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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 Gleomenes, treating 
them as products of Dryden's continuing engagement with 
the heroic mode. It attempts to avoid the extremes of the 
approach through character and moral fahle and the approach 
through selective illustration of intellectual tendencies, 
and to substitute the kind of holistic approach usually 
reserved for Dryden's poetic works.
Don 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 elucidation of 
the central theme of the play is then attempted. Cleomenes 
is similarly treated: its large-scale organisation is 
contrasted with that of Don Sebastian, and its use of 
historical reference is related to its use of literary 
archetypes.
Finally it is argued that in these two plays divergences 

from Dryden's earlier practice in structure and in use of
.Of?” (esnecial

gradual change of attitude towards the epic style and the
hero,as the foeut of 'th- it style, and that they are consistent
with developments in the other works of Dryden's last decade.















resent^^rt engendered in the oorrunL snoverb uhe
higher faculties; and perverted reasoning issues in 
immoral action. Its application can thus relate the 
individual case of disloyalty to the general movement of 
rebellion. And for Dryden's audience, the existence of 
a firm logical basis for the dramatic spectacle of rebellion 
could enhance rather than lessen its value as a realisuic 
Phenomenon, by making that phenomenon accessible to the
discriminating intelligence.

Hobbesian ideas ^ere a favourite intellectual proneri^
in Drvden's rhymed heroic dramas, and the influence o^
Hobbes is naturally clearer and more schematic in 
The Gonouest jof Granada than in the later play. However, 
the occurence in both of the detailed subdivisions of Hobbes's 
three conditions of rebellion is a strong indioaulon o^
Dryden's use of De Oornore Politico. A single scene in 
.The Conquest of Granada which summarises the three conniuions
of rebellion as they appear in a single character can serve

' (10)to demonstrate tne nebt.
At the beginning of Act II (Part l), Anualla, younger

brother of the tyrannous king, appears merely as an uniortunate
lover; the end of the Act shows him conspiring to seize
the throne. The preconditions and stages tnis
transformation are meticulously Indicated. A dialogue
between Abdalla and his mistress lyndaraxa exposes the pringe's
feelings of discontent - according to nooues vne firsc
pre-reouisite for a rebel. Dryden follows mocoes in
distinguishing a particular kind of ddscentent afilicting

'them nho otherwise live am ease, wiunouu fe^^ Om w.nc, 
or danger of violence';

it is grounded on self-esteem. Abdalla propounds the theory



that he deserves the honour of lyndaraxa's hand heoause
his hirth is sunerior to that of his rival:

'wisdom . . . . will show some difference 
Betwixt a private person and a prince'.

When rebuffed, he begins to speculate on the possibility of
gaining the throne which his mistress so much desires, at
first by innocent means:

'If I am king, and if my brother die',

and later by corrupt ones.
further instances of a rebellion based on selfesteem

(in Hobbes's negative formulation,
'a sense of their want of that power, and that honour and testimony thereof which they think is due to uhem')

occur in both plays. In The ponouest of Granada, Bart I,
Almanzor defects from Boabdelin's party when his orders
about a prisoner are countermanded, exclaiming of uhe ^ing:

That he should dare to do me this disgrace!

6,

Is fool, or coward, writ upon my face? (12)
later, finding himself undervalued by the opuosing side, he 
again shifts his allegiance. A sense of unrewarded
desert is also given as Borax's motive for quiutin^, ii_'. 
master! in the first scene of Don Seoastian he telrs che
emperor's favourite:

'You know my story, how I was rewarded 
Bor fifteen hard campaigns!. . .
. .'unblameable to all oesrhe.
He err'd to me alone:His goodness was diffus'd to human kind.
And all his cruelty confin'd to me.'

The favourite is subsequently shown as trying to induce
Dorto rebel aga.insc the emneror on similar roundc.

Another detail relevant to tne analysis oi reoel^^^n
is revealed by the dialogue between Abdalla and Dyndaraxa
cited above. That Abdalla should, under tne influence of



7.
his mistress, envisage illicit means of gaining the throne 
(«ne^ naths'), demonstrates that he is, in Hoboes's nnrsse, 
a man 'of small indgement', one whose n^^gement is easily 
overruled by strong passions. According to Hobbes, all 
leaders of sedition are men inclined to follow their passions, 
and are also easily persuaded by precedent. They are

the names of right and wrong, as their passions have
dictated.'

Abdalla's repentant soliloquy shows that lyndaraxa's^^^ 
persuasions influenced only his immediate emotions, 
a demonstration of the force of interested authority is pro­
vided by the ensuing dialogue with his mistress's brother. 
Prompted by Zulema's specious reasonings, as well as his 
appeal to the passions, Abdalla asserts the ^njusmice of
the chance of primogeniture;

'Had fate so pleas'd I had been eldest born,^
And then, without a crime, the crown had worn.

The appeal to reason to justify an instinctive resentment is 
the first step towards its abuse for tne formulation o± 
seditious doctrine. (A similar plea that Fortune ireams 
.younger brothers' as 'but the draff of Hature' is put 
forward by Holey Zeydan to justify his planned reoellion 
When Abdalla has assented to Zulema's'argument that a man 
must make his own fate, his lir^ demand:

'What face of any title can I bring?'
- is simply a versification of Hobbes's second pre-requisite, 
the discovery of a 'pretence of right .

him, or them, that have the su^ereign

(15)

Overt reference to seventeenth-century philoschical doctrine



8, (16)
similarly alorne Dryden's Adam in State of Innocence.
When he accepts Znlema'e offered 'pretence of right' Ahdalla 
recognises that he is naming things 'not according to their 
true . . names':

'To sharn—eyed reason this would seem untrue;But reason'I through love's false optics view'.
Here again Drydenaeem^ concerned to set his character-drawing 
firmly on the logical Basis of Hohhesian psychology.

A pretence of right from the point of view of the Zegry 
faction has already been enounced by Zulema; it consists in 
the king's having acted in a way 'hurtful to the people'. 
Abdalla's, which depends on making the king a usurper, comes 
under Hobbes's last, and general, case 'that tyrannicide is 
lawful'. Almost the full list of 'pretences' given by 
Hobbes is reproduced in the Mufti's comic series of appeals 
to the mob in Act IV of Ben Sebastian. ^

The remainder of the scene under discussion deals with 
what Hobbes defines as the third condition for revolution,
'hope of success'. The establishment of a system of 
'mutual intelligence' and the provision of sufj.icienb forces 
('numbers' and 'arms') are achieved by the planned council 
of the Zegrys^^^i and Abdalla is sncwn acting as the 
necessary 'head', when he leaves to recruit Almanzor.

A slight elaboration of the Hobbesian scheme of
rebellion in The Oonpuest of Granada is that Bryden derives
from the discontent' of the eminent two type of rebel leader,
one ambitious (positively dissatisfied) the other jealous
(negatively dissatisfied) - a distinction quite in the spirit
of Hobbes. In conceiving these figures Dryden was pernaps
influenced by the philosopher's 'character of a leader of
rebellion: of the two leading traits mentioned there,
'little wisdom' and 'great eloquence', the first is associaLeu 
chiefly with the jealous, and the second witn the



(19) 9
an^itiou.81 malcontent. Hottes's aisonssion in fact gives

the shadow of a precedent for Dryden's subdivision. At 
the beginning of the chapter on sedition he has mentioned 
the 'man of credit' as the last requisite for success after 
the fulfilment of the three conditions; bur waen he co^^s 
to discuss 'hope of success' he treats the provision of a 
suitable leader as a section of this third cond^bion^ and 
the character he gives him,, evidently influenced by recent 
events, is anything but creditable. By creacing uhe 
'man of credit' and the demagogue as separate characters, 
Dryden at once increases the dignity and the dratacic
interest of his conspiracies.

While the accounts of the process of rebellion given 
in Ben Sebastian and The Ooncuest of ^ranada clealy owe 
much to their common literary source, they cannot be said to 
show Bryden as a slavish imitator of Hoboes. Bivergences 
from Hobbesian ideology in the interests of dramatic 
effectiveness occur, even in the earlier play. rhus uhe 
nobility is shown as the only source of rebellion, aau 
populace is drawn in only in the final stages of confusion;

.Hobbes had shown the people ah a nrimary factor, if not a 
primary agent, in the process of revolution. And Bryaen, 
less absolutist in this respect than Hobbes, rends to admiu 
the right of conscientious resistance to a monarch, (one o± 
the 'pretences of right' which Hobbes is concerned to expose) 
though, this is balanced by portraying the ruler as a heathen,

as well as a tyrant.
But the most significant divergence is that &

nlays only unworthy characters can be entirely accounteu ±or 
by the Hobbesian type of motivation;, and characters are 
presented as admirable when they transcend it, as wnen



Alm&nzor liberates the enemy general,or Dorax is 
roconoilel with Sebastian instead of seeking revenge against 
him.Dryden's critical nrononneements, particularly 
his Defence of the Enilogue of The Oonguest of Dranada,

claim the morally elevating effects of epic for the heroic 
drama; and for this purpose Hobbes's crudely nessimistic 
view of human nature could hardly oe anequate.

What Dryden takes from Hobbes, then, is less an 
ideological scheme than a convenient summary of a psychology 
of rebellion which offers an organising principle for 
his dramatic treatment of the theme. This fact accounts 
for the particular form of the recurrence of Hobbesian 
elements in Don Sebastian. In both plays the general climactic 
pattern of rebellion remains the same, as a convenient 
formalisation of events actually chaotic. (A presentation 
of rebellion in its chaotic aspect is to be found in 
The Hedall.) The process of rebellion is fully presented 
in The Conquest of Granada, which was written when the 
Hobbesian material was something of a novelty. In 
Don Sebastian much of it is indicated by allusion, and 
familiarity with the Hobbesian pattern is assumed. At the 
beginning of the later play the initial stages oi uhe 
rebellion are supposed to be already poet, though they are 
recalled both in the opening scene and in some later scenes 
involving Dorax.

The importance for the construction of 
^he Conquest of Granada, Part I, of Dryden's attempt to map

has already been mention
of the clay ic its use 0
e ambitious statesman, w



11.
serve to crystallise a conception of a narticnlar especu
of rebellion. 8noh features as the partnership of delndei
prince and amoitions statesman, and the contrast between
the statesman end the proud dissatisfied reoel, recur ^n
Don Sebastian; and when they recur tend to carry with tne^
fragments of their earlier context. Where, as in some
oases mentioned above, this recurrence involves the use
of similar topics of argument, resemblances between inuividual

( 2^)Incidents in the two plays are enhanced.
That similar figures reappear in similar oontexus in 

Don Sehastian merely indicates the survival of a vocabulary 
of dramatic gestures originally evolved for the heroic play.
The fact that some of the features of the landscape of sedition 
remain identical is quite compatihle with a change of 
perspective in the later play. The existanoe of a change 
in the nature of Dryden's drama, and in its purport, are 
most clearly revealed through the patterns of structure wn^ch
order the common features in the two plays.

Dor the hroad differences to be exneoted in the scope 
and puruort of a rhymed heroic play and that of a tragedy 
of 1690, one cnu refer to Rothstein's convincing account 
of the shift in taste and dramatic method during the period, 
but the breadth of his treatment precludes much attention mo 
the structure of individual dramas, which must be the source 
f^any detailed assessment of dramatic strategy; and, in 
the complicated case of Dryden's dramatic output, some 
supplementary considerations must be admitted.

Eothstein's mdhc^is first to consider manifestations

of dramatic thecry in the period under discussion. he fines
.that Dryden's first allegiance is to what he calls the 
'aesthetic' theory of tragedy, that which lays stress on uue



pleasure derived from the playwright's skill.
A set of appropriate analogies was available fr

dORorihing this conception of drama, and these appear(25)
regularly in Dryden's ealier critical writings. A 
typical pair of associated images is used hy Rrchard Flecmnoe, 
writing in 1664;^^°^ the play should resemble a well-contrived 

garden, with
'Walks and Oounterwalks, betwixt an alley and a Wilderness'

and
'our selves and Auditors . . . shu'd be led in a maze, 
but not ^ hist; and through turning and winding wayes, 
but so still as they may finde their way at last.'

A straightforward use of the garden/laoyrintn image occurs
in Dryden's essay Of Dramatick Poesy where Jonson is praised
for his management of minor characters,

'all which he moves afterwards in by-walks, or 
under-plots'.

12.

The ambivalence inherent in this dual analogy is expressed
in Dryden's first piece of dramatic criticism, the Preface
to his romantic play The Rival ladies (1664). A passage
which defines the playwright's task envisages the play
as a kind of labyrinth. The poet undertakes

'to conduct his imaginary characters through so many 
various intrigues and chances as the labouring audience 
shall think them lost under every billow; and then 
at length to work them so naturally out of their 
distresses that when the whole plot is laid open, 
the spectators may rest satisfied, that every cause 
was powerful to produce the effect it had, and the 
whole chain of them was with such due order linked 
together that the first accident would naturally oegeu 
the secopd; till they all renuered cln conclusion 
necessary.' (26)

Here the dramatist is regarded as both the architect oi 
a Planned confusion of dramatic incident, and t^ audience's 
guide to it. Similarly, the audience's response is
.envisaged as twofold; at the immediate level ik is 
engaged in the successive waves of puzzling incident wnich



ge^^rate sympathy ^ith the aufferin^ characters; while
a discriminating annraisal of the whole strnctnre oi the
artifice is also demanded, bat is only possible when the
denoaement has extricated the aadrence irom the labyrinth.
In both kinds of appreciation the fable, regarded as a
snccossion of incidents, is first, not only 'qnoad 

(27)fundamentum' bat also 'qnoad dignitatem'; and the 
individual incident or encounter is the most significant 
unit of apprehension, whether in the retrospective 
assessment of the interdependence of 'causes' (the 'chain'), 
or in successive patterns of suspense, or tension, and 
relaxation.

The pleasure which Eothstein regards as typical of 
drama constructed according ta the aesthetic theory, uhat 
of appreciating craftsmanship, 'requires the spectator to 
have a view of the play as a whole', and is identified with
a
'recollection of order in the reflecting play as in the 
reflected world'. (28)

But the satisfactoriness of such a conclusion must depend 
on the prior establishment of an apparent absence of order.
The Dryden passage quoted above suggests how this is to 
be achieved; the audience must submit to the same 
bewildering variety of experiences as the aubnor's cnaractera, 
incidentally involving itself sympathetically with the fate 
of those characters. This constitutes a quite distinct 
category of aesthetic effect, located in tne single 
impressive incident. In Dryden's heroic plays uefo^e 
Aurengzebe skilful debates or fine desorintions of noble 
acts and romantic passions evoke an immediate response, 
either of bewilderment or enthusiasm, no less real ftoeing, 
"subsequently, deliberately Chechen by a compensauing 
movement. At least where Dryden is concerned, the

13.



(30)

widely accepted antithesis between a detached response 
demanded hy the heroic drama* and an engaged response 
demanded hy pathetic tragedy, is misleading. As the 
Don Sehastian preface indicates, many aspects of the later 
'affective' tragedy are still Intended to he appreciated 
as the products of skilful artifice.

Dryden's changed theory of drama from the period of^

the Heads of an Answer to Hymer is identified hy Rothstein 
as lying between the fabulist and the affective: that is, 
it regards the end of tragic drama as the arousing of 
emotions of a hendlcial tendency. It entails a view of 
dramatic construction which lays more stress om the 
parameters of drama, and on their interaction, that on 
consecutive developments within a single play. Dryden's 
denunciation of Hussy d'Amhois as a play effective only in 
the theatre, a 'cold dull mass' in the study, is consonanu v/iuii 
this shift towards an interest in the processes of literary 
composition involved in the drama. Expectations of the 
nature of dramatic structure in Don Sebastian must he 
modified hy the bias of Dryden's later dramatic criticism.

The seouence of military and amorous activity in 
The Oonpuest of Granada is parcelled out into acts very 
much as a prose—romance is divided into volui.ies. A typical 
act consists of a succession of quiie self-contained 
incidents, eacb^ith its own resolution. In Act II of Hart I, 
for instance, the first stage of successful revolt is 
presented from both sides, hut in a series of clearly defined 
steps. These are separated hy amorous dialogues anu 
dialogues designed to reveal contrasted character types 
(two of each), and a musical interlude. The equal prominence 
of all these units enhances the effect of linear succession

14*



in the Act. Since the career of the hero is presented in 
terms of a chronological progression from a state of natural 
savagery to his integration into a Christian nobility, this

(31)
effect is particularly appropriate; the incidents of the 
play can be seen as a series of hurdles in his path.

The organisation of The Conquest of Granada represents 
in fact a refinement on the enisodic didacticism of 
Dryden's earliest heroic dramas. In these the single 
incident is generally the unit of moral percention, and 
incidents are ordered so as to indicate thrmoral significance 
to be read off from them. A tyuical instance is an 
incident in The Indian Emneror (Act II scene ii), where in 
the course of a battle ^bntezuma's two sons are presented 
with the choice of saving either their father.or their 
mistress. Even in this very brief incident, the general 
issues involved are clearly Indicated; Guyomar's question 

'Their danger is alike, whom shall I free?' 
is so phrased as to make the choice an absolute one, and 
the brothers' responses,
(Odmar) 'I'll follow love -
(Guyomar) I'll follow Piety'
assert a simole contrast between self-interested passion 
and selfless devdion. Here, as elsewhere in the drama, 
an event is contrived as a stimulus to provoKe, in a single 
character or a groun, two alternative responses, of which

(33)only one is morally acceptable. In order to clarify
the Implications of each single act of choice, noth 

itives must be fully expounded,

15.

(32)

~ I'm O ' 4- P-. '

reactions of two contrasted characters, or in cruder
Oscillations in a single character's resolves. In eithei 
case the attention is focussed on the successive steps of
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% chain of ncasoning, that is; o^fccu^^oaj, o^ a 
succession of disinnct instents. Specious logic, 
together with ill success, differentiates tne vil^a^n rrnu 
the virtuous man. In The Oonguost of ^ranada the single 
contrived situation gives way to successive contrasteu evenus 
and small illustrative parentheses as the main means of 
demonstrating moral status; hnt, whether in its earlier 
or its later form, the princinle of rationally accessible 
demonstration entails the grouping, and constant re-grouping, 
of characters according to the import of each event. The 
fullest realisation of the stdic moral scheme of the drama 
is obtained by the maximum permutation or the cnaraoters 
who occupy definable points in it. Su^consrsLenuly 
shifting characters are nat adapted to susbain the 
coherence of the play, which defends on the sustained 
connection of incessant dramatic activity with a comprehensible 
moral order, and thus overtly on the ordering and arranging

functions of the dramatist.
These brief obsavations on the nature of aramatic 

structure in the early heroic drama indicate one ma^or 
kind of contrast between Don Sebastian and its predecessors 
in the grand style. A striking difference in the later 
play is the diminished importance of the indavaaual incadenb;

in fact, a surprisingly large numner of the play's inciuenus 
are abortive. Thar function would seem to be illustrative 
rather than didactic; they do not provide the necessary 
premises for the next plot development. The chess-board 
analogy invoked as an ideal in the discussion of^jonpon's

The Silent Woman in the essay Of Dram^ck Poe^ was

aonronriate to the aims of Dryden's'early drama, buv 1 a



tut is irrelevant to the nroceiures employed in 

Don Setgstian,
The opening scene of the trapedy establishes a pattern 

which is to recur later. It consists of a dialogue between 
the brother and the favourite of the tyrant, exposing the 
military situation and a plan for revolution, interrupted 
by the apnroach of one of their purposed allies; this is 
followed by the favourite's soliloquy, revealing another 
layer of counterplot, and interrupted in turn by the arrival 
of the expected ally Dorax. This character shifts the 
grounds of discussion to his personal grievance against 
Sebastian, incidentally completing the nicture of military 
affairs; and the ensuing dialogue is in turn interrupted 
by the arrival of the tyrant and his court. Zach successive 
encounter remains indecisive, and this strategem prepares 
the audience for tensions of uncertainty and suspense on 
a large scale; at this early stage of the play it also 
serves to concentrate attention on a half-revealed central 
situation, of which the presented incidents are all equally 
subordinate aspects. Olearly, the basic structural unit 
in Don Sebastian is something other than the single incident.

The sense of dramatic 'enjambement' persists even
after the central situation adumbrated in the onenlng scene
has been fully presented. It is a prevailing effect in
Don Sebastian, ppviding both a sense of precipitous forward
movement throughout the varied course of the play, and a 
sense of generalised uncertainty. This point can be
substantiate from bhe organisation of the action in the later
stages of the play.

In the second section of Act I, the sacrificial ritual

17.



' 18.anaounced is first interrupted ty the discovery that 
only the ^panest caT^ives have been produced for sacrifice; 
then frustrated hy the successive revelations of Sebastian's 
nobility and Almeyda's identity; and finally abandoned 
with the precipitate denarture of the enperor,

bevels of discourse vary appropriately throughout the 
Act. The florid oratory proper to the emperor's planned 
sacrifice ('The purple present shall be richly paid') 
yields almost immediately to the language of cupidity and 
intrigue In the disput over the missing captives,(^^^knd 

the prosaic comments of the leader of the rabble underline 
the comic aspect of the situation. In fact, the form of 
this interlude between the emperor, Mufti and rabble-leader 
is a diminished reflection of the form of the whole main 
part of Act I (that is, the part from the arrival of the 
emperor and court). Both descend from the assertion of 
a standard of magnificence, through violent expressions 
of individual passion (on the large scale, at the end of 
the sacrifice scene) to inconclusive activity and private 
interests, as in the concluding slave—marnet scene, *i:,ich 
resumes the topic of dispute between the Mufti and Mustarha 
revealed in the interlude. This scene also provides a 
comic diversion from the unrelieved tensions of the main 
situation. ( A kind of parallel to this pattern of deflation 
in the main part of the Act can oe seen in in ths stylisuic 
strategy of the introductory scene, which will be discussed
later.)

The reflpction of the larger form of the Act in a small 
verbal evert is rot the only instarce of linguistic patterning 
used to articulate the play's first Act. After the decline 
of the undignified interlude described above, the formal



device of the lottery provokes a"resurgence of heroic
laziguase, w.lch ealml^ate. in th« enlendia ntt=r«ice of
Se-Dastlan's defence. <36) ^he less consistent and more
flBurea lan^ge of the Binero^resp.neea O?) gives
to the more tempestuous diction of the nohle hut vindrctrve
princess, and thus prepares the relanse into .he privanp
concerns renresented hy the slave-market.

While the scene contains great variations of individual
utterance, three main levels ox discourse, which could 
fairly he described as the middle, the high and tne low,
emerge; and these are developed ae a oonsietent feature of
the play. The middle style is the harhed language of 
machination, rich in ironic undercurrents ana so„.eti.^g.. th„
vehicle Of deliherate eatlre, especially in Doraxl The
high style is a self-exoressive language of in'ense feeling, 
moral or passional; it comes closest to the language of 
the earlier heroic drama, and in some form is common to 
all the characters with pretensions to nohility, thougn 
it is most consistent in Sebastian and Almeyda. A detailed 
alBCUSsion of the complexities of Drydon's manipulation^of^
thie goueral olaes of langiage would he out of pla« here, 
the third level is the prose language of interested 
activity, whoee double eignifioanooe exist chiefly for the 
diverslOh of the audience. These th^ee lovele of disoouree 
alternate, ahd, offerihg the e.uivaleht of a social 
hierarchy, assist the illusion of the drama as microcosm.
A departure from simple contrast hotween the language oi

..t. cf characters inadoulle-plot play had already

ronantic love is differe^tintei from t.e scTVzceaole

19.



language of the generals and the otheh^haracters of the 
serious plot. In Don Sebastian the sequence of levels of 
discourse serves to share the Individual act and contain its 
unresolved tensions of incident.

The structure of the act in its turn contributes to 
the largest level of dramatic form. The second Act onensr 
like the first, ^ith a scene of conspiratorial debate, 
which takes up the subject of the relationship between 
emperor and favourite where it was left by bne aorunt e^:di.ug 
of the sacrifice scene. As in the first stage of Act i, 
the heroic allusions have an undercurrent of irony. The 
next stage of the scene, an attempt hy the conspirauors 
to subvert Dorax, is overtly satirical in tone; but Dorax s 
final denial rises to the level of Kioral energy associ^ued 
with Sebastian, at one point making similar use of religious 
imagery. The elevated level of oiscourse in Dorax s
final speeches provides the transition to a scene involving 
the three sovereigns; this, like tne corresponding climacuic 
scene of Act I, is broken ofi at its highest piece Cu. intensity 
with the departure of the weakest character. Tne stage 
is then left clear for a discussion of personal issues 
between Sebastian and Almeyda, whose intensity is of a 
less striking theatrical cast. Its axatory interest 
prepares for the relapse into the lower stylo of Antonio's 
adventures, which rounds off the Act. Thus Acu II shades 
with Act I a basic structure of crescendo and decrescendo, 
with Sebastian's appearance as the ciimax and pivot oi 
the Act; although in Act II the structure is slightly 
elaborated by The lesser symmetrical climaxes of Dorax's 
encounter with lenducar and Sebastian's conierence wioa 
Almeyda.

20.



21,
The fam^ n z _ ~Ld r seouence is accelerated, hut still

clearly perceptihle, in the third Aol ?he opening
dialogue of the %mper^and Benducar, more intensely 
agitated than the preceding one, also contains satirical 
passages involving the hufti; it moves rapidly into a 
scene between the Emperor and the lovers, vhnse action 
is more violent and language more strained than in 
corresponding earlier scenes. Its climax is Almeyda^s 
appeal to the gods-

'0 Pow'rs, if Kings he your peculiar care, 
y plays this wretch with your prerogative?'

The aupeal to traditional expectations of heroic drama
contained in these lines is matched hy the prevalence of

(41)
the most magniloquent class of heroic diction. The 
arrest of Sebastian and Almeyda in this scene is the first 
apparently decisive action between the three royal characters 
That this is the midpoint of the action as well as the high 
point of a particular dramatic technique is emphasised by 
Dorax's monologue, which is effectively a pause in the action.

An exchange between Dorax and Sebastian, and the attempted
poisoning of the former, which tends towards the comic,
form an extended anticlimax, and the Act terminates with a
lively and agitated scene between the witty lovers of the 
sub-plot.

In the fourth Act, however^ the status quo is overthrown 
both in the action and in the structure of the drama.
The opening scene uses a variety of devices to create 
anticipation about the outcome of Benducar's conspiracy, 
but there follows^ instead of the exoeoted climax of heroic 
activity, the witty lovers' unsuccessful attemnt at 
dlonement. Confusion is increased when this private



intrigue suiienly expands into the completely new context 
of Mustapba's popular uprising. The appearance of 
Benduoar 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 by a combination of chance 
and cupidity, do the heroic characters re-emerge and

(42)re-establish their typical diction. The disruption of
an established dramatic rhythm makes this Act, and 
particularly its second part, appear as the climax of the 
drama. Its implied warning against rebellion is enforced 
by the thedrical experience of anarchy at all dramatic 
levels. This effect, carefully prepared through all Lhe 
preceding scenes, is 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 an important aim of the drama is to snow 

rebellion from the point of view of the individual 
embroiled in it, as an intractable and terrifying 
phenomenon.In contrast with this treatment, the 
presentation of rebellion in The Conquest of Granada 
amounts for the audience to no more than a recurrent 
opposition of power-seeking parties, and is merely one of 
a number of manifestations of warlike activity.

A precedent for the revolution-centred dramatic 
structure of Bon Sebastian is in fact to be found in 
Dryden's two plays of political commitment.
The Spanish Priar and The Duke of Guise. In the latuer
play Dryden was responsible for the fourth Act, which

22.



depicts the popular stage of the revolution; in addition, 
the whole political argument of the play depends on 
treating this uprising as the climax of the league's 
activity, since it is the immediate cause of the king's 
just revenge depicted in Act T. Dryden's Act IT enacts 
the reversal of the natural order in a vudety of ways.
The rebellious burghers are first subdued by the king's 
officer, Crillon, who sentences some of them to hanging; 
the burghers, supported by reinforcements, then defeat the 
king's party, and sentence his officer to the same death, 
so that the action of the scene contains a full account of 
an unnatural reversal. In addition, the uprising is 
led by a demon, and the crowd is shown indulging in 
political debate, invhich right reason is quite subverted. 
All 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 
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 revolution. 
The process by which the monarch and hec consort become 
regenerate in fact occupies a good deal of the action, which 
is n^the case in Don Sebastian; but in many respects the 
form of fable used in Tie Spanish Friar would seem to be
a model for the later play.

In both plays a heroic character commits himself ro 
the satisfaction of a personal passion, symbolised by a 
secret marriage, and is made to perceive the error of his 
decision by a father-confessor figure (Raymond in

23.



The Spanish Friar and Alvarez in Don Sebastian). He 
then corrects his error by voluntary renunciation. The 
revolution presented as the disaster appropriate to the 
reigning monarch's misgovernment is controlled by an 
unexpected heroic ant (leonora gives up the throne and 
Torrismond his support of her claim to it; Dorax gives 
up his plan of revenge against Sebastian), Thus 
renunciation is presented as the proper solution to both 
private and public conflicts.

The import of such a fable belongs to a well-established 
tradition. It can be reduced to the commonplace that 
personal appetite (in the Hobbeslan sense) can only be 
satisfied at the expense of social, and hence of moral, 
duties. The particular development of this theme in 
The Spanish Friar and Don Sebastian follows on that of 
Dryden's earlier plays. All for love and Troilus and Oressida 
are both almost exclusively concerned with the hero's 
experience of a fatal passion; they present first the 
satisfaction of his individual will, thus emphasising
its obsessive nature, and then how it leaves social

(44)imperative unsatisfied. What The Spanish Friar and

Don Sebastian add to this theme is a developed political 
application of it.

In addihon, there are parallels of detail between the 
plays which suggest self-borrowing. The most notable 
occur in the final scene of Don SeOastian: the section 
following the entry of Alvarez is clearly modelled on a 
dialogs between Torrismond and Paymond in Act TV, seene ii
of The Spanish Friar. Doth heroes liken their personal
hapniness to a calm at sea; !my tide- of joys' (Torrismond) 
and

24.



25,
'the skies are clear,And the sea charmed Into a calm'

(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 mermaid's melody,
Into an unseen whirlpool draws you fast,
And, in a moment, sinks you',

and in Alvarez' words:
'Just such she f±he sea/ shows before a rising storm 
And therefore am I come . . .
To warn you into port'. , .(45)

The image is concluded in each case with an expression of 
dire anticipation, from Raymond in The Spanish Briar, 
and from Almeyda in Don Sebastian, which introduces 
stormy denunciations 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 a solitary religious life 
by way of expiation. it thus follows the form of a scene 
between Raymond, Torrismond, and leonora (The Spanish Briar. 
Act T, 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 Spanish Briar and Don Sebastian. As far as 
political altitudes are concerned this c^n ho -p-i oa 
But in spite of the resemblances concentrated in the last 
scenes oi the two plays, tno presentation of the conflict 
between the hero's private and public interests differs



26.
considerably.

Torrismond enjoys at first an exemplary heroic career, 
achieving victory over the Turks, and finding his sudden 
passion for his ruler reciprocated. He discovers that 
ths Queen, the daughter of a usurper, intends to have 
the deposed king murdered, hut this does not deter him 
from contracting a secret marriage with her. This event 
is followed closely hy the discovery that Torrismond is the 
deposed king's heir,thus hound to avenge the murder 
hy joining Eaymond's plot against the usurping queen. The 
remainder of the play shows his attempts to reconcile the 
roles of prince and lover. It can he argued that the 
dilemma of the hero is essentially a tragic one, and that 
the fortuitous revelation which saves the lovers is a (4-7}
falsifying device imposed hy Dryden's political allegiances, 
But this can only he done hy abstracting the dilemma from 
its dramatic 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. 
Lorenzo happily pursues adultery with the willing Blvma, 
renouncing his designs only on discovering that they are 
also incestuous. Torrismond is aware both of Leonora's 
unscrupulous plan to dispose of the true king, and of her 
prior betrothal to the courtier Bertran before his marriage 
is contracted, hut only feels the appropriate revulsion, 
when, his filial loyalty invoked, he finds himself 
practically involved in the consequences of his passion.
The parallel reveals his motivation as differing little



27.from that of the libertine lorenzo. When lorenzo agrees 
to aid the party opposed to his father in the rebellion, 
Torrismond has also aligned himself against his step­
father, and, by implication, his true father. He is 
apparently vindicated by his success in supporting the 
de facto ruler against selit ion, but that ruler is both 
usurper 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 mor^ position is equivocal, so too is 
that of his mentor and supposed father Raymond, who, 
although employed as thsrepresentative of strict loyalty 
to the true monarch,is not above obtaining, from the 
de facto ruler, powers for her defence which he subsequently 
uses against her. He too has a comic counterpart in 
lorenzo's mentor, the friar Dominic, who is the agent of 
domestic subversion. These parallels Indicate a certain 
shabbiness, or at least looseness, 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 the succession, 
a function which arises from the contemporary situation 
which evoked the play. The shortcomings of Torrismond, 
however, cannot be ascribed to an ulterror political motive.

The difficulties posed by The Spanish Friar are minimised 
if one recognises that, at the level of'^n articulation of 
the fable, the ethos of romantic comedy still prevails,



despite Dryden'e serious political purpose. This is

shown hy the emphasis (even quantitative) on the development
of a comic plot which serves to modify the audience's

(49)assessment of the principal hero; in the treatment of
Torrismond's sudden and obsessive passion for his mistress;
and in the doubling of the favourite conclusion of the
rediscovery of missing persons, ^or the demads of heroic
romance, 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 confusion attending on
illegitimate government.) Conversely, the play's
romanesque superabundance of coincidence and incident obscures
both ethical and tragic implications, particularly those
inherent in Torrismond's situation.

In the case of Don Sebastian, 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 is
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 leonora 
shows him simply as the victim of an amour d'inclination,
the parallel scene in Don Sebastian indicates the
preconditions for the victory of such a passion - both the
mitigating factor of the lovers' precarious situation,
which prompts them to look for an immediate remedy, and the
element of arrogance in both which denies human and

28.



supernatural opposition in favour of individual reason.

Sebastian makes an apparently rationalising attempt to 
explain away the paternal prohibition of the marhage 
communicated through Alvarez:

'he knom not
Thou art a Christian; that produced his fear'.

But his reply to Almeyda's objection:
'thou shalt not plead

With that fair mouth, against the cause of love',
undercuts the pretence of reason. It is the same
contingent kind of argument employed by Torrismond to
exculpate Beonora:

'You are so beautiful.
So wondrous fair, you justify rebellion;
As if that faultless face could make no sin,
But heav'n,with looking on it, must forgive.'

In The Spanish Briar this level of justification is
maintained up to the final scene, where Torrismond declares
that the spectacle of Beonora's tears of contrition is
sufficient atonement for her past errors:

'her every tear is worth a father's life!'
Where the grounds of an error are clearly exposed, 

the morally instructive drama is bound to develop the 
corresponding consequences. This is the case with tne 
rebellion of Ben Sebastian, and with that of The Spanish Briar 
in as far as it is shown as resulting from the weakness 
of Beonora's rule, although the lack of moral consequence 
in other aspects of the play compromises that of the 
political theme. Adevebpment in Bon Sebastian, wb^cn 
could not be predicted from the preceding play, is Lhe 
integration of the private with the public moral theme.

29.



IndeeA, the dramatic device which completes this
effect Is an Innovation. After the settlement of the
rebellion, when the serlons plot of The Spanish Prlar
breaks off abruptly, that of Don Sebastian enters on a
new phase which depicts the outcome of the heroic
characters' earlier actions. The break in dramatic

(50)
structure at this point has already been mentioned;
it has the effect of creating a twofold structure, and thus
of inviting comparison between the two stages of the play.
In The Spanish Priar there is clearly no precedent for this 
procedure. The simple continuity of Torrlsmond's diverse 
adventures is supported by the device of sustained reflection 
in Lorenzo's undeveloping activities, so that the play reads 
as a straightforward, partly parabolical sequence.

