

hes L
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3 i , his ccmprcne“sion of his dutl >3
towsrds God zrd man, is anticivated in I7ilton's passage:

"Yet he who relgns within himself, 2rnd rules

Pasgions, Desires, and Fears, is more a XKing;

Which every wise and vertuous man atigins:

And vho 2ttaine not, i1l qepires to Tule

Citieg of men, or QGpimbwaﬂg ultitudes,

Subject himself to Anarchy 1tnvn

Or lawless vassions 1n him which he serveg., !

19

20

21

15)  PBarly in 1689, Catholic Irishmen had taken up arms

on behalf of James II,wt ;Q cJ“goncd him from France to
lead then. And, although/not in the event, forced *to

fight for their allegiance, Catholic and Jacobite knglishbmen
had been avandoned to the mercy of their enemies as a result

of the flight of James.
Feb.

16) As late as/1697, Dryden exoclained his division and

delay in the dedicating of the Virgil <ranslations
as a result of his Jacokite sympathies:

'in hopes of his returr, Ffor whom, and for my Conacience
I have suffered:'. ( Ward, Letters, 41

His reluctance to regard the existing goverament as n

L]

nore
than provigional is shown in the refusal 1o dedicate

the Aeneid translation to William ITT.

17) See chavter ii.

18) s. and s, VII, p. 315.

) D.W. Jefferson "All,all of a Piece throughout?,

Stratford-on-Avon Studies, Vol.6, Restorstion Theatre.,

) Xing's Drvden's I'ajor Plavs (1964 ) contains a chapter
on Don Sebtastian, an expansion =nd rescension of an

earlier article in the Sewaﬁee Review, 1962,

) E.g. 'the scales of heav'n' (I,i, S. and S. VII, p. 227

T coannoct gpeal one gvllable
H

2) but tends
To death or to damnation

3
(Iria p. 334 )
'he thoughts ike religious groves,

Mirea vorey 1)
The wallkes

(TT,%,p.346)
‘make the gods curse immortality' (Iv,i,.407).

N
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230 jet TT,cc.i; S.and S. VIE,00.346-347.
24 YActIIT,sc.i; S.and S. VII,Dp.386.

25)For such g tregment see J.A. Winterbottom,
'"The Development of the Hero in Dryden's Tragoc
J.5.G.°2, ILII,1953, ard 'Stoicism in Dryden's Tragedieg!,
J.5.G, P, TXI, 1962.

26)That is, as far as the scere of Sebastian's arrest in
Aet ITT. It is most valuable in Act I, as @ means of
creating the contrast between the two monarchs.

27)A commonplace image in Christian tradition

28) Pully documented by Jefferson in the article cited above.

29)The firet instance in fact occurs in the fingl section of
Act TV, when Dorax speaks of honour as a stream flowing
from monarch te subject:

thooting boys may dry-shod pass,
And gather pebbles from the naked ford!

(3. and S.VIi,p.433). Theough the physical gsography has
something of the grotesqueness of "body/soul! imggery,
the image of the stream is dynamic, sand in its context
arregting.

31)The conclugion that mants nabure is inescapable dual, and

that his salvation may, with divine guidance, be worked out.

32)8uch 'subversive images' may be Christian in matter. An
instance is the image of RBenducar discussed in Ch.IT (p.37).

And in Act IiI,sc.i,(p.359) Sebg«tian's

tTor even were paradise itself my prison,

Sure I should long to lear the Cffﬂtﬂl wallg!?
recalls Satan's first atbcmbi on the Garden in Paradise Lost,

and the angelic commentary on the invader:
'If goirit of other sordt,
1o minded ., have o'terleaped these earthy bounds
On purpose, hard thou know'gt 1t to exclude
Spiritual subgtbtance with corporeal bar.'

23) See King, Dryden's lajor Plays,on . .178-179.