This difference argues a rather different attitude to 
the dramatic hero in the later play. In terms of dramatic 
material the two stages of action represent the two skies 
of the dichotomy between public and private identity 
prevalent under the classicising conventions which demanded 
that a serious, or 'great', action take place between 'great' 
characters. The segregation of the public and private Issues 
means th%t the inevitable conflict between the central 
figure's two identities is not fully realised until the 
final stages of the play. In earlier plays, this conflict, 
displayed at an earlier stage , admik the possibility either 
of resolution (as in Almanzor's Education' to self-restraint), 
or at least of a full exploration of the available alternative 
courses (as in the case of Dryden's Antony) in the course of

the drama's main action. But in Don Sebastian the late 
emergence of the conflict precludes further development,
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31an& the prohleae of the hero are to be seen as insolnbl(
Thus, although Don Sebastian seems in many respects 

to invite comparison with The Spanish Driar, as in some 
respects it did. with the rhymed heroic drama^ in this case 
too structural innovations seem to indicate a change of 
purport in the common fable.

In Don Sebastian, Drydenls choice of formal elements 
to articulate a moral theme is an eclectic one, owing much 
to the experience of earlier dramatic works. But an 
understanding of the genesis of that theme itself must 
be sought outside the earlier drama, and particularly in 
Dryden's maior work of the intervening period, his poems 
of political and religious engagement. This offers tne 
prospect of another variety of eclecticism contributing 
to the comnlexities of Don Sebastian.



CHAPTBE II: DOF 8DBASTIAF AFD BODIIIOAD VDE8E.

I5 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 earner in Dryden's career, it will be nsefnl 
to look at the structure of the opening scenes of a few 
dramas. In the case of Tyrannic Dove, an early but no 
longer experimental play, the traditbnal dictum that the 
heroic dramatist aimed at creating a detached admiration 
by the use of splendid details, seems to hold good. The 
scale is set in a series of narrative passages of solemn 
style and subject, accounts of Maximin's successes in 
Germany, of the hostility of the Consuls, of a mysterious 
prophecy connected with an imminent battle, and finally 
of Eorphyrius' 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 ^ceremonial nature.

32.

Por an advance on this technique which does not imply 
a significant difference of aim, one may turn to the 
first part of The Conquest 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



33.

the narration is stylistloally 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 stranger is 
shown quelling a feud between two rival clans carried on in

defiance of the king's commands. Thus the climax of the 
second phase of the scene is a demonstration of the hero's 
superior strength of character and body, 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 skill, tha sama aim - that of a simple positive elevation
anl magnification of the heroic character which proceeds
parallel with the establishment of a heroic diction; the

same conception of the appropriate means - sustained
magniloquence with allusions to portentous events, and 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



a quite different use of the heroic elements in the drama,
34,

Solemn elevated utterance, like that of Mazimin's 
narration (Tyrannic love^ Act I) or Boahdelin's address 
to Abenamar (The Oonquest of Granada, Part One, Act I) 
has a place also in"he opening scene of Don Sebastian.
But it does not, except momentarily in a sonorous opening 
passage setting the historical context of the action;

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

have the same effect of solid magnificence. Bather it 
appears merely as the most grandiloquent of the various 
types of 13ank 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 ambitions, the speakers 
resume the splendid style for an exchange of hyperbolic 
flattery. 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 purely public effusions 
is confirmed. Already the Emperor's use of this diction, 
associated 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



regal diction and his immoral attitudes (as in Maximin) 
or his ineffectual actions (as^with Boahdelin),

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,
Ohoak'd up with man, and gorg'd with circumcision',

while every change of speaker or of the premises of discussion 
is accompaniedUby some alteration in the verse. Obviously 
this scene displays a technical skill beyond that of the 
opening scenes of rhymed heroic drama described above 
at thesame 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, on the verbal level, of
in Act I

the organisation of dramatic incident / outlined above, which 
depended on rapid shifts and frequent interruption to create 
suspense.

35.

The rapid shifts of style offer a succession of contrast:



and surprises to engage the attention of the audience. Some
of these verge on the comic; Benduoar's abrupt 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 Borax;

'That gloomy outside, like a rusty Chest 
Contains the shining treasure of a soul 
Resolv'd and bold'

and the unadorned(Dntempt of Borax's address to Benducar -
'Chief Minister,

First Hangman of the state'.
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 Bon Sebastian seems repeatedly
to build up such expectations in order to baffle them, thus
obliging the audience to re-examine the ground of ite responses.
The device of building up an effect in order to puncture it
is one familiar from Bryden's non-drama±io verse, since it
is a valuable resource of satire. An example of Bryden's
undercutting technique in satme which offers a close parallel
with the method of the first scene of Bon Sebastian is
the opening of The Medal;-

'Fever did Art so well with Nature strive.
Nor ever Idol seem'd so much alive;
So like the Man; so golden to the sight.
So 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 praise are frequent in Bryden^s

poems to fellow-artists; they occur for example, in the
early address to Sir Robert Howard & propos of his trauslations
from Virgil, and in the poem addressed to Sir Godfrey Nneller

and printed in the Miscellanies of 1694. The four lines
contain a gradual modulation from the language of aesthetic
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crltioiam to that of moral judgement. After the simply 
aesthetic first line, 'Idol' intnduoes 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 extension of the 'Idol' imag#. 
The equivocation is terminated by the fourth line, which,in 
a formal repetition of the preceding line, shifts the ostensible 
ground of the poet's evaluation of the medal. ( The maximum 
effect of shook is achieved by the use of the commonplace line 
of balanced comparisons, which creates the expectation of simple 
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 they are extensively 
prepared, they often depend on the positioning of a single 
word. (In tke passage, the introduction of 'Idol' is
crucial.) In the language of the theatre, designed for aural 
rauher than visual reception, one would not expect suchfineness^^ 
of detail.

With the image of the golden artifact in the opening lines
of The Medal one may compare the sustained image of fruition
developed by Benducar in the opening scene of Don Sebastian.
His first use of it to Moley Zeydan -

'Bis growth is but a wild and fruitless plant.
I'll out his barren branches to the stock 
And graft you on to bear' -

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, Bendu^ar's soliloquy 
takes up the image and identifies the harvest of revolt with 
the forbidden fruit of Genesis:

'To think that I would give away the Bruit 
Of so much toil, such guilt, and such damnation'.
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This give^ with Benduoar's account of his true intentions, 
an implied valuation of them, establishing an equivalence 
between Benduoar and the original donor of the fruit, Satan.
A purely factual extension of the soliloquy gives time for 
the resonances of the image to be felt.

The instance of the 'undercutting' device of satirical 
imagery ^ust described is both simpler and less concentrated 
than typical instances from Dryden's non-dramatic verse; even 
80, i^ introduction in the heroic action of Don Sebastian 
is a significant innovation. The satirically manipulated 
imagery provides a class of oblique reference. It can thus 
supplement & lack which has made the rhymed heroic plays 
appear problematic - the lack of a means of articulating, 
discriminations between admirable aspration and risible exeess 
in the heroic character. 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 referential frames in 
itself indicates a change in the status of linguistic effects 
in the dramatic work. Bor such techniques demand from the 
audience close attention and responsiveness to specifically 
linguistic effects, and invest the dialogue with greater 
significances than the straightforward couplet of the heroic 
plays had harried. Effects such as the elevation of heroic 
character, which in the early dramas depended on allusive 
narration or enactment supporting solidly splendid diction, 
are achieved largely by specificallyrpoetic means in 
Don Sebastian. In the rapid flow of Dorax's vigorous 
utterance, his grudging and some^at colourless praie of 
his erstwhile master stands out as a passage Pf sober and 
restrained movement. Neither qualified nor undercut by 
the general structure of the scene^^i^ also stands out as
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a solid block of sentiment; and^in a scene which has already 
exposed the mendacity of fulsome praise in Benduoar.the 
renegade's explicit qualification of his approval is actually 
an enhancement. Thus the contzst of language creates the 
sense of a contrast of quality betweenIhe absent hero and 
the presented personages; such a negative revelation of 
heroic character is the antithesis of the climax of pre-eminence 
constructed in The Conquest of G-ranada.

The general consequence for the structure of drama of 
the adoption of a flexible language like that of Dryden's 
satire is that the locus of the tensions, surprises.and 
resolutions which consttUte the rhythm of the drama becomes 
primarily linguistic. Episodic interest is accordingly 
diminished; Although the opening seem of Don Sebastian 
reyeals 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

(4 )
situation. (In contrast, the opening scenes of 
Tyrannic Dove and The Conquest of G-ranada, fart I, contain a 
group of discrete factual situations, either narrated or 
presented/ and create an expectation of their lulffmate connection.

for all its wealth of incident, Don Sebastian 
has little of that kind of suspense which derives from the 
expectation of connections between initially unrelated 
incidents. ^he mPst prominent scenes of the play are not 
those which show a decisive incident, but rather those which 
show _ .the^. interaction between different patterns
of speech with their different implied assumptions - the scenes
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which set Dorax's rough language against that of Molsy Moluch's
court, or against that of Sebastian as monarch. In fact, just
as the character of Dorax functions as mediator between the

(6)
other groupd In the playY^so the character's range of language
is central 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 function
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-out 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. Prom a formal

of Don Sebastian
point ofinew, the revolution-centred structure/oan be Interpreted 
as such a control, although not the only one provided.

In the earlier stage of the action of Don Sebastian
the rapid evolution of action on a crowded stage created a

> . ■semblance of movement towards a future,oisis: the scenes 
remaiing after the quelling of the rebellion, occupied largely 
with investigation of past events, lack this chronological 
impetus. The latter part of Act 17 traces the past relationship 
between Sebastian and Dorax, thus illuminating some of the 
incidents in the immediate past of the action; the final 
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 ' 
past as well as for the future of the characters concerned.'
The kind of reconstruction of past events which occurs in the 
two dialogues of the intervening scene, (between Dorax and 
Antonio 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/themAelves/they have merely the effect of 
a pause, or oackward glance, in a . uniformly continuous action.
1^ Sebastian, however, themore complex investigation of 
past events has the effect of arresting the progress 
established in the first part; the contrast thus produced 
is a factor in separating the two stages of the action.

Ihrther differences of technique underline the disoontinwiky 
between the pre—revolution and post-revolution aotion^/of 
Don Sebastian . With the chief Mooish oha^cters, Moley Moluoh, 

Benduoar and the Mufti (and, consequently, their characteristic 
bestial and physical imagery) elimrated from the action, 
and Dorax transformed into Alonzo, the sphere of the action 
is effectively 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 appears 
chidly as the antithesis of the barbarous h^peror, that is, 
in a public capacity;' even as the lovapand the ally of 
Almeyda^he serves as a foil to his more active rival, 
during the stage of his dispossession he appears as the 
embodiment of the heroic monarch and lover^ after his 
restoration, as a being engaged in individual relationships, 
and even modified by them. At the same time Dorax, originally 
the most prpmihent opponent of 'Mooris^V values, suffers 
a comparative limitation of function.

Tne actual moment of transition is carefully emphasised 
by a break in the stage action, when the rebels have yielded, 
horax first dismisses the mob, whom ha addresses as*.

'mongrel work of Heaven, with human shapes,
Hot to be damned or saved, but breath and perish'.
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that is, unworthy to he considered as moral or spiritual, 
heings. He then formally clears the stage of other 
characters, requesting an interview with Sehastian. By a 
change of dress he emblematically transforms himself from the 
renegade to the courtier; meanwhile, Sebastian speculates 
in significant terms on his strange conduct:

'Eeserved behaviour, open nobleness,
A long mysterious track of m stern bounty.
But now the hand of fate is on the curtain.

And draws the scene to sight.'
The metaphor of theatrical providence will be fonnd to recur 
in Dryden's later plays; used here to suggest the delayed 
revelation of hidden truths, it is a clue to the nature of 
the relationship to be seen between the two phases of the 
action. As comparison with The Spanish Briar suggested, 
the second phase functions as an extended coda to the 
first, explicitly political phase. More precisely, it 
simultaneously summarises the given material and develops 
its significance, through the re-assessment demanded of the 
audience, as of the characters, in the course of the final Act.

The scene which follows Sebastian's metaphor serves in 
fact to bring to light an accessible layer of truth concealed 
by misunderstanding, since it exposes the differences between 
Sebastian and Borax which led to the latter's revolt from the 
Christian court to that of the Mbors. 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 Borax;

'This is not Lisbon; nor the circle this 
Where, like a statue, thou hast stood besieged.
By sycophants and fools, the growth of state'.

But the restoration of Sebastian's court is brought about
chiefly by the restoration of ^ proper subject/monarch

42.



relationship between the two protagonists. Even at the
beginning of the scene, however, the raationship between
Sebastian and his enemy Dorax, in which honourable hostility
co-exists with covert regard, is the.antithesis of that between
Kuley Moluoh and Benducar, the two active intelligences of
the Moorish court. And since the scene with Dorax .showa
Sebastian as capable of both justice and mercy in his regal 

(■?')
capacity, Sebastian's reconstituted court would appear 

to be the ideal alternative to that of Moley Moluoh, deputed 
in tho first part of the play. Such an idea is in fact expressed 
by Dorax in the speech which opens Act V. Beginning:

'Joy is on every face, without a cloud' 
it goes on to liken the court to the newly-created terrestial 
paradise. But the re-establishment of an ideal court society 
is only the preparation for a further stag^ of the action. 
Sebastian^s more ambiguous version of the image of restored 
happiness:

'Ihe tempes^is o'erblown, the skies are clear.
And the sea charm'd into a calm'

is capable of complete inversion, as Alvarez demonstrates. JDorax's 
first harsh description of the court is seen to be relevant, 
as it becomes apparent that the function of this scene is to 
expose a fundamental weakness in this apparently ideal court 
society, as the first part of the play had done in more detail 
for that of Muley Moluch.

The comparison between the two rulers continues to function 
in the final Act, though rather differently. When Alvarez .- 
s^-ggeets a political marriage between Almeyda and the new 
Bnperor, 'mild Muley Zeydan', and then repeats paternal 
warnings against the marriage of Sebastian and Almeyda (earlier 
rehearsed and discounted by the two lovers), his advice is 
firmly rejected, as Borax's appropriate advice had been rejected
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by Moley Moluch in an earlier scene . Nor are the gronnds 
of the rejection different. Although the lovers' defence 
is ostensibly reasoned, as when Sebastian maintains that his 
father must have consented to the marriage had he known of 
Almeyda's conversion to Christianity -
'His reasonings and his actions both were just,
And granting that, he must have changed his measures',

the abusive violence of their replies to Alvarez clearly
indicates that they too are dominated by pride and unreasoning
impulses. Only the physical proof of the matching rings
offered by Alvarez finally forces the pair .to. admit the fact of
their parents' adulteryywhich makes tJmMn brother and
sister. Eather similarly, Moley Moluch's arrogant refusal to
admit the instability of his mode of government leads to an
irrefutable physical proof of his error in the form of
insurrection. To show comparable states of self-deception
in contrasted characters is a means of indicating the
universality of error.

There are also in Act V of the tragedy smaller reflections 
of the preceding scenes After recounting Porax' downfall, 
brought about by love and unreasoning jealousy, the scene 
shows th^ final stages of his expiation of the fault, a 
process which has been proceeding throughout the play. This 
successful repentance offers a hopeful analogy for the case 
of Sebastian, when, at the end of Act T, he undertakes to 
do penance for his incestuous marriage. .In the scene with 
^brax, too, ^hyden touches on an idea which is central to his- 

presentation of Sebastian's guilt; that of the impossibility 
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:



Dorax: 'I served thee fifteen hard campaigns
And pitched my standard in these foreign fields:
By me thy greatness grew, thy years grew with it,
Bnt thy ingpatitnde outgrew them both'

Sebastian; 'I secrtowhat thou tend'st: hut tell me first,
If those great acts were done alone for me?
If love produced not some, and pride the rest?'

Dorax, in replying, accepts this limitation on heroic activity;

'Why, love does all that'8 noble here below';
Sebastian, in the following scene, does not. When Alvarez
questions, 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 th^his own love for
Almeyda prompted the disastrous battle against the Moors,
Sebastian is fOrced to extend the principle of interested
fallibility 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 l^rax, one can see this final
scene as enacting the lovers' sin of hubris, and supplying
the sense of their error which is minidsed in the earlier
part of the play by the flattering juxtaposition with

'Moley Mbluch.
If the two post-revolution scenes are intended to be seen' 

as parallel treatments of the same material, tha play 
must be interpreted as having three, rather than two, stages.

A connection between the twc main phases has already been 
indicated^ and the assumption of a three-stage strudure extends 
the significance of this connection; the flam 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 Doraz, in^ whom Dryden shows a complete cycle of lapse into
pride and error, and shbseqnent regeneration, which involves
hoth phblic and individual functions of the character. The
external manifestation of rehellion in the Moorish court and
in the renegade Dorax is connected, through the state of
anarchy in Dorax himself, with the internal rehellion of
pride in Sebastian.

Don Sebastian is thus designed to present three levels 
of rebellion: a political level, entirely contained in the 
stage action^ an. individual level of rebellion, in the 
Dorax/Sebastian relationship^ and an Internal level of rebellion 
in Sebastian himself. All three situations show a revolt, 
in Drydenian terms, of a reason corrupted by wilful sef-interest 
against sactions whic^ although intermediately human, are 
ultimately divine. At the first level, the rebellion 
is an entirely externalised andre]pre8ented phenomenon, and 
is shown as almost fortuitously superseded by a more stable 
order in the state; the rebellion of the individual against 
his master is shown as capable of a peaceful conclusion 
based on a mutual recognition of human fallibility; but the 
outcome of the internal rebellion cannot^ in the framework 
of the drama, be ascertained. The play further alms, by the - 
kind of cross-reference indicated above, to present the three 
levels of the action as having a cumulative significance ; 
that is to say, it has the form of a persuasive argument of 
a type familiar from Dryden's non-dramatic verse, the argument 
by selective use of analogy.

In this type of argument, an acceptable stereotyped analogy 
or association of ideas is made the foundation of an original 
and complex analogical structure of more specific, and less 
orthodox, import. In Don. Sebastian, the foundation is 
the accepted analogy between the state and the Individual



(^) 47.

(m )

human hody, ^ ,.ana the laea of the king as supreme representative
of humanity, and conversely as the type of divine authority.
Prom acquiescence in the collection of presented facts which
makes up the political rebellion, which is not difficult
oecause they represent a familiar enough interpretation of
revolution, the audience is led to acquiescenee in Dryden's
conclusions about the other less accessible forms of rebelDion.

Comparisons of structure between drama and non-dramatic 
verse are naturally tendentious, but in this case can serve 
to show that the habits 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 
structure in Dryden's political verse is Absalom and Aohitophel^ 

Its argument develops through the extension and manipulation of 
familiar sermon typology^whioh equated Charles II with David, 
particularly at the Restoration when he was seen., as-the 
successor of his enemy 8aul( literally, Qromwel^L 
Throughout the poem familiar matter involves the reader in 
assenting toiDryden's view of contemporary events by the 
extensions of the biblical parallel to cover contemporary 
public characters; Dryden's •Shimei' is a particularly apt 
Instance of this technique. At the same time a fuller 
exploitation of the material is made possible by the absence 
of a hidbrical conclusion in the poem, which leaves roomibrlhe 
associations of the omitted conclusions of the biblical
narrative. (Don Sebastian, rather similarly develops from 
a basis in historical fact towards situations designed to 
bear cetain significances.) pn. Absalom aqd Achitophel the 

historical conclusion is ih fact replaced by a rhetorical 
conoluaon; the poem is arrange as a olimactic structure.
The prerjudging terms of the analogy naturally enjoy the
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status of fact, and the progress of the poem is from the

preseatatiou of this alleged fact to its discussion anri 
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

(12)finally Achitophel. 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 Achitophel's supporters in the 
plot leads the reader further from the biblical situation 
ani into a general summary of the political issues^ which 
has a negative tone since it derives from consideration of 
the errors threatening the state; the balancing enumeration 
of the faithful few who support David leads toanother 
summary, this time positive and specific, delivered by an 
omniscient voice, not that of the poet, who has already 
offered his own pessimistic summary, but that of the Ting 
himself. The effect of the final climax is heightened by 
the defeated expectation of conclusiveness in the earlier 
summary offered through the persona of the poet.



If Dryden's handling of an Intricate dramatic structure 
in Don Sebastian derives generally from thelarge-scale 
persuasive techniques used in Absalom and Achitophl, its 
concluding device is almost an imitdion of th^of the poem.
Both conclusions depend on a transposition of values already 
present in the piece; Charles^speech 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'; while 
Sebastian's confession introduces a revaluation of the heroic 

ethos. The efficacy of both transpositions depends on their 
being placed as a final assessment at the end of a work 
cumulatively structured, since it is the structure of the 
work rather than any paraphrasable logical connection which 
binds together the unexceptionable premises of the work and 
its possibly debateable conclusions.

Instances of balance in structure contribute to the 
effect of the conclusion of Absalom and Aohltophel, but

Sebastian the most important source of symmetry is 
the development of complementary tredments of the rebellion 
theme. Analogous developments had occurred elsewhere in the 
non-dramatio verse. The division of Religlo laioi 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 least an.endorsement of the twofold 
structure, even i^ 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 provides a via media; so that the
^ (/? ) 
structure of argument is consistent throughout the poem.

49.



50,But the outstanding example of Dryden's oontrol'of 
distinct levels of argument on a single theme is

BOUcd 5u^d jpanther, treats the Eoman Catholic
church as a theological entity; as a historical entity; and 
finally in terms of the current English political situation." 
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.^ ^^The full rangecf 

styles reappears in Don Sebastian, in alternation rather than 
juxtaposition.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 a succession 
of pastors, and, in the Panther's fable, as the jarring 
community of swifts and swallows. Contemporary critics were 
quick to interpret these changes of perspective as incompatible, 
and evidence of incoherence in the poem. Prior's parody 
on the theme of the country mou^and the towD. mouse achieves 
its effect by focussing on concrete details of the analogical 
material; the most fruitful reading of the poem is to be 
gaiued 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 Sebastian 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; so that
the choice of this inclusive scale can be regarded as a 
simulation of impartiality appropriate to the persuasive aim.)
It exhibits also shifts of reference like those of the poem;'
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



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 Sebastian for creating a structure sufficiently complex 
and directed to hold in balance unreso^ed divergencies of 
reference is a new dramatic phenomenon, but it can be partly 
explained by the experience of creating a large-scale persuasive 
organisation gained from The Hind and the Panther. Accordingly, 
it would seem that the best way(f.comprehending conflicting 
detsil, in Don Sebastian as in The Hind and the Panther, is 
by referene to the structural context in which it occurs.

The foregoing description of linguistic techniques in 
Don Sebastian which originate in Dryden's polemic poetry 
indicates some dependence on the eadler non-dramatio verse.
This raises the question of how far Don Sebastian can be, 
or should be, regarded as a satirical work for the stage, 

since there is also a certain community of material-between 
the drama and the satires which perhaps suggests community 
of intention.

The inclusion in the play of an independet satiric voice,
in the person of Dorax, is a feature particularly reminiscent
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 at all. Phr instance, lorenzo, ths libertine
of The Spanish Priar accounts for his departure from the
stage during a scene of court ceremonial by remarking:

. 'Here are nothing but lies to be expected; I'll e'en 
go lose myself . . .in some blind alley'.

The only sustained use of ths expressive language of social
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criticism occurs in Dryden's Troilus and Oressida. where 
Shakespeare's Thersites is taken over and elaborated. But the 
characteristic method of satire in the earlbr dramas was to 
have a character profess a ludicrous philosophy, or indulge 
in perverted reasoning, frequently of a voluntaristic character. 
The device is prominent in the characterisation of the tyrant

(/f-)
in heroic plays. A more sophisticated form of the device, 
alluding to current debates on political theory, appears in 
The Duke of Guise, the play which preceded Bon Sebastian.
In the opening scene, the council of the Guisards is seen 
di8cu88l%means of justifying rebellion against the ^Ing.
Bussy propses that :

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

Bolin: But how can he rebel?
Canon: I'll make it out: Rebellion is an insurrection against 

the government; but they that have power are actually 
the government; there fere, if the people have the 
power, the rebellion ia in the king.'

This is instantly recognisable as a^arody of certain features
of the Hobbesian positbn. In Act IV there occurs a political
discussion between the rebellious citizens which has a more
pronounced comic effect; but the commentary provided for
the parallel scene in Bon Sebastianyby Borax's and Antonio's
evalnatLonSy is absent.

Dorax^s satirical function is apparent from t^ first
scene of Bon Sebastian, where he establishes the extremes of
the dramatic and social hierarchy, commenting on the rabble -
('bike dogs in times of plague; outlaws of nature, 
fit to be shot and braine^ without a process')

and on the play's hero -
( 'A man/C . . ev'n touting to divinity').

The discrimination made in his speech on Sdastian resembles
that inteduced by ^ryden in the passage on Achitophel for
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the seooDh edition of Absalom and Achitophel:
'The Statesman I abhor, but praise the Judge'.

In the course of the play, Dorax is allotted much material
familiar from Dryden's satires. Af»art from his ridicule
of the masses, which resembles rather that of The Medal1, he .
addresses to the Mufti a diatribe against the involvement of
the priest in temporal affairs, and to the Emperor a critique
of his management of clergy and people. Dorax characterises
the Emperor's subjects:

'The genius of your Moors is mutiny . . .
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 renegade, 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
th5 priesthood. The terms used for the Mufti here are close
to those used for Shaftesbury in The Medall'; both are
represented as the reckless charioteers who will drive the
state to ruin.(^^^ Shaftesbury is presented as a false

prophet, establishing his temporal ascendancy by claiming
spiritual authority:

'What else inspires the Tongues and swells the Breasts 
Of all thy bellowing Renegado Priests,
That preach up thee for G-od; dispence thy laws',

while Dorax threatens the Emperor with the same danger from
his Mufti:

53.

'Since he claims power from heaven, and not from kings. 
When 'tis his interest, he^can interest heaven 
To preach you down' '(20)



If Dorax'o topics of destructfvA saflre amROclate the 
oharecter ^ith the Dry&e^ of tue earlier political saiircs, 
and. with the sneciflc historical issues represented in those 
satires, his positive functions in the dra^a enforce a 
broader view. The revolr of the hbors, depicted in Act IT, 
justifies lorax's warnings to the Zmperor, but in this phase 
of the action he also acquires an important positive role: 
he is the chief author of a satisfactory political settlement, 
and, later, of Sebastian's moral regeneration. In this 
way the action endo^him. with the constructive and corrective 
functions which, ideally, can belong to the satirist, ^hen, 
in this last stage of the action, Doran demonstrates a 
fruitful interaction between critical consciousness and the 
surrounding society, he represents the ideal type of the 
satirist, rather than any single example of the type.

This kind of twofold reading of the function of 
Dorax, in terms of specific hidorical issues, and of idealised 
sa iric activity, may friutfully be extended to an incident 
in his career which has always been found awkward, the doucue 
attempt to poison him. This occurs at the end of Act II^ 
scene i. A part of its difficulty lies in the extravagance
(as opposed to the improbability) of the means employed in 
the incident. At this stge in the action, it is clearly 
important to introduce some uncertainty about the success of 
Dorax'8 attempt to reinstate the condemned Sebastian, and 
to strengthen Dorax's reasons for acting against his master. 
The minimum means to this end are present in eanher stages 

, of the scene: there is an explicit disagreement between 
Dorax and the Emperor on state affair^ as well as over ine 
treatment of Sebastian, and an implied thream to tne
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Bendn^ar and the Emperor ^hlch follower
The elaboration of this incident mast be aesumed to 

carry a snecial significance for Dryden, either in respect 
of its contribution to the total effect of the drama, or of 
its referential relation to some material external to it, 
or perhaps in both respects. An obvious, if trivial, 
external model for the Incident ia the epigram of AUsonius 
which Dryden quotes in its defence. But it is simpler to 
start from the familiar material of the play and examine 
the effect of the incident in its dramatic context.

The attempt on Borax's life, carried out by his 
'friend', parallels other betrayals of trust occurring in 
the scenes which follow: the conspirators' treacherous 
attack on tne Emperor, and the farcical, ostensibly accidental, 
attack made on the Mufti by his own servants. Its inter­
mediate level of seriousness perhaps serves to link the 
two extreme versions of betrayal, and thus to generalise 
the situation.

More important are the evaluations of the incident 
made by different characters. Immediately after the 
poisoning incident. Borax is given a soliloquy. He 
describes his sensations in terms of a civil wa^of 
contrarieties:

0f cold. 5nd b'
■ 1j ttle wor1d rla.T»0 gain, bea (/ 5 Sipj

y victors qui-t
s t c context ? th ii

As momen 
In its immei
the familiar analogy between body and state; but in the 
ensuing scenes the conflicts of the revolution realise the 
content of Borax's similitude: for rapid shifts from one 
contrary state to another characterise the progress of the



popular revolt, ^lile the idea of sickness as a moral 
condition is concentrated in the head of the state; on his 
last appearance he uses physical imagery to desorihe a 
spiritual state. Finally^ like Dorax, the state recovers 
its equilihrium. The poisoning of Dorax inns stands as a 
symhol of the national disorder.

This gives increased importance to the various 
interpretations of the poisoning and recovery. Benducar 
himself anticipates failure in his scene with the conspirator 
Haly; he blames the renegadb^ personal destiny for 
suspending the operation of the poison

' as if his stronger stars had interposed*.
The idea of superior'stars* is present in Ausonius* 
epigraiii:

'guum fata volunt, hina venena iuvant*;
in the explanations that follow Borax's reappearance the
line from Ausonius is used in a slightly modified form:

'Thus, when heaven pleases, double poisons cure'.
A link with the play's religious imagery has already been
set up a few lines earlier, when Benducar says:

'I'm sure I did my part to poison thee.
What saint soe'er had soddered thee again*.

His next remark, to the Hufti:
'Thou interposing fool, to mangle mischief.
And think to mend the perfect work of Hell !'

exposes the antithesis between the Satanic treachery
which would have destroyed Borax and the heavenly providence
which has saved him. If regarded as the result of
a providential dispensation, Borax's survival is not

90 .

Lmnossiblo. but inov: CAi
of their methods given hy Benducar and the kufti emphasise
the self-contradictory tendencies which render wickedness 
ineffectual. A conclusion imposed by the political phase
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of the 5CtiOl .8 will nullify
the 5achl^atio^s of the wloh^h. Ahd the attempted poison­
ing of Dorax is presented, in its sequel, as a specific 
and picturesque instance of that conclusion.

Just as the issues treated in satire by Dryden in 
the later part of Charles's reign still Influence the 
satire of Dorax, the climate of that period of plot and 
counterplot Informs the machinations of Benducar and the 
Mufti. In as far as the predicament of Dorax offers an 
image of puolic affairs, the unsuccessful intervention of 
the two statesmen must be seen as an equivalent of the 
plotting and counterplotting of conspirators against 
(and on behalf of) the Stuart monarohs. The vivid 
images of the concluding passage of The Medall, as well 
as 11.1012-1017 of Absalom and Achitophel, illustrate 
The pleasure that Dryden, as a Tory, took in observing 
how the mutually conflicting designs of the plotters 
served the ends of divine providence.

The Popish Plot and its sequels provided the most 
elaborate instances of self-defeating machinations, but 
over a longer time-span the career of Titus Oates fitted 
into the same pattern, as Dryden suggested in the conclusion 
cf his 'Corah' passage in Absalom and Achitoph^l. He 
was not alone in singling out the mutual opposition of 
the conspirators for ridicule. A succession of mutually 
contradictory pamphlets offered conflicting interpretations 
of the Plot. In one of these, Hlkanah Settle, 'converted'
V w i_ O J. V ** T y-. -vy yh t-, —> ~-v' -» 'V' 1
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the very Discoverers too, eo notoriously ezcentrick, 
that the liveliest Respreseniation of the Whole, is, 
if one Pack of Phaetons m^re setting the World on
fire, another Pack stept out to quench it.'

In discussing the supposed murder of 'Sir Edmond-bury' 
Settle builds the two conflicting testimonies into a 
'double' murder ( which,it is hinted, is therefore no 
murder):

'In all this admirable variety, mark how pat it falls 
out: as Sir Edmond-bury was found with those Two fold 
marks, of Assassination about him, viz, both Strangled 
and Run Through; so likewise 'tis observable, that
Two- was the way of Trepanning him, Two-Eold 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 hero 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 renegade.
This renegade moreover, had an important if indirect 
connection with an episode in the discrediting of Titus 
Oates. To the clergyman Adam Elliot his appearancqin 
England 'seem'd an occasion which Providence offered into 
my hands to vindicate my own reputation, and to prosecute 
this false swearer'.(A Modest Vindication of Titus Oates,p.42) 
Among Oates's extravagant charges against Elliot was that 

'he did give poison to his Master or Patron' 
when enslaved by the Moors. But the arrival of the Moorish 
embassy demonstrated that Elliot's former master was still 
alive:

'the Secretary, Hamet lucas... seiz'd me, crying out,
That I was his Christian, and that he had bought me

'onp V *
We have here a renegade,supposed poisoned, whose

appearance au a c \J V C OII L- _L-_L U V. U C: ;o the collapse
of the machinations of an enemy of the Court party. ihe 
incident corresponds in emotional coloursag, and ^n some



details, with the incidents involving Dorax. Elliot's 
successful s^lt was much discussed. There is evidence that 
Dryden knew Elliot's tract as well as the events it descrihes: 
Scott suggests that the inspection of slaves which ends Act I 
of Don Sebastian derives from Elliot's experiences in the 
slave market. He could perhaps have extended the comparison; 
it is clearly Elliot's account of the maltreatment of captives 
on hoard ship, and their reduction to animal status ('like 
a pack of tired Hounds'(p.6))whioh sanctioned Dryden'a 
bizarre scene of the 'breaking' of Antonio. And Elliot, 
like Alvarez, fetched a good price and was well treated 
because his captors believed that wealthy friends would 
ransom him (p.7).

The means taken by Elliot to escape from his master seem 
to have provided the germ of Oates's charge of poisoning. 
Having obtained from the French Consul 'a quantity of wine', 
he attended his master at a drinking party, attempting to 
dissimulate his anxiety, which had aroused some suspicion,
('I resolv'd to cashier all thoughtfulness...because I would 
give no occasion of jealousy'(p.12)) and counterfeiting
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inebriation until his master fell into a drunken stuncr and
In Don Sebastian,'thehe was able to escape unobserved, 

poison is administered to Dorax on the pretext of drinking 
the Emperor's health, in an atmosphere of dissimulated 
suspicion. To suggest that the scene in Elliot's narrative 
influenced, even distantly, that in Don Sebastian, implies a 
disjunction between two uses of the narrative; but this is 
a characteristically Drydenian economy. It would seem then, 
that Dryden perceived both the usefulness of Elliot's 
narrative as a source of local colour, and its wider import 
as an instance of providential confutation of the wicked, an 
idea much stressed by Elliot himself. In Don Sebastian 
both aspects of the narrative find their place, the romanesque 
events of Elliot's inspiring the most romanesque incident of 
Dryden's plot. In the case of the other characters, 
historical influence is more obviously present.

The Hufti, the principal butt of satire in Don Sebastian,
■ r r> to io tho O no Mint - --- - h- W v- v_/
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example from a roem celebrating James II's Declaration of 
Indnlgeace:

'Religion is Ood's mork upon the soul . . . ,
'let Mahomet prescribe his Alcoran 
To be advanced by arms, fast as it can;
Christ's gospel is a lam of peace and love,
And by conviction on the heart doth move.'

Dryden has a long passage on this theme in the first book 
of The Hind and the Panther, beginning

'The full-fed Mussulman goes fat to heav'n'(11.377-39l). 
This comic class of Turkish material is directly transcribed 
in the sub-plot of Don Sebastian, which exploits the Mufti's 
personal greed and sensuality, reflected in his unmanageable 
household. The Mahommedan sensual paradise is invoked in 
a speech of the Emperor:

'So when our prophet
Had long been hammering, in his lonely cell,
Some dull, insbid, tedious Paradise,
A brisk Arabian girl came tripping by;....
'He took the hint, embraced the flying fair,
And having found his heaven, he fixed it there

which offers a close analogy with tne passage on Mohammedanism 
in The Hind and the Panther. It is also presented in the 
play, since the subplot is set in the Mufti's garden, a 
veritable paradise of self-gratification complete with 
amorous females. At this level of the plot there exists 
a sustained comic misuse of religious terms, including those 
of 'Turk' and 'Ohrisfian', which implies that, at least in 
this self-gratifying type of existence, there is no real 
difference between Christian and Mohammedan.

The range of Mohammedan imagery was thus wide, and the 
topics to which it was applied were accordingly diverse.
In an example quoted above, the metaphor of the genial 
Mohammedan was applied to the established clergy ('brisk 
Bishops'), and Dryden himself develops a similar parallel in 
The Hind and the Panther. ]n the first part the explicit 
analogy is between Mahommedanism and the Reformed churc^in 
general:

'The full-fed Mussulman goes fat to heav'n 
Per his Arabian prophot with delights 
Of sense, allured his PasLern Proselytes.
The jolly luthcr, reading him, began 
T'interpret Scripture by the Alcoran:
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'lo grut the thorns beneath onr 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 passage 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.
*'lis prudence to reform her into ease, •
And put her in undress to make her please * -

rather than a nun:
•Sister Partlet, with her hooded head 
Was hooted hence, because she would not pray a-Bed .')

(25)
The pigeon was associated with Mahomet, by a tradition to(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 that the metaphor of
Mohammedanism was already available, and comprehensible, for
satire on the Established Church., His Mufti has certain
definitely Anglican features. He is seen as the representative
of the state religion, arranging the public rejoicing of

{ 01 \Act I and taking an official tithe of the captives ^ ; 
and later he is called on to advise the Emperor on the 
attitudes of the Mahometan law and the Moorish people to his _ 
projected marriage with Almeyda. In the same scene Borax 
launches an attack on the political power of the clergy of 
an established church, which associates the Mufti closely 
with the politically engaged clergy of Dryden's dayv He
addresses the Emperor:

•Sir, let me bluntly say, you went too far,
To trust the preaching power on state affairs 
To him, or any heavenly demagogue.• (28)
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The Mufti's reply to the charges cites Wolsey as an example 
of the 'holy mea' who were also 'famed ia state affairs', so 
that the Emperor is fleetiagly identified with Wolsey's 
master, Henry VIII, the 

'lion old
Obscene and furions made by Inst'

of Tbe Hind and the Panther, whom Dryden had similarly
represented as intrigning to make his desired marriage legal.
Dorax asserts that men like Wolsey were simply misplaced - 

"Born to be statesmen, happening to be chnrchmen' -
and this, like the remarks quoted already, seems to be aimed at
the Established Ohurc^, with its pretensions to political power.
Dryden may have been aiming particularly at those bishops, •
who supported the claim of William and Mary to an allegedly
vacant throne, as well as expressing Catholic resentment against
the desertion of James by the Anglican Church, after his

(29)Declaration of Indulgence.
In the tense period after the acession of-James, 

political verse sometimes associated the Turk as Antichrist 
with the Catholic, and converts to Catholicism could be
termed renegades. One attack on Dryden's conversion adkasses

)

the poet as follows:
'Should Mahomet this Antichrist o'erthrow.
Thy crucifix would to the orescent bow.' (3O)

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.' (3I)

In Britannia Hediviva (1688% a poem on the birth of an heir
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to James II, Dryden inverts the analogy ty seeing the yonng
prince as a se:cond Constantine who will drive the Turkish 
armies out of Europe,

The image of the Turk was equally available to Tory satirists 
as a means of caricaturing their.opponents. Because of the 
well-known Whig sympathy for the Hungarian Protestant rebels, 
who had formed an alliance with the Turks against the 
Holy Homan Empire, 'Turk' appears, from about I683* as an 
analogy for anti-monarhist. In this use the sinister- and 
the comic aspects may co-exist. The third part of the 
Advice to ja Painter (1684) appibs the image to the subversive, 
and particularly to the Nonconformist clergy:

'Next paint our English Mufties of the tub . . .
'graw me them praying for the Turkish cause,
Add for the overthrow of Christian laws' ,

and later:
'Next paint the Turks' seraglio; and then , ,
Paint our English Mufties edering in:
That and rebellion is their darling sin.'

Dryden neatly combines the two themes in his epilogue to
Bee's Constantine the Great (I684); he first refers to
the supporters of the Protestant rebellion in Hungary:

'They favoured even a foreign rebel's cause*,
and, in the concluding turn of the piece, suggests a facetious
reason:

'The Original Trimmer, though a friend to no Man 
Yet in his heart adored a pretty Woman;
He knew that Mahomet laid up for ever
kind black-eyed rogues for every true believer.'

That the scope of Dryden's satire in the presentation of
the Mufti was limited to the Anglican clergy is suggested
by John Moore, in an article entitled -
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 Mufti's activity. Moore also makes
the Mufti the arch-villain of the drama:

'even worse than the treachery of the chief minister . 
is the treachery of the Mufti, who like some prominent 
Anglican divines,lees his sacred office to secure wealth 
and power, preachss passive obedience until it thwarts 
self-interest, and agfates the mob by a pretense of 
religious zeal'.

Apart from the fact that the Mufti, although he may practise 
non-reistance (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 is 
insufficient: to treat him as the chief villain funs counter 
to the immediate impression given by Dryden's tezt, and to regard 
him simply as an Anglican entails overlooking some details of 
the satire.

The Mufti seems in fact to represent the full complezity
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 seem 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 
upon whom would he beget these children? Even upon a Christian!'

This is a topic appropriate to the events of a rather earlidf 
period, and must be taken together with the MUfti's remarks 
that ths Emperor

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

which sounds (as Moore perceives) like a sly allusion to 
the public distaste for James^ secretive marriage with the



Catholic princess Mary of Modena, 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 ^gainst James's attempts to
introduce toleration for the benefit of his co-religionists.

The terms of the Mufti's appeal are, at times,
pseudo-republican. Eeferences 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, qAnd sets the people in the Papal chair'. (11. _o7 )

Other details of the scene seem to derive from the same
period. The Mufti's open preaching of rebellion -

'pluck up your hearts, and pluck down the tyrant' -
suggests a parallel, not with the Anglican.elergy at the
flight of James, but with the fanatical Dissentiig preachers of
the period of the Whig conspiracy, who supported sedition;

(35)men such as the 'Judas* of Absalom and Achltophel 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
'propte?'®’ selfpreservation, our property, and our

is an imitation of Whig 'cries' such as 'Liberty and Property' 
and 'No Popery, no Slavery', which had been current in the 
period of dispute over the sucession. The remark of 
'second rabble':

'I have seen for these hundred years, that religion
and trade go together',

clearly alludes to the anti-monarchist mercantilism of some
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City Whigs and. Dissenters; Dryden's old. -victim,
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 Oivil power defy 
And parcel out Republique Prelacy,
But short shall be his Reign; his rigid Yoke 
And Tyrant Power will puny Sects provoke,
And Progs, 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 Mufti's power too is short-lived. One 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 rabbb concludes for the forcible 
reformation of religion as well as government:

'ISS 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
(36)

a fool than to a villain; he is handed over to his own 
former slave, and the rabble, whom he had incited to looting, 
decide to sack his palace. This detail is connected



with satire or the Mufti^s cupidity earlier in the play, 
which also has a certain topical referehce. The cupidity 
of the indeperhert preachers, or 'Saints\ is a frequent 
theme of comedy in the Restoration period. The Mufti's 
daughter,Morayma, planning to steal her father's jewels 
qnd elope with Antonio, observes:

'I'll leave him his Alcoran, that's revenue enough for. 
him; every page of it is gpld and diamonds. He has 
the turn of an eye, 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 'fruit' of. the 'private spirit' which interprets 
the scriptures according to individual oomsoience or interest.

( This misuse of the translated text of the Bible in the 
post-Hefomation period is the subject of a long passage 
in Religio laici.) Other incidents in the plot of Don Sebastian 
indicate, that for the Mufti, as for all the seditious preachers 
portrayed in Dryden's satirical verse,

'profit is the loUdest call of Grace*. (SJ)

But Borax's attack on the Mufti in Act II, scene i^ 
is consistent with neither an Anglican nor a Nonconformist 
interpretation of the figure; his general target is the 
priest who aspires to control public affairs through his 

priya^ spiritual power over the ruler:
'Bloated with pride, ambition, avarice.
You swell to counsel kings, and govern kingdoms'.

In 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 Borax's charge identifies him as the king's
'director of conscience':

'He prates as if kings had not consciences,
Andnone required directors but the crowd' .

Borax also argues that the Mufti is only concerned with

67.



68.
the king's conscience as it affects his phblic 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 Doran's attack
plainly alludes to religious communities (or perhaps to
seminaries): the ambitious priests are originally

'Boor droning truants of unpractised cells.
Bred in the fellowship of bearded boys . . .
'There you live demure, with downcast eyes,And humble as you discipline requires'.

Since it is discontinuous with the actual events of the play,
especially with the scene in Act III'which shows the
relationship between the Mufti and the Emperor to be quite

(38)
different from that implied here by Doraz, this diatribe only-
makes sense if considered as a piece of special pleading.
Its anti-Catholic tendency is not remarkable when one recalls
a hisb orical instance of abuse of clerical power which had
distressed the poet: the domination of James-TI by his
extremist Jesuit advisers, particularly Edward Betre. 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;

'Sooth 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 point 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 Setastian seems to reflect the recent fulfilment of 
those prophecies.

Thus the figure of the Mufti represents the wide range 
of themes and topics of Turkish imagery in satire, and more 
particularly, the various faults in the priesthood which 
Dryden had attacked iu earlier works. The fact of the 
wide dissemination of such material precludes originality, 
and makes its use seem less deliberate in Don Sebastian. It 
can be argued, as for Absalom and Achitophel, that the interest 
of the work lies in the recombination of the material; but this, 
for Don Sebastian, entails treating the satire as general 
rather than hidorically specific. A hint of such an intention 
is actually given in Dorax's attack on the priesthood, which 
also contains a reference to the positive alternative to 
priestly meddling in politics. Dor^^ suggests that the 
proper use of spiritual power is in 'the province of the soul', 
which

'is large enough -___ -To fill up eve^^cranny of, your time',
a distant antid^^tion of Dryden's expansion of Chaucer's
description of the parish priest into The Character of a Gbod Pars'

in the Pables of 1700.
Contemporary parallels suggest themselves for characters 

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

'like Sunderland, he seeks to establish himself with 
the new sovaelgn, after deserting the old one.' (38)

This would make 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 play’s 
first scene:

'Shall I a^ore thee? No, the place is public'
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teen equated, with Judas. his case, as with the Mufti,
such suggestions are relevant, hut do not supply an 
exhaustive account of the character. Benducar's encourage­
ment of Muley Moluch's harharity seems a likely reference to 
Sunderland's encouragement of James's extreme policies; hut 
Bryden had made the same kind of charge against Shaftesbury, 
and the fact that Benducar plans to gain the throne for 
himself offers a closer analogy with Shaftesbury, as seen by 
Dryden, than with Sunderland. As for the Judas analogy, 
that exists, if anywhere, in Act II, scene i, where Borax
reproaches Benducar with owing everything to the Emperor's 
indulgence:

'the bread thou eat'at, the robe thou wear'st 
Thy wealth and honours ....
'And would his creature, nay his friend, betray him?'

But this develops immediately into a general denunciation of 
ingratitude:

'Why then, no bond is left on human kind,Bistrusts, debates, immortal strifes ensue,All must be. rapine, wars and desolation,^.When trust and gratitude no longer bind',
which makes Benducar stand as a general archetype of the
traitor. Borax then remarks that such a man would earn the
contempt even of the devils, and would be 'Whoop'd and
hiss'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 f^ himself was Shaftesbury; the fullest treatment of 
the idea is the account of his career in The Medall. Benducar, 
like Shaftesbury, is involved in more than one shift of



allegiance, and proceeds from flattering his king in the
hope of gaining power over him, to planning direct revolntion 

(42)
against him. Bendncar is shown persuading the Emperor of. 
the existence of a plot against him , just as Shaftesbury 
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 King 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 character of Benducar is the typology 
of Satan. This belongs to the realm of political reference 
in so far as it is connected with the Sh^esbury material, 
of which, in Bryden's satirical verse, it had formed a 
recurrent element. An unequivocal example is the reference 
to the creation in the opening paragraph of The Medall:
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'Five dales he sat for every cast and look; 
Pour more than God to finish Adam took.
But who can tell what Essence angels are Or how long Heav'n was making Lucifer ?' (44)

Benducar's most frequent function is that of tempter. In
one instance of the relationship that with Moley Zeydan, there is a close imitation of the relationship of Shaftesburydo
Monmouth r epee sent ed 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).



AGhitophel, who already erjoya a lawful 
power, ±8 similarly represented as plucking the forbidden
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frurt of sedition, and recommending it to others; he

Otherwise, verbal parallels between Benducar in his 
role of evil.statesman and the Shaftesbury of the satires are 
lacm^ng; but since Benducar represents chiefly the hidden 
side of Shaftesbury's activity, ths presents no great 
difficulty: the poet was at liberty to invent, as in 
_^salom , eminent example of evil counsel.

The public aspect of Shaftesbury's activity has already 
oeen shown as appearing elsewhere in Bon Sebastian, namely, 
in the Luftl. ihls means that the play contains two figures 
Corresponding to Shaftesbury. Although neither carries 
all the functions of Shaftesbury, and both carry some other 
elgnificances, this fact makes an interpretation oT the plot
in terms of one-to-one correspondences with historical situations 
impossible. /- '

The partial identification of the Mufti and Benducar with 
aovisers of James II, particularly suggested by their 
appearances in Act II scene i, cannot mean, as Moore's article 
suggests, that Moley Mbluchcan legitimately be equated with 
James, even in his trusting attitude to priests. It is 
clear that the Emperor does not trust his Muftis In Act III, 
after threatening the priest with Instant death if he cannot 
invent a precedent for the desired marriageAlmeyda 
the Emperor observes:

'Hbw happy is the'prince who has a churchman 
bo learned and pliant to expound the laws',

But this, even in the generally unconsciouslyrant^ must be
taken as ironic, coming as it does after the Mufti's abject
capitulation, not- as Moore suggests in quoting it" as an



72.a
indication of trnat. The parallel between Bendncar and 
Sutherland perhaps comes closer to that statesman's 
relationship with James; but even here, 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?(46)
Emperor: Yes, the whole world; so I be safe I car^^ot'. 
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 Christ. 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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GTIAPT13R III: IMAGERY AND THEAIE IN DON 8EBASTIA1T.

The twofold serious action of Don Sebastian with ^ka
seraTate nolitical and personal crises can be seen as
reflecting the familiar analogy between the functioning'of
the body politic and that of the individual human body.
As is usual with Dryde^ the monarch appears as the type of
the individual man, and an association between the qualitiei
of a ruler and those of bis reign is thus developed. This
arrangement apparently provides an ideal framework for the
exploration of political issues. And in addition to its
major political theme, Don Sebastian contains much material
derived from recent events, whether in the form of direct
allusion or in the intermediate form of analogy. But
examination of the multifarious political references in the
play shows that a systematic correlation of its incidents
and characters with those of the sixteen-eighties is
impossible. The very frequency with which allusions

(1)recognisable to Dryden's audience occur rn irreconcileable 
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 response to 
its theme, which has interesting consequences. Since,, for 
instance, Muley Moluch is presented as a composite 
'shining example' of a tyrant, his most important

(2)relationship is not that with his historical analogues, 
but the antithetical relationship with Sebastian contained 
within the play. This relationship is of course largely 
independent of the play's tissue of contemporary reference.
out Closely iinKea th its intrinsically literary structure

At this point it is useful to summarise the evidence



of political inspiration aol intention in Don Sebastian ,
74.

as a prelude to assessing Drydo: Lse of a oolitic^ hero.
Although there is no attempt at direct criicism of recent
events, the general organisation of the drama does betray
their influence. The themes of usurpation and disloyalty,
in themselves controversial, are treated in such a ^ay as
to support the characteristically Stuart doctrine of
absolute monarchy. Dryden even sees fit to point out in
the Dfeface a minor instance of his concern for the dignity 

(3)
of royalty. While Moley Zeydan stands in much the same

( 4)
relationship to the Emperor as the Prince of Orange to James II ,
he has nothing in common with the princely Buzzard of
The Hind and the Panther, Dryden's detailed portrait of
the aspiring successor. Throughout the play he is characterised
as 'mild' and 'ofeasyiemper'. Dike the sympathetic
Absalom of Dryden's earlier poem, he is 'naturally good',

( 5)but misled by an unscrupulous adviser. In addition, 
the monarch he proposes to overthrow is a brutal monster.
In fact, Dryden has set up an extreme situation calculated 
to minimise the sin of rebellion; that
rebellion is still experienced as pernicious and judged as 
mortally sinful is a strong endorsement of the conservative 
theory of monarchy, and implies a critical attitude to the 
usurpation of 1688, which, at least according to Dryden's view, 
had oocurred in far less extreme circumstances.

This simple reaffirmation of a discarded principle is 
the most evident, but not the only political preoccupation 
embodied in Don Sebastian. The poet's choice and conception 
of plot expresses, if less directly,his concern for James II.
His admiration for tbe deposed king bad never been uncritical; 
his opposition to Jamesh adoption of extreme religious policies,



expressed in The Hind and the Panther, and reflected inTry
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Dryden's poems on national affairs tha enthusiastic praise 
accorded to Jamco representative of the Stnart dynasty 
is tempered hy veiled admonitions on his duties as monarch. 
Threnodia AU^ustalis, written to commemorate the death of 
Charles and accession of James, confidently summarises 
Charles's achievements for his people in terms of Moses'

'The Chosen Plook has now the Promised land in view'.
But the remainder of the poem hardly supplies the optimistic
forecast for the new reign which the image of the Promised land,
as well as ths conventions of panegyric, appears to demand.
Dryden's character of James as monarch (Stanza ZTII) is
founded on the image of 'The Martial incus', the prince who
maitalns his country's glory hy proud and inflexible treatment
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 -

'Por once, 0 Heav'n unfold thy Adamantine Book' -
which will reconcile Parliament with James:

'let them nd still be obstinately blind,
Still to divert ths Good thou hast design'd,
Or with Malignant Penury,
To sterve t^ Royal Vertues of his Mind'.

The climax of the passage is a plea for religious tolerance:
'Palth is a Christian's and a Subject's Tegt',

which applies equally well to the Protestant mistrust of
James and to the new King's tendency to press the cause of the
Catholic minority. The vision of the final lines is of a
future improved by mutual tolerance, yet an alternative

75.



vision is Implicitly present in the t^o stanzas, in the 
snggosticn that James's'Royal Voitnec* maybe ozhansted by

opposition, &nd in the description of James as a jnst and 
inexorable enemy\ The oarious bias Stanza XTII is 
oalcnlated to diminish/ without dissimnlating, the alternative 
vision, by making foreign virtues out of characteristics 
of James generally seen as domestic fanlts.

Dryden's critical treatment of James' character in his 
last official piece, Britannia Rediviva (1688),is 

particularly relevant to Don Sebastian. The poem, in 
itself something of a 'holy Violence', in vi@w of Dryden^s 
forebodings about the consequences of the birth of James' 
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:

'Bet his Baptismal Drops for us attone;
Dustrations for offences not his own.
Bet Conscience . . . .
'In the Same Bent be cleansed and all the Band Baptis'd.'

As well as reflecting the deteriorating political situation 
this choice of image sets np an association bebween the 
authority of James, obnoxious to the English, and that of 
the jealous' Jehovah, obnoxious to the children of Israel.
The typology acquire significance from similar usage in 
earlier political verse.

This association is relevant to the discussion of 
divine and regal attributes towards the end of the poem.
The onoluding 'character' of James develops a single theme:

'The Name of Great, your Martial Mind will sute.
But justice, is your darling attribute'.

Yet, since Dr^ien extols this attribute by describihg its
opposites, justice is made to appear something of a
negative virtue. Although 'Justin is neav'YTs self'^

76.



a divine attribute, covert criticism of the character of
77.

James is cieariy inuenaea. 'he California editor
in the nassage a play on the attributes of the Christian(9)
Cod as uopietod in Dryden's poetry and thoee of James,
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 t^ couplet quoted above an application of the 
theological distinction between essence and attribute 
distinctly uncomplimentary to James is suggested. If 
the essential quality of the King's 'Martial Mind' is 
'Greatness', he is hardly, as the panegyric appears at 
first sight to suggest, an adequate type of the Christian 
God, either for Dryden as an opponent of Calvinism, or in 
the terms set up in the poem, ^or throughout 
Britannia Rediviva Dryden repeatedly emphasises that divine 
mercy has been shown in the providential birth of the prince, 
warning his countrymen that

we 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 allusions to the charity of heaven 
with an explicit recommendation of charity and mutual 
tolerance, culminating in

' 'Tis Godlike, God in his own Coyn to pay', 
a line which applies with particular force to James as 
the type of divine power. The California editors 
appropriately connect II.3OO-3O3 with the Character' of James 
at the end of the poem, which omits all mention of mercy or
charity Thus the criticism of James would be implied in
the contrst, and imbalance, between che brief 'mercy', anc
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protracted y^stio^ passages. But the background effect 
of repeated allusion to the essential divine characteristics 
of Rercy and providential wisdom shown in the birth of 
a mediator capable of restoring harmony to England seems 
equally important in creating a sense of insufficiency in 
the portrait of James, which relies on the other two divine 
attributes of justiosand power. That the same effect 
appears at the level of external and of internal reference 
merely indicates its importance in Dryden's conception 
of the poem.

Two details in the panegyric illuminate the King's
shortcomings with particular clarity. After demonstrating
that the lesser attributes of Gcd,

'B^sistless Force, and Immortality'^
do not by themselves constitute divinity, Dryden returns
to a greater divine attribute, justice; and claims that
it is inextricably connected with godhead:

' But Justimis Eeav'n's self, so strictly He,
That could it fail, the God-head could not be'.

The couplet immediately affirms the divinity of James's
characteristic virtue, while at the same time the second
line indicates that any remission of this virtue in
the Bing is 'so much of heav'n's image blotted' from him.
But it is also central to the poem's oprosition of divine
and regal attributes; for if true justice is identical wit^,
and inseparable from, Godhead, it must also involve the other
essendal attributes of the deity, wisdom and mercy, which
throughout Britannia Rediviva are absent in James but
present in the dispensations of Heaven. Apparently by
way of extenuation, Bryden goes on to mention obstacles in
the way of human aspiration to absolute justice:

'but life a^id State ,Are one to ^crtune subject, one to Pate',
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perfectibility.
The final line of the poem, addressed to James II, adds 

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

«Yoar self oar 3allance hold, the World's oar Isle', 
he is clearly appealing to James to act so as to preserve 
the perilous equllihriam of the state. At the same time, 
the introduction at this stage of the idea of balance 
touches on the crucial failure of James's character, his 
obsessive concern with translating his own piety 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.
The satisfactory ending of the poem is assisted by 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 
tk scales of Justice 'equal both to punish and reward', as 
he would have the king appear to his subjects. That the 
'blindfolding' of James by unscrupulous advisers resulted in

increased partiality, and net, like that of the emblematic 
figpre of Justice, in impartiality, is not irrelevant to 
the functioning of the image: the image, like the final line, 
is in a state of precariouseqilibrium between the desired 
and the actual, and thus appropriate to the tensions of the 
historical moment.

The problems which occupy Dryden in these political 
poems reappear in the imagined situations of Don Sebastian„
In Britannia Redlvlva D^yden had set up a soale of absolute 
divine justice, limited human justice, and tyranny without 
justice. The progressive unfolding of the plot in



Don Sebastian reveals these three standards of justice in 
reverse orher. and in forM. Moley Moluch's
court rests simply on force without justice. This permits 
a long-sustained and flattering comnarison between the 
tyrannical Bmneror and the Christian prince Sebastian 
(Acts I-IIl). The restoration of Sebastiap^^presents that 
of a humanly just society ; so that the revelation of his 
faults which comes in the final scene apnears as no more than a 
demonstration of his common human limitations measured by 
the Christian scale Introduced at this point.

The character of the hero himself represents, in 
part at least, an expansion of the material used in 
Britannia Badiviva. Sebastian's oustandlng virtues are 
held to be piety (mentioned in the preface to
the play,and derived from the hldorical character)^^; and 

justice, which is the chief theme of Boraxes introductory 
characterisation (Act scene i):

'Just as the scales of heav'n that ^eigh the seasons',etc. 
Indeed the general list of virtues in this passage - 

'Brave, pious;.generous, great and liberal' - 
oontans nothing that iC^yden had not at some time attributed 
to James, himself also a martial hero. Sebastian's 
tragedy, like that of James, arises from an unwilling^ss to 
concede his own human Insufficiency, which ultimately 
vitiates all his noble qualities. In tk working out of 
the plot the purpose of this similarity becomes evident, 
for Sebastian is faced with problems li^ those of James.

This is the case in the relatkh^hip between Sebastian 
and Dorax, which though it deals with no historical event, 
develops the theme of the imperfection of human justice

80.

found in Britanria Reelcuvrva. Dcrax has reb^êlled against
Sebastian's unjust condemnation largely because he believed



hia king to be at once essentially oanable of jnstice, and
gU-ij-L-y of inj^sb^oe as cne of g, os-i-iiclscl nantzality
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for Don Henrioaez
'Unblameable to all besides, 
He err'd to me alone".

In Doraz's submission to the rale of the totally unjust
Muley Moluch such violent subjective reactions of honour
are not involved because the possibility of justice is
totally e^nluded. A uanger of %hrch Dryden had more than
once warned James, as in Britannia Eediviva, II.3OO-303,
was that of alienating the moderate and obedient majority
of his subjects by the open display ^partiality for his
own co-religionists. Dryden shows Sebastian, unlike James,
as admitting and overcoming his partiality, in a much-admired

(12)scene with Dorax. The movement of thought in the scene is 
conceived in more detail than usual: when Sebastian confesses 
his error of judgement, and Doraz reaffirms the pinciple of 
loyal submission to the monarch, the imagery which Dryden 
finds appropriate is, significantly, that of a golden age 
restored. The solution of the problem is presented as an 
ideal one.

The point made by this scene is reiterated, if at a 
more 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 corrupting influence 
of individual will; of this influence his alleged mis­
judgement of Dorax is only one instance. The reduplication 
of the material sets it in the context of the play's broader 
moral teaching; for in the final scene Sebastian's error 
is related ;o the idea of original sin. His response to this 
revelation is again an ideal one: he accepts that, even for 
a sovereign, humility is necessary to salvation.
While there is no need to apply this scene
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as a judgement on the moral inadequacies of James II,

it does show how the 
mentioned in Britannaa Rediviva

atioUc of Iciiigl" virtue

Are one to Fortune yUuject, one to Fate') (11.257-358 ) 
might he transcended in the ideal ruler.

On the more literal level, the final scene of
Don Sebastian presents the audience with an ideal act of
a^dlo^tion. Two models for this incidenu immediately
suggest themselves. The one, negative, model, wnich would
he fresh in the minds of Dryden's audience, was tha
ignominious attempted flight of James II on the approach of

(12)William of Orange. Against the hackground of this painful 
incident Dryden has projected its inverse form, an abdication 
voluntarily undertaken by the monarch in furtherance of a 
positive purpose. This is not to suggest that Dryden was 
attempting to dignify James's action by providing a laudable 
motivation for such a course. Sebastian's exile bears no 
relation to James's comfortable family life under the 
protection of Douis ZIV; 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 
at least where he seems to have found corroborated, his idea 
of the moral value of abdhating kingly power: the reply 
of Milton's Christ, in Paradise Regained, to Satan's offer 
of earthly sovereignty, in which Milton rates the resigning

\ -Ln- J
of earthly power higher than the just use of it.
Thus in the conclusion of Don Sebastian the historical 
event provides only the negative precedent, while the signr- 
ficance of th3 situation is the produt of Dryden's idealising
rmagrnavion, perhaps aiu hv the example of Milton's

epic poem.



An oddly parenthetical passage in Act I scene ^ is 
most satisfactorily explained as an expression of Dryden/s 
preoccupation with the position of Janes II: interpolated into 
a scene glorifying Sohastian's rocolnticn in adversity is 
a discussion of the ^nnarch's responsihility for his subjects' 
sufferings in war, While rejecting the accusations of 
his captors, Sebastian accepts his duty of atonement before 
God:

'Not your false prophet, but eternal justice.
Has destined me the lot; to die for these:
'Tis fit, a sovereign so should pay such subjects'.

The solution is a convincing one by virtue of the unstated
analogy with the voluntary atonement made by Christ
(compare The Hind and the Panther, Part II, ]1.499-514 

itan^/seems to be deeply felt; The issue is one which had 
been presented in the year of the play's composition by, Os)
the sufferings of the joyal Irish in the Stuart causey
James, like Dryden's hero, was open to the charge of having
abandoned his supporters in their sufferings.
The passage . seems to offer Dryden's ideal justification
for the monarch in James'aposition.

Inspiration from the events of James^ reign is clearest
in the general moral design of the play, which in terms of
its discussion of monarchy is to present a duty of the
monarch higher than more acquiescence in the king's divinely-
bestowed status, his duty as an Individual Christian to
aspire to the divine virtues. It was to this higher duty

of the Christian monarch that Dryden had urged James in
his appeals for religious tolerance.

Dryden's polemical intentions towards his audience
are likewise very general; apart from the simple affirmation
of divine right, only the play's 'general moral' has any 
prescriptive political significance. Overtly a reminder of

83.
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origiD^l sin, as an 6%hortation to the aniience it cleanly 
refers to fntnre punishment for crimes as yet nnrepentea. 
Dryden apparently envisaged the eventual restoration of
the Stuarts, if not in the person of James 30 his veiled
threat to the supporters of rhe Eevolution is more

(
than a gesture of loyalty. In fact, because Dryden 
has treated the inherited sin of Sebastian and Almeyda 
as the tragic flaw which attracts sympathy as well as 
disapproval, this rather crude moral does not summarise 
the experience of original sin conveyed by the play, ihis 
makes its political dimension all the more obvious.

In this last respect the 'general moral' of the final 
quatrain resembles the other allusions to recent issues 
traced above throughout the play these readily,
perceptible surface allusions are never closely 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 its smaller 
parts;

'besides the general moral of it, . . . there is also 
another moral, which is couched under every one oi the 
principal narts and characters , . . . And there may 
be also some secret beauties in the decorum of parts, 
and uniformity of design, which ^y puny judges will not easily find out'. ( )

The existence of parallel discussions of rebellion indicated
in the preceding chapter tends to vindicate the poet's
Claim, at least as far as the general organisation of the
action is concerned. ^o it is not unreasonable to surmise
that when Dryden makes constant use of political allusions
the de^^ce is functional and not simply habitual, and
that theyQf%:intended as an integral part of the ^
argument. Given the fragmented nature of the play's



political content, this involves the assumption of a 
dominant non-political context in vhich the final dramatic 
statement is not merely a reiteration of the tneory of 
divine right. It is obvious that Dryden's polirrcal 
allusions in Don Sebastian have an immsc^aue function as 
imagery, creating a general awareness of a political 
dimension, and evoking responses appropriate to different 
moments of the action. The organisation oi promirent classes 
of imagery around a pervasive but recondite central metaphor 
is tynical of Dryden's shorter poems. (It is illustrated 
by Roner’s explications of poems as diverse as The &oddlt 
and the Epistle to Oharleton 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 t^ original theate audience 
cannot be estimated, in view of tk cutting of che stage 
version.

The most prominent class of imagery in thrplay apart
from the political is that derived from religious experience.
Two contrasting treatments of this ar%of imagery and(19) _ (20)
analogy in Don Sebastian, those of Jefferson and King , 
stress its importance, but neither gives it much credit, as 
8, cohesive force. Jefferson's article rs chiefly concerned 
with Identifying in Don Sebastian some characteristic 
features of Dryden's imagery; accordingly, although useful 
comnarisons are made with religious imagery in other works, 
including The Rind and the Panther, all issues of dramatic 
function are avoided with an appeal to the idea of decorum. 
Ring, whose chapter on Don Sebasuian is the most useful in 
his book, is interested in establishing the pluy as Dryden's 
most successful stage work, and gives some attention to
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the language of religious experience in ths relationship 
of Seoactian a: 
significant part of the plot.

at different structural levels in t^play, and it is there 
fore worth considering whether its language does not 
constitute a mode of relation between general import and

86.

surface ailusio One obvious feature of religious allusion
in Don Sebastian is that it reduplicates the hierarchy of
styles discussed earlier; this is not unimportant, since the
functions of these different levels^ as well as their
distribution, vary. The use of religious language for comic
effect in the sub-plot involving the Mufti has already been
noticed. In the serious plot it has a counterpart in the 

incidentalinnumerable/references to Heaven and Hell, conceived in
Classical and heathen, as well as Christian.terms, which

(21)
are a constant reminder of a spiritual dimension in man.
An extension of such incidental allusion is the type of
imagery, traditional in the heroic drama, which associates
the protagonist with the more spectacular features of the
natural universe. While hardly re3gicus, such imagery
could be termed pantheistic, since it suggests a numinous
element common to man and the forces of nature. In
Don Sebastian it is anrlied indifferently to all the regal

(22)characters: thus the defeated Sebastian is 'a setting sun^,
or Muley Moluch's passion for Almeyda is as irresistible as 
'a spring-tide, blown in'.

Such pantheistic imagery must be distinguished from 
the more highly organised imager} of man's nature developed
.n the earlier nari o% uon Seoasi^an ine worKings



of this second level of religions imagery are test shown
87.
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Act III, scene ii, Jefferson, discussing Dryden's eccentric
,1 to the contrast in this scene

between Almeyda's conventionally romanesgue view of death;
'How can we better die than close embraced,
Sucking each other's souls while we eznire?
Whioh^. so transfus'd and mounting both at once,
The ssnts, deceived, shall, by a sweet mistake,
Hand up thy soul for mine, and mine for thine'.

and the crude threats of Muley Moluch:
'HO, I'll untwist you . . . .
'bet him. mount 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.'

The latter he sees as instances of 'subversive' and
'incongruous imagery, observing that

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

Muley Moluch's vigorous 'untwist' effects a sudden transition
from the ideal to the physical embrace,as also from
intertwined to brutally simple syntax; this underlines
the oppositicn between Almeyda's view of her passion as a
function of the soul envisaged by means of a physical metaphor
and the Emperor's idea of g purely physical connection.
Dryden clearly relishes the opposition: it is immediately
repeated, though in a plainer form. Almeyda paraphrases
a famili^' text -

'Thou wilt not dare to break what heaven has joined?' - 
ATT) Muley Moluch turns the sacramental link into a material
chain with his reply:

'Hot break the chain: but change a rotten link,
And rivet one to last.'

Perversions of accepted ideas analogous with this of the
Emperor's abound in the speech of immorsl cnaract:

L'liC: : -J-. J lion'a^dexamples are
Benducar's inversion of the vine and poplar marriage topos.
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These differ from the inventive subversive expressions 
instanoed by Jefferson^in that they draw attention to their 
expected alternatives. Although much of the extravagant language 
of the play may be said to exist f^its own sake, such contrast of 
language effect a sustained, if intermittent, differentiation 
of moral attitudes.

The full range of contrasts in the dialogue of Act III
scene il is not brought out by Jefferson. The
'unequivocal seriousness' of which he speaks elsewhere is
also evident here in Sebastian's valuation of death:

'We shall be one again in thy despite, 
life is but air.That yields a passage 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

( \invites consideration of Dryden's king as a Stoic hero.'
The antithesis between these two types of imagery for man,

Mpley Moiuoh's and Sebastian's, persists as means of contrasting(%d )
the two characters throughout the first part of the play.
Imagery expressing Muley Moluch's debased view of human nature is 
dominant, and there is much of what Jefferson calls 'body-soul' 
Imagery:

'comic or near comic Imagery of the creation and generation 
of the human species and of the reladon between soul and 
body, in association with other Images of similar tendency'.

As used expressively by Muley Moluch and Benducar this language
produces an effect different from that produced when it is
Used satirically by Dorax to describe the Moors.

Descriptions of the soul as 'a body in a body' or of thoughts
as a 'close]abyrinth'^ suggest" the coherence of the soul with
an essentially material being. The connection is explicitly
made in the passage quoted above, where Mudey Moluoh expects



Sebastlan/s soul to 'languish' anl 'sicken' if deprive! of
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often ezuressed in terms of inanimate or dea^ rather than 

matter, Benduc^is the chief exponent of this 
conception of the human being as machine, notably in his 
last interview with the Emperor, in Act IT. Earlier in 
the same scene he summons up his courage:

'Now heart.Be ribbed with iron for this one attempt;
Bet ope thy sluices'.