N

ard Rothsteln, Regloration Tragedy ah, IV

~ s A P i P R - P - - T e L ~ 1 P
34y Dontrast Miltonts aceount ¢ the pre-rall conjugal 5748

Blr, (V,11,411-504, and the celebration of wedded love!,



c. 1.760, with the c
Book T¥X, 11.1134-1188 gﬂﬂ 11.31011~1066, These

9 Oy SRl
. o o e - o Ry o i 1
in The State of Tnnocence,V,1;00,469-171 of 3. and 8. V.

rresponding vost-Fall rassages,
are

-~
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5) Contrast the version of Genesis ('The woman tempted nme,
The wmmtiasinstion of Milhonts Adam

ERktsl VoL PLOCACSILOCALCH CLosai

J

in Book I¥X; rather than lose the fallen Xve:

tfrom thy state

Mine never suall be parted? (Bk. IX,I.915)
he is willing to sham her guilt, tsubmitting © 'at seemed
' r:AOdlles !
Dryden's rewording of this dislogue (St. of Inn.,V, i)

is notable for its emplmsis on the element of consclious choilce:
1Too well, but yet too late, your crime 1 seej....

1ot cozened,l with choice my life resign,
Tmorudence was your fault, but love was mine, !
(Sm and St v,po]-66o)

This pascage shows very clearly Lrydents tendency to

simplify in recasting his material, in the direction of

heroic conventions.

36) See P.L. Bk. I¥,,11.321-341, In TX,11.1120-1132, Adan draws

this inference,
37) S. and 8. VII, pp.451-455.

m . . . . .
38) Yor an elucidation of this dift, see p.301 below.

39} Iike his other interpretations of 'the ways of Godt,
a contribution to the Christian tradition of interpretation

('D

of the myth.
40) Tn their dialogue with the Som; P.L. Bk,X,11l.109-162.

41) Tn §t. of Tun. III,i, Satan declares:

'Why have not I, like these a body too,

Formed for the same delights which they pusue!
T could (so wvariously my passions ﬁ~vu§

Enjoy, and blast her in the e2ct of love.

NS

Unw111 nely I hate such excellence...!
(S. 2nd S. VII,p.145)
Dryden has thus inverted the information given by Iidlton's
spirits , eince Satan describes the amours of Hell in terms
aporopriate to 'heroical love! Bk.IV, 11.505-511 ; this
the reverse of the hanpy inc orporeal love described by
Raphael in RK. VIIT, 11,618-629.,

£2) See Ch.TTm.70-72,
43) ¢f. P.T. Bk.II, 11.586-600, and Bk. IV, 1185-840,

44) Rothstein, cp.cit., pP.150,

is
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see Ch,IT,p.40-

The beet evemple is the Prologue to The Unhanoy avourite;
the poen is discussed in detsil by Roper in

Drydeuts Foetic Kingdoms, pp.lU6-7 and 1lg-3. In
additiorn, two Prologues of 1662 are relevant, The

. /et
Prologue to the Dutchess (¥i

n 26
he imasges of the expulsion from Rden (11,5~o)

e of

an Bdenic landscape 4é

ba

{ 9 ” .
JULOn

ot

and of +the wetiirn of the Golden Age, which incorporate
( A

-31).

-
SN

&

{/‘

o

o

roT Highness (Xingley,II,p.262)

O
e
o)

3
b

i

The Prologue to His

openg with the image of James's return as 2 sunrise, and
draws 2 plcture of the factious as the brute c¥ seation
which resembles that of The Hind and the Panther (11.1-14).

)See Rover, op.cit., chapter on 'Tne Kingdom of Adam',
P

.5

49) See Roper's final chapter on 'The Kingdom of Letiers'.
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(b) See ChaII’ ppc 34-"‘"39@

For Koorisn diction in Don Sebastisn, see Ch.I,pp.19-20
and Ch.ITI,pp.86-90.

~~
Q
—”

(d) BE.g. Act III,sc.i; S.and S. VIII,p.310, 4ct V,sc.ii,
PP« 354-355.

(e) I.e. up to the exit of the Egyptisn court, which clears
the stage(S.and S. VIIT,p.324).

(f) This is made clear by the prominence of sccounts of
the war's consequences, particularly Cleonidas!