^ater, he soliloquises on Borax's unexpected survival:
'How has this poison lost its wonted way?
It should have burnt its passage, not have lingered 
In the blind labyrinths and crooked turnings 
Of human composition'.
Such imagery aptly illustrates the domination of the 

characters who use it by their largely physical instincts. 
Jefferson makes a perceptive summary of Dryden's interest 
in this distorted type of Imagery:

'he enjoyed the distorting effects of current materialist views on the traditional conception of man's spiritual status'.
Ihis^ applies to the broader lines of characterisation in
Dryden's plays as well as to verbal details. The use
of materialist imagery 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 Muiey Koluch. In,
Act II,scene i Sebastian implicitly places the Emperor among 
the beasts with his plea

'the she's even of the savage herd are 8afe\.
Almeyda makes the placing explicit:

'hove is for human hearts and not for thine,
Where the brute beast extinguishes the man'.

h' c V/ _L ariations of the



of the lion as king among beasts, ^blle the other
characters associate him %^th snch creatures as the 'viper', 
'mionight ^olf, or Gorgon' .

But in the imagery used by Sebastian the rational or 
intellectual aspect of man's nature is dominant. On his', 
first apnnranoe, Sebastian replies to the Emperor's exclamation:

'What shall I do to conquer thee?' 
with an assertion of the superiority of the intellectual being:

'Impossible: souls know no conquerors'.
Bis valu^ion of death has already been cited above, and the 
brand of Christian Stoicism which he both advocates (when 
Almeyda proposes suicide) and practises(when sentenced to 
death by the Emperor) furthers the view of man as essentially 
intellectual being. Where Sebastian's view is juxtaposed with 
that of Muley Moluch it is clearly the more annealing and 
invites the audience's sympathy.

The account of the physical nature of man given by this 
view is an idealised one; although subordinate to the soul, 
the body is seen as being in harmony with it. Accordingly,

Kuley Moluch Infers the quality of his captives' souls 
from that of their bodies:

.This is the porcelain clay of human kind,
And therefore oast into these nobk moulds'

Sebastian regards the body as the secondary structure:
'she's a templeSacred by birth, and b^tlt by hands divine;

Her soul's the deity that lodges there;
Nor is the pile unworthy of the god.'

His image has biblical overtones; occurring as it does 
in a 8Ge%showing Almoyda's power over the two contrasted 
monarohs, it also recalls Adam's description of Eve to 
Raphael (in Paradise Host, Book Till, 11 . 557-559) :

'Greatno: of mind, and oblencss, their seat
Build in her loveliest, and create an awe
ADOar ner. as guaru angeuac oaac'd. (I?)
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/^though the theory of the primacy of the eoul is so much 
more attractive, he t^o vieve clearly repreeert alternative 
distortions of the traditionally accepted antagonistic dualism
r;. -P Im. A -7 nA )Ul. The gr .nenco mate .alistic perverted
Imagery in Don Sebastian can be explained by several factors.
One is simply statistical; the materialistic imagery of man 
has, as was indicated above, two uses, and it is appropriate 
to the milieu which provides a foil for the hero's isolated 
and exceptional virtues. And because the supremacy of the spirit 
is by no means an easy conception to realise in dramatic form, 
(witness the rather strained tone in Sebastian's first annearance, 
before a context of incident is established), ^^yden's habitual 
enjoyment of grotesque and vigorous imagery tends to provide 
the dominant effects. A more fundamental reason for the 
importance dTmaterialistic perverted imagery would seem to 
be that in the action of the play, if not in the avowed 
intentions of the characters, the supremacy of the sprit 
is compromised.

One product of the intellectual theory of man is
Almeyda's description of her passion for Sebastian:

'Mine is a flame so holy and so clear,
That the white taper leaves no soot behind;

smoke of lust; but chaste as sister's love,
When coldly they return a brother's kiss.'

But against 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 flames,
^hat their eyes sparkled, and their mantling blood 
Blew flushing o'er their faces.'

Although the audienceallow for distortion in the report of 
a disappointed rival, some reaction to the intensity of 
Benducar's description is inevitable. in the language of
the hero himself at this stage there is some



hint of discrepancy between the ideal which he generally represents 
and the personal sentiments exvreased. Both Jefferson and 
Bdng remark on Sebastian's cnrions expression of lethargy
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un nia ^xt arnearance 111. ccene ii
'%y sense has been so deeply plnnged in joys,
The sonl ontelept her honr'.

This in fact anticipates Bendncar's diagnosis of the amorons 
Emperor's slnggish state in Act IT scene ii. As both critics 
remark, the hero's langnage here falls to the evidedly corrupt 
level of the Emperor's, and they suggest that this is appropriate 
to the guilt which he has incurred by incest. Certainly this 
alteration in the hero's language indicates an alteration in 
his moral state, and precludes the interpretation of the final 
revelation of his guilt as an unjustified disaster. But in 
the context of the whole play the association ^physical and 
material imagery takes on a rather different aspect. If, 
as the fable of the play indicates, Dryden's indulgence in 
gross and material imagery of sexual relations ig
connected with a distrust of powerful sensual passions, 
then the attribution of incest to the hero is really 
a dramatic rationalisation of this distrust. It is in 
accordance with this that Sebastian's incest should be presented ^ 
not as an end in the development of the tragedy, but as the ground 
of the religious analogies which are Introduced from this 
midpoint of the play.

The image used to articulate the ohage in the hero'soccurs
moral state is that of the last Judgement. ^Bt / on the 
hero's first appearance to express consciousness of virtue:

.Benduoar: 'Sure he would sleep.
Sebastian; Till doomsday, when the trumpet sounds to rise;

Eor that's a soldier's call' ^
In Act II scene ii it expresses an antithetical state of 
sinful unreadiness, though retaining its original military
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terms:
'2ot the last sounding could surprise me more,
That summoas drowsy motels to their doom,
When called in haste they fumble for thdr limbs,
Ahd tremble, unprovided for their charge.'

On its first appearance the image is part of Sebastian's^
solemn vindication of his defeat in terms of a Christian ideal
of monarchy, to which defiance of the tyrant is merely
incidental. On its second appearance it refers to the
Emperor's unexpected approach, and fleetingly identifies
the heathen tyrant in his relationship with Sebastian with
the Divine Judge- a mohstrous inversion of the moral situ ation
in which the image was first introduced.

Clearly, Dryden intends the marriagwith Almeyda tc be seen
as a crucial lapse on the part of his hero. The
encounter of the two morarchs in Act scene ii presents
the last opposition between Sebastian's transcendodal and
Mrley Moluch's materialist language, necessarily since the
antithesis is falsified by Sebastian's lapse into self-will.
There is at his point no resolution of the contradiction
between their two views of man; instead that evaluation
is taken over by analogies of familiar import.

A new emphasis appears in single images after the
(zgOrestoration of Sebastian : the characters describe their 

states of mind chiefly in images of action, such as 
Alvarez' 'like a father, who himself had soaped/ A 
falling house' and 'i^ on shipboard, 1 should see my 
friend/Grown frantic in a raging calenture'; Sebastian's 
'I should break through laws .../And think them cobwebs' ; 
and Almeyda s 'my honour, like a rising swan ... proudly 
plough the waves'. These dynamic images are adapted to 
the process of revelation and accompanying development 

of self-knowledge in the chief characters,which is the



subiect of the final Act, That imagery based on opposing 
sets of assumptions about man should be replaced by imagery 
of a progressive nature is a reflection of the conclusion 

j.c,i kyj yie VJ-C^'; that gurtt must be purged by a process 
of expiation, and thus that the nature of man is susceptible 
of transformation.

In addition tpihe last Judgement image discussed 
above, the earlier part of I^n Sebastian contains scattered
references to Christian contexts which carry an implicit

(32)valuation. But the treatment of Sebastian's situation 
in Act III immediately suggests an extensive mythological 
parallel, that of the Fall of Adam. ; Dryden connects his 
hero's downfall with sensuality as well as pride, and Almeyda 
anpears as both catalyst and temptation. This connection 
has already been made for the more explicit final act of 
the play , but there is an important qualification to be made: 
the version of the Fall used in Bon Sebastian is that which 
had proved fruitful elsewhere in Dryden's works, and Sebastian's 
fal^ like Borax's, is recognisably Miltonic, though in a few 
particulars it seems to derive from Dryden's own reworking 
of the themes of Paradise Bost^rather than directly from the 
epic.

The shift in Sebastian's attitude to Almeyda from 
his commendation of her to the gmperor in Act II ('Her 
soul's the deity that lodges there') and his boast to 
the Emperor in Act III ('For such a night I would be what 
I am') is clear enough. It can be explained as mirroring 
the kind of change in relationship ^md rhetoric which
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occurs in Milton's Adam and Eve as a result of the Fall (^4^)

Anu the first information suggesting change in Sebastian
a ^n ^^8 account oi tne marriage ceremony,
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desire or consequent act of incest. In locating Sebastian's 
error in a decision of the intellect Dryden is again

(35)following the Miltonic pattern. That Sebastian allows
his better lodgement to be overcome, like Milton's Aiam,
is evident in the interview with Almeyda ( in Act II) which
precedes his lapse. Dryden's hero, like Adam, isforewarned
of the danger, and by supernatural as well as natural means.
The warnings are rehearsed, but discounted. (This device
recalls God's announcement of intention to Raphael in
Book V of Paradise lost: Adam must be conscious of his
responsibility for sin,

'Best wilfully transgressing he pretend 
Surprisal, unadmonish'd, unforewarned.')
In the epic, the Pall is already foreshadowed when,

after her Satan-insnlred dream, Bve acquires the art of
(36)casuistry, and Adam accedes to her demands. This stage 

too is represented in the Interview between Sebastian and 
Almeyda. When the prohibitions against the marriage are 
argued away on the grounds of superior knowledge - 

'He knows not
Thou art a Ohristian: that produced his fear' - 

and the horoscope dismissed as 'impossible', one is 
reminded of Eve's reasoning:

'our foe,
Tempting, affronts us with his foul esteem
Of our integrity: - his foul esteem
Sticks no dishonour on our front, but turnsPoul on himself: then wherefore shunn'd, or fear'd.By us? who rather double hanour gain
Prom his surmise prov'd false; find peace within,
Pavour from Heav'n, our witness, from th'event.'

Closer parallels of this thought occur in the final scene,
which deals explicitly with t^^ mauvap u± raV’'. "!■' V"- r.c 4* "V* -P -j" Tq H H , when
Sebastian and Almeyda reject Alvarez' charges that the
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(5?)erred in discounting the prohibition. " ^he reasons 

given by Sebastien rn this scene a&niiiy tnau cuuLed 
above. There are other parallels between the two scenes which 
tend to align both with the hhltonic account oi ino lalj^ 
into sin. Prominent in both is an element of pride in 
natural endowments, beauty (in Act II scene i) and noble 
descent ( in both scenes). A similar self-deceiving pride 
is'seen in Milton's Eve when she accepts the .serpent s 
flattering valuation of her (in Book IX, lines 532-548, 
and prefigure! in her account of the Satanic dream in Book V). 
And the conclusions which:satisfy this pride are patently 
specious: Sebastian offers, and both lovers finally^ 
accept, an argument which denies his previous assertions 
about the primacy of the spiritual faculty in man:

'Thou can'st n^die unperjur'd,
And leave an unaccomplished love behind . . ,
'The ties of minds are but imperfect bonds, 
unless the bodies join to seal the contract.'

This argument forms an extension of the Ohristian-Stoio
denial of suicide, and thus partakes of its force. In the
final scene the conjuntion of speciouslreasoning and a
Ohristian view of suicide again occurs. When Sebastian's
claims of innocence are finally overcome by Alvarez' proofs^
he decides to resort to suicide. This resolve itself
embodies specious reasoning:

('Ye cruel powers,
: Take me, as you have made me, miserable;
You cannot make me guilty; 'twas my fate,
And you made that, not I.')

The suicidal intention, which in this context constitutes 
the denial of the burden of original sin, is again averted 
by a character reasoning on a superior level* earlier
scene the shift was from Almeyda's pagan reasoning to 
Sebastian's Ohrisrian Stoicism: in the later it is from 
a pagan Stoic to a fully Christian view of the issue. But the



co^janctioa of themes is an inverted one; where the 
fatalistic denial of snicide in the earlier scene led to 
erroneous conclusions about the nurnoses of life, in the 
later scene bhe consequenues of such conclusions are, 
redeemed hy the hero's adoption of a Christian view of 
guilt and suicide. Thus there are close and complex 
thematic connections between the scene which presents 
t^ expulsion stage of the Fall analogy and that which 
has been claimed as revealing the preconditions of the 
Fall in the chief characters.

In the post-Eevolution phase of the play, where the 
Fall analogy is made explicit,Miltonic details continue 
to appear. To depict the relationship between Dorax and 
Sebastian Dryden utilises the material of the earlier books 
of Paradise lost. The court of Portugal is equated with 
the pre-existing perfect society of the court of Heaven, 
marred by lucifer's jealousy of the favoured son. Dorax^ 
challenge to Henriquez introduces a hostility which leads to 
his expulsion; the analogy with lucifer's fall is 
completed by Sebastian's claim that he had foreseen all, 
the consequences of borax's rebellious pride:

'I knew you both; and (durst I say) as heaven 
Foreknew, among the shining angel host ,
Who would stand firm,.who fall.'

Hod's foreknowledge, both of the result of the War in
Heaven, and of Satan's future intentions towards the new
creation, is a function of Milton's interpretation of the

(39)Genesis myth. The resbred court of Sebastian is next
described by Dorax in terms of the second created socieby 
by means of which, in Paradise host, t^ defection of Satan's
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from their earthly paradise. Milton's two divine
the Son. and Michael, have eC r; (j Li.j_ V c:i. ,u 3n%:

Dryden's Alvarez and Borax. By Alvarez Sebastian and
Almeyda are first hronght to understand their guilt (as are

(10/
Adam and Eve in Book Z of Paradise lost). Rather as 
Michael leads Adam to the top of the.mountain to show him 
the universal consegances of his lapse, Dorax is said to 
lead Sebastian by his reasonings to the brink of hell:

'Oh thou hast given me such a glimpse of hell . . .
'That looking in the abyss, I dare not leap.
And now I see what gpo^thou mean'st my soul,

. . .'thou hast indeedAppeared 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. like Milton's Adam, he is then able to accept
t^ need for physical separation from Eden (that is^ from
those things which constitute the 'paradise' of Borax's
recent image: the ideal social order of the redored
Portuguese court, and Individual happiness in his wife and
friends) as a precondition of attaining the 'Paradise within-

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

Finally, at the moment of parting Borax draws the landscape 
of the expulsion:

'you must go,
Where sea^ and winds, and deserts will divide you.
Under the ledge of Atlas lies a cave,
Cut in the living rock by Nature's hands'.
When Bryden made his adaptation of Paradise lost for

the stage, he skirted the subject of Satan's unbounded
capacity for evil by insiding on precise motives. On the 
one hand, he emphasised Satan's territorial, or political 
jealousy of the new oredion; on the other he connects Satan's 
jealousy of Adam and Eve, in typical heroic fashion, with 
the attraction of Eve's beauty.In Boom T of



Paradise tost Kilter represents Satan as resenting the
fact of being ezlnded from the nossihility of companionship.
In Don Sebastian, the motivation mhlch served for Dryden'a
Satan does dnty for Bendncar; the statesman is jealous
both of his master's power and Almeyda's beauty. The
character is already associated with Shaftesbury ,
and thus quite naturally with Satan. He fulfils the Satanic
function of tempter with Muley Zeydan ^ud Dorax, as well
as with his master, but he is not directly Involved in
ths play's main ^all analogy, so that his Satanic function
could almost be regarded as an off-shoot of his political
function. But at t^only point when he is brought together
with Sebastian he is, quite gratuitously, assigned the
role of tempter.in order to provide a basis for the vindioatlon
of Sebastian, so that here his function is andogous with
that of the Satan of Paradise Regained. And since Dryden
preserves ths Miltonic discrimination between the two
manifestations of Satan, as glorious rebel angel ani as

( )
disfigured traitor , it may be assumed Benduoar's Satanic 
aspect is not to be thought of as merely consequential.

The last section of^Aot IT applies the analogy of 
Bucifer's Pall to the rebellion of Borax in some detail, 
but before this point he has been characterised as a rebel 
of the proud and resentful type, and, ine^ interesting scene 
with Benducar in Act II he distinguishes between his o^h 
variety of treason and Benducar's. The former was the result 
of an open antagonism -

'I but accepted war, which he denounced' - 
and rather resembles Bucifer's open rebellion in Heaven ^ 
Benducar'8 covert betrayal of trust is linked with Satau's
treason againsc the human pair by Borax's prediction of the 
contempt of bell which echoes the 'dismal universal hiss '
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T7 :h greets the returning Satan in Book Z (11. 504-509).
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Although Dryden Is clearly following Milton's account

of the genesis of sin^ his attention ig focussed on the 
figure of the royal hero. This fact, and the principles 
of decorum peculiar to the heroic drara, ezplain the 
comparatively passive role of Sebastian's partner in guilt*' 
Between the aims and methods of the tragic tradition in 
which Dryden is working and those of a structure of analogy 
designed to enforce a moral perception.there is naturally 
a wide divergence. This appears as an uneven^ss of intention 
in the play. Host obviously, Acts II and III of Don Sebastian 
introduce tentatively the analogy of the Ball, while the 
action is directed towards the revolution catastrophe, and 
the traditional heroic forms continue to create the dominant 
effects. At the end of Act III, Almeyda is reduced to 
begging the tyrant to spare Sebastian's life, 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 effect of their lapse, 
it relates more obviously to the familiar class of scenes 
portraying unrelenting tyrants and heroic lovers in extremis. 
Indeed, certain elements of the play, notably the character 
of Moley Moluch, have no place in the scheme of analogy; ' 
and it is only when these are removed/with the revolution 

of Act IV that the analogy of the Fall and Redemption 
becomes comprehensive and eminently explicable. From this 
point, too, dramatic incident cease to occur. But even at 
this stage one cannot speak of a rigorous application of 
the analogical material. The 'Ducifer' of Act IV is redeemed 
and becomes the guardian "angeB of Act V. Act V itself only 
;dramatises the expulsion from the earthly paradise; ,but 
together with the last section of Act IV it runs through the 
analogical material from the fall of Duolfer onwards.
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^^yden'8 habitual reliance on familiarity with the

i. f-* f * I : on the affective value of
an elliptical reference to it, is one factor which muct he
taken into account. But the reason for his curious arrangement
of analogical material must also he sought in the total moral
economy of the play. In the pre-revoltion stage of
Don Sebastian, as Rothstein noints out, a self-indulgent. ------------- _
pagan ^orld is depicted hy the suh-plot. Its extremely 
simple moral order is not susceptihle of development, and 
it is clearly a complement to the morally responsible state 
finally posited hy the drama. . In the first stage of the action 
the characters of the main plot on the other hand constithk 
a sort of moral chaos, which is perfected hy 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 superseded hy the constructionsb initio 
of a strictly Christian cosmology^with its pre-existing 
Heaven, earthly paradise, and double Pall. It is within 
the terms of this cosmology that the moral problems already 
raised can he seen to he solved. The succession 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 oonvic&ons. Stated thus, the organisation of 
Don Sebastian can he seen to involve a varidy of Dryden's 
typical persuasive techniques on the moral as well as the 
political plane. If one attempts to relate the 
play^ political to its moral conclusions the role of 
skilful suggestion in producing the audience's final 
impr'esslon ' becomes evident.

Parallels between political and individual life are 
built into the stiucture of the play, as has already been 
pointed out, and they are also implied by the exhortation



of the final quatrain. In King's diacnosion, the analogy
of the Pall occnpies a prominent place, hut is related only
to the hero and heroine, in accordance rith an Interpretation
of the tragedy which stresses the inuividnai level of the
action. In fact,the basic analogies of the Pall and Eedhmption
already formed part of Dryden's stock in trade for polemic verse,
since the patriarchal government of adam was frequently invoked
as the ideal form of monarchy, particularly hy the supporters
of the Stnarts. ^ryden makes extensive use of it in The Medall ,
where the false state to he set up hy the seditious Shafteshury
is eauated with a monstrous new creation. A theatrical
prologue addressed to the Duchess of York on her return(&^)
from exile in Scotland comhines the idea of the first , 
creation with that of the renewal of creation after the Plood.
The first hook of The Hind and the Panther contains an
important passage establishing the parallel between Adam's
and earthly rule (lines 250-230), while in Absalom end Aphitonhel
there occurs a short passage particularly relevant to
Don Sebastian^whloh uses the example of the inheritanoe
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' :

'If those who gave the Scepter, could hot tie 
By their own Deed their own Posterity,
How then coud Adam bind his future Race?
How could his Porf&At on Mankind take place?
Or how coaid heavenly Justice damn us all 
Who ne'er(pnsented to our Pather's Pall?' ( 11.769-774)

Other poems in which the Pall analogy cr the material of
(4%)

Eden play an important part are discussed by Roper.
With so much evidence of the political dimension of the 
Pall analogy in Dryden's non-dramatio verse, it would 
SGom perverse to ignore it in Don Sebastian. Indeed, the 
scene between Sdastian and Dorax at thr end of Act 17
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spells out the interdependence of the personal and political 
a^pecte of Sebastian's restoration.

The general implication would seem to be that the political 
fall, like the fall of Dorax, is reversible. It has been sho^n 
that the image appears with this sense in the earlier political 
verse of Dryden. The idea of the political fall as
reversible is both appropriate to Dryden's vague hopes of 
a Stuart restoration, anJ necessary to the final exhortation 
to reform inasmuch as it alludes to the collective guilt 
of Dryden's countrymen. The examples in the play of a 
rebellious people, the Moors, and a rebellious subject,
Dorax, redured to the proper re^tionship with a legitimate 
monarch reinforce this optimistic view; and serve as a 
model to the rebellious English.

This is the main impression left by the end of the 
political phase of the action. But the desirable suggestion 
tnat political rebellion is reversible, even if only through 
the redemptive offices of a heroic figure, is undercut in 
various ways in the final Act. The remaining characters 
explain in detail a political settlement, but this^ since
it depends on non-heroic rulers, and falls below the ideal 
level suggested by previous allusions to the earthly paradise, 
cannot appear either final, or entirely satisfactory.. Under . 
such rulers as the ambitious Portuguese Cardinal and the 
weak erstwhile rebel Moley Zeydan there seems to be no guarantee 
of an end to the state of political flux depicted in the play.
The unsatisfactoriness of the conclusion results directly 
from the fact that the monarch presented as most nearly approaching 
the ideal has relinquished the political stage unworthy 
of his highest efforts:

'A sceptre's but a plaything, and & globe A bigger bounding stone' ,



At this poini Dorax compares him favoarahly with the ambitious 
Oariiaal who will assume the throne: ^hile Sebastian has 

*A soul fixed high, and capable of heaven',
Lhe(Ordinal is ropLesentcd ac eager to leave his religious

Jsolitude ('not so far enamoured of a cloister', etc.).
And the higher virtues which Sebastian will cultivate in 
his solitude are thos^belonging ^ the spiritual development 
of the individual, which thus, by implication, are incompatible 
with the active political life of the hero. In order to 
'live alone to heaven' he must 'die to' his previous passions 
and concernments.

At this point Dorax too expresses the desire to abandon 
his active role. Throughout the play he has been shown as 
fulfilling the redemptive function of the satirist; he has 
been the agent both of Sebastihn's restoration and of his 
regeneration. Thus in the final scene, both the heroic figures 
depicted as capable of improving society prepare to detach 
themselves from it. This conclusion supports the curious 
splitting of the heroic function in the earlier part of the play, 
where Sebastian was represented as isolated from the politidal 
activities 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 
yet represented as regenerate.

The positive value represented in Sebastian's resolve, 
the adoption of the goal of spiritual perfection, may be intended 
as a universal prescription. Dryden coul^ theq, be taken 
as asserting the oomparative irrelevance of the political fall 
or reduction. But even this is a less decisive conclusion than 
it Appears at first sight. Individuallesponsibility for sin 
is emphasised, but this rocogniticn is presented as the 
highest achievement of the heroic monarch, and even his fate
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and ^111 still be, in the belancer And the goal of 
spiritual perfection (as apposed to regeneration understood 
in a human and social sense) entails separation from the 
normal course of human life. It is possible to mitigate the 
rigour of this conclusion by claiming, using the analogy of 
Oedipus, that Sebastian's is a special case: that he is 
marked out for punishment by his sin of incet. But that 
is not how Bryden uses the Oedipus myth; it is invoked only 
in the dramatic form given by Sophocles, to justify the 
treatment of incest on the stage, and the use of portents in 
Act II. The effect of the structure of dramatic repetition 
involving Muley Moluch, Dorax and Sebastian, and still mere 
of the use of the material of the Pall, is co suggest that 
the fault of arrogance and self-deception is universal; so 
that Sebastian is merely a pre-eminent exemplar of a general 
predicament.
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CHAPTER IV: SUBJECT AUD STRUCTURE iR CEE0MEUE3.

Scotty ^Eo enthuses over Don SeUastlan, finis Cleomenes

'in truth being only the question whether Glccm^nes 
should or should not denart upon an expedition, which (a) 
appears far mPre hazardous than remaining where he was/

This lack of 'great events' in Cleomenes possibly disguised 
from Scott the fact that the great issues of both plays are 
almost the same. The similarity of the premises on which they 
are founded is displayed in the initial stages of the action. 
Both arise from the recent defeat of the once invincible 
prince and hero, a defeat which has entailed his subjugation 
to a weaker king, and exile in a foreign court. Initially, 
at least, the defeat is represented as fortuitous. At this 
stage in the drama the heroic convention demands that the 
hero's reputation as a military leader be established. A 
defeat ascribed to hostile chance, although clearly incompat­
ible with the traditional claim of the acti^hero to control 
fate, does not interfere with this function nf the exposition; 
and, particularly when it is merely narrate^ it is not 
unacceptable as the pretext for an interesting dramatic 
situation. In Cleomenes, as in Don Sebastian, the audience 
is eventually shownthat the initial defeat is more than a 
pretext, and that, by the terms of reference established 
in the course of the action, it is actually fitting. This 
kind of play on conventional expectations of the heroic in 
drama indicates some community of strategy between the two 
contrasting tragedies.

The m^chod of exposition is also common to both dramas.
The main business of this stage of the action, a prolonged (Ue, 
parurcularry in Cmeomenes, ig to enforce by various means



a contrast tet^oen the defeated hero and his evidently inferior 
cantors. A scene which descrihes the hero's past prowess 
and shows by iDnlioation the degeneracy of the tyrant's 
conrt Is followed by one which realises the sao^ information 
in a confrodation between hero and tyrant. Before the hero 
is introduced into the alien court, its workings are 
fully displayed.

Scenes between solitary heroes and powerful tyrants are 
frequent enough in heroic drama. In Don Sebastian and 
Olecmenes, however^ a variation on the standard form of the 
device appears; tne audience's perception of the hero's moral 
ascendancy in the encounter is reinforced by a similar _ 
perception on the part of the hostile characters. Both 
tyrants, recognising their own inferiority, puolicly own 
their admiration for the e%led prince, and are compelled to 
change^heir policy towards him. Ptolemy and his advisers 
abandon their idea of using Cleomenes as a hireling^ while 
Muley Moluch is moved to treat Sebastian as his equal.
As Muley Zeydan and Gleanthes are made to observe, this 
deference to superior virtue can hardly be sustained.
The encounter is in both plays an Instance of abortive 
incident. Apart from dramatising expositofy information, 
the tyrant's isolated noble action suggests the possibility 
of restoring the ideal order of the heroic world under which 
virtue enjoys a political and military, as well as a moral, 
triumph over vice. Attention is diverted beyond the immediate 
dramatic question of the restoration of a prince to the issue 
of the divorce between virtue and political power.

The varying kinds of diction developed to this end 
in the opening scene of Don Sebastin have already been
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I o ;discussea, In uleomenes a hierarchy of diction



is set The main division is between the language
associated with Spartan ideals and the hero's past life.
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and the language of Egyptian politic; The high style, as a
emulated by all aspirants 

to heroic stature, is absent; unlike the l^ors of Don Sebastian,
(c)the Egyptians have an idiosyncratic diction. Its main 

characteristics are the absence of highly charged expressions 
and use of formal phraseology,and frequent dislocating changes 
of direction within speeches. These make for alternately 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 pleased to sign these papers; they are all 

Of great concern.
Ptolemy; My pleasure is of more. -How I could curse my name of Ptolemy!

Por 'tis so long, it asks an hour to write it.
By heaven. I'll change it into Jove or Mars 
Or any other civil monosyllable 
That will not tire my hand.'

This passage also gives an indication of the dramatic usefulness 
of such a style; belonging chiefly to scenes of disputation, 
it reflects the quality of Egyptian action in the drama, the 
perpetual shifting of the two intriguers, Sosybius and 
Cassandra, and the ignoble interests of the court. At the 
same time, the transparency of the style makes it a good 
vehicle for the implicit Juvenalian 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 antithesis of the Egyptian style, It
is capable of more sustained movement, shows greater vigour
and dignity, and uses traditional imagery with classicising
effect. A]though its chief representative is the hern, it
is reflected with decorous variation in his entourage, thus 
extending the contrast between heroic and degenerate character 
from the individual ruler to tha rati oral
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Gleanthea, the loyal Egyptian friend, belongs to the linguistic
gronp associated ^ith Snartan valnes, and this provides a
.nsefdl contrast of manners in thos^^cenes where he appears

(with his Egyptian father.
The language of the hero and his companions is itself 

divided into a diction connected with heroic activity or 
sentiment^ as in the image of death given to Oleomenes:

*yet I will not go to 
Without a noble ruin round my trunk;
The forest shall be shaken when I sink,
And all the neighbouring treesShall groan, and fall beneath my vast destruction')^ 

and a diction used for commentary on the Egyptians,
(at its most extreme in Cleanthes'

"Thou should'st have brought 
A soft nad strumpet for our monarch's use;
Though, thahed be hell, we?ant not one at home, - Our mater's mistress, she that governs all').

The difference between them is primarily one of tone, since
both are recognisable 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 Oleomenes 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 heroic 
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 tyrahu 
the structural resemblances between the two cease.

Don Sebastian has been shown to contain three



IIU.
related typed of structural patterning, repetition of 
form, within the Act, with alight variation, comhination 
of structured Acts to stress the climax of revolution, and 
dissociation of the action into two phases dealing oroadly 
with communal and individual variants of the common theme of 
revolution. It has been suggeded that this constitdks 
a persuasive structure.

In the case of ^leomenes^ the situation is very different. 
Any account of the play^s structure must begin from a feature 
established by the first Act, the uncompromising centrality 
of the titular hero. The play opens with a monologue, and 
characters are gradually introduced in dialogue with the 
hero; the presentation of the Egyptian court in Act II 
completes the picture. The pattern of the hero's 
predominance established inihe first Act is maintained , and 
in the second, fourth and fifth he is absent from the
stage only for short periods. In the central portion of the 
play alone, attention is focussed on Egyptian 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 protagonist; it is 
he who determines to continue his mibtary career, approaches 
the Egyptians for aid,and takes the responsibility for the 
rebellion. Even Oieanthes and Cassandra, the most active 
of the minor characters, function only in response to the

stimulus' of his heroic qualities: Oleanthes' Important
part in the action derives from his desire to emulate,
Cassandra's from her desire to overpower, the hero. In this 
way the her) acquires a kind of normative function. Everything
else in the play is defined by its relation to Oleomenes.
This point is made, in its most obvious arplications,
by various characters. In Act II, both Cleanthes and
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Cassandra define Ptolemy's short-comings in terms of 
Oleomenes" regal virtnes; while the indstence at vations 
noints on the rescmhlance between Oleonidas and has father 
asserts the hero's nre—eminence among ^nartans#

The process of companion implies an antithesis between 
that which is inclnded in the existence of the hero, and 
that which is exclnded by it. The articulation of this 
antithesis parrakes of varied forms. Among the characters 
of the play, although there is no division by plot and 
sub-plo^ there is a rigorous separakion between a group 
homogeneous with dleomenes (the family group) and the 
group opposed to Oiaomenes (the Egyptian group). This is not 
only because the hero is equipped to act as the representative 
of the Spartan group in dealings with the Egyptians; alternate 
presentation of the two groups is a consistent feature of 
the dramatic organisation. The first Act can be summarised 
as establishing the hero's coherence with Spartan traditions 
of public and pivate relationships, the second as establishing 
his onposition to Egyptian versions of both. There follows(^j
a section (comprising Aot III and the first seotiAn
of Act IT) which presents Egyptian reactions to Oleomenes,
and Spartan assessments of those reactions, without
any confrontation between the two groups. The remainder of
the play depicts the working-out of attitudes assumed in
the preceding part, particularly the working-out of Cieomenes'
Spartan ideals of heroic activity in the Egyptian situation.
At this stage the inherent opposition between the two groups 
is realised in the violent action of the rebellion scene. A 
small but telling example of antithetical structure appeals 
in Act III; Cassandra's assessment of religious observance 
at the end of the temple scene:



'In. vain at shrines the nn,^;iving suppliant stands;
This 'tis to make a vo^' ^ith emoty hands:
Pat offerinf^ ar^ the priesthood's only care;
Without a bribe their oracles are mute;
And their instructed gods refuse the suit'

is followed immediately by a speech expresive of the hero's 
resignation to the will of the gods:

'The nropcsitions are unjust and hard;And If i swallow them, 'tis as we take
The wrath of heaven.
We must have patience, for they will be gods,
And give us no account of what we suffer.'
The general antithesis between Spartan and Egyptian 

is naturally supported by parallels^ The beneficent 
relationships in which the Spartans are shown have 
Egyptian counterparts: the virtuous friendship between 
Oleomenes and Cleanthes is reflected in the hostility 
between Ptolemy ad his virtuous brother; the marital 
relationship of Gleomenes and Gleora.ln the vicious 
relatiohship of Ptolemy and Cassandra; and the relationship 
between parent and child exhibited by ^he three generations 
of Spartans finds a reflection in the relationship of 
Cleanthes and his father, which is vitiated by the 
staksman's self-interest. The evehts of the drama are 
often so ordered as to permit juxtapositions of these 
parallel features. Typical is a snxdl-scale antithesis 
occurring ip the third Act, where, while Sosybius appears 
upbraiding his son's virtuous inclinations and lack of 
filial respect, Oratesiolaea exhorts her son to prefer 
duty to personal ties. Similarly, the Spartan women 
educate the young Oleonidas in heroic legends, while 
Cassandra is shown expounding a picture of the rape of Helen, 

While the most obvious example of an antithetical 
organisation, the opposition of Spartan and Egyptian 
is not; porhiRps, the most fundamental to the structure
of the drama. Scott's unenthusiastlo summary
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tragedy as

3 hnald'oeing only the question whether Cleomenea gno 
or shoald not depart'.

That ±3 to say that, in a^ far as the 'question' is one 
confronting the hero, the sibjeot of tie pl^ re nis choice 
of a course of action. The act of choice necessarily 
implies the existence of alternative possibilities. But 
these are not to he equated with the alternatives presented 
hy Snartan and Egyptian civilisation, if only heoause 
all authentic value is vested in the Spartan term of 
the antithesis. The play contains a series of scenes 
showing the hero making decisions on his course of action, 
and these expose the values involved in his choice of 
departure. In the first Act the hero rejects the 
possibility of regarding his defeat as final, and proposes 
rehrrning to make himself master of the whole of Greece.
The decision involves abandoning, in part at least, the

( f )
patriarchal role of the ruler , in order to pursue an
individual destiny renresented as aporopriate to Oleomenes^

( i. )
Herculean descent. In Act III the terms of tne choice
proposed to the hero are slightly different: the condition 
of military:aLd from Egypt is the retention of his family 
as hostages. Oleomenes complains of the venality of
the court in wHch he must leave his defendants, but his

()decision is reached already on his first appearance ; and 
after a scene demonstrating the force of family affections, 
it is confirmed as the more noble choice in the hero's words 
to his mother:

'Once more you have erected me to man,
And set me upright, with my face to heaven.'
mk, hero's first choices define his attitude to

his neople and to his dependants in relation to
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aspiration to tho life of the active hero; his interview 
with Oassanlra in Act IT restrict the area of choice 
further. What is offered in this scene is the same

by an act of dishonesty which affects only the hero's role 
as an individual: in addition to abandoning his family 
to the mercies of the Egyptian court, he is required to 
accept Cassandra as companion and mistress, finally 
the hero's hesitant replies issue in an implied rejection:

'Be answered, and expect no more reply', 
in this way, the limitations on his pursuit of the heroic 
ideal have been defined. A change at this point.from 
expansive deliberation to rapid movement and violent action, 
marks a new phase in the development of the tragdy. In 
the following scenes, the consequences of the hero's 
choice are exemplified on both theatrical and ethical planes, 
with the establishment of an alternative form of vrtue.

There is thus in the tragedy a level of 'choice' which 
is dramatically prior to the Egyptian/Spartan antithesis.
The succession of choices offered to the protagonist focusses 
on a tension between the demands of the imllitary heroic 
dode 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 Dyden's major polemic poems, implied 
equally in the description, of Gharles/David in 
Absalom and Aohitophel and of James II in 
The Hind and the Panther^Book ill .) And the fact that 
two value systems are embodied in the plays extends the 
motif of conflict prenentod in the character of the 
protagonist.

The structures of antithesis which pervade the drama.



although dependent on the dual role of the hero, are not 
always so organised as to run parallel with it. Scones 
depicting the exercise of one or other function of the 
hero do not necessarily coincide with discussion of that 
function; and this makes possible some counterpointing 
of antithetical natterns. The instance of the Egyptian 
an^6partan opposition has already been mentioned.

The dramatic structure of Gleomenes is thus more 
restricted than that of Don Sebastian, although it may be 
claimed as more explicit. It shows only 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 
Oleomenes of the microcosmic hierarchy of linguistic and 
'social' groups precludes the kind of inclusive variety 
attempted in the act form of Don Sebastian. In Oleomenes,

the only apparent restraints on the act form are those 
arising from the protagonist's centrality, which make It 
hecessary both that the climax of each Acr should coincide 
with an appearance of the protagonist, and tnat each Act 
should represent both the state of the protagonist's mind 
and that of the groups of characters who constitute his 
environment. So the overall form of the play cannot 
be described in terms of the pattern of its Acts, as was 
the case with Dun Sebastian. Of the overall form of 
the play, it can be said that the protagonist's activity 
is most prominent in the first and last A^ts, and that 
the Egyptians figure most in the central part of the play, 
^Ut since their function is to pr^^ide the movement of 
intrigue, and the stages of the hero's greatest prominence
are those of his first introduction, and final downfall,
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thla patterning can hardly he regarded as having great
arar.atic signlxicanoe. Another characteristic of the overall
structure is its clinaotic form-, the sequence of incidents
scd events acooleratos as the rley progresses, and the effects
of greatest intensity - pathetic, heroic, or merely
theatrically spectacular - are concentrated in its final
stages . (Sosyhius is made, at the end of the play, to
express this sense of climactic action:
("'Let his armed figure on his tome he set'....)

An important factor in sustaining this sense of a cumulative 
action through the eolier stages of the play is the 
empeotatlon of heroic military action, and of an eventual 
clash between the hero and his Egyptian hosts. Ihis is 
aroused in the first Act. B-ut it is a featurl^Sipendant 
on verbal reference than on theatrical strategy. And the 
same is to some extent true of the contrast between the 
public and private poles of the hero's activity, although 
their fusion in the last scene, set against their segregation 
eaiier in the play, is the most important means of 
establishing the hero's death as a triumph of virtue. The 
alternation of epic and satiric modes, another important 
patterning in the tragedy, is also dependent on verbal

reference.
'^ith its rigorous progression towards the hero's 

aeath, Gleomenes lacks the dramatic and intellec-oual 
interest provided in Don Sebastian by the transposition 
of the rebellion theme in the second phase of the action. 
Only the overlapping of antithetical patterns introduces 
some variety into a structure which is ctherwise somewhat 
^i^id: and. in some manifestations, the antitnetioal
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"DB.’t’tGi'Uri slTQ 9. po©'fciCj Or even polemic, ra.'tiiei’ xhan a
purely theauri reaonrce, By comparison with that of
Don Sebastian the dramatic structure of Oleomenes is

tijiuTieu: i; f'tt M crii V rtii ..L Vi 1/ V 'V x,ucl-L i.

and concentrate dramatic interest. Tnere are distinct signs, 
in attempts at liaison de scene and limiting of speaming 
characters,that a French dramatic mouel influenced the
construction of the tragedy u UfAiv -Lii,Influence cannot be
blamed for the play's uniformity of device and emphasis, 
which, by comparison wth the persuasive richness of 
Don Sebastian, can only be characterised as assertive.

The conclusion invited by such different dramatic
structures erected on similar premises is that Dryden's
interests, or even intentions. In depicuing the heroic
monarch had altered by the time he came to compose
Gleomenes. But in the case of this particular drama,
direct Inference from dramatre structure to Its general
purport is hindered by two special factors whlcn may have
affected the change of technique: the play is closely
based on literary source material, acknowledged in the
preface; and it is a notably uneven work, of which the
author abbarently tired towards the end of its composition.
(A letter from Dryden's friend Walsh, written in the summer
of 169^ Indicates that the poet had been considering embarking

to (4)on a new project as an alternative/completing Oleomenes.)
On the other hand, it can perhaps be argued that these
factors are symptoms, rather than causes, of his incipient
^%ihdrawal from the heroic mode, at least m its dramatic
version and Its conventional acceptance.

From the nreface to Oloomoncs It appears that Dryden
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had considered the dramatic possihilities of the subject
long before the Revolution ('seven or eight years since').
He recounts that lord Falkland testified against the
charges of polrtrcal rnvonLr^^i j-xj. uho j^laj «

'That in a French book, which 1 presented to him about 
that time, there were the Hames of many subjects that I 
had thought on for the Stage, amongst which, this 
Tragedy was one.'

In the writing of the play, then, Dryden's pre-existing
notions of the dramatic potential of the historical sources
can be expected to have influenced his reading of those
sources, and to have minimised the apparent limitations of
adherence to a historical text.

"Dryden cites two such sources for Cloomenes, Plutarch
and Polybius. In fact, the play is so permeated with the
details of glutarch's narrative that this can be said to be
its sole considerable source. In relating play to source,
reference will be made throughout to the English translation
of The life of Oleomenes made by Thomas Creech for the 1683
edition of the Parallel lives, 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 a 
number of instances he echoes Creech's actual phrases; some 
imitations are so slight as to seem unoonsoious, and suggest 
close acquaintance 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 scope of the play is far more 
restricted than that of the biography, for



119.
'The Action is one, which is the Death of Gleomenes; 
and every scene in the Play, is tending to the Accomnlishmenv 
of the I:.am Design',

hut Dryden's compression of the material from rlutaxch is
strikingly inclusive. Ho includes, for esample, the almost
sociological detail of the entertainment offered to reprieved

( ^ )prisoners. Nor does he confine himself to representing
the details of the last stages of Plutarch's narrative; incidents 
and minor details widely dispersed in the original are transposed 
to the Egyptian setting (a notable example is the scene 
between Oleomenes and his mother, part of Dryden's Act III, 
scene iii, based on an expanive debate between the corresponding 
Plutarchan characters on the question of sending hostages from 
Sparta to Egypt). Other incidents of Oleomenes' Spartan 
career are suggested in allusion or narrative, for instance the 
death of Oleomenes' brother, which the hero describes to
Ptolemy in Act II, scene ii.

Dryden's habit of assimilating relevant derails from 
various sources into the presentation of a single idea or 

analogy,is familiar from the non-dramatic verse, and has also 
been seen in the construction of Den Sebastian. Ih these works 
the process depends-for its effect on a certain awareness of the 
diverse sources, which ensures that the criteria or affects 
associated with them are imported into a reading of the text.
In the construction of the fable of Gieomenes, however, 
the proces^bf assimilation and recombination of material has 
a different focus: operating on a single class of material, 
explicitly acknowledged. It realises the (alleged) import 
of & sequence of events by recombination of its constituent

details.
A good example of Dryden's manipulation o^ his source ^ 

material is his characterisation of the King of Egypt. Of



the two Ptolemies of Plutarch Dryleu retains only one, the weak 
and vicious son. In Plutarch's account the young king 
'shut up amongst his Women' is no more than an emblem of 
nroflip^cy, and it is the older Ptolemy who belatedly recognises

that Gleomenes is
■a Man of deep Sense, and great Reason, and . . . .
noflent‘'unaefportuSf!“”‘“waras£m'd?"S-d repent^ tilt 
he had neglected so great a man'.

This passage provided the baole for y®ng Ptnlaffiy's enharrasssd 
contrition in his intenrlew with the Spartan; the last 

sentence is in fact paraphrased by Dryden:
'I have been to blame;And yon have justly tax'd my long neglect.

Adding together Plutarch's sketches of father and son seems an
obvious and convenient compression. But Dryden also makes it
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 foil to the Spartan leader.
Py embodying in his Ptolemy the two kings' divergent impulses
towards virtue and vice, Dryden gives the character the complexity
and weight needed to balance the inevitable comparison ^th
his hero. In this connection %is interesting to notice
that in one scene, that of the sacrifice in the temple of
Apis,^^^ Ptolemy's/devotion to Cassandra is sympathetically

presented: his ludicrously dignified private prayer inc^uces
unselfish supplications for his mistress' prosperity, and
is flatteringly juxtaposed with the mistress' prayer for
nersonal power and success. The depr^^ity of Ptolemy, like
that of Moley Zeydan, is shown as onsequent on that of nus
associates. And hy showing actual vice co-existing in
the tyrant with the possibility of virtue^Dryden extends the
account of the first minicter's hostility given in Plutarch's

narrative

120.



,'But Sogibius, the chief minister of state, thought 
that . , , .it was not safe to let him go, being an aspiring.

i2:L

larrng ^eli acquainted ^ith the discages and
weakness of the kingdom; for no nrssente, no gifts, could 
win him to compliance* /

j/VU-tiil ' o V tri/o-LUii L)lA VVY i.j. w
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 simple reorganisation of Plutarch'sthe corrupt will.two
allusions to the/Egyptian kings contributes to the play's 
structure of antitheses by reinforcing the moral, as well as 
the dramatic, dimension Of the antinomy between Spartan and 
Egytian.

At one point Ptolemy is compared with the indifferent 
deity proposed by Epicurus:

'Disdaining care, and lolling on a cloud* . . . .
' .. . the thoughtless Xing returns
To native sloth, shifts sides, and slumbers on.' (lo) 

This is reminiscent of Plutarch's description of Deonidas of 
Sparta —

'The Xing minded nothing, designing, if nobody gave him any disturbance, to was^his time in Ease and Riot' —

and indicates that Dryden's Egyptian king comprehends all the
failings of the ineffectual monarohs to whom Plutarch's
Oleomenes opposed himself in ths course of his career.

The. associatlop^f the degeneracy of Egypt with that of
Sparta before Oleomenes' rise to power is carried through,
more significantly, in the treatment of the populace.
Plutarch's indictment of Egypt had extended no farther than
the court, ^hile Dryden's clay explicit^ condemns the 

(II)
whole nation. According to Plutarch, the state of
Grata before the intervention of Cleomenes was such that



''Twaa dangerous . . . toi&^ntlon the ezerclsing and 
training of Youth and to aet up for the ancient 
Bravery, and Equality, ^as Treason against the State'.

Here is the material both for Gleanthes' gihe:
'Would'st thou hrin^ horses here to shame our men?

122.

aThe very . ______Are treason in our clime',........... 21 CL 21^3.12^

and Sosybius' mistrust of the valiant Magas:
'..why this ostentation of his virtues,
His bounty, valour, and his temperance.'

Gleanthes' frequent strictures on the Egyptians repeat the
theme of national degeneracy.

This detailed expansion of Plutarch's censures on 
the Spartan people can be seen as a typical expression 
of Dryden's contempt for the mob. But it has also a larger 
significance when related to tMe 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
play, the general depravity ascribed to the Egyptian nation 
serves not only to emphasise Oleomenes' moral isolation 
and thus to increase his stature, but also as an incitement 
to action. In Plutarch's biography, it is the young and 
inexperienced Cieomenes who is represented as instituting 
reform by military means,

'observing the citizens of all sorts to be debauched, 
the rich neglecting the public, and intent on their own 
fain and pleasure, and the poor being cramped in their 
private fortunes, grown inactive, cowards, and not 
inclinable to the Spartan institution and way of breeding!

Dryden adapts this description to the last days of Oleomenesy
and so secures for his hero the moral lustre of the reformer,
which alleviates the ultimate futility of the action. The
rebellion of Act , which in Dryden's original was an
ugly and incidentally unsuccessful act of personal revenge,
is made to express an urge to popular refom as well as defiance:
Olcomencs' bablle-cry of 'liberty and Magas' explicitly pTomises
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a tetter order. The ensuing defeat, as managed by Dryden,
has dignity as well as pathos. Oorsiderable prominence is
giv^n to the citizens' rejection of Gleomenes' battle-cry,
and thus of the ideals it represents; so that the defeat of
the hero has the significanco of the defeat of an ideal,
of human dignity. (At the realistic level, the defeat can
be seen as appropriate in the contort of the poet s scepticism
about all popular movements.) Kere again, the compression
of events sequential in the original answers to tha poeu s
concention of their inherent import, as well to the conventions

(;j)
of the stage.

The second direction of Dryden's modifications of 
his source is expansive , While tne compressions outlined 
above serve to focus the figpre of the Spartan hero, these 
serve to exploit the affective possibilities of his decaying 
fortunes. In the terms 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 punished'. Whereas the latter 
is fitted to arouse terror and admiratlcm, the former 
is fitted to arouse pity. The development among Dryden's 
contemporaries of a taste for the sentimental drama ^ ^ 

must be held partly responsible for the greater prominence 
of 'virtue oppressed' in Oleomenes.

The ^ull tale of Dryden's elaborated ancillary characters 
is given in his preface. Of the most important group, 
the hero's family, it can fairly be said that their main 
function is to illustrate the pathetic aspects of the hero's 
situation. Their presence helps, of course, to provide the 
movement necessary to gostOin dramatic inuerest. Hone of 
them is without some basis an flutaroh's narrative; and
their genewus is wonh ex demonstrates
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again the poet's responsiveness to his souroo^even when 
he is concerned to satisfy the demands oi ms thcsire audience. 

Oratesiclea, the stoical matriarch, appears in Plntarch
as the promot*0r tind ezv'TipiH.r or op^r uciii Tj-rrUo-s* Cvvo
instances oflhis function in the play (her position as mentor
to the hero's son, and the instruction in fortitude given
to her fellow-victims in her final appearance) indicate
that she suhsumes two other examples of Spartan womanhood
mentioned hy Plutarch: the young Oleomenes' first wife, who
instructed him by the virtuous example of her first husband;
and the wife of Pantheus, who set an example of fortitude
to the other dependants of Oleomenes when seized by the
Egyptians. And in creating an additjonal character from
the 'eldest boy' mentioned by Plutarch as attempting to
commit suicide on his father's death, ^ryden would seem to
have been influenced by the description of the youthful
Oleomenes in Plutarch's narrative^

' a spur of nassion always galled him, and his eagerness 
to pursue that which he thought good and just was 
violent and heady' « « »

In particular, Pantheus' commendation of the child's spirit -
'If fortune takes n^off this boy betimes,
He'll make mad work, and elbow all bis neighbours' -

which is followed by the image of the fighting cock -
'What 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:

' "If you have any designs upon the lacedaomonians, begin 
before this young eagle's talons are grown." '
Both Oratesiclea and Oleonidas articulate values central 

to Plutarch's account of the Spartans. This cannot be 
claimed for the character of the young wife Cleora. 0^ the



basis of an allusion in the life of Cleomeneg to
a free-born woman taken from Megalopolis, after the

heath of his wife', Dryhen undertakes to furnish his hero
a a aecuau. w^L .v_ ;; Li Lv V

spectacle of beauty in histres; Plutarch had also mentioned
a young woman as being executed with Oleomenes' family,

'Pantheus'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 love'.

This may have given a hint to the dramatist, for in the
preface he describes Oleora in similar terms:

'Oleora was in the flower of her age, and it was yet 
but Honey-moon with Oleomenes.'

The parallel goes nojhrther, for Pantheus' wife, executed
by the Egyptians, displays ths fortitude of a Gratesiclea;
while Oleora's range of feeling is that of the sentimental
heroine - a typical utterance is her profession of devotion
to her husband:

'Por me, while I have you, and you are kind,
I ask no more of Heaven/.

Dryden does not develop the character much farther, and one
may assume that the reasons for her Inclusion are mainly
structural. A wife is necessary to complete the pattern of
familial loyalties which distinguishes the Spartan group
from the Egyptian. On a more practical plane, the customs
of Dryden's theatre demanded some feminine interest in
serious drama, and the nairing 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 development,from the



allaalong of the narrative, of other eupplementary charaotera. 
B^t the irTeatigdloa of anpplemertary material is heyord the 
concerns of this chapter.

Bryden's care in representing and manipulating the 
details of his source has already been demonstrated. The 
play also shows signs of concern for the integrity of its 
source. Although Dryden adds freely, he alters as little 
as possible; so chat the balance of the narrative's final 
stages is retained in the play. He follows Plutarch in 
presenting his hero as abandoned by his Egyptian friend; an
additional scene is needed to clear up iue misunderstanding^ 
so that the revolt can be represented, as in the original, 
as the work of a group of friends. Plutarch balanced 
the scene of Oleomenes' suicide with an equally full descr%tlon 
of the execution of his descendants. Dryden spares the . 
audience the execution, Inserting instead the more pitiful 
prison scenes, and placing them as a prelude to the greater 
events of the rising. /And the final tableau of the drama, 
like the final paragraph of the narrative, shows tbs hero's 
Egyptian enemies acknowledging hl^^reatness.

In addition, two specific passages in Plutarch's narrative 
suggested larger features of Dryden's tragedy. One is 
the comparison between Oleomenes and the ox-god Apis^ 
made by Plutarch's Sosybius, which becomes a recurrent image 
in the play, and will be discussed in the context of its 
patterns of imagery. The other is a debate concerning death 
and defeat between Oleomenes and his follower Thercyion, 
placed by Plutarch between ^he Spartan and Egyptian' 
phases of the hero's career. ^wc speakers offer
opposing views of the Spartan defeat and the hero's 
subsequent flight: the first, Theroyion, reviews the grounds 
for shame and despair in the Spartan position, ard concludes

126.



that suicide is preferable to the life of the defeated127,
'Are %e uok still mastery of our own swords? 
shall we not here free ourselves from this disgraceful 
misery, and clear ourselves to those who at Sellasia died for the honour and defence of Snarta?'

and the first scene follows the course of Theryoion's speech:
Oleomenes reviews the various circumstances of his defeat,
falling finally into a similar expression ofchspair:

'0 happy ghosts
Of those that fell in the last fatal fight.
And lived not to survive their country's loggj 
Base as I was, I should have fallen there too . , ^
In Plutarch's narrative, the function of Iherycion's 

despairing speech is to provide a point of departure for a
vindication of Oleomenes; it culminates in a description of
the conditions under which suicide becomes heroic. It thus
anticipates the ending of the narrative, and pre-judges the
hero's death. Bryden's remark in the preface -

'The action is but one, which is the death of Gleomenes; 
and every scene in the play is tending to the accomplishment of the main design' —

indicates that he has followed the climactic form of the
BlUarchan dialogue. The conclusion reached by Plutarch's
Spartan general is that

'a voluntary death ought not to be chosen as a relief from action, but as an exemplary action itself; and it 
is base either to live or die only to ourselves.'

To read this as a gloss oa Bryden's final scene is valuable,
since it explains the very elaborate staging of the hero's end.

The dnle course 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 correspondences
between the matter of the two works which make it possible
to regard Bryden's play as an expansion of Plutarch. Thetopics 
of Therycion's speech are all developed and rejected, many of
them in the fist scene, and the successive forms of adversity
described by Oleomenes are enacted in the course of the play

(16)



It is clear that Oleomenes faithfully represents a 
single source to an extent unnsusl in Dryden's drama. The 
only precedent for such close imitation ic The Duke of Guise; 
hut in that clay the authors had drawn from Davila's history 
a univalent interpretation adapted to their political purposes. 
In the Case of Oleomenes the relation of the finished play to 
its source has been shown In he rather more complex. The 
nature of the souco used is different; the Greek historian's 
biography can be regarded as a work of imaginative literature, 
^hat Dryden actually saw Plutarch's work in this light is , 
shown by his discussion of it prefixed to the edition of I683.

That in writing Oleomenes he was responsive to the literary 
qualities of Plutarh's'Llfe' seems clear from the text's 
pervasive influence on the arrangement cf scenmand dialogues 
in the play, and particularly from the development of the 
Plutarchan discussion of death and defeat into a central theme. 
In general, the treatment of the source seems to pursue the 
aim that

'the spirit of the author may be transfus'd, and yet not lost',
an aim proposed in the Preface in Ovid's Epistles of 1681 as 
that of the best translation. And since Dryden's theory 
of periphrastic translation includes the function of elucidation, 
often entailing at least implicit evalution, it is perhaps 
legitimate to 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 at least some of his contemporaries
Implied criticisms of the political situation. The subject 
of the drama was Immediately suspect, since the traditional 
requirement of noble characters and great events in tragedy.

128.



coupled, with the contemporary habit of reading history
as analogy rendered tragedy particularly liable to
political interpretation. That sensitivity to political
innuendo was enduring as well as acute is demonstrated by -
Cibber's story of the curtailment, in 1710, of his production
of Richard Tfi on the grounds that the fate of the deposed
Henry might reaall that of James II. Thus it is not surprising
that Dryden's disclaimers of political intention were not
entirely accented, and that the nlay had to be cut for

(/81production.
Clearly the political motivations involved in Cleomenes 

are most properly evaluated from the text as it stands, and 
from its relatioship with its source. Hut certain external 
factors may also have influenced Dryden's contemporaries in 
their assumptions. The production of gieomenes was 
inauspiolously timed, since it followed on the composition of 
a sPate of unperformed political dramas (which included 
Southerne's suppressed Spartan tragedy). The play itself 
offered two main grounds hf suspicion. Hirstly, the theme 
of dispossessed majesty^as treated in Cleomenes^lacks 
the diversified incident and heroic trappings which seem 
to have made it acceptable in Don Sebastian. Dryden's sober 
concentration on this single theme seems to imply a didactic 
aim, which could easily be taken to be a political one. 
Secondly, the single plot defended by strict adherence to 
a respectable (and accordingly published) source had been 
used once before by Dryden, in The Duke of Guise, and this 
had offered an undisguised parallel with contemporary events; 
so that the use of the same method might be taken to indicate 
a similar strategy of parallelism, though this time an unavowed 
one.

In addition, Drydeu had already offended the new government



yregime

ill iiis Prologue to Bettertou's opera The Propnetess, which 
]ng_(p 'oeeii oaiuied. lec&'^se of j.xs uuflauuorr^K uj-wjj-S Oxj.
Mary’s regency and. "the absence of William on his Irish
campaign. It is possible that the Queen's advisers interpreted
Cassandra's abuse of rower in the absence of Ptolemy as another

(^D) Drydenattack on the regency. / has certainly made use of the
Egyptians to satirise hypocrisy, for instance in the Temple
scenes and hypocrisy was a vice which he, like others,
tended to associate with the assumed strictness of the new

An alternati% suggestion which has been made is
that Dryden's contemporaries equated the Egyptians of
Oleomenes with those of Absalom and Aohitophel^ so that
the play could be read as an account of James^iex^le at the ^ of the Prenoh King
French court, and a denunciation of th^ reluotance/to

^sunport the re—conquest of Britain. Since the passages excised 
were described as 'reflating much on tne government', it seems 
that the English regime saw itself as reflected in Dryden's 
Egyptians,

Given the play's demonstrable allegiance to a single 
literary precursor, and the internally explicable character 
of Dryden's alterations,apreolse political intension seems 
less probable than general inspiration. 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 King Arthur is one of gpatitude for their 
clemency to an inveterate opponent ; in the dedication of 
the work he alludes apprehensively to the possible 
'Invasion from the Gauls':

'I hope it is not coming to the trial'.
The nublication of King Artnur in fact coincided with

— ' iu,mu._.ir».u,. „ mi—'n ■»».«■»
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the principal phase of work on Cleonenes; it is difficult 
to reconcile the pacific tone of the ]^eface with the 
assumption that Oleomenes' proposed return represents that
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Spartan ser7%, in the dramatic context, to uphold the 
fiction of heroic valour, and to contrast with Egyptian 
sloth. The same demand on the nart of James, as a prelude
to what Dryden calls 'Foreign Attemnts could hardly
have met with his approval. It seems unlikely, then, 
that Dryden intended to satirise the French for their 
slackness in giving James military supports And that the 
French regime could in fact carry a very different 
function for D^y^en is shown by a passage in the%
Discourse on Satire .(IG92):

'though he is an enemy, the damp of a Douis, the 
patron of all arts, is not much inferior to the madal 
of Augustus Caesar. let this be said without entering 
into the interests of factions and parties, and relating 
only to the bounty of that king to men of learning and 
merit; a praise so just that even we, who are his enemies, cannot refuse it to him.'

The commendation is hedged about with much qualification, 
which perhaps reflects Dry^en's marked tendency at this period 
to aesthetic patriotism, as well as political caution. But 
the image used for louis, that of Augustus, Dryden's favourite 
example of the benevolent absolute monarch, is one which had 
hitherto been associated in D^y^en's work only with Charles II. 
(It was later implicitly denied to William III by Drydsn's 
refusal to permit the dedication of the Aeneid to him, and
by the political typology adopted in the preface to the work.) 
Its use here is highly charged with personal animus, since to 
equate Dou^o XIV with the supreme patron of the arts implies 
an unflattaing comparison with the inartistic and 
unsympathetic rulers at home. In this context, the King



of France is less a political entity than the locns of 
a projection of cnltnral valuaw* The passage is of interest: 
for two reasons: hecanse its essential orientation is
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indirection of which Dryden was capable^in exploiting the 
tensions between the two nations, A preoccupation with 
the values of English life characterises Dryden's latest 
verse , and tins xacx makes against tie aosumption
that the satire of Oleomenes is much concerned v/ith the French. 
And it is difficult to reconcile the refinement of this 
use of France as England'^ antithesis, to express the poet's 
anti-Willlamite inclinations,with the clumsy and scathing 
satire which results from simple identification of nis 
Egyptians with either side.

A single identification is in any case discouraged 
by the form of the action. If the Egyptians are equated with 
the French, the final act depicts James as attempting to 
overthrew louis: if they are equated with the English rulers, 
eouatio^of James with Uieomenes and Mary with Cassandra are 
mutually incompatible. ( This arrangement to defe^ possible 
parallels may have been deliberate.) It therefore seems 
that, as with Don Sebastian, a synthetic interpretation of 
the satire is demanded.

Tho preface to the Ekamen Foeticum indicabes where 
jQ^yden s scorn was chiefly directed, and suggests the 
most appropriate interpretation of the Egyptian 
characters of Cleomenes:

'No Government has ever been, or ever can oe, wherein 
timeservers and blockheads will not be uppermosu. rhe 
persons are only changed, but the sams jFgglings in 
State, the same hypocrisM in religion, the same 
self-interest and misms^nagement,wtul^remain 
Blood and money will be lavished in all ages, onl^ for

of new faces, with old eonsciences.'



This passage too was aooareatly construed as an attack(25)
on the government. %n
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fact, the factious and
self-interested had always been the poet's favourite
targets of satire. ^ an arnreoiau.
degree of virulence between the satire of Dryden's 
pre-Revolution polemic verse, and that contained in 
(Zleomenes, but to regard this as directly and solely the 
result of pro-Stuart feelings would be to over-simplify.
The experience of adversity afforded by the Revolution 
enabled the poet to concentrate and intensify his satire 
on the conduct of political affairs in a way that had not 
been possible earlier; for as long as his sympathies and 
interests were represented by the Stuart monarchy he was 
obliged to represent the country's political life in a 
comparatively optimistic light. political corruption he 
had always shown as associated with hostility towards the 
authentic repository of values in political life, the 
reigning dynasty. (For example, in Threnodia Augustalis 
the fears felt by the moderate about James's Intractability 
are expressed in terms of the monarch's possible exasperation 
with the stubbornness of the Commons.This constraint 
on the interpretation of evil in political life no longer 
obtained when Dryden wrote the passage from Examen Poeticum 
quoted above. Nor does it obtain in Cleomenes. A passage 
which cloaly resembles Dryden's utterance in his own persona 
is the Egyptian king's description of his council:

'a pack of bearded slaves.Grave faces, saucy tongues, and knavish hearts.That never sneak one word, but self at bottomp 
The scavengers that sweep state—nuisance^
And are themselves the greatest.'
Other 'oassa.g^ express a similar wholesale d.eiiuiici.avion oi
public life, which may be connected with the doubtful
manoeuvrings, both pre— and post-Revolution, of English courtier:



Within the play, the Egyptians function as an exemplar of 
communal depravity, and their apparent Erench or 
post-Eevolutlon English features are to he considered as 
incidental to this function, ^or such a state of communal 
depravity only the religious beliefs of Dryden s later life 
afforded a framework.

The question of Dryden's possible political intentions 
in oloomenes is not exhausted in tne relationship of the 
Egyptians to the protagonist, which indeed hardly figures in 
the first Act. It is in this opening stage of the play that 
its hero is most reminiscent of James II: two passages in 
particularly suggest allusions to contemporary events, though 
plutarchan details are always present. Oleomenes' first 
speech justifies his leaving his country in the hands of 
foreign invaders^in terms which Dryden might have used to 
justify Jamesh sudden departure on the approach of the 
militarily superior William:

'I fought the battle bravely, which I lost;
And lost it, but to Macedonians,
The successors of those who conquered Asia, . . .
'Greece like a lovely heif^ stood in view,
To see the rival bulls each otner gore.
But wished the conquest mine.I fled; and yet I"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 passage is 
the metaphorical transposition of the battle, ad here the 
choice of a Tirgilian pastoral image has an enhancing effect 
it suggests not the organised warfare of Plutarch's biography, 
but the angle heroic combat, while the defeat is merely 
an individual displacement ('I fled') embedded in the 
extenuating continuation of the metaphor -

134.



'But here in Egypt whet my hlunted horns'.
The attention focussed hy the bull image carries the audience 
onto the easier ground of the protagonist's present heroic 
resolves. This is a familiar technique of iustifioation.
The conquerors are 'the successors of those who conquered 
Asia'; the topical word presents a tension between legitimate 
succession (the Macedonians are hereditary warriors and 
enemies of the Greeks) and domination by virtue of success 
in battle (they are Cleomenes' de facto successors). This 
is a clear case of deliberate use of a politically charged 
expression, but it igused to express the complexities of 
an abdication situation and not to make a political judgement.

The speech seems to offer a parallel to passages
noted in Don Sebastian which reflect an ideal form of
James II's actions. There Dryden had been concerned with
the topics of abdication and t^ sufferings of the defeated
leader's followers. But in this speech of Oleomenes there
are two points of stress; and while the first,the enduring
value of the heroic temper even in defeat (11.1-5),is
appropriate to a commendation of James II, the second,
the importance of a self-glorifying military revenge, ia not.
The whole course of the speech is more adequately accounted
for by reference to the model of the Therycion/Cleomenes
debate in Plutarch. At the same time .B^yden could, withoutconduct
falsifying his source,have written a vindication of his hero's/ 
rather than an apology; the choice of the latter suggests 
at least a preoccupation with the problem of James^ flight and 
the question of the vacancy of the throne.

The couuterpoise to Gleomenes' account of his departure 
is the report of Coenus on the state of Sparta, which occurs 
towapds the end of Act I. This passage reveals that Cleomenes' 
subjects, like James^^prefer peace under a usurper to
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1^18 jnst leecrihei the horrors of organised warfare,
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horror which James had er^^d his people hy his flight,
Ooenns begins:

-if you. will Imagine -think some king,
Who loved his people, took a peaceful progress 
To some far distant place of his dominions' ^

suggesting the paradox that a true king is one who henfits
his people. The clemency of Antigonus to the Spartans, which
included '^o law . . . changed, no Custom . . .controlled',
llyden has from Plutarch; but the description of the
enthusiasm of the Spartans is his own —

'No noise was head; no voice, but of the crier. 
Proclaiming peace and liberty to Snarta.
At that, a peal of]bud applause rang out.
And thinned the air, till even the birds fell down 
Upon the shouters' heads; the shops flew open.
And all the busy trades renewed their tasks ' -

and it read^like an account of a City celebration. (Ooenus
is of course a merchant.) Of the passages which suggest
contemporary political issues this is by far the most
circumstantial , and by association it enhaces the political
content of the other passage in the play which depicts the
relationship between populace and government (that which
involves Oleomenes and the Egyptian adherents of
'bondage with ease'). Gieomenes' response to the
passage describing the bloodless usurpation is to renounce
his miliary aims in Sparta, a reaction appropriate to a
vindication of James .

The proposal that Cleomenes should reconquer pacified 
Greece is attributed not to the her?, but to his favourite' 
Pantheus, though this means sacrificing the role of cynic 
philosopher sketched for the character in the preceding scene

Ace-ssary
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"fi&us Achates'. This attrihation may he made partly out
of consideration for the possible contemporary relevance of
the situation. Certainly it marks a ma^or shift in the
perspective of the drama. As the external action develops,
even the intermittent hints of political reference cease,
to be replaced by extended presentation of political manoenvring,
This account of political behaviour is ultimately dependent

it
on the experience of the Stuart defeat; but/bears no more 
relation to contemporary issues than a general concurrence 
with the stress on court cabals and factions found in 
the vers^^atires of the time. It has no prescriptive force, 
since the tragedy offers no possibility of an alternative 
order (Clccmenes is portrayed as an a-political being ) .
This ontrasts with the evaluative precision of the first 
scene.at those poin^where it touches on contemporary issues.

The occasional and inconsequential use of political 
reference in Oleomenes is best understood by comparing it with 
the habits of Drydenis non-dramatic verse of rhe same period.
In the year following the production of Oleomenes there 
appeared a volume of translations from Roman satirists,to which 
Dryden was the chief contributor. In addition to a complete 
translation of Persius' satires and the lengthy intoductory 
discourse.he provided versions of Juvenal's first, third, 
sixth, tenth and sixteenth satires. Of these^all except the 
version of the satire on women (Juvenal's Satire 71) contain 
some reference to contemporary events. But sustained conversion 
of Roman material to Bnglish terms (as, for examplq, in 
Pope's version of Horace's second satire) is absent. For . 
present purposes it is sufficient to note in what contexts 
contemporary references occur, and what their function 
is. _ " Two distinct types of allusion appear. There
are isolated direct references to English events and practices



which, whi^ defensible in the terms of b^y^en's preface 
as alterations designed to remove obscnritiesy attract 
attention to a specific situation and permit the reader to 
infer a judgement. Thus, the headnote to the (Incomplete) 
sixteenth satire identifies Juvenal's subject with a familiar 
contemporary grievance:

'And if it be well observ'd, you will find he intended 
an Invective against a standing Army'.

In Satire he gives as the equivalent of Juvenal's
'panem/ et circenses' 'a Puppet show' which suggests an
equation between the debased and servile plebeians and the
citizens of bondon. The first saire contains a reference
to 'Scandalum Magpatum'. (This type of use of a single
charged expression for purely local effect has been noted
in Cleomenes^l Although provoked by the original, tne
reference directs attention towards the English situation
which inspired it. This is particularly clear in an

instance which involves a change of Juvenal's emphasis:
in the first Satire, while Juvenal's instances of bad
verse ('Codrus Theseid',etc.) are retained, the passage
justifying the writer of satire introduces an allusion
to the English baureateship:

'If Nature cou'd not. Anger wou'd indite 
Such woful stuff as I or 8 - - - -11 write.'(11.121-122)

Juvenal has
'faoit indignatio versum qualemcumque potest, quales ego vel Cluvenius.'

bryden's version add^,with 'woful stuff', an ironic equation
of his own talent with that of his successor. (The
equivocal 'qualemcumque' is not f"ily rendered.)