'TI have sternnese in my soul enough
To hezr of murders, ranes, and sacrilege:
For those are solders! work; and I would hear  them,
To gpur me 1o revenge',
and the accompanying description of a pacified Sparts

under Mgcedonian rule (S.and$-VIII, p.284).

(1) The Spartan's descent from the demi-god is frequently

-

mentionod in pct I3 (S.and §. VIII,p.230,v.281,alis0 p.340).

(2) 'The provogitions sre unjust and hard;
And if I swallow them, ‘tis as we take

The wrzth of hegven.'!

(3) References in the Preface to 's eingk plot . . . which

thnugh it be the natursl and trve way, yet ig not to the
geniug of the nationt,

fq . - -
ants 4 short rabble scene'! which ‘no French poet would

have glliowed!',

indicate the influence of this model. Certain details
of staging suovvort the hints in the Preface: for examvle,

in Act II, the arrival of Cleonidas is delaved and

Fode

emphasiced; and in the earll e
n on thie number of sveakers in il diglogue
!

0
ved by having Clesnthes utter only the occasicns
A

J
g2in, in the fourth Act, unity
h

of & prison.
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"Teg Cleonenes finisht pray, or have you begun Ye other
- RS S . = oL
designe you t0old mee of abV Je priegsthood:r.
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The play was not finished st the time of Dryden's siw

[..J

weeks' illuess (roughly datable by his recovery s+ the

beginning of October, attested by two surviving letters.
(5) Printed in Malone,IT,pp.351-425.

(6) In Plutarch's narrative, S.and S. VITT,D.267;
in Cleomenes,V,i:
‘A short refection waits at the lieutenantts'(p.350),
(7) This produces the illusion of a more unified work, since
affects and judgements are made to svpear inherent in 1he
material; but it also suproses greater passivity on the
part of the audience, since it eliminates the appeal to
the common knowledge and reasoning power of author znd
andleace. The implications of this dift in technige
are discussed more fully in the final chapter.

(8) S.2nd S.VIII,p.295. (ActII,sc.ii.)
(9) act IIT.sc.il; S.andsS.VITT,5p.310-313,
(10)act IT,sc.i; S.and S.VIIT,»n.287.

(11)The condemnsticn is universal; e.g. Cleonidse's acserticn
that the Egyptians were, literally, the dregs of creation,

and - 'were lnt nded for four feet' (Act II,sc.ii, S-and S.
VIIT,r.259); and Cleanthes! phrase '4 people baser tha
the beasts they worship! (III,i,p.309).

(12) See act V, sc.ii; S.and S.7IIT,pp.353-354.

(13)In the sense that the Egyptian rebellion becomes a gloss
7

on the protagonist's earlier defeat, srnd on his continuing
aspirstions to heroic gctivity,
14)0n this, see Rothstein,Ch.5.

(15)See Rotnstein,pp.l141-144.
(16)Plutarch mentions 'labour and afflictions! snd ‘'the

A -
S N N, - ey b P wmam o
OpLnions Or repréactres CI men al s

breve man isg cauahle of overcoming, znd defest 28 =

S 4 ey et 3 -+ s . P -t :D A e n,"sowrs
vicigsitude to wnich the begt are subject. Dryden snlw
his hero gs enduring effliction in hig invented vprigon

scenes, hostilities in hie deslings vwith the Egyptians,
and defest in his repeated abiemvts at departure.



17)

18)

19)

261,

His account of Plutarchts vrose style is on pp. 408-410;

O

p. 405 he discusses the loss of idiom in transliacion,

&

nd on v. 407 compares 5 use oF digression with
that of HMontaigne; +the status and nsture of the biographical
form of history are also discussed.
In the Preface Dryden states that <the play is

‘printed as itnwas acted?. ﬁlthouah the whole play,

without cuts, was licensed after the read 1ng in
Rochesterts house, Dryden says that 1t had been