In addition to these isolated English usages there are 
occasional expansions of the text which have an indirect



connection wit^ contemporary events, since Dryden frequently 
envisages the situations of his text, and develops them, 
in terms of issues or events ^hich figure in his original work, 
In xhift ivixid of snsfaxnea reiore.uco i-lluslna'txoii of tlio 

original, rather than judgement of th^ contemporary issue 
is intended. Juvenal's Umhricius (Satire III) complains 
simply that it is impossible to earn an honest living in
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x>,

'"auando artihus^ inquit "honestis 
hullus in urbe locus, nulla emolumenta laborum, 
res hodie minor est here quam fuit atque eadem eras 
deteret eziguic aliquid, proponimus illuc 
ire ...
"dum nova canities , dum prima et recta senectus 
"cedamus patria." '

Dryden's version 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 profit rises from th'ungrateful Stage,
My Fovaty encreaoing with my Age;
'fis time to give my just Disdain a vent.
And, Cursing, leave so base a Government',

while '"cedamus patria"' is rendered by a couplet in the
same spirit:

'Now, now 'tis time to quit this cursed Place;
And hide from Villains.my too honest face.'

Clearly the exemplar of unrewarded honesty which generates
the consistently modified English version is Identifiable with
the translator. The alterations 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 equivalent, the 'Government'.
(The latter in a sense replaces Juvenal's patrl^, omitted by
Dryden in its proper place, as the natural sphere of the exile.)
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The scale of this type of imaginative re-interpretation, 
on the other hand., is often extensive. Satire X treats of 
the fall of Sejanns as an example of the insecurity of the 
great (11.61-89). Drynen's handling of this section is 
informed hy his own recollections of popular unrest, and hy 
the tone and terminology of its popular deoate-for instance,

'There was a Damned Design, cries one, no douht;
^dr warrants are already issued out
'He's dipt for certain, and plays least in sightl ^ 

while it is also informed more particularly hy the recollection 
of his own polemical writings. Its actual Inspiration seems 
to he the career of Titus Oates. Juvenal's remark on the 
masses (1173-75) becomes a characteristically Drydenian 
quatrain:

'How goes the Moh (for that's a Mighty thing.)
When the King's Trump, the Moh are for the King:
They^ollow fortune, and the Common Cry Is still against the Rogue condemn'd to Dye,'

Similar formulations occur in the prose scenes of
Don Sebastian and Cleomenes, and in The Medall.where the73?)
fickleness of the moh is a major theme.

As can he seen in the passages cited above, the translation 
may he enriched hy the imaginative activity of interprdation,, 
which hy importing its own vigo^n^ diction can add a new 
mode of coherence to the rendering of a passage. With 
Juvenal, as with the Gleomenes material,one might infer that 
the poet chose to treat those topics most charged with 
possibilities of coherent reinterpretation. This choice would 
he necessarily, hut indirectly, influenced hy the poet's 
political concerns. To apply the analogy of the Juvenal 
translations, Dryhen's concern with political issues can he 
seen issuing in Cleomenes on three levels: in the choice 
of a subject involving defeat and exile: in an imaginative 
reinterpretation of the Spartan's predicament in terms of



of James's, oonflaed to the opening scene; and in the 
occasional nse of charged ter^e to focns an issue*

The dominance of properly literary aims in Gleomenes 
3 the snhiect of the following chapter; i
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political aims, Pryden's disclaimer is supported hy the
attitudes he expresses elsewhere* In the Essay ConcerningEhtire
he warns against attempts to equate two civilisations;

'Eor to speak sincerely, the Manners of Nations and 
Agee are not to he counfounded'.

A similar respect for the delineation of Spartan characteristics 
in Cleomenes, together with the play's opposition of two 
differing cultures, suggests that he was already adopting 
this position in 1691. Such an interest would preclude 
close or consistent cross-reference between a historical 
source and contemporary concerns.

A parallel shift of interest is suggested hy another 
device seen to he important to the construction of Cleomenes; 
the strict separation between the sphere of activity of , 
a.noble soul and that 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 fashion of Donne's Anniversaries between heaven and 
earth, only once descends, in conclusion, to touch on the
non-ideal world inhabited by the eulogist, where

'ev'n to draw the picture of thy Mind,
Is satire on the most of Humane Kind'.

%t is a world which virtue must rehnquish:
'So bad, that thou thyserf had'st no defence 
From Vice, but barely by departing hence' (29)

for her owipreservation* Formulated in this way, the 
segregation of heroic virtue implies the inappropriateness 
of any cross- reference between actual and ideal worlds.
In the case of Clcomencs, a panegyric on the isolated



142,independent hero ie plainly at least a part of the play' 
pnrnoee: and for this nnrpose the introdnotion

3

contemporary allusions has no particular relevance.
The hahit of roirterpreting given material through 

the model of a familiar histoical situation has been seen 
to occur at least once in Cleomenes, with a locally unifying 
effect. It occurs also, as will he shown in the following 
chapter, in a purely literary variety, which is particularly 
important for the construction of the play.

In Oleomenes, 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 a play of uneven 
quality; rather it should he seen as a consequence of the 
poet's way of approaching a literary model at th^ stage of 
his career. The inconsistent use of political material 
may reduce the play's coherence, (since the absence of any 
co-ordinating principle increases its ohtrusiveness); hut 
it must also he understood as representing a phase in a 
development which extends beyond the dramatic part of Dryden's 
later writing. In the context of the later work that 
development is not entirely negative.



T: CIEOHERES: HEROIC ARCHETYPES AHD THEIR INTEGRATION.
Examination of khe avowed, literary source of Oleomenes 

ana its supnoseu sources in political events Has shown that, 
altnougn Dryden's political sympathies seem to have influenced 
the choice and conception of the subject, the orientation of 
the text is primarily literary. This conclusion is confirmed 
when one examines the other methods of developing the 
Plutarohan original employed by Dryden: neither of the other 
two chief devices entails extra-literary frames of reference.

Where Dryden has added to, or elaborates on, the characters 
given by Plutarch , his additions can be described in terms 
of familiar literary archetypes. This has already been 
pointed out for some characters and situations in 
Don Sebastian. There Dryden's sources lay primarily in
his Own works. In Cleomenes, however, the only major
borrewings from earlier works are tne characters of Sosybius 
and Clearthes. Cassandra, his chief original contribution, 
is clearly a descendant, though a distant one, of lyndaraxa, 
the villainess of The Conquest of Granada; bob hr^ kinship 
is rather with a character type established in the later 
pathetic tragedy, that of the slighted and vengeful princess.
Of this type the most familiar example is Dee's Roxana.
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Sosybius is the last of Dryden's portra-L u S of the
corrupt minister. His function is analogous with that of 
the Hufti and Benducar, the two specimens of the type in 
Don Sebastian, but his differentia are significant. The 
mere fact of compression is typical of the reduction of 
means observed already in the construction of Cleomenes; 
Sosybius effectively presents, and thus associates, the



errors of an idolatrous religion and those of an

nnnrinciplcd government. Sosybins retains traits from 
both the statesmen of f^on Sebastian. Bnt the picturesque 
extremes of Benducar's macblavcllian ambition and the 
Mufti's farcical worldliness are eliminated; what remains 
is the influence and debating skill of Benducar grafted onto 
the open mendacity of the iufti, a combination which barbs 
the comedy of the priest-stateman's equivocations, and makes 
him- the most sinister version of the type in Dryden's drama. 
Behind this figure lies the Drydenian archetype of political 
corruption, the Shaftesbury of The Medal; and in his ambition 
of governing through the king Sosybius resembles the 
historical Shaftesbury in the early part of Charles II's 
reign.

Dryden has provided his hero with a slighter, but still
noble, companion in the Egyptian friend mentioned by
Plutarch, whom he renames Cleanthes. As a character,
Gleanthes is quite unremarkable, and is endowed only with
the qualities necessary for the virtuous lay figure; loyalty,
fortitude, and a sense of honour. In satire his language
is virtually indistinguishable from th^of the hero.
Oleomenes, on the other hand, is so mnnh the cedre of the
tragedy that a second developed hero could only detract
from the effectiveness of his fele.^ ^ ^ From a functional

point of view, however, the secondary hero of Gleomenes
is very important to the drama. In Dryden,. imr

Plutarch , tl^ Spartan is essatially a
military hero, although the play's subject deprives him
of any appropriate form of activity. The remoteness-
of the hero's 'cause' of Greek liberation, and the lack

show"of any worthy opposition in Egypb.make som^ of activity
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a neoesszty, and this is provided ty showing the hero as
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].nv 'w' V c. v-4. j-L o* 'elatlonshln founded on recognition of heroic
value8. Particularly In the later stages of the play,
Gil of UX' c o ^ ii 0 cl V X Vli Xi U X V Lllf
for other forms of Incident.

Accordingly, one finds that theaole of the friend 
is elaborated in such a way as to make him a diminished 
reflection of the hero, and not only In language and 
attitudes. The secondary hero too Is shown as Involved 
in a conflict between familial piety and heroic aspirations, 

though the question at issue is the appropriately subordinate 
one,of whether he should remain loyal to his Egyptian father 
or support the Spartan.

Dryden's change in making the Egyptian friend prove
faithful has a dual aim. It provides an opening for the
inclusion of a favourite dramatic situation: a misunderstanding,
quarrel^and reconciliation between two noble characters.
This type of scene derive ultimately from literary models
which are reviewed in the preface to Troilus and Gressida,
where Dryden is defending an interpolation of this type
in his Shakespearean adapblion. In Cleomenes, as elsewhere,
it forms a major climax of the play: in Oleomenes, as 

among the other playsin Eon Sebastian alon^/ it also provides the ground 
of a considerable part of the action.

The scene.of mistrust and reconciliation is given more 
prominence than in earlier plays, both as th: pivot of the 
second half of the action, and as a crisis in the most 
important relationship between two characters. The device 
of misunderstanding serves to complete the hero's isolation.
And the invention of the quarrel and reconciliation ^the 
only suggestion of development in a reciprocal relationship 
between the play s charkoters. The structuralas well as



emotional weight attached to the scene ezplains its 
comnarative inferiority; the attempt to externalise the 
significance of the action at this point prodnces an over- 
intense dlction^which even for Dryden's first andienoe 
must have verged on the extravagant.

That the dramatic situation designed to test and 
praise unselfish friendship should Increase in importance, 
even at the expense of a decline in aesthetic effect, 
is consonant with a tendency which appears elsewhere 
in Dryden's work of this period;iB tendery to elevate
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henyolencc into the supreme virtue, notable example
Occurs in the dedicatory epistle of Amphitryon:
—'to proceed in the same tract of goodness, favour, 
and protection, is to show that a man is acted hy 
a thorough principle: it carries somewhat of 
tenderness in it, which is humanity in a heroical 
degree; it is a kin! of unmoveahle good nature; a 
word which is commonly despised, because it is so 
seldom practised.' , .

Thiq like some others among the post-Revolution dedications, 
was addressed to a patron of opposite political principles. 
It could seem that by professing his faith in friendship 
as an apolitical value, the poet demonstrated his withdrawal 
from the political scene. Ultimately, of course, to claim 
eminent virtue for the man #D8e friendhip overlooks 
political divisions isip^eaffirm 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 Plutanh, the Egyptian friend of the hero is found to 
he true to his own degenerate race. The same is predicated 
of Cleanthes in Act IT, enhancing the denouement of Act T, 
which celebrates him as the sole instance of a virtuous 
^^yptian, in the publio setting o^ an attempted heroic 
action. The action emphasises the motif of filial



affection as a concomitant of heroic virtue in ths secondary
hero, particularly in thy final sccnq, where Gleanrhos intervenes
to save his father from the Spartans, and Sosyhius is
represented as still hoping to oreserve his son by diplomatic
means. This is an amplification of the theme of familial loyalty
developed through the protagonist. At the same time it
enhances the motif of heroic friendship; Oleanthes' support
for Gleomenes involves a nersonal sacdfroe in the alienation
of his father, and the thwarting of his sole humane attribute,
paternal affection. (This is brought out in Act III, scene i,
where Sosybius expresses his resentment at his sods attachment
to the Spartan, ending with the lines:

'Oh, so well I love thee,That I could curse thee for not loving me:' )
The clash between wilful fdher and virtuously-inclined son
had anneared frequently in Dryden/s eadier plays, mosc notably
in Aurengzebe; theatrically striking instapes of it occur
between l^onidas and his supposed father Polydamas
(in f.larriane—a—la—LIode) and Torrismond and Kaymond

V 3 /(in The Spanish Friar).
Eut in Oleomenes, the heroic son's disobedience involves 

a political choice as well as a choice of virtue. This 
fact Sosybius's appeals underline (e.g. 'You must love your 
king and country more'). And here it is the corrupt statesman 
who demands reverence fr the representative of monarchy,

'Yhate'er he be,I must not hear my master vilified', 
anrl the virtuous man who is held to oe justified in refusing it 
on ethical grounds, Since Gleanthes eventually acus againsu 
the king as institution^as well as condemning his private 
character, the standards invoked here are the inverse of 
those of the apologist of absolute monarchy. This apparent
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shocking reversal oi menu us une polemical poems iscf "khI



prefigured in the ending of Don Sehaatian, which puts the 

moral qualrties of the monarch before his political quality.
The tendency may he associated with the (ultimately political) 

essertion, in the address to Deveson-Gower quoted above, that 

true nobility is the ability to overlook political differences.

In Cleomenes, the two heroes' political allegiances are 
reduced to consequents of individual ethical decisions.
While this monolithic presentation of heroic character would 
be at odds with a preoccupation Wth actual political minutiae, 

it is consonant with the simplicity of a dramatic structure 
based on antithesis. Within this restricting framework,

Dryden apparently foun^the manipulation aud even inversion of 
familiar material a useful expressive procedure.

The examples discussed so far have all been simple, . 

involving the re-use of prominent surface features from the 

poet's own earlier work. But if it is true that in this 
play literary analogy has replaced political analogy as bhe 
primary source of dramatic conceptions, one might expect a 

more pervasive, and perhaps mere recondite, use of literary 

models in dramatic invention, where the liutarchan model is 

supplemented. (That is, pursuing the analogy with the methods 
of the Juvenal translation, a class of sustained and shaping 

reference to an unstated situation.)

One evidence of such a technique is the re-aPpearance in 
Oleomenes, with Inverted significance, of a dramatic pattern 
used in AH for Dove. Among Dryden's plays, his version of the

Antony and Cleopatra material comes closest to Oleomenes in 
its emphasis on the pathos of defeat and of love in adversity.
In both plays the defeated hero is offered the possibility of 
recovering his former public status, or of contenting himself
with the satisfactions of a private role, and each possibility 
is renresented bv a female character. The preface to the earlier
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play admits t^/mis judgement in the handling of the tvo female
cnaract0TS..which hindered the intended concentration of
sympathy on the iwu chief cnaracters;

'The greateet error in the eertrlvnncc seems to he in 
t^-c Mcrson of Octavra . « * .1 nad not enough considered 
thet the compassion which she moved to herself and the children 
was destructive to that which I reserved to Antony ahd 
Cleopatra . . . . the dividing of pity, like the^catting
of a river into many channels, abated the strength of 
the nataral stream.' ,, .

The later play's precisely reversed strategy, a complete

segregation of the rival women, would seem to reflect this
consbatation. Both women in the earlier play partake of,
the Same pathetic ethoq which in the later is associated only

with Oleora. It is notacle that Cassandra's soliloouies

are drawn from the stock of assumptions about feminine

psychology used by the scheming women of contemporary comedy ,

The inadequacy of such assumptions is reveled in the relationship
of Cleora and Oleomenes. Sympathy is only invited by the

sufferings of the two heroic lovers; the emotion aroused
by the discomfiture of Cassandra (in the interview of Act IT)
can be no more than a superior, Hobbesian, form of pity.
The theatrical segregation of the two avoids the problem posed

by the fact that the independent scheming type of female is

a more interesting fiction from the dramatic point of view.

Brom the theatrical and ethical segregation of the rival

feminine Interests a powerful, effect la derived in Act IT :
Cassandra intitutes a comparison between herself and Cleora

which precipitates in the here a conclusive revulsion against
the king's mistress and the opportunities she represents.

In other areas of elaboration of the Blutarchan source
the dramatic fictions of other writers are influential. AP .

example is the debr to-rietoher's Bonduca shown in the
invention of the character of Cleonldas* wnlch is doou^anted
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by Scott. Fletcher's dialogue between the heroic child and
hie uncle ie need twice in Olen^enes; the earlier part is

the source for Oleonidas' remarks about starvation in the

prison scene of Act IT, while the child's dying utterances are

closely 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 operation of
other, and more fundamental,models. That the addition of the
character of Oleonidas is essentially a substitute for
Plutarch's presentation of the youth of Gleomenes has already,

(6)oeen suggested. And the hero's child appears with the same
general function in an earlier play, the adaptation of
Shakespeare's Troilus and Oressida. Ih thas play Dryden
Introduced, along with Andromache, Hector's young son,

Astyanaz. The Trojan council of war is interrupted by the
report of the child's demand that he be allowed to send a
challenge to Achilles; it is Hector's shame at being outdone

, (Y)which prompts him to'frame a challenge himself. The child's 

aspiring courage illustrates the natural martial spirit of 
Troy, and this too is the function of Gleonidas' military boasts 
in Act 1 of Gleomenes. The most telling makes the comparison 

with Hector's child:

Cleonidas: But why did not Astyanax go with Hector? 
Oratesiolea:Because he was a child . . . .
Gleonidas: . . . . But grant me this, ,

There are no Spartan children; we are born men .
The function of inciting the hero to further acts of valour
is frequently asssigned to Gleonidas also.

But Gleonidas is only one element in the closely-integrated

unit of Gleomenes' family, which although its two female charact­

ers have some basis in Plutarch's narrative, is itself a 
considerably elaborated fiction. The hero as



-paterfamilias had apt^eared "briefly ia Troilus Oressida^
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aad la a different sense in Ai I T r.r* i OUT Tne mavriarcn
Oratesiclea is,for Dryden, an Innovation. But an instance

V± 01^ Dryd(

as a model, that of Shakespeare's Ooriolanus. Although 

Shakespeare's tragedy in its original form was ignored 
hy the Eestoiation theatrical companies, its possihillties as 
a political drama appealed to tbe Tory writer kahum Tate, and 
during the Exclusion crisis he produced an adaptation entitled 

The Ingratitude of a Commonwealth: or the Ball ^ Ilaius Kartiua 

Ooriolanus. The date of its production is close to that of 

Tate's collahoration with Dryden on Absalom and Achitonhel Part II, 

Since it seems unlikely that Dryden could have been ignorant 
of this acted version, it must rank with the Shakespearean text 
as a possible model for the fiction of the heroic family group 

in Cleomeneg. The distinction is not an irrelevant one:
o 'I*, o I ao.iaptation exploits to the full the pathetic aspect of

the family group, a feature ^ready remarked in Cleomenes.

Not confining himself to the scene of their appeal to 

Goriolanus, he has them reappear in the final scene as the 

victims of Aufidius's brutality. Among the deaths of the last 

Act, that of Goriolanus'8 child is particularly relevant for 
Gleomenes; he expires before his father's eyes after an affecting 

dialogue displaying infant piety, very much in the manner of 
the heroic children of Bonduoa and Gleomenes.^^^ The treacherous 

Intervention of the father's personal enemy, a detail absent from 

Plutarch's account of the child's death, is shared by

Gleomenes and The Ingratitude of a Commonwealth, 'hus

the affecting death of Cleomenes' son follows the general

pattern of the child's death in Tate's drama, although 
foreground detail is sunnlied from Bonduca.



It regains to demonstrate the general correspondence 
between the fnnotion of the family group In Corlolanns and the 
use made of it in Oleomenos. In the triad of
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isolate mothe]
gentle wife and precociously heroic son, the marraarch is 
furthest from the writer^s previous habits of characterisation. 
Allowing for a difference in.the conception of domestic pathna, 
and for the exigendes of t^Plutarchan original, there is 
considerable resemblance between Oratesiclea and Volumnia.
Both 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 
explains and comprehends their motivation in the action of the 
drama. In Gleomenes at least the sufficiency of the mother- 
figure's insights endures throughout the tragedy. This close 
relation, almost of practice and theory, between the son's role 
and that of the mother, is dramatically expressed through the

Imother's funotion as counsellor. (In Dryden s plays, this functucn 
had been more usually assigned to the heroic friend, for example 
to Tentidius and Dorax.) Where they ere specific rather than 
general, these maternal exhormations to heroic virtue may 
dictate the course of events. Tolumnia persuades Goriolanus 
to pub aside his scruples about presenting himself to tne populace, 
and Gratesiclea instructs Oleomenes toebandon his family; 
each is used to promote a public . manifestation of the 
military ideal against the resistance of the hero himself. Thus 
the potentl.ally dehumanising demand for the sacrifice of 
individual values in the interest of the military ideal is
)artly credited to the mother, and to the tradition inherited
' A c ch ho-n.



153.

a2
In Oorlolanns the family group functions collectively 
replica of the hero. The child's natural ferocity

and the mother's stern pride are the leading traits of
Ooriolanus himself, /^thongp the element of his character
which corresponds to the tenderness of Vergilia is only exhibited
fully in the scene where he relents towards Borne, the apparent
change of heart has been prepared by presence of the gentle
Tirgilia. In Dryden this complementary function of the
family is quite thoroughly and deliberately exploited, particularly
in the first scene, with its discussion of what constitutes
Spartan lineage, and its establishment of di^omenes as the
crime renresentative of Sparta, ^leora relates the qualities

of Oleonidas to those of his father:
'^o you not view, my lor^
As in a glass, yo^ darling fault, ambition.
Reflected in your Son?'

Cleomenes' reply:
'My virtue rather*

invites the extension to the father s character of the evident 
hmbiguityin the son's military enthusiasm . In Act II, scene ii, 
on the other hand, the reflection in Gleonidas of his father s 
contemntuous attitude towards the king's mistress is presented 
as an endorsement of Spartan rectitude.

Although the son is usedibr commentary on the values of 
the military hero, it is chiefly Oleua and Cratesiclea who extrude 
the essential conflict in the hero's character. When they first 
apnear, Gieora commiserates in her husband's gief, while 
Gratesiclea urges action; again in Act III, Gieora voices 
Gleomenes' subjective reaction to the Egyptian proposals, 
while Gratesiclea urges the priorities of public glory. Ahd 
Oleomenes himself, after rejecting at the beginning of the play 
the Pathetic alternative represented by Oleora, embracer it in 
the changed language of submission of the first prison scone;



l54
('Jast such is death 

'8he kisses
But kind, and soft, and Sv^eet, as Eiy Gleora',

cold ^

or
--1 To-I I. JL W _X» « - - f .Will hand in hand to the drk mansions go'.)

The complementary function of the family is most
important when, in the absence of the hero, it is used collectively
to represent his qualities in the stage action, in the scattered
plot of Ooriolanus, this procedure is particularly important;
Volumnia and Tirgili^ are used as Ooriolanus' representatives
In scenes in Rome. In the closer plot of Oleomenes the device
is used oh^ once, hut in a position of consideraole stress, 
rofioctinv the final separation between the hero and his family; wh^^Tthe'hero leaves to begin his abortive rebellion, ^leora,
Oratesiolea^ and Oleonidas express contrasted reactions to
the prospect of imminent death, covering in chorus-like
commentary the range of response adapted uo the hero's actions
of the final scene.

Altogether, the range of dramatic uses developed for 
the family group in Gleomenes lies within that of Coriolanug^ 
the only eception is that Dryden, like Tate, chose to emphasise 
pathos and suffering in his family group. Tne fact that 
Dryden has carefully elaborated on one major function, 
the scattered rdlectiun of the hero's traits in nis 
dependants, suggests that he may h^ve been 
'perfecting' a unifying device which had anpealed uo him 
in Shakespeare. But at least a dramatic precedent for 
the group evolved from Plutarch's narrative exists in the 
earlier play, offering a vehicle for the expression oi 
the conflict between public and human demands in the military nero.

The construction of the family group in uleomenes 
is an instance of a complex analogical conception. The scale 
and importance of such devices varies widely.



The pursuit of pre-existing literary forms involved in the 
construction of Gleomenes could oe extended almost 
indefinitely; the purpose of the present account is simply

usurp 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 importance of these literary analogies.

Following Plutarch's narrative, Dryden was obliged to
represent Oleomenes' reaction to an account of the state of
Greece after his flight. For the most part, the scene is
derived from Plutarch, although the model of the English
historical situation also anpears as a forming influence. A
completely original section of the scene is that in which
Oleomenes falsely anticipates the arrival of bad news from Sparta:

'Then I shall hear of thee once more, dear country! . . .
. .Then I shall hear of sacrilege and murders'

Accused by Pantheus of unbecoming impatience in anticipating
Ooenus' ill report, Cleomenes exclaims:

'Thou art a scurvy monitor; I am patient:
Do I foam at lips,
Or stare at eyes? Methinks, I am wondrous patient:
Now, thou Shalt see how I can swallow gall'.

But he again proceeds to tell Ooenus' story for him, so that
Pantheus' check and the hero's retort are repeated after a few
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lines, This time Oleomenes invokes tne principle of decorum:
'I was but teaching him to grace his tale 
With decent horror.'

The passage, with its repetition, appears to be something of 
an excrescence. Although as a whole it builds up suspense 
before the anti-climactic revelation ^ Ooenus, Gleomene^ first 
retort in n-rticular has an obtrusive weight in a dramatic
context which does not seem to demand so much assertion.



In his oiography of Plutarch prefixed to the 1683 
translation of the Parallel lives Dryden gives an English 
version of an anecdote fro^ the writings of Anlns Gellins. 
^afnting a slaves charge that he has acted ^ith a passion 
unbecoming in a philosopher, Plutarch is made to say;

'I am not of opinion that my eyes sparkle, that I foam 
at mouth, that I gnash my teeth, or that my voice is more 
vehement, or that my colour is either more pale or more 
rod than at other times; that I either shake or stamp 
with madness, that I say or do anything unbecoming a 
philosonher. These, if you knon them not, are tha symntoms of a man in rage.'

(5)
As it recurs in Gleomenes, the unity of the utterance is 
preserved, and its application.is weakened not, as often, 
by over-explicitness, but by its comparative autonomy.
Although both characters are defending the propriety of their 
behaviour in the capacity of Spartan or philosopher, the literal 
content of the incident in which Gleomenes' defence is set is 
rather different.

At the other end of the scale, there are indications in 
Cleomenes of the operation of literary analogy in the conception 
and presentation of tkhero. This oorstitites a pattern as 
far-reaching as the underlying Satan/Ohrist/Adam analogy which 
had been detected in Absalom and Achltonhel. The source in 
Oleomenes is again Miltonic, but here it is ' '

Samson Agonistes. The broad community of theme between 
Samson and Gleomenes can be briefly stated: in both a once 
active and confident national hero is placed apparently through 
his own failute, in the power of a degenerate and hostile 
people; reduced to despair by enforced inactivity, be doubts 
the validity of his alleged heroic destiny. The drama traces the 
steps by which he approaches his death as the only possible 
liberation. His violent end is stet^ipo be a glorious 
vindication of his life, although the earlier stages of the
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drama hare not supported this conclusion unequivocally.
It could he argued that these resemolances can he 

accounted for hy external factors. It is true that both
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^han the sufferings of advancing age and political adversity 
would make a preoccupation with the problems of defeat and 
frustrated aspirations quite natural. Although marginally 
relevant, this explanation is ^oth inconclusive and shallow 
(in the sense that it can ohly be used to account for surface 
resemblance).

A more probable explanation would be that both dramas 
refer themselves to a Greek model - Sophocles'
Oedipus ab Oolonus would seem the most likely original.
But against this there are various objections. The first 
is that the only model invoked in Dryden's critical preface 
is the single-plot drama of contemporary French writers^^^^; 

and examination of his play in fact reveals the influence of 
this model in several places. And by a tragedy in the 
Greek manner Dryden seems to have understtood something rather 
different from Oleomenes, judging by his remarks on the 
difficulty of producing a truly classical tragedy with chorus 
( in the preface to his translation of du Fresnoy's 
De Arte Graphica, 1695):

'A new theatre, much more ample and much deeper, must be 
made for that purpose, beside the cost of sometimes forty 
or fifty habits . . . 'Tis true, I should not be sorry 
to see a chorus on a theatre more than as large and as deep 
again as ours, built and adorned at a king's charges; and on that condition, and another, which is that my hands were 

not bound behind me, as now they are, I should not despair 
of making such a tragedy as might be both instructive and delightful, according to the manner of the Grecians.'(11)

This idea of the theatrical scale of Greek drama is borne out
by the technique of Oedipus, the tragedy written by Dryden in
comaboratron wrmn lee, unrs, ^wnspeople of Thebes
are present as a chorus, and in Act III they participate in a 
religious ritual with music. The final objection to
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the theory of Classical Imitation is that it cannot account 
for the local importance of wiironicjp^rallele in the play, 
althongh it might explain their hroad dietrihntion.

o h. ; •4- Vn <-3 “f" *4“ I tance of the
Miltonic parallels is greatest in the first Act o: !leomene(
Samson Agonistes opens with the protagonist's soliloquy, 
which is interrupted only hy the arrival of the Chorus. The 
hero ha:s withdrawn to an unfrequented place to meditate on his 
lot, and mingles factual details of his situation with the 
utterance of

'restless thoughts, that like a deadly swarm 
Of Hornets arm'd, no sooner found alon^
But rush upon me thronging, and present
Times past, and what I was, and what am now.' qg 23)

The comparison Between his glorious past and destiny and 
his miserable present leads on to the question of tj^ purport 
of his experiences:

'Why was my breeding order'd and prescrib'd 
As of a person separate bo God,
Design'd for great exploits; if I must die 
Betray'd, Capbiv'd, and both my Eyes p^out,
Made of my Ehemles the scorn and gaze;
To grind in Brazen Betters uhder task
With this Heav'n gifted strength?' (11,30-35)

Samson's meditation leads him to a simple resignation:
'I must not quarrel with the will 
Of highest dispensation, which herein 
Kapp'ly hath ends above my reach to know',

and the Chorus, seeking out the hero to offer comfort, allege that
hie situation Ls not qniquely desperate:

' wiest ken
Have err'd, and by bad Women be-n deceived;
And shall again, pretend they ne'er so wise.
Defect no then so overmuch thyself'. to attempt

They continue (in lines II6-I34 and 178-l85)/to alleviate his
plight by discussing it in simple traditional terms.

All these features are paralleled in Dryden's opening
scene. Cleomenas; like Samson, is discovered reviewing his

:ent downfell ;urce of tormenti^thoughts (11.1-23):



'I fled; and yet I languish not in e%]le;
But here in Bgypt whet Blunted horne,
And neditaie new fights, and chew ny los^\'

and questioning the anqarent injustimof his destiny;
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'Ah! ^oas, wusi u^eomnnes wait For tardy helps of Base Bgyntian hands?
Why have not I, whose individual mind .
^huld ask a nation of such souls to inform it,
Why have not I ten thousand hands to fight 
It all myself, and make the work my own?'

Here,the dduhle rhetorical question nicks un the form of
Samson's speculations in lines 23-38; the typically reduced
Dryaenian periods express vigorously a sense of physical
restriction comparable with Samson's.
('0 glorious strength
Pui to the labour of a Beast, debas't 
Bower then bondslave: ' ) (HL )

jjUt aotoxs point Gleomenes' meditation is interrupted by 
the entry of Oratesiclea, Gleora and Cleonidas. With stage 
performance in mind, Dryden was bound tylntroduce some 
contrasting movement after the static opening of the play. In 
its use of th^klnd of varying device Cleomenes clearly differs
from Samson and its accelerated external development
is accompanied by a slower rate of development in the protagonist' 
consciousness. Thus the topic of election raised by Samson in 
his opening meditation appears only towards the end of the first 
scene of Oleomenes, and then briefly,
(' 'Tis not to be endured.
That fate of empires, and the fall of kin^s^
Should turn on flying hours, and catch of'moments')

and its fuller development comes only in the prison scenes. It is
in the .second prison scene too, that the resignation expressed
in the early stages of Samson's deliberations is fully
developed iu Oleomenes (although it is suggested in a simile
in Act III), When Cleonidas raises the question of the
Inapprpria^ness of destiny:
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'You've often told me, that the souls(f kings 
Are made above the resb of human race:
Have they not fortunes fitted for ^hose souls? 
Did ever king die starved?'

.eomene:>= • like Samson, j- rovidence insert
'Yet still be firm in this, - Tho gods are good,
Though thou and I may perish'....

... 'The rest is all unfathomable depth'.In Gleomenes, changes in the hero's states of mind are made
dependent on the intervention of external causes.

In a small way, this is seen in the continuation of the
play's first scene. Immediately after the entry of his family
the hero continues his laments, and like Samson, foresees an

(13)imminent death; but the varying attitudes ^the family
group illustrate the displaoment of moral interest in favour
of perceptible activity. While Oleora offers to join in the
lamentations of her lord;

'In deed it was a churlish kind of sorrow 
. . . . 'to engross it all yourself,

And not permit me to endure my dare'
(as Milton's Ohorus intends 'mo visit or bewail thee'),
Oratesiclea's object in seeking out her son is to bring counsel
rather than consolation, to demonstrate, as Samsun's friends attempt
the inappropriateness of his sorrow:

'This melancholy flatters, but uhmans you.
Wh^t is it else, but penury of soul,
A lazy frost, a. . numbness of the mind.
That looks up all the vigour to attempt.'

But the energy she attempts to arouse is physical as well as moral,
as her reply to Gleomene^ response
('That's something yet, an earnest of an action')

indicates. And where Samson responds to the Ghorus'
consoling remarks only by engaging in discourse, dleomenes'
final responses 'Well, I will live . . . . I'll try at least'
indicate a preparation for active involvement in events^which
is soon articulated by a change of method in the presentablun of 
the hero. For although the central moral presence of the hero



is a consistent feature of the play, after the first Act he
is no longer used as the fixed physical centre towards which
all the other characters ara^itate. The extrer^ of this movement

( )away from simplicity of organisation com%in tne
final Ao% when the hero is shown pursuing the Egyptians 
through the city.

The form of the opening section of Cleomenes, as of that
of Samson A^onistes, is that of a soliloquy interrupted by
a dialogue which itself constitutes the first phase of the
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-piece scene , usually representing
a court gathering and employed chiefly in the heroic plays,
( although also, following Sophocles, in Oedinus) and in
Troilus and Cressida; and the expository dialogue between two
lesser characters, as in All for love, The Spanish Briar and
Don Sebastian. Dryden's two sources of inspiration among tne
'Moderns', th? French and the Shakespeare of th3 tragedies,
both favour his second method. There remains the possibility
of a Olagsical precedent for the opening of Cleomenes. ]&rt
W.5. Parker has shown that the form of opening chosen by
Milton ( a soliloquy for the protagonist, Interrupted only by
the arrival of the Chorus) is without precedent in the surviving
Greek drama, and this makes Milton's play the only possible 

Classicising /source for the form.
Painter and more general reflrtions of the structure of 

Milton's play pervede the later stages of Oleomenes. The first 
episode which interrupts Samson's dialogue with theCnorus is 
the arrival of the hero's father, Manoa, who nropases a quiet 
and dignified retirement among his own people as the best end
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to the hero's career. Similarly, Oleomeaes' friend Pantheus 
that contentment is to he achieved 

'By hnt forgetting yon have Been a king'.
The aialogne with Hanoa contains the most circnmstantial and 
insufficient account of tn hero's career; it also reveals a 
new and more distressing present circumstance which offers 
the possihility of a new development: the Philistines are 
celebrating the defeat of Samson as a victory for Dagon, 
and thus defying the god of Samson. In Gleomenes, circumstantial 
dialogue/tha hero, his family, and Pantheus is followed by the 
arrival of Ooenus, who also narrates new developments 
affecting the hero's public career. With O^enus' narrative 
Dryden uses the device of having the hero anticipate, falsely, 
the messenger's news, so that th^ discrepancy reveals 
something about his altitude to warfare. A similar use of 
the messenger occurs at the end of Samson Agonistes: milton 
has Manoa anticipate the Messenger's remarks, so that 
Samson's actual end, terrible as it is, is seen as m^re 
fitting than the alternatives evoked by his father's erroneous
conjectures.

The arrangement of characters around the hero in Gleomenes, 
is close to that in Samson. Go^g^deration of their ^uncuions 
in relation to the hero may suggest why this is so. ^ilton 
makes a point of retaining the chorus, with a precise and _ 
important function. Although they share Samson's slavery^ 
they exhibit differentiated responses to it; significantly, 
they express themselves in generalisations based on ancestral 
beliefs ('God of our Patherf, etc.) and traditional wisdom.
Por they offer only sympathy rather than understanding, and 
although they act as confidant, and sometimes even as catalyst.

162.

J.li Gi.i9 S of the hero, they serve to emphasise the



isdation from the cum^u^ity which election entails. In 
Dryden's use of the family group in Oleomenes thesis a

pre-eminenee, end, as the
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_milar insistenc^^n the hero'
action develops, in his special responsibility for the fate 
Of the Spartan community symbolised by the family of varied 
and partial characters, which is an Isolating factor. The 
function of purye^ing traditional wisdom and ren^^^^^+^- J. O O OXi VJLU

traditional values is clearly shardd by the family sroun in 
Oleomenes. They approach most obviously to.the traditional 
function of the Olassical chorus in Act V, scene i, where they 
discuss the prospects for the rebellion after the hero's departure; 
and this scene corresponds to the section in Samson Agonistes 
in which the lesser characters are left to specula^ on events in 
the city. (A common detail is that the sound of the decisive 
action reaches the ears of the waiting Chorus, and is discussed 
and interpreted.)

But the hero'sjlnal action is in both cases performed before
the audience of his country's heathen enemies. %hen the
family group of Gleomenes is disrupted by the calamities of the
last act, there appears a kind of anti-chorus, ths Egyptian
mob, a degenerate and realistic community expressing the reverse
of Gleomenes' heroic ideals ('We vulgar never fear the Gods').
The parallel scene in Samson Agonistes is a narrated one,
but its tone is similar. ^ryden may have perceived that,
by continuing, in appropriately distorted form, the family
group's role as a communal reflection of Gleomenes' endeavours,
the Egyptian mob gave the end of the play a catain balance which
faciltates comnarison between the heroic ethos of the Snartansitend that of an undignified reality. At any rate,/repeats the 
effect produced by the narration in Samson, that of focussing
attention on ths wider imvlicationa of the conflict between
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present suffering. To improve Oleomenes' position,
Cassandra offers all he^^ wealth and influence, together 
with

'That only sheWho loves you test, for yo^Companion home; I
You know what she I meah\

and thus the opportunity of fulfilling his military aspirations 
as well as the promise of release from tribulation, though 
at the expense of patriarchal duty as well as heroic dignity.
By conflating these two related temptations Dryden sacrifices 
the clarity of Milton's successive presentation of them 
in Dalila and Harapha; what is gained is an antithetical 
arrangement of all the issues, inviting a single choice from 
the hero. At the same time this arrangement involves 
adopting a dramatic psychology simpler than Milton's, 
since Cassandra, as the sole personified tempter, tends to 
become merely the villainous foil for Cleomenea' good 
qualities. This general antithesis is not enough to 
support a coherent account of the hero's moral position, 
and ratheptlurs the play's ending.

Milton's introduction of Harapha (the only character 
not demanded by the Old Testament nanative) permits discussion 
of the motives behind a heroic action, and thus provides, 
indirectly, the ultimate justification for the protagonist's 
warlike activity. Some demonstration of this'nature is 
clearly intended in tk final scene of Cleomenes, expressed in 
the action through an emphasis on liberation, and in the 
dialogue, derived from Plutarch, on the pronerly heroic death. 
With this evidence of an externalised version of something 
approaching the matter of the Marapha episode in
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<2* v-i. r. ^ -4“ P ■o 1/bo j J- u cannot bo assumed tha" issanara
a delibeate conflation of Milton's two tempters; the character 
seems rather to derive from the immediately theatrical
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effots and tonsiona found in Dalila's interview with samson.
Dryden'a two chief innovations in Oleomenes are the 

characters of Oleanthes and Cassand^^, and it is notehle that 
ooth carry functions of characters who define the predicament 
of Milton's defeated hero. Additionally, in Act I Pantheus

ah th<
resemblance ceases abruptly with the cessation of the close 
structural resemblance with Samson. The forms of Miltonic 
influence found in Dryden's tragedy can be summarised as follows: 
in its general conception of the predicament of the defeated/ 1 *7 \military hero Oleomenes coincides with Samson,' '/while imitation 
of the tone and structure of Milton's work is confined to the 
opening scenes. This is very much the pattern of influence 
found with the immediate historical experience of the Stuart 
defeat; the figure of the exiled James II, like that of 
Samson, appears to have Influenced the choice and conception 
of subject, and, when the poet came to develop the figure of 
the undeservedly but unavoidably defeated hero, becama the
source of an image to be incorporated in the text. mhe -pi o
of the abdicated king offered Itself as an emblem of the content 
of the theme, as did Milton'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 
which the basic conception of the hero mis formed; with the 
development of an action incompatible in content with these 
controlling Images, and capable of projecting the conception of 
the hero, they become submerged.

The coherence of the drama is only supported by bhose 
analogies at the background level of their influence on the 
onoice and conception of subject; the disruption which may 
occur when they appear on the surface of the drama is demonstr­
ated by the dislocation of Act I. But in Don Sebastian it was 
not the surface analogies (i.e. the political analogies) which 
were found to contribute most to the coherence of the dramatic 
structure; and it would appear that the same is true of 
Oleomenes. The importance of the structural patterning of 
antithesis has already been indicated.



Any attempt to understand what dieomenes conveys
about the status of the hero, cr of the heroic mode ^
literature, must tske account of two cruces in the presentation
of the protagonist. The first difficulty occurs in the
transition between the first part of Act 1 and the scenes which
succad it; that there is a structural br-ak 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 composition. Acts II,III, and IV are straightforward
enough; but the transition from the second prison scene to
the rebellion is not easy of Interpretation, while being vital
to the final assessment of the hero. Further, any attempt to
rehte the final scene to the rest of the play raises the
unfortunate question of whether a hand other than Dryden's
could have been involved in its compcsition.

'^hile Oleomenes is not a work which gives the impression
of having been writteh continuously, it does not appe^in any
way un-hrydenian. The hypothesis, adopted in some form by
all editors of the plays, that Thomas Southornevas in part
responsible for the last Act, is based on a remark
in the younger playwright's dedication^ to1he. Hon. Thomas Wharton
of his comedy^ The Wives' Excuse, Although the
play was published in 1692, the dedication was omitted in
rrinting, so that it did not actually aopear in Dryden's
lifetime. but his approval is conveyed in a verse address
consoling Southerne for the comedy's slight success. The
passage in question, not entirely unambiguous,^similarly uses
bryden's name in defence of the comedy:

'upon the credit of this play with him, falling sick last 
summer, hw beoueathed to my care the half of the last act of his 
tragedCy of ^leomenes; which, when it comes into the world, 
you will find to be so considerable a trust, that all the 
town will pardon me for defending this play, which preferred me to it,'



Scott atte^^ted to effect a plausible reconciliation between 
Sontberne'8 clai^ and the ^nnifes^boherence of the text of 
Oleomenes by mininiaing the responsibility of the younger posh
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'It appears that Dryden was unable, from illness, to
put the finishing strokes to Cleomenes, Tht task he
conzitted to Southerns, now an intimate friend, and who, 
as may eaaly be imagined, felt himself much honoured by 
the task imposed upon him. This half of the fifth act was that 
upon which Southerne exercised this power of revisal end 
finishing; for that it amounted to no more, will, I think, 
be obvious to any who takes the trouble to compare that act 
with those which precede, it'.

He refers to ^ryden's admission of responsibility for the 
crowd scene of Act T:

'The rabble scene^ introduced, as the poet himself tells 
us, to grNify the more barbarous part of his audience, is 
deplorably bad.'

Scott's conclusions from the state of the text seem perfectly 
acceptable, and his interpretation of Southerne's state of mind 
is both attractive and appropriate to the context. But more 
recent writers have tended to assign a more important role bo 
^outhernei and in the absence, perhas partly for this very 
reason,of serious critical studies of the play as a whole, 
the basis for this assumption has not been closely examined.

Scott assumed that the indications of continuity between 
the last act and the preceding ones were self-evident, and did 
not specify them. So in this discussion of unifying verbal 
patterns in the play, particular attention will be paid to 
those which affect the disputed area of the text.

^ince the Spartan character is essentially constant, 
and the diction invented for it one involving epdc, and 
even Glassicising similitudes, one ^ight expect to find in 
the play fidds of thematically related imagery. The first 
scene establishes the use of images from nature for uleomenes 
and Oleonidas. The themes of the prison scenes are those of the



first Act - the integrity of the family relationship with its
divine anteoedents, and the po^enttelly tragic disparity between
inherited position and individnal predicament - and the same imager
is need to clothe bhem. In the two prison scenes as in the opening
scene, images of natural development and thwarted natural
development serve to convey the ironies in the cndition of the
natural unit of the Spartan family. In the first scene
Gleomenes expresses his hopes for his son in terms of plant life:

'let me but live to shadow this young plant 
From blights and storms, he'll soon shoot up a hero'.

This finds i%only optimistic continuation in the child's
image of himself ,

'like a young plant that fastens in a storm 
And deeper drives the root',

in the brief scene between dleomenes' dependants which precedes
the babble scene'. But on its second appearance this image
of the thriving plant derives poignant undertones from
an image used by Oleomenes in the ^ast part of Act TV:

'Alas! thy manhood, like a forward spring 
Before it comes to bear the promised fruit 
Is blighted in tne bud'.

The theme of wasting disease which destroys the life of the plant
is used again in the second prison scene (Act scene i):
Oleora, represented in the opening scene as the dependent
'vine' of the traditional marriage topos, has become

'A flower withering on the stalk for want 
Of nourishment from earth and showers from heaven'

The image of 'blight' in plants can be seen as an adicipation of
the literal content of this scene,with its attempt to depict
the aprroach of a lingering death. The other source of
destruction envisaged by Oleomenes in his image of Act I,
'storms', then corresponds to the possibility of violent deaun.
^tthin this context of vegetative imagery Oloomenos' prayer
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170,
in the seooni prison scene

'All I would ask of Heaven
but to die alone;xBj uu_u uu u.j.“ f ci single ruin

has a special significance; it recalls
expressed in the r^age of the falling tree in Act r;

'And yet I will not go to ground 
Without a noble ruin rouna my trunk;The forest shall be shaken when I sink 
And all the neighbouring treesShell groan and fall beneath my vast destruction ,

and thus points the change m the here's mental perscecuive.
In the later scene he seeks only the sauisxacuion Ox saving
his dependants by self-immolation, whereas the earlier form of the
image envisaged the public glory of deatn in battle. Both

refer back _ ^examples of the imaged to a comnon, and more specific, original,
Ventidius' image of the defeated and despairing hero:

'Row sorrow shakes him!So, now the Tempest tears him up by th'roots,
And on the ground extends the noble ruin.*

Bach use of the image is more elliptical than the last.
In the final scene the threat represented

by the metaphoric 'storm' of Act I is realised, just as the
image of blight found its realisation in the scene of trial
by starvation. It is part of the climactic function of the
scene to display t^ outward forms of activity denied to
the hero in the earlier stages of the play, although fully
discussed there. With this emphasis on the representation of
incident rather than event goes an extremely simplified, if
energetiq diction which preclude? the use of epic similitude.
Buch traces @f metaphoric language as do appear are both familiar
and highly elliptical: Gleomenes says of the death of his son;

'fate, thou hast done thy rorst.And all thou canst henceforth is but mean slaughter.
The gleanings of this harvest',

referring to the idea that man is 'as the grass ot the field'.



another form of the plant image of onddsn death. When, 
in the conclnding section of the scene, Sosyhins tells 
Cassandra:
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'this the king shall kno-,
thou inay'BG reap nue aru VI

the brief reference to Cleomenes* metaphor of harvest carries 
the implication that Cassandra will share the violent death 
of her Spartan victims. Against the background of plant
naeery iLablis] :d earll p rri-irnj'^o o 1 1 il ai nri <

of the last scene can be perceived a@'contributing to the 
general sense of resolution. The principal vegetative image, 
that of the hero as falling tree, annear^-similarly diminished 
in the final scene. Cleomenes is allowed to speculate on the 
manner of his imminent death:

'Fortune, thou hast reduced me verydow,
-o do the drudgery of fate myso 1 -p

What; not one brave Egyptian! not one worthy 
To do me manly right in angle ocmbat!
To fall beneath my fury? - for that's justice:
But then to drag mo after! - foq to die.

And yet in death to conquer, is my wish.'
The situation envisaged is that of the image of death and
conquest in Act I: the falling tree in a foest drags down
its neighbours wit^it. (Cleanthes empasises this conception of
death by reiteration:

'% would fall first ....
And pull you after to make sure in death,
To be yo^ undivided friend for ever'.

( The slight inversion of the image, made more explicit in
Oleanthes' speech, accords with the change of situation from
the enforced self-defence imagined by Oleomenes in Act I; the
hero is now obliged to initiate the sequence of events which
will issue in en honourable death) As tho stage action
aunroximatos to the content of the original image, the

uagre associated with that image has bee rslm4* VIrusive.
The continuing nresence of the underlying image of the hero 
A8 tree is again attested when Bosybins speaks of his son
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'there he lies,Extended hy the man whom hesb he loved' , 

using th^ same vert employed uy Tentidius in hie description 
of Antony as a 'ulasted oax'. Even a aouail as amall as «he 
use of 'growing' in the final quatrain has ite significance 
in the pattern of imagery: referring hack to earlier plant 
images, it suggests why Sosihius' speech forms a satisfactory 
conclusion to the play. The likral situation ordained hy the 
statesman (prostration of the Egytians, and symholic elevation 
of the hero) has a kind of symmetry with the literalcrntent of 
the hero's image of nis death in Act I (creauion of a clearing 
of prostrate trees, consequent on tne fair of the greatest), and 
this enriches the otherwise simple tranlation of a moral situation 
into physical terms.

The plant Imagery for the hero and his family set up in 
Act I thus tends* towards integration wth the action. It diminishes 
towards a complex stasis whose coincidence of literal, 
metaphorical;and moral significance ©nnooles the hero. The 
parallel class of natural Imagery, the animal, is predominantly 
of the class which compares man with the inferior heasus, and lo, 
naturally, associated with the Egyptians. As Oleomenes and 
Cleanthes point out to ti^: merchant Ooenus (in Ant II, scene i), 
the nobler animals are inappropriate to the Egyptian mode of life,

somtimes useda&hough, as part of thestock of epic simile, they 
to characterise the Spartans . hike the plant
imagery,tl^ animal imagery dwindles a@ the action develops.
The earlier scenes contain much picturesque and explicit 
beast imagery in the atirical speeches of Cleomenes and Oleanthes 
the cowardly king is called 'the kindest animal... the most 
giving creature in a fright', the Egyptian people crocodiles, 
according to the old theory of their origin^ 'The sun end Nile 
begot US'. These scatrereu images o^ ^gypu^u^



are logically connected by the idea that Egyptian life 
represents a perversion of the natural hhrarchy of creation. 
At an early stage this perversion is typified by
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a false relationshi
says

bet^Ci 4- % .o n has people: Clean^hes

'We are tools,
^ile, abject things, created for his use.
As beasts for men'.

Similarly, Sosybins calls himself Cassandra's 'beast of burden'.
In Act III, the scene in the temple of Apis and Cleanthes'
denunciation of the Egyptians as

'A people, baser than the beasts they worship.
Below the^ pot-herb gods, that grow in gardens'^ 

evoke
/a more radical perversion of the natural order. If the relation
bdween the subject and the supposed type of divinity, the
monarch, is that between beast and master, it is beceuse the
types of divinity themselves are envisaged as part of the brute
creation. Cassandra's remark that ^he god that I adore is in
my breast' illustrates the consequences of this reversed cosmology.

The last scene of the play represents the encounter
between the representatives of Egyptian and Spartan values;
Cleomenes states this fact in the form of an opposition between
religious hierarchies as he leaves the stage to begin the rising:

'We'll drink a bowl of wine, and pour the zest,
Pot to the dog Anubis, but to Jove,
The freer and avenger.'

When he confronts the Egyptians, the reference to Anubis is taken 
up again:

'Run, couch, you cowards, to your tyrant lords.
A dog you worship, and partake his nature;
A race of speaking spaniels.'

This sets up a spcifio equivalence be+ween worshipper and
wonhipped. A later passage based on the metaphor of canine
behaviour,
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'the prisonersSven guard their chains, as their inheritance.And man their very dungeons, for their masters',
implies also the equation of the Spartan party with its
deity, the 'freer and avenger' Jove, since what the currish
Egyptians are said to fear is that

'godlike liberty, the common foe.
Should enter in'.

Again, the final image enfores the association between
woshipper and divinity: while the Egyptians are still
represented as spaniel-like :

'we, like slaves, lie grovelling at his feet' ,
Oleomenes assumes the semi-divine status of his ancestor
Hercules, with a funeral
'bike the procession of a deity'.

In this way the narrowed and focussed Egyptian beast-imagery
of the final scene supports, like th^ plant imagery, the
final vindication of the hero.

A special case of the epic similitude in the play is
the image of the ox Apis, derived directly from Plutarch. It
is fully stated by Sosybius early in Act III:

'Then I concur^' to let him go for Greece;And wish our Egypt fairly rid of him.
Por, as our Apis, though in temples fed.And under golden roofs, yet loathes his food,Because restrained; and longs to roam in meads.Among the milky mothers of the hard: 'So Cleomenes, kept by force in Egypt,Is sullen at our feasts, abhors our dainties.And longs to change them for his Spartan broth.
He may be dangerous here'.

But a related Virgilian image is already associated with the 
hero, since the play's opening speech oharacrerusos Oleomenes
anu Antlgonus as warrin /i! U U—Li-o « sees himself as sparing,
in his restrain^ for renewed fight ('I . . .whet my blunted horns'); 
Oleanthes, in the following scene, speaks of the Egyptian kang's 
subjects as sacrificial beasts:



'as Oxen, draw the yoke, \And then are sacrificed.' ^
The constl tnent ideas of the Aria image are thus established
well before the speech of Sosybins. Dnt after his formnlation 

itof/the image does not recur. Instead, it is realised in tha 
action in two ways; thelempl^ scene uses the implied presence 
of the ox-god to provoke a spontaneous expression of the 
essential character of the two suppliants, Ptolemy and Cassandra, 
invitiag valuation, as did the presence of the hero in an earlier 
scenes later scenes show the hero, like Apis, placed under 
restraint, envisaging himself as the destined sacrifice to 
Cassandra^s vengeance. Dryden's idea of having the Spartans 
deprived of food may be connected with th^idea of the unwekome 
feeding of the sacrificial ox, particularly since Cassandra
alludes to starvation as resembling Gpartan fare and
'Spartan broth is mentioned in Sosybiuh verion of Plutarch's 
image; at any rate, it represents an inversion of the fattening 
of the sacrificial beast. The use of the Apis image, then, 
like that of the plant imagery discussed above, embraces 
both similitude and dramatic fiction, demonstrating the kind - 
of complex relationship between vehicle and tenor characteristic 
of Dryden's mature verse.



CHAPTER 71: CHARGES IN THE HEROIC MODE ARD ITS STATES.
176,

^ Gleonenes have hee^ tr
dissimilar dramatic constructions erected on the same basic 
premises, and therefore as comparable. Sufficient evidence 
about the workings of the later drama has now been accumulated 
to permit the refining of this working hypothesis. In terms 
of method as well as structure the differences between the two 
works are so great as to call into question the assumption 
that community of subject implies community of import. This
was suggested already by t^ contrast of effect between the

(1)two exposition stages discussed in Chapter 17 above. The 
exposition stage of Don Sebastian suggests t^ pospect of 
an unending succession of changes, in which the rehabilitation 
of Sebastian himself, although the chief subject of interest, 
does not appear as thsend of the plot, but merely as one of 
its possibilities, while the subsequent action takes the form 
of a succession of instants qualitatively distinguished by 
the state of intrigue. The parallel stage of Oleomenez lacks 
this variety: its culminating points are -he resolutions taker 
by the hero about his return to Greece, about his relationshapg 
with the Egyptian court and with -Cassandra, so that thecgtlon 
is defined and circumscribed by the antithesis between nero
and environment, further investigation or aramatic mernoc
and material only extends this general sense of contrast.
Whereas the dramatic fictions of Don Sebassi^^ a-e based on a 
wide variety of materials, including historical, poiivicai,
and religious ideas, tho^of Clcomenee reproauce
ions of its overt literary source. Only tne satir^oar scenes
VVJ. Lii DIJC; JbRi V i-.' uu-msii o-i '.norl oo o Tt nT*i
ion: elswhe:
hero, conceotio: C)"'—I o Th xi O' ' 1 'or^ mooels
supalement Plutarch's iaotual account of the exil(
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As.the poet'8 beet mode of satire perpeta&tes itself in the 
only cor^lctcly new material ir The play, mo his most nsual 
subject, the House of 3uart, is irs only shaping rojibuCAl 
analogy. With this exception, the drama refers only to 
literay precedents. The verbal patterning which unifies its 
dramatic structure shows a corresponding frm of homogeneity. 
Instead of the large progressive analogy of the Hall wrich 
supersedes thematic imagery in Don Sebastian, Oleomenes has 
a: group of recurrent images, which have a highly
developed internal reference, and virtually no external 
reference. Horeover, in the course of the play, image 
becomes closely Identified with action, and the distinction 
between vehicle and tenet in the play s imagery is ouiiueraucd. 
Oleomenes thus represents in every respect a more ciosed 
system than Don Sebastian.

It would be possible to associ^e the contrast dhmethod 
between the two plays with the contrast between a drama 
of detachment and a drama of commitment, put this is nou 
s particularly fruitful approach, since neither play fits 
into either category, and Dryden's other mo^ 'committed' 
drama, All for Dove, is far less restricted in action 
and slluslveress than Oleome] i Pf O • Altiiough the operiing _

include pathetic effects . and the orison scenes denend on 
them, there are still sighs of the enic aspiration in the

;w py-i p 0-

treatment of the hero. ^ His satiric function oeion^^
to the active heroic mode, and tne important final v&liau^o^ 
of his virtues is organised by a characteristically Drydenian 
persuasive argument which maxes little use of parnos.

This crucial cllmact^ scene of the tragedy contains a vasi
amount of material in tne iweidenm bach successiv(



incident annnarisee the play's version of a familiar theme.
At thk ueginning of the scene, the hero end his partj con­
front the Egyptian moh, exemplifying the Spartan/Egyptian 
antithesis in terms of the contrasted political activity of 
the resDonsihle leader and the fickle populace. The hrief 
exchange between Gleanthes and his father recapitulates 
earlier exchanges dealing ^ith his divided]hyalty, and touches 
on the favourite dramatic theme of a clash hetveen heredity 
and the demands of virtue (a major theme also of 
love Triumphant). The hero's parley with Cassandra follows 
the same course as the more extended interviews of the earlier 
stages of the drama, and both characters hav^how reached the 
logical extreme of the position implied in the earlier scenes: 
Oleomenes affirms the heroic paradox of liberty in death, 
while Cassandra demonstrates the destructive power of completely 
unbridled will. In the next stages of the scene, when 
Oleonidas attempts to share his father's danger, and Oleanthes 
rescues his father Sosybius from the Spartan fantheus, the 
play's two contrasted filial relationships are summarised.
This sequence of brief incidents has reviewed the various fields

of social relationship, public and individual (both libidinous 
and familial) which have figured in the earlier stages of the 
tragedy. It has used a variety of situations which have 
familiar values attached to them, to demonstrate the superiority 
of virtue as found in both heroes The treatment of these 
lesser themes can be almost elliptical, like the imagery, 
since it relies on allusion both to fuller discussions of the 
material earlier in the play, and to conceptions of character 
and social behaviour conventionally accepted in the heroic
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This scene reviewing the themes of the play is but a
prelude to the actual catastrophe, which involves only the 
principal characters. This is presented in two further scenes,
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' death of Oleoaidas and the deaths of the t^^
heroic friends. These incidents mark a return to the pattern 
^an action centred on the hero eatabliehed at the beginning 

- df the first Act, Each has a rather less rapid movement 
appropriate to its importance, and a diotion which does 
not deviate from the deliberately heroic except, in pursuit 
of a pathetic simplicity, in the final utterances of the 
child; each refers back to a more expansive treatment of 
associated themes in the previous scene.

The death of Oleonidas, something of a pathetic interlude 
in the action, represents the tragic culmination of the hero's 
role as paterfamilias. After rejecting Cassandra's offer 
of public glory at the price of priva^ dishonour, the hero 
had adopted this role as his highest function, until his 
release by Oleanthes again offered him the prospect of 
military activity. And earlier in the scene Oleomcnes' 
exchanges with Cassandra presented the paternal function 
and the military function as equal alternatives:

'Ky son, my mother, and my wife restored,
'Tis peace; if not, 'tis.war' .

The dild's death deprives the hero of this function at the
same time, as it completes the destruction of the royal line
on who^e divine descent the earlier stages of the play had
placed so much emphasis.

While the death of the child Terminates Cleooenes' 
role as patriarch in its noblest aspect, that concerned with 
succession and the replication of the heroic virtues, the 
death of the hero himself is presented as the supreme 
expression of the only remaining type of relationship, 
bh^ comradeship of two heroes , rationally inspired
devotion of Gleomenes^ and Cleanthes reaches a paradoxical
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culmination when each friend assumes the function of a worthy 
adversary for the other. Their mutual slaughter serves both 
to satisfy the heroic desire for honour, at the exnense of 
individual affection, and to Immortalise the friendship.
The logical comnlexity ( revealed in thlr preliminary debate) 
and the emotional complexity of the paradoxical situation are 
clearly Intended to illustrate the sublimity of the hero's 
resolution.

But this assertion about the importance of the hero's 
manner of death is not supported by any special verbal devices; 
the language remains as nlain as in the earlier nart of the scene. 
That ths poet did not have at his disnosnl the means of 
recreating in his verse a moment conceived as sublime Is 
irrelvant to the question of authorship at this point, since 
no poet of the age, with the exception of Kilton,
could successfully embody experience of a supra-ratlonal 
order in the language of drama, largely because their attitude 
to that language was ratinnalistic. ^o indioa^that the 
event denicted was of more than rationally definable 
significance, the minor dramatists of the Restoration almost 
invariably resorted to language be:^^ri the pale of reason; 
in fact,to violent, irrational, and less significant lerguege.

( This is perfectly justifiable in terms of decorum; experience 
outside the normal range of human existence requires language 
outside the normal range of human discourse.; ^

What is of interest is thenm^hod which in Drydcn's 
final scene replaces the usual reliance oh excessive language. 
This is the orgarlsation of incident on a large scale.

The sacrifice
u j, JU- L/ ivug-.-.

of th^ hero's death as a climactic triumph
of -the two friendshas been preceded by a review d?
theT and contusions embodied in the drara. The
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rapidity of the succession of allusions invites and almost
implies acquiescence, and this acquiescence accorded to
mihor conclusions tend to extend also to the main conclusions
about heroic virtue as embodied in the chief protagonist.
This offers a parallel ^ith the arrangement of material in

(5)Absalom and Achrtonhel, summarised in an earlier chapter.
The death of Oleomenes, like the final pronouncement of 
'David', is the climax of a cumulative movement reinforced by 
cross-reference within the work. As, in The Hind endihelknther
to approve the aptness of the beast portraits is half-way to 
sympathising with the cause of the Oatholic Ohurch; so, in 
Oleomenes, to agree with judgements on the heroic virtues and 
their opposites based on familiar dramatic conventions in the 
earlier part of the final scene, is to prepare to acquiesce 
in a major proposition of a wider import about the noblest 
human sentiments and their highest expression, which cannot 
be so easily verified by reference to conventional reactions. 
When Dryden argued for the cause of absolute monarchy, the 
overtly logical conclusion had a very largo affective element, 
provided often by the operation of traditional extra-literary 
analogy: in the last scene of Oleomenes the emphasis is
altered, the argumentative effort being directed towards 
immediate conviction of an overtly affective nature, and
using pscedenbs from familiar dramatic :uatrons. rn 11 .

there is an appeal to the tradition of serious drama, as we]l 
as to the earlier stage^bf the present drama. But the method 
is still that of polemic verse.

Hot only t^e structure of Uhe final apotheosis of the hero, 
but also the nature of the qualities commended in his death, 
resists the interpretation of Oleomenes as an essentially
pathetic drama. Per in his last action vhe hero is called on 
to exhibit valour rather than fortitude, end the appetite
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for reverge ard glory^rath.r than the appetite .̂ u _u A ''

ird

ard affection. And the scale of the action in wmua ^ 
is involved, a straggle between two contrasted civilisations, 
also makes the hero an epic, rather than pathetic figure.

As an epic hero, Cleomenes naturally belongs to the
Classical rather than the Christian tradition ,
this involves a distinct t^ne of character and ethic. But
in so far as the idea of 'the epic' represented for Dryden
and his contemporaries the highest style and most serious
form of literary tredment, it implies a comparable level
of endeavour in the two tragedies under discussion. This
makes it possible, and even necessary, to compare the two
protagonists; the comparison will define the kind of change
in the status of the heroic which accompanies the outward
shift from political to (roughly) literary nreoccurations.
This topic can be separated into two aspects^ mho nature of
the heroic character in itself, and the status of the heroic
character (or the heroic mode) in the drama as a whole.

and Ole omnnes
Both Don Sebastian/take as their theme the almost 

paradoxical idea of the dispossessed monarch, and both 
explore in some detail the themes of defeat and monarchy, 
with results rather different from tho^of the pr--Revdution 
plays. Both plays posit a clear distinction between the 
de facto ruler and his genuine, heroic counterpart, which 
is dramatised in the ealy confrontabicn described above.
A difference of species is often implied, as when Ptolemy, 
meeting Oleomenes, seems

'Ashem'd . . . to be miscalled 
A king, when this ie present'.

Dryden's preface sneaks of Sebastian as 'a king among kings'.

The name o ing 18 irequenmav j.nvOxe: th' O-J-li- Iw - .0]



rulers comect it with the idea of absolute toaporal Lewer 
and public glory, while for the hero and his followers 
'kingly' stands for pre-eminently honourable. Thus 
Oratesiclea complains of her son's private 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 Sebastian and Cleomenes, 
where the different interpretations are permanently embodied 
in the language of the characters. The language of Sebastian 
is generally, except at some moments of tension, distinct 
from that of Moley Mbluch, particularly in its different 
use of imagery of the human body and spirit. In Creomenes and 
Ptolemy the contrast is rather better developed. Among 
other elevated images in Act I, thi hero uses that of creating 
Jove to express his pride in his heroic son;

'I am pleased with my own work; Jove was not more 
With infant nature, when his spacious hand 
Had rounded this huge ball of earth and seas.
To give it the first push, and see it roll 
Abong the vast abyss.'

183.

rta:The cumulative effect of such exalted language in the 3 
scenes of the first Act can be measured by the correponding 
bathetic effect in Act Ib when the peevish Ptolemy tries 
to glorify himself by heroic comparisons:

'HOw I could curse my name of Ptolemy!
Por 'tis so long, it asks an hour to write it.
By heaven. I'll change it into Jove or Mars,
Or any other eivil monosyllable . . . . ^

The effects may be associated with a greater refinement 
of technique which makes it possible for the poet to express 
by verbal means in the later plays what in the earlier heroic 
dramas would have been conveyed partly through stage action; 
this may be regarded as the techioal legacy oF the polemrcal 
poetry. But the segregation of language has the important 
consequence of emphasising the separation hetwaen the heroic 
and the non-heroic character,



thus weakening the correlation between nobility and virtue 
so prominent in the earlier heroic plays,and necessary 
wherever a heroic, or idealising, version of historical 
events is to be put forward. The differehhation of two 
linguistic snhres imp^es a differentiation of two ethical 
planes* the common, on which nobility ano virtue are unrelabed, 
and tne ideal, on which they are necessarily connoted.

In both plays the degree of linguistic differnce 
senarating the true and false ki^p.in fact corresponds to tne 
extent of possible interaction between the two. The language 
of Sebastian and Koley MOiUch shares the aspiration towa^^s 
heroic magnificence, and Sebastian's uealings with the 
Emperor reflect their shared interest in Almeyda, which 
constitutes a ground of parallel between them,later in 
in The play. The passages cited above show how a complete 
separation between the languages of Oleomenes and itole^y 
is exploited for comic effect; and by the second Act of the 
play that the heroic monarch shouMever be associates witn 
the world of political expediency around him oagins to 
appear as unlikely as Ptolemy's reception on Olympus.

The separation of heroic from non^heroic also means 
that the earlier correlation between heroic viit^^ aud 
public glory is superseded, shoe where the existing st^^^ 
is portrayed as corrupt separation from its activities ^sco,ae^ 
a virtue in itself. Sebastian is rosrored, not oy his o^n 
action, but by the intervention ^ ^orax, as satirist a^^ 
mediator between the two worlds of infidel and Ohristian;
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^ c’li A *L vLu.Cui-CiiS
the publicly active hero. The dissociation from public 
life is more forcibly exemplified in the hero of tne laue. 
play, ^hen called to the Pgyetian court, Oleomenes gives
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refuses to purchase pn'bllc% glory ly characterrstlcally
Egyptian means^^To a large extent, then, the hero's virtue 

lies in avoiding those kinds of activity which produce 
theatrically effective incident-a prop of the earlier 
heroic plays. In Don Sebastian the activity ^the other 
characters in the political plot compensates for the inactivity 
of the her^ In Gleomenes such activity is confined to 
the Egyptian side and the final melee, is its on]y . 
spectacular issue.

The language in which each hero expresses his sense of 
innate virtue offers a positive demonstration of his dissociation 
from the outward forms of monarchy. Sebastian confounds 
the Moorish Emperor's triumph by disparaging its physical 
limits:

'I beg no pity for this mould'ring clay;
Eor, if you give it burial, there it takes 
possession of your earth;
If burnt and scattered in the air, the winds,
That strow my dust, diffuse my royalty.
And spread me o'er your clime: for where omatom . \Of mine shall light, know, there Sebastian reigns.' (dvJ

He suggests, as Uleomenes does to Ptolemy (Act II,scene ii) ,
that to execute a rival is in fact to admit his superiority.
^inoe Sebastian's indifference to the alternatives of life
and death has already been shown in word and action,
his execution would be a twofold victory^rather than the final
defeat Holy Moluch intends. Enraged by Sebastian's contempt,
the tyrant demands:

f bn ^ 1 1 T /n 4- r\ r-.? # * rci u oxicx-j—L- jl. V?. ^ c-'w' ^ ^

Sebastian's brief reply 
'Impossible:

Souls know no donouerors'

185.
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dissociates his regal status completely from its physical
manifestation: arC^ ' 4" -ysi TT -a r'-, -r r . la 4 /a' : U Vx V%. O, XX CX, f.-' J_ X, -X. j, h/ W V^x X.X.

function; and as monarch of himalf he is vulnerable to no
attack except "hat from within.

Similarly the first monologue of Cleomenes asserts the
independence and superioity of the monarch's individual mind';

'Dejected: no, it never shall he aald,
That fate had power upon a Spartan soul:
My mind on its own centre stands unmoved,
^hd stable, as the fabic of the wold.
Propped ®n itself; still I am Gleomenes.'

When the hero appears at the Egyptian court, the reactions
of the other characters give great prominence to the physinl
aspect of 1he paradox of dispossessed majesty (e.g.

'He speaks
As if he were in Sparta on his throne; 
Hot asking aid, but granting'). C'D)

and indeed the main direction of the plot is towards the 
enactment of the paradox: .the hero is gradually stripped of 
opportunities, hopes^and individual relationships. Only at 
the end of the play\ when the separation of the heroic spirit 
from its physical manifestation becomes literal fact, does he 
triumph over his enemies (in Sosybius' rsolve 'to show how 
much I honour vrtue'). The image of the hero as microcosm, 
quoted above, is particularly important in Oleomenes. Per in 
spite of the conflicting endeavour, always Illusory, ahd 
abandoned in the last stages of the tragedy, to create a 
situation answering to his own idea of his destiny, only the 
hero's idea of his innate majesty and its responsibilities 
maidaln his stature. The seem of his last military action 
is itself an important Illustration of this fact; in its 
military aspect the rebellion is entirely illusory, since the 
kind of heroic warfare desired by Clcomenes is impossible in



tLe seuking, Oleomenea aimalf exprepRea the ^dea
that there Is no object commensurate with his innate virtue,

'not one worthy 
To lo me manly right'.