'garbled! (a ‘cleaned up') 'beforehand by the superiors of
the playhouse'; and there is no indication that their

cuts were restored in the acting version. But the majow
discontinuities of the tragedy as it stands seem to be
the result of conception rather than cutting. Dryéen's
remark raises the problem of the nature of the excisions.
If the.excigions were of details within speeches, what
remging, assuming the identification of pcrqons and
issuves impiied by the playhouse ponbOLsnlp%/5bl¢l precise
enough t0 e offensive. Against the alternative suvposition
that sections of the play were omitted where they seemed
to carry svecific wntemporary parallels there are the
objections that the total structure of the play is so
contrived as to discourage sny COﬁureb sive historiecal
par@%lel; end that the emphasis in the presentstion of the

cr¢/ on personal suffering, which precludes his apvearing
as the eXponent of any vositive political doctrine to

i
off-get the play s denunciation of Fgyptian political life.

Cleomenes endorses the rule of the majestic individusl as

e s ST i S P . P A S Jre EIR T
Ceuvain oo Tthat the poetl'ts COnCELTLIONn O L

ageinst that of the cabtal; +this may be in part a political
attlitude , but is also one too broadly tased in the pvlszy

to be extirpsted by cutting. At the other end of the
scele, the play still contszine some details of satire

relevant to the state of Znglish pcliticsl life in the
periods vreceding and following the Fevoint

from these two classes of evzdence a falr assessment of
the play's degree of political involvement cen be made,

('t\
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even in the absence of any cut nmaie

e
change during the vritine of the first gct (a2l erngtively,
het the firest pet is itself o digression): and this would
geein to have political dmplications.

Frinted in 1690; see Kinsley, Vol.ITL,»n.556-7.



(20)

(22)

(23)
(24)

(25)

(26)
(27)

(28)

(29)

Attacks on the {dng's Dutch advisers were freguent:
> J ¥
s0 8lso were atiacks on the Council of Regency. For
exauples, see P.O0.A.8. Yale, Vol.5, sechions 9 and 10.
2 ¥ b b

fhis is suggested by Ward (Life, p.254). Remarking that
the parallels were 'not specified so far as can be learned:
he pronoses the identification, after

Abgalom gnd Achitovhel, of 'Egvrt with Francet.

This assumption ig st.oengthened by RPowers' discovery of
the cancellendum leaf of the Pedication to King Arthur.
(For an account of this, see Ward,life,.250.)

In the Dedication to King Arthur; 8- and 8. VIII,p.l134.
FPor example, in poems on Inglish achievemmnts in thehrts,
such ags those addressed to Congreve and Movteux; and

in poems to fiiends and patrons, notably the address

To His Honoured Xinsmsn, Johu Driden . . gnd the

dedicatory poem of the Fables collection.

Dryden wrote to Tonson that the Queen 'has commgnded
her Historiographer to fall upon me' (Ward, Tetter 26).

Threnodia Augustalis,1l.4958-501.

The ides is already present in Don Sebastisn, where the

Moorg!' false government is asscclagted with their
idolatry, and the hero himself is saved only by medizticn
and repentance.

Don Sebastien,TV,iii; S.andS. VII,pp.422-426;

Cleomenes, V,ii; S. and S. VIIY,D.354;

The Medsll,11.95-110,

Eleonors,ll.,359~370.
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(1) And Cleanthes’ exceptional virtue is specifically a
reflection of that of Cleomcnca. Thig contrasts with

the presence in Don Sebastisn of two ndependent and

complementary heroes (discussed above, Ch. II,pp.39-46).

(2) S. and S. VIII,p.7. The dedication was addressed +to
Sir William TLeveson-Gower, on sccount, Dryden says, of
an earlier specific kindness,
‘the warm remembrance of your former hospitality
to me, at Trentham, when some years ago I visited
ny frl@nOS....',

but also as part of a deliberate programme of appeal to

non-Jgcobite vatrons:

*since thisg wonderful Revolution . . . I zhall
continue to follow the same method . . . and endesvour
to ritch on such only , as have been plezsed to own
me, in this ruin of my emall fortune; who, though
they are of = contrary opinion thems gelveg, yet blame
not me for adhering to a lost cause'.

(3) In Marrisge-3-la-llode,TT,i, Leonidas utterly rejects
plans; but dle eventually forgiven (S. and S.V ,

pP.288-291); Torrismond disagrees with Raymond over his

duty to support a reigning monarch. (The Spanish Friar,

IV,ii, S. and S. VI,pp.492-497.)

(4) Preface to All for Love, Watson, Vol.l,p.222.

(5) In the cense of the psychology put forward in +the early
chapters of Levisthan.

(6) See Ch.IV,p.124.
(7) Troilus and Cressidas, Act II, Sc.ij S. and S. VI,p.305.

(8) In Act V of Tate's The Ineratitude of g Commonweslth . . .,

(9)

(10) ‘'a eingle plot, . . . which, though it be the natursal
yet it is not to the genius of the naticn.!

;4_,

falx‘ﬂe, I_L,pa 382:

and true ws
Of the bt
allowed them any more than a bare narration'.

I
ble scene he says 'no French poet would have
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(15)

(16)
(17)

(18)

(19)
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204 .

Cleomeneg: ‘whose Tall must shortly, very shortly,

W.R.Parker: idltorts Debt to Greel Tragedy in

Samson Agonistes',pp.84-97.

The passage guoted (ahove, p.157) from Dryden's

preface to his translastion of Du Fresnoy indicates

that he could not have regarded the family gro
Cleomenes as a Chorus. But Hazelton Srencer 01tes

» o . y
(Shakespeare Tmprov'd . . ., p.-13) an instance of a

of

gingle charascter agsuming the chorug function in

All for Love, the play which hag been seen as

precursor of Cleomenes in some other respects.

iv,ii,S. and S. VIII,pp.329-330.

| P 2~ -
Thisg is to sug

- ke - . .
gest that the example of Samso

hroniates

Da”q

directed Drydenfs conception of an appronriste literary
realisation of Plutarch's biogravhy, sabject tc the

constraint imposed by the materisl of the

heroic death.

See Macdonald, vara.28(collztion of the first

of The Wives!® Fxcuse) and p.50, n.1.

o> /Mr. Southern, on his Comedy 'The Wives

Theryclion

dialogue with its appealing treatment Of the ideal

FTxecuge !t

Xingley,IX,pp.580~-581

8. and 8. VII,p.209. One mignt add thst th
of a comedy, whose faults even Dryden's versce address
IS

does not aitempt to conceal, does not seenm
recommendation to the task of completing C1L

But from Socutherndes Prela

Svartan Dame, wiilch the keveclut

him to suppress. This drama desals with the

.

between a deposed 2nd exiled king and his &

c
it appezars that he too had been working on =
e n

edition
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case 0f (Cleomenes and The Wives! Excuse, the two

1 wrmm st la e A e NS T SN ST JE T S Equu.
Praywrignes r=ad each other's work in Nanuscrint.

(21) Xing s lsjor Plays,p.190) passes over Gleomenes

(
as a play which 'Dryden did noi bother to finish' ang
which lacks 'imagery, pllusions, and other finishing
toucheg!. One may take lssue with the implication
that Dryden generally 'avplied: imagery for decorative
effect in the finsl s*ages of composition.

Ward's Life (p.252) paraphrases Southerne's remsrk
without endorsement, but also without discussion or

evaluation.

(22) All for Love, T,i; S. and S. V.p.351 .  Antony is

degcribed ag sr . shitecuural ruin;  this suggests an

origin in the architectural metaphor used by Samson:
'Myself my Sepulchre, a moving Grave!',
and common to Cleomenes' image of 2 'single ruint.

(23) another, comparatively insiguificant, case of recurrent
imggery in the play is the inage of the ghip, used
generally by Sosybius to describe his own activities
as pilot of the ghiv of state, although 21lso by Cleomenes
in IV,i, of his vresent situation; it too corresponds
to & fact in the situastion , that is, to Cassardra's

preparation of s fleet to accompasny Cleomenes to Greece.



Chaoter VI.

R

(1) See Ch.IV.p.107.
(2) Described in Ch.V pp.169-175.

(3) The
not gurprieingly,

o

cal range ¢ emotion evcked by the probagonist is,

imilsr to that in Sameson Agonistes.

(/)

(4} A logical extension of this method is the introduction
spectacular formes of madness in tragedy, especially in

of
the final scenes of a play. Thig is done for example by
Lee, in his fifth Act of Oedivus, by Otway in Don Carlos

and Venice Preserv'd, by Dryvden himselr in Aurengzebe,

(where the villainess dies raving), and even in the
adaptaticn o Coriolsnus by Nahum Tste, which shows

Volumnia run mad.
(5) See Ch.II,pp.47-48.
(6) See Ch.IV,up.111-112,
(Tgee g. ana s. VITT,pp.296-297.

(3) is second interview with Cassandra, S.and S. VIIT,
-

(Q) Don Sevastian, Act T sc.iy .and S.VII,p.336.
(10) IT,ii; S.snd S. VITT,p.294.

(11) 7he

(12) ¢f. Eleonors,11.359~370, cited in Ch. IV,p.l141.

(13) Glecmenes,TT,ii (S.and S. VITI,D.294),
Don Sebastian I,i (S.and S.VII,p.336).

(14) The gquotations are again f

W
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mn
v
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(8]
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=
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(17)
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not believe in an indiffcrent Zpioureen dcity. (For the
o - v =z - e LR - b T o

ise Of the idea of the Eplcurean deity in Cleomenes, 888

eorastont i e B i B8

Ch.IV,p.121.) Winterbottom (op.cit. ) clgimeg Cleomenes
rather more convincingly as a Stoic hero.

(18) See Ch.IV,pp.113-114.

.

(19) The t'prison' of the Spartans 1s treated as an area notg
entirely visible to tleaudience; Cleomenes! direction
+0 Cleors in the first scene of Act ¥V "Go in, and rest
thee! guggests that it may have been played using the
deptn of the gstage. When Cleomenes moves to join
his Tamily, he is specifically mentioned as tGoing int,
although most devartures in the scene (including the
final one) are simple texitet. 8o hig 'change of
direction' may well have been visually articvlatea.

(20) Dryden's h: satnrical sources represented Cleomenes as
the last of the true Spartan rulers.

(21) éﬁg@itruo,ll.928~929

(22) Jupiter behaves as two characters; his second role as
divinity in the scenes with Mercury =nd the first and
finsl scenes is digcussed below.

(23) The first avpears, for example, in Benzavda {(S.and S.IV,
pp.175-179 ), and Cressida (S.and S.V, pp.387 f.)3

in the second she clmely resembles Sebastian in hig role

sgs lover of almeyda (S.and S. VIT,p.465).

(24) Don Sebzstisn,V,i; S.and §.VIT,p.453

(25) See amphitryon,II,ii (S.and S§.VITI,pp.43~46); some
speeches (p.45) use the imagery of conguest, e.g.

g mistress, you behold
ains a lawful title,
arch

.L

s to succeseive thrones'.

=8
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Tike thst of *no

(26) In ict T,sc.ii, Alcmena joins the two comic femgles in
demanding inforio tion from the folse Amphitryon:
iy lord. you tell me nothing of the battle?

- [N - y - o] IO R <
Ts m“f“C“ vietorions? Ave cur foes destroyed?’,

LLT W

thus meparing for z comic aside from Jupiter:

t4 msn had need be a god, to stand the fury of three
talking women! T think, in my cOnsclernce, T made
thelr tongueg of bhunder.'
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Absslon

and Achitovhel, 11l.2-p

-9,

(30) fThough the jocular context,
of the final halfline of an

tends to mininse the effect
the implication is tha. the
ah Age of

snd stillfaore the
otherwise forceful triplet,

anticlingy

of the political coument, and
lik
will be a voluntary

change, e the change to

'Severity!t, one.,

(31) "he disvarity between the presentetion in the play of
dJove'ts migtess and the degcripcion in the Lpillogue

\
[l

<

(3

0f Charlegs!
to the

nmistresses is obviougy

sub-plot ethos.

the latter belongs
(Phaedra 1s the spesker.)

~ yl\.,,-- Y.
To some of these (e.g. Psyche) liolidre had himself

" contributed.

(33) Natural exuberances: 'I _love because
‘Nature prompted agnd no law denied:r A,
Bugenics:s

(34)

‘Ywas dn

(Jvupiter)
and A.,l 5

(Cha“le ).

this night/T shall beget a future Hercules!

(Juvniter)

the Fateg!

tscattertd his llaker's image through Tthe land!

An attitude to history, vpartiel

rarles)

(Cl

arly to Fnglish hisory,

vausl in Dryden's non~drametic versey set up , for examrle,
in the very title of his Coronation poem astrea Redux, and
uged d1llugtratively din the later poems (e.g. on the
uovression of the stage under the Comnon wealth
tthe Saints would sze
Performed in fields their plotted Tragedy!’
Verse—epistle t0 Peter Antony Imiteux,15698, 11.21-22.)
(35) Ch. VI,pp. 182-183.
(36) i“ner, Dryvden's Poetry,Ch.VIIT.
(37) Xing, Drwden's liafior Plays, pp.200~202.
(38) Act IT, for 1ple, contains in esch of its two scenes an
interview in which the mistrese Makes known her choice of
BVeT. & > £ orcounter teitwesn the two riwvalss and
e @iszlogue in which the mistress' father defines his att
to her match.



(29) Dalinda and her father permanently disgnise their

0 - (e 7 - <4 2 o 5
poverty; Carlos and Ssncho temperarily sasurne the
34 [Ea S £ ]
digguige of tne Conde.

(40) act IV, scene i, Po.d4l-444; “he incident follows the
sucecess of Alvphonsots rebeliion.
(41) Aot IV, scengd; S. =2nd S. VIIT,p. 456

(42) 8. and §. VIIT, p.449. 4t this point too, as Remires!
sbeech points out, (¢ I mighVhave vsed the power heaven
'gives to parents') Alphonso also renounces the heroic
Obligation to put filial duty before individusl inclinstion
in the restor=tion of his father. Romirez parbicularly
stresses the distance beitween the laws governing the actions
of the hero and those governing the normal irhabitants of
the universe.
(43) ™hat he agress initially to Dnlinda's offer of =
lisison after marriage (although not believing the
vromise - when it is broken he savs 'T Ffarhoded thigt-)
does not affect his renunciations +the offer is merely
one episode in the battle of wits between ihe two.
(44) E.g. Ilinert's discussion of Eleoncra (op.cit. Ch VI)
and Roper's discussion of the dedicatory poem 1o 1lhe
Pables (ov.cit. pp.113 ~24 ).
on to Love Triuvmphant; S. ard S. VIII,p.368.

\J1
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Introducti
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ources of Dryden's Comedies, pv. 150 152): he

m IR

suggeats a resemblance with 8ir srtin

£
&gt

the farce as {cCommedia dell'sarie in type, but savs
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(o)
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tod
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'critics have found no source Tor the comic plot of
Drydents last play’.

(47) 1In Clecmenes, rhyme appears in IV,i (S. and S. VITI,
pp' _24”32U)0

(48) Aurengzebe, fct IV; S. and S. V, DD OTL-0T75.

(49) The scenes arc: I,di; S. and
: o

i noon It ~ e 3«/0
" s L - DD, 259=360, .
The apovarent sourc? of this plot ig Coirfeille'ls Téraclius

by 3 N ~ T N P IR e )
whoeh invelves a double exchnnos oF heirs. ¥irsch
(Drvdents Heoroic o
Py P I
Pepys Tor three
£ e a7 T . nd . vl 1 vy P AR b o ot
Yornedidlets droma alse desls theme of inceot throus
- Nl - i - - .. .
a confusion of the sympathy of siblings with thaet of lovers,
5 ~ : ) ks o el - -
which suggests the situation of Alvhorso and Victoris.
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