8o uhe hero's cnorce of death is the supreme instance of
virtue in isolation. The static nature of the plot can be
seen as a conse^ence of this tendency towards solipsism,
in that the conflict between the hero's satisfaction
in the self-sufficient power of virtue and the desire for
its (impossible) concrete expression in heroic activity can
only manifest itself in dramatic form as vacillation.

By renouncing its objective correlative, power, the
hero makes hie virtue immeasurable. Traditional heroic
'huffing' in the mouth of Sehastiap :

'lot Fortune empty her whole quiver on me.
I have a soul, that, like an"ample shield 
Can take in all; and verge enough for more',

or Gleomenes:
'I, whose individual mind Would ask a nation of such souls t'inform it',

ka^B on a new significance. Unalloyed by the crudity of
prodigious^practical application characteristic of the active
heroic leader, such statemehk are to be understood as
metaphors of the hero's state of mind. In this resnect
Almanzor's reply to the sentence of death passed on him hy
Boabdelin'makes an instructive compariscn wtn that of Sebastian

oo
quoted aoove. The earlier hero's declaration ;

' Enow that I alone am king of me.
I am as free an mature firsr made man'

is also a defiance; and it begins a chain of sophisticated
reasoning, ending in a practical assertion ;

'I broug^that succour which thou ought'st to bring 
And so, in nature, am thy subjects' king',

which if accepted could actually compromise Almanzor's

187.
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boastel freedom. Hie speech is merely a stage in one of 
the brilliant debates in which the characters of the drama 
are concerned to demonstrate their rights by psendo-logical 
justifications; it can be, and is, answered by another speech 
in the same vein. But Sebastian's reply must be taken 
as Incontrovertible, since it is dlEsooiate& from 1^1e appeal 
to external verification. His audience responds not to the 
matter of his boast, but to its spirit. Heroic virtue is 
thus elevated into a kid of absolute referable only to Itself,
In Oleomnes this interpretation of heroic virtue is built 
inbo the plot in the form of the alien Egyptian environment, 
which is much developed byp^yden.

The reason for the initial defeat and exile of both heroes
is now clear. Ihe paradoxical kind of innte strength which
makes the two heroes more kingly than their conquerors
can only, for dramatic purpose^, be demonstrated/
negatively; situations of defeat and isolation are
essential to its fullest development. Political success
or invobement like that of the earlier heroes implies a continuity
between the qulities-of a character andiho%of his environments
The conception of a self-contained hero as established in the
opening scenes of Don Sebastian and Cleomenes is only consistent
with a setting in which virtue is divorced both from prosperity
and from effective action, which would comoromlse its
absolute quality. But this version of heroic virtue is
not the best adapted to the necessities of the stage. In

overcome theCleomenes an attempt is made ty problem of conveying innate
U.Vand absolute virtueg^means of an antithesis between fixity 

( in the hero's constancy and fortitude) and flux ( in 

the incessant activity and shifting motivation of the
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Egyptians). Such ^dramatic pattern was not one capable of
fruitful development on a realistic stage, and hm probably 
been/^magor factor in the comparative neglect of the play.

The very language which accentuates the hero's moral 
supremacy has an isolating effect,because it emphasises 
the uniqueness of his virtue. The hero is set above all 
existing kings: Cassandra, on seeing Gleomenes, exclaims 

'This is the only King I ever aaw'- 
and M^ley Molucb:

'Sebastian! . , . . no other 
Could represent such suffering majesty'

But tnis placing tends at the same time to diminish his 
humanity: the only appropriate comparisons for the virtue of 
the hero are superhuman ones. Thus Sebastian is Ifened to 
Jove:

'He looks secure of Death, superior greatness, 
like Jove, when he made late, and said thou art The slave of my creation'^ 

who isand Cleomenes,/represented as literally descended from Jove, 
is often compared, and finally even assimilated, to the 
figure of his divine ancestor. Such terms prejudge the issue 
of the monarch's posable restoration; as Dora^ simile of 
the restored ^hradise indicates, the reign of the superhuman 
hero is necessarily associated with an unfallen state of 
society. At the beginning of dkm Sebastian and almost 
throughout Gleomenes the hero appears as a type of divinity, 
a status commonly accorded to the monarch by political theory, 
but usually to his function, rather than, as here, to his 
ucrson. To attach this function to the individual seems 
rather the business of panegyric, with its divine similitudes, 
of of Virgilian epic with its semi-divine national hero. Hut 
there is in the two plays a kind of division, correspokkng
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CL'-*. iJ.-uowith the histl^Cuio^ between the monarch as he;
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people and/as inaividnal, between the abgolaue significance 
of the hero and his Indivianal presence In the.changing 
circumstances of the drama. This is to be expected, rf only 
because any involvement in events, although necessary to the 
dramtio form, is a limitation on his absolute virtue. But 
the distinction may also be a more finely directed one. At 
this point one passes from consideration of the nature of 
heroic virtue to consideration of the status accorded to 
the heroic in each drama.

So far, the new characteristics of the hero introduced 
in Don Sebastian have been found to be shared by Gleomenes. 
The only difference has been that in the later play they 
tend to appear less ohrusively, sinc^they are already 
assimilated into the structure of the plot. (That is, they 
are enacted rather than predicated.) Prom the point of 
view of the status of the heroic mode too.Oleomenes may be 
considered as a continuation of Don Sebastian .

The first element of the paradoxical situation of the 
hero, his kingship, was discussed above. The second, his 
defeat, demands elucidation in terms of the fable of the 
tragedy. In the ontimistic heroic dramas,defeat by force 
of numbers provided an inteasting episode to delay the 
hero's inevitable success: evoy active hero was at some 
point disarmed by the guards of a tyrannic ruler. Both 
Don Sebastian and Cleomenes contain instances of this stock 
situation. But only in the two post-Revolution tragedies 
'is defeat taken as the origin of the action, ,

In Don Sebastian, Dorax gives a circumstantial account 
of the course of the battle which explains the suress of



Muley Moluch'8 army ia realistic terms, so that it appears 
merely a necessary dramatic premise for the ensuing acLion, 
later, Sebastian himalf offers an interpretation n of his 
defeat as king and general; ths attempt made on behalf of 
his people:

'To give my loosened subjects room to play', 
is entirely his responsibility as
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'Not your false prophet, but eternal justice
Has destined me the lot, to d^for these;
'Tis fit, a sovereign so should pay such subjects.'

In this passage 'Fate' is equated with the justice of heaven, 
and this makes the defeat appear neither fortuitonr nor 
simply physically determined/ The suggestion, common among 
the heroes ^the earlier drama, that the ability of heroic 
virtue to control fate relates to physical fact,is clearly 
eliminated. (It is of course replaced by the idea of 
invincible spirit.)

Ihe place of Sebastian's initial defeat in the ordered 
universe which he posits is gradually revealed in the course 
of the play. When he admits the error of his affections 
in giving the hand of Borax's betrothed tqhis own favourite, 
he establishes the duty of the monarch to repress personal 
inclination. But when Almeyda says,(in Act II, scene i):

'going to the fight,
You gave Almeyda for the word of battle', 

after describing Sebastian's earlier victorious career, there 
is already a hint that Sebastian's defeat is due to having 
associated himself as general and monarch with the object 
of a personal inclination. Finally, when charged by 
Alvarez to

'Knock at your own breast, and ask yo^soul
If those _r fatal eyes edged not yo^ sword
More than yo^ father's charge, and all your vows?' 

Sebastian admits that his war against the Moors 'had been



act of a lover rataer than tbar of a moaarca. That 
his pasoioa is represoatei as iacestaoas simply reinforces 
the error of allowing self-fulfilling passion to dictate 
actions of puhlic consequence.

But the error which caused Sebastian's initial defeat 
is represented as an individual one, although universalised 
by the Adamic analogy, and as such it is to be expiated by 
the individual effort of the protagonist. The conclusion of 
the play is open, in that it shows the hero embarking on a 
course of penitence. Although the outcome of that course 
must be dependent on the favour of heaven, the va-idity of the 
continuing struggle towards perfection is endorsed by progress­
ive elements within the drama itself: by the shift from 
outward to inward versions of rebellion, represented as a 
shift from peripheral to central concerns, and by the 
particular instance of Doraz' repentance.

In its political aspects, the resolution of the plot is 
by no means so open. The fact that the protagonist's 
concerns are shown to transcend the political naturally 
diminishes the importance of the political conclusion; but it 
also identifies the political sphere very definitely with the 
non-heroic sphere, in which there is no indication of human 
perfectibility. The characters whose wishes can be gratified 
in the non-heroic society are the limited and materialistic 
characters: Antonio, Morayma, and by Implication, Holey 
Zeydan and the Portuguese cardinal, Almeyda and Alvarez 
follow Sebastian^s example of withdrawal from society, and
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for Tiolante.
Cleomencs has been described as having a more 'c! 

form than Don Sebastian. The choice of a Classical
oseo



theme, with a hero who is also the exemplar of the highest
development of a certain civilisation, snggests that a
dynamic moral perspective like that of Don Sebastian is
unlikely to emerge from the drama. Where the herO'represents
the highest possible human value, he can develop only if the
frame of vaues presented at the beginning of the drama is
transcended. Ah illustration of such a procedure is the
final chorus of Samson Agonistes, where tha Images applied
to the hero's last action tend to elvate him into a tvne of

(15)Christ. With Oleomenes, then, the first consideration
must be whether the tragedy contans any transformation of the 
frame of moral reference. In the absence of such a development, 
the significance of the hero's actions, and particularly 
of his defeat, must be estimated through the terms 
developed to characterise the two opposing civilisations in 
the drama.

Cleomenes gives his most extended account of himself
and his defeat at the beginning of the openeing scene. Its
cardinal idea is tnat of the hero as a microcosm, that is,
as a consistent and independent being. This image may be
roughly equated with the idea of Stoic virtue, which was
often considered rn t^ seventeenth century to be the best. ^
approximation to Christian virtue afforded by the nagan

(16)phllosopnies. Military activity (of a Homeric cast; is rne 
means by which the protagonist chooses to express this 
inherent virtue:

'Why have not I, whose Individual mind.
Would ask a nation of such souls to inform!ft. 

ve notTrrU-i Hii.V iictv 4' ip 4- Vn /
It ) e Ij

to fi^Ia^i myself, anu maxe mne worm my 
But another manifestation of hisStoid' Virtue is a responsib!
aifecTion for nis wiie and moiner. UV-.-'W u V/_L1X_L_

this elm'. It is clear that the very variety of virtue 
enshrined in the hero implies continuity and excludes change



unless ±5 the relative vala&tion of ths contrasting forms 
of expression of his virtue.

It was maintained above that in his death the protagonist 
is renresented very much as the epic hero. But Eothstein ^ 
claims Gleomenes as a 'pastoral Bnicurean', at leasu i^ Ac/iv 
This would seem to imply some kind of dhve^ppment in the 
consciousness of the hero^ for 'pastoral epicurean is 
not a label that will, cover all the attitudes manifested in 
the ouening scene.

Ahy directed development, as opposed to variation, 
might be expected to reveal itself in the successive crises 
of choice faced by the protagonist. The first of these 
occurs ear^y in the play. The opening scene has shown the 
hero tempted to despair by the absenoeof opportunities for 
warlike self-expression. At the end of the scene, the 
news that the enemy leader died, from natural causes, within 
a few days of defeating Gleomenes, leads him to guestiop 
the constraints Imposed on the hero by fate; and accohingly
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he accepts the opinion put_forward- by Bantheus, th:
decrees of fate shoud be taken as a spur to action:

'Your fate, once more, is laid upon the anvil;
Now pluck up all the Gpartan in your soul.

Now stretch at every stroke, and hammer out 
A new and nobler fortune'.

When Gleom^nes comes to undertake the rebellion against
Ptolemy, ha does so in the same spirit:

'Now fur a lucky pull 
At Pate's last lottery!I long to see the colour, black or white:
That's the gods' work; and if I fall their shame, iat them ne'er think of making heroes more.
If cowards must prevail.'

On meeting the Egyptian leader^ the hero reaffirms tne 
ideal of disinterested military activity:
^'to die killing, is a kind of conquest'



which echoes the eee^of the later P^rt of tnrs imege of 
the falling ela in Act 1. Thi^^oincidence with a static 
pattern of imagery, like the persistence of the imagery

itself, works against any sense of development in the 
protagonist's conscionsness.

Act III had presented the hero with the crisis of^a
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difficnlt choice between affection and self-reahsation

In Act V (at the end of scene i) the choice is reiterated 
in spatial terms^ Gieomenee is ahont to leave the stage 
when dleanthes detains him:

'hot that way friend;It leads yon to the women, and the hoy'.
The issne of the crisis is the same; when Oleanthes has 
explained the military opportunity offered hy the king's 
absence, the Spartan embraces it eagerly, and follows him 
from the stage.^19^ The handling of the incident mahes it 

quite clear that the hero values his dependants,'those tender 
blessings', less.only than the chance of glory. So the supreme 
value set on individual affection in the prison scenes, and 
particularly such formulations of it as the hero's analogy 
between Gleora and a merciful death, must be seen as a 
temporary departure from the principal mode of his ^ 
existence, and the dramatic situation which engenders inis 
Interlude as the means of realising the class of values 
normally sacrificed by the protagonist.

Even in the relationship between protagonist and secondary 
hero, where violent changes are nresented in Acts 17 ana 7, 
the movement is a sim^^atsd one resulting in me rescoracron 
of the original position, and partly determined by its lunction 
as the basis for the final apotheosis of the friendship, .^ith
its emotional and physical violence, the scene renresents the 
extreme development of the graduated series of crises whichtest



8 adherence to the code of personal honour. 
If o^^ can speak of development through this series^ It I3 
only in the sense of continuance with intensification,made 
possible by the organisation of incident. Sosybius' claim 
that 'his glories growing to his latest breath/ Excelled 
all others' is validated by a process of gradual accretion 
Of value,achieved by the presentation of a heroic vocabulary 
of attitudes in appropriate situations.

The political conclusion of the play is definite, 
pessimistic, and apparently in conflict with the high 
value attributed to the hero in his own actions. In 
Don Sebastian Dryden had preferred the open ending with 
its suggestion of mutability; but the ending of Oleomenes 
stresses finality. Oleomenes ^nd Oleanthes, dying at 
one another's hands, remove the only representatives of 
honour and virtue from the political scene. The cloahg 
ll^es present the unchanged self-interested
enmrty of Cassandra and Sosybius still pervading kheir 
genuine x ur clie two heroes« The play ends as it
began, with power vested in a corrupt regime and the hero 
powerless to alter the situation. The only alteration in 
the political picture brought about by the events of rhe play 
is the demonstration, in the earlier stages of the rebellion 
of Act V, that tne non-heroic Egyptians are essentially 
incanable of responding to the heroic ideals represented 
by the Spartan leader. So although Cleumenes, unlike
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Sebastian, suffers no internal moral defeat. he suffers
two political defeats. If the drama offers an ozolanation
of the hero s defeat, it is to be found in t}le comparison of
these two incidents,



It has alrmly heaa seen that tha first Act of Oleonenem
revels a certain ^^ral ahbiguity in warfare as a means of
self-expression. When the hero's young son welcomes a
recital of Macedonian atrocities^^for that's a soldier's work';
the ambiguity is revealed in terms of a tension between the
patriarchal and the military expressions of the hero's virtue.
Ooenus' narrative reveals the ambiguity in cultural terms:
instead of vengeance and destruction,the Macedonians have
brought peace and prosperity to Sparta. At first Oleomenes
resents this news as a hindrance to his return ('then
farewell, Sparta'); but on hearing of Antigonus'death he
resolves on re-establishing himself in Sparta, and later,
on Imposing Spartan rule on the whole of Greece. The contrast
made in tnus first scene between the horrors of war and the 

. t^atvlessings of peace suggests/the ideal of achieving nersonal 
glory by superhuman exploits is, in realistic terms, an 
illusory one; as Sebastian retired into the wilderness 
accompanied by the passion of incest which he had to purge, 
so Cleomenes has entered cn his exile withithe mistaken ideal 
of heroic achievement. In the course of the play he does 
not rid himself of. this ideal; but a beneficial alternative
to it is provided by the ideal of nobility in individual

_ , success innelatfonshfp^ such as the paternal relationship. And/the
highest form of relationship, the comradshin of heroes,
becomes in the catastrophe a substitute for
success innmarbial activity. The fable thus imposes an
association of public failure with private suness.

hut it is possible to identify the public failure
more specifically. Joenus' narrati% indicates that what
nas succeedea the Spartan virtue is compromise and diplomacy-
Ahbigonus, in his conquest and in his death, is portrayed
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as a ruler. This makes it rossihle to equate the
nor-heroic state of Sparta ^ith the aoa-heroic state of Eryrt.
(How Dryier^s account of Egyct conflates Plutarch's accounts of
both civilisations was indicate! in Chapter IV.) Then the two
defeats would repeat the same import, and the analysis of the
second defeat could be applied to the first; so that the
warfare of Cieomenes may be seen to be no more appronriate to
a pacified Sparta than to Pgypt. The fable would thus be a
dedmonstration of a hisbrical process: the decline of ,a
heroic civilisation and 1^ replacement by a non»heroic civilisation:would be
and she hero's ritual murdeyths last possible retreat into 
heroic absolutism^ and the logical conclusion of his original 
flight from Sparta.

But Antlgonus is also a 'modern' ruler; the account of
his reception in Sparta, with its reminiscences of the recention
of William of Orange in England, is the clearest instance of
historical parallelism in the play. And it is the Egyptians,
toother non-heroic social group, who Oarry the poet's general
satire on public affairs, with its apparent contemporary
overtones. The tension between heroic and non-heroic orders accordinpiv.
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has,/ an element of contrast between past and nresent states,
Prom this point of view, the death of Cleumenes indicates that.

O] -ife
in a non-heroic world, the heroic mode/is incapable of fruitful 
integration that it is a useless, if attractive, anachronism, 
^hat is shewn to be true of the heroic mode in terms of fable 
may also be true of it as a literary genre; the exclusively 
literary cross-reference of the ulay facilitates this kind of
inference. Within Olamenes itself the Spartan eui n p.I o OT
diction gives way to the Egyptian. In this sense Cleomenes presents 
a parallel with the altered King Arthur.as showing the impossibility 
of a valid epic mode in modern England. The .ultimate basis for 
the idea of the defeated and unrepsntantly military hero may be 
the literay, as well as political, fruetraLion of the poet's 
euic ambitions.
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One way of testing this hypothesis is to examine the 
nse of the heroic mode in the dramatic works completed between 
the two tragedies. Of these the Amphitryon adaptation is 
the more significant,since the material for King Arthnr 
was merely revise in the post- Revdntion period.

Amphitryon is one of Dryden's attempts to improve on
his predecessors hy treating the snhject more comprehensively.
The main innovation is an extension of the secondary intrigne,
in accordance with the poet's idea of ' the difference of
onr stage from the Roman and the French', It introduces
the established comic figures of the witty and disputatious
lovers and the corrupt judge. In these characters the
poet reinstates the hedonistic and materialistic comic ethos
of Plautus' Amphitruo, ad particularly its prosaic treatment
of female character, which is confined in Moll^re's version
to the shght sketch of Bromia. The comic touches in the
Roman Alcmena duly reappear, much amplified, in Bryden's Phaedra
The scene in which the false Amphitryon outs off Alcmena's
lengthy reproaches about his sudden departure, by presenting
her with a golden 'patera', is imitated when the false Sosia
gradually silences Phaedra's anneals to Bromia with a glowing
description of the golden goblet he has for her. And the
theme of feminine cupidity, first stated as a general propositloi
by Jupiter, provides the material of the whole sequence of
scenes involving Phgpdra-among them one in which, like
Plautus' Alomena when a divorce is proposed, she demands

(21)a settlement' from Mercury. ^
At the same time Dryden follows Mobere's example in 

nresentlng Alcmena and Amnhitryon ( and thus Junlter as the 
feigneo Amphitryon ) as heroic lovers. For their speeches 
he orten follows Molidre, paraphrasing and somtimes comnresslns
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his dalog^e. or elaborating an image from a hint in the
French. Bnt where Dryden adds, he accentuates character
and intensifies language in accordance with his own
practice in the dramas of heroic love.

Thus Alcmena, the most developed of the three
characters, expresses sentiments typical of Dryden's
earlier tragic heroines, such as willingness to immolate
herself to secure her lover's safty, or disdain for an

( 2^
undistinguished existence. The image with which she
affirms her innocence to Amphitryon:

'know, the more thou would'st expose my virtue, 
like purest linen laid in open air,
'Twill bleach the more, and whiten to the view'^

is a variant on the theme of eminent natural whiteness
used by Almeyda in similar circumstances:

'So should my honour, like a rising swan, (24)
Brush with her wings the falling drops away'.

Where MOliere's Amphitryon envisages with relief the
possibility that his wife is out of her mind:

'AhJ fasse le Oiel equitable 
Que ce penser soit veritable,
Bt gue pour mon bonheur elle ait perdu I'esprit!', 

Dryden reinterprets this possibility in the spirit of 
the heroic lover, expressing in disjointed phrases the 
conflict between nassion and honour:

I'll try her once again; may be man;
A wretched remedy; but all I have,
To keep me from despair.'

jmost striking gain is in intensity of language,
and it is particularly evident in th se scenes involving

a 4 TrcW- ^ -i 1 1 o 'hC/ vA. Lv J_ _i_ V w _ r v” _u w ' Cm'’^ — y

Dryden substitubs a lover of the calibre of Sebastian or
A *1 i-n ri >'•. rr •V*^.4. U i;. w i.. ^ true exnonont of heroical passion (2^ Passages



as the auhahe of Act TT^ sornm ii, with Its anpAaling 
fusion of echoes fro^ earlier lo^c^roetry, indicate a continuing 
involvement with the ethos of heroic passion in the comedy.

Thus Amphitryon can he seen to incorporate amplification 
of the theme of heroic love, as well as of the comic themes, 
of its predecessors. The relationship 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 circumstance, on which the 
earlier versions tend^to rely, a stratum of verbal comedy.
The presence of a second group of self-conscious characters,' 
capable of expressing a point of view differing from that 
of the heroic lovers, alters the scope of the play, as well 
as abolishing Holiere's balance between the worlds of master 
and servant, which are antithetical and complementary, 
though differing in status. Various devices are used to 
emphasise continuity between the noble and comic groups.
Gripus is ostensibly a link between the two groups, as nnole 
of Alcmeha and lover of Phaedra. (The latter favours him 
because 'if he marries me, I shall take place of my lady'. ) 
Phaedra is wooed by both divine and mortal lovers; her 
situation is contrived as a distorted ref.lection of Alcmena's. 
Though the maid consistently exploits the situation of which 
her mistress is the victim, both when allowed to choose 
between their lovers (a Drydenian Innovation) make the 
same choice, preferring the god to the mortal; Phaedra for 
material, and Alcmena for emotional, reasons.

Regarded simply as nnifying devices these external
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correspondences are unsuccessful rathe them seem to
provide the dual frame of reference appropriate to satire,



and to permit significant discrimination between the 
responses of the two groups of characters. This had been 
the.pattern of Dryden's double-plot plays of the 16808,
The Snanlsh Friar and Don Sebastian, and also to a lesser 
extent of earlier plays such as Secret love and 
Marriage-a-la-rode.

In Amnhitryon, in fact, the relationshin between thewSgrg’-g'**-”"""'      I miiMia..--* * -

groups of heroic lovers and lesser characters is confined, 
except in one scene, to comic juxtaposition. The heroic 
characters are almost exclusively concerned with private 
matters; the few general observations on man's l^t offered 
by Alcmena in Act II are unrelated to the kind of existence 
presented in the sub-plot. Comment on the social order 
abounds, but it comes only from Phaed^and her aaooiates.
This is the first sign of an Important difference from 
the two-plot arrangement of the play's immediate predecessor, 
Don Sebastian. There the involvement of the heroic characters 
with Issues of public importance reinforced the general 
relevance of their private experience; so that heroic 
standards provided the measure of even the self-interested 
lesser characters, and Dorax, the character who represented 
the poet's satiric voice, was the mediator between the two 
groups.

Although in Amuhitryon heroic matter is overshadowed......

a^occasionelly directly subordinated to, comic interest, 
the balance between the two is not the appropriate converse 
of that in Don Sebastian. The point of view of the

comprehensivej Their satire is directed against those
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who, like themselves, are motivated by inter; rath



than principle, whether Oly^^iene ('Jupiter can s^lnpa yon 
off, if yon sTcar hy him^ and arc forewarn') or tho great 
among mortals ('Gods, and great men, are never to he sued, 
for they can always plead privilege of peerage'). The 
only scene which provides anything like a sustained commentary 
on the different conventions in terms of which the two sets 
of characters exist is the scene of the Settlement' 
oetween Heronry and Phaedra. The difference is expressed 
in terms of a contrast hotweon literay convention and everyday 
life. When Phaedra insists that her children's position 
shonld rdlect their divine descent:

'I bargain that my eldest son shall he a hero, and 
my eldest daughter a king's mistress'.,

Mercury corrects her:
'That is to say, a blockhead, ahd a harlot, Phaedra 

The conclusion of the 8ce% suggests that the Lwo different 
conventions are simply incompatible; and this is endorsed 
by the disparity between Mercury's remaks and the sympathetic 
presentation of Alcmena and Amphitryon. There is no sign of 
the kind of qualifying commentary on the hero's weaknesses 
which connects lorenzo's sub-plot with the fortunes of 
Torrismbnd,in The Snanish Priar.

Sebastian owed its remarkable unity to a political 
theme with both etWeal and tonical dimensions, which 
could afford a comprehensive moral perspective. The lack 
of such a perspective is a feature which Amphitryon shares 
with ^leomenes. It must now be 6bown that this apparent 
connection is the result of a consistent devebpment, rather 
than merely a function of cnoice and ccreption of general 
theme.

When, in the Amphitryon prologue, the poet complains
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of restrictions on
'That raga.,in which bis nobl^ vigour lay*, 

one is temntei to acquiesce in his conclusion:
'He neither can offend ye now, nor please ye.
The honey-bag and venom, lay so near.
That both together ye resolved to tear;
And lost your pleasure, to secure your fear.'

and HWzme. the prohibition of political satire for the lack 
of a single focus in the play. In fact, Dryden's complaint 
is partly a rus^ for despite the choice of an apnarently 
innocuous political theme, the play contins a good deal of 
dispersed political comment.

Among the lower characters the political metaphor is 
a fairly commcn form of wit: Hhaedra, extorting a bribe 
from her mistress, sees herself as a corrupt official:

'What, would you have your money out of the treasury, 
without paying the officers their fees? Go, got you 
together . . . . and then tomorrow morning I shall have 
another fee for parting you.'

Comments of this kind are an extension of the attitu^o of
the lower characters toihe social order; but Mercury's
pseudo-prophecy about a race governed by 'interest^
(a favourite term to cover the motivation of political
opponents) elerts the audience to possible topical significance,
References to rece^ events also occur, as when Phaedra attacks
the cowardly Ju^e Grlnus as a turncoat:

'Thou . weathercock of government, that when the wind 
blows for the subject, pointest co privilege, and when 
it changes for the sovereign veerest to prerogative'.

Scott sees here an attack on those judges ^ho belatedly
identified tbemselv^with the king's prty when it appared
successful. But,while the corruption of such men may have
contributed to the unpopularity of James II. the audience

would also have recognised an allusion to the more recent 
changes of the Revolution period, ad a criticism of those



whose
/opinions had. veered towards the idea of a limited monarchy
with the arrival of William of Orange, and who, unliku
Dryden, had thns been able to continne in office.
Towards the end of the comedy, a comprehensive interpretation
of the secondary intrigue is offered by Heronry:

'Such bargain-loves as I with Phaedra treat 
Are all the leagues and friendships of the great; . .'Our iron age is grown anege of gold:
'Tls who bids most; for all men will be sold'.

' Its tor^ cynical disgust with public life is close to
that adopted by Dryden in his prose of the post-Eevolution
period. This interpretation treats the world of self-interest
activity as beyond the range of enstruotive refc.ming satire,
and in its Juvenallan pessimism anticipates thslndictment
of public corruption in Gleomenos.' A parallel passage in
the tragedy is Ptolemy's account of the quality of his
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privy counoi 1 • a wider form of the same view of humanitv
is Sosyblus' comic atomism.

The possibility of a positive moral perspective still 
exists^in the dramatic opposition of the heroic world of 
Alcnena's sufferings with the amoral world of Gripus. And 
historical context, a standard evaluative device, is provided 
for the heroic as well as the comic plot: the play's 
epilogue draws a parallel between Jupitet's reign and
that of Charles II, using direct, if jocular, allusionaTve.g.

'The treasury of Eeav'n was ne' so hare,put still there was a pension for the fair').
The most striking allusion here is a couplet modelled on thi 
opening lines of Dryden's own most Important work for 
Charles II:

'In all his reign, adultery was no sin 
Por Jove the good examole did begin'.

The lines recall the poet's Involvement in the
'golden age' of Charles' reign; in this context the

eu
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an piaa fo^ thG of ^ns
Stuarts, since it expresses unrepentant adherence to the 
old religion:

'Then pagan gods may once again succeed:
And Jove, or Mars, he ready at our need,To get young godlings; and so mend our breed', ^
Such provocative political comment is absent from the 

play itself. The potentially evaluative historical parallel 
suggested in the epilogue plays no part in the treatment 
of Alomena,^^^ ^ or of Jove in his dialogues with her; 

support for it comes chiefly from a third centre of political 
awareness^ the meeting of gods which Dryden
devised as a prologue. The satirical prologue has the 
sanction of both his sources: Plautus' Mercurysddresses 
the audience, while Moli^re's prologue is a dialogue 
between Mercury and the Might, exposing the more risible 
characteristics of the Olympians, and is clearly intended 
as a parody of the solemn adulatory prologues customarv 
at French court entertainments. Prom the French version
Dryden derives his ridicule of the Olympians, while from 
the convention mocked by Moliere he takes its central 
conceit, the equation of monarch and god, announced in

Jupiter's first utterance:
'What, are you descanting upon my actions:
Much good may it do you with your politics:
All subjects will be censuring their kings.'

Given this initial eouation, all the talk abou" mpian
affairs in the play, even when it is taken directly from
Moliorc, can have contemporary reoo^ances, Rum wnere mnese
arc realised it is not always with reference to Charles I 
Mercury's remarks about 'old Saturn's' unpopularity seem 
particularly appropriate to Cromwell, but they might 
also apply to James, in a scene where an allusion to
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the god's lack of external charms suggests a reference 
to William of Orange. Mercury's description of Apollo 
as a Whiggish squire,on the other hand, comes closer to the 
parallel of the Epilogue. As in Don Sebastian and Oleorenes 
local histrical reference is not sustained. But there is 
a notable contrast between the satirical material of main 
plot and sub-plot; while the former ranges over historical 
instances, general criticism of modern society is confined 
to the latter. This situation adumbrates the use in 
Oleemenes of two separate civilisations reflecting different 
kinds, rather than degrees, of human development.

The contrast in Amphitryon between two planes, of 
existence is developed in the discussions of the gods*
When Mercury enquires of Jove:

'what bird or beast you would please to honour, 
by transgressing your own laws in his lisness?'

he announces the special theme of the scene, thoclsparity
between mhe public and private roles of the ruler; it is
treated in some detail, and with particular reference to
the example of Charles II. In terms of eathly monarchy
and the projected adultery, Jupiter is justified by the
same defences of natural exuberance and eugenic benefit
used for Charles in Absalom and AchLtophel. In addition,
bhe frankness amours is favourably contrasted
the hypocrisy dlch would conceal such weakness in a pri

'Bor to be secret makes not sin tie less; . . , 
Maintains", perhaps the reverence due to princes; 
But not absolves the conscience dem the crime.'

Here the parallel between love and OharDee 11 soTves
to launch an attack on the incipient reaction against
impropriety influenced by Mary, which Dryden tended to



regard as hypocritical, 08,

Jupiter's divirity i^^lics an of th(
of responsibility; his plea of destiny 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 a power 
That orders all things by superior will,
Foresees his work, and works in that foresight?'

In the ensuing discussion of the absolute ruler's responsibility
three strains of analogy are intermingled: that between
Jupiter and Charles, the more general analogy between absolute
monarch and deity, and the equation of Jupiter wi:h the
universal providence:

'Fate is what 1/ By virtue of omnipotence have made it'.
The first and second of these are directed towards a vindication 
of Jupiter in terms of the dramatic situation; his son by 
Alomena will

'redress the wrongs of injured mortals,
Shall conquer monsters, and redeem the world.'

The defence ^absolute rule by the good results expected from
it is comparable with that supplied for Charles at hh end of

(13)Absalom and Achitophel. The third analogy, however, has a
separate, and even contradictory development, going beyond
what seems necessary, or even appropriate for the plot as
Dryden derived it from his sources. Jupiter's general
claim that the workings of his providence are inscrutable:

'If thou, could'st comprehend my ways,
Then thou wert Jove, not I'^,

has at least as much to do with man's relations with
_Provrd onof witn tne sunnset's relations with his mouATeh;
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while Mercury's rejoinder:

* -pp-fho'r’ rnorio pll +hpc:>p + -f rm +, n

conquer, and contrived all those vices for him to
reform, there's the ^est on't',

raises the fundamental issue of the existence of evil 
in a providehially ordered universe. Attention is quickly 
diverted from such speculations by Mercury's detailed 
caricature of a critic of government; but the discussion 
of fate and omnipotence remains obtrusive in its magisterial 
tone, and problematic in its relatioship with the rest of 
the play. Apart from the contrast Implied within the scene, 
between an enclosed moral system of relative values and an 
incomprehensible universe of absolutes, there is a contrast 
between the presentation of Jupiter in this scene and in the 
body of the play. (His appearance as deus ex machlna, 
which alone approaches the solemnity of the first scene, 
offers a fuller version of the confotable doctrine of 
historical nustification.)

Dryden's purpose in allowing such a dialogue to stand 
at the beginning of his comedy is clearly not political 
in the narrow sense in which the Ipllogue parallel is. A 
possible explanation in political terms is that the passage 
on the mysterious ways of providence was suggested by the 
fall of the Stuarts, and offered as a consolation to their 
loyal adherents. But one recurrent feature of the scene 
militates against this as a complete explanation: the 
characterisation of the providential deity here is at variance 
with Dryden^s usual Interpretation of the '^^ristian God as 
essentially wise or gracious, since the attribute most 
stressed is 'absolute power' or 'power omnipotent'. (Bor 
^^yden's own account of the shortcomings of this quality as 
essence, one may refer to the last part of Britannia Bediviva.)
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Ho^'ever, s^ch a vie^ of the universe.as Governed byj w.

'ate which is inexplicable, and thas, humanly speaking
blind, is appropriate to the tragic protagonist. The 
characters to whom the events preceding Jupiter's appearance 
as deus ex machina appear as tragic events arc, of course, 
the heroic lovers Alcmena and Amphitryon. This point is 
already made in Plautus' lighter treatment of the legend, for 
his denouement comes at the moment when Amphitryon makes to 
enter his house with drawn sword. Intending to kill the 
adulterers. And Dryden emphasises the possibility of a 
tragic interpretation of events, by guch devices as the 
attribution to Almeyda of a pessimistic view of providence:

'Ye niggard gods! you make our lives too long;
You fill them ^Ith diseases, wants and woes.
And only dash them with a little love.
Sprinkled by fits, and with a sparing hand.'

Since the picture of providence in the first scene is oerived
from an ambigplty latent in the legend of Amphitryon, its
possible relevance to recent historical events can be assumed
to be secondary. The underlying concern of the scenGwould
then be with the problematic status of the heroic ethic in
the drama, rather than with the reign of Charles II. The
equivalence is in any case so unequally distributed that the
tension between desirable past and corrupt present, which is
undeniably a factor in the drama, tends to present itself in
terms of the heroic 'vehicle' rather than of the historical
'tenor'.

If the tension between the two sets of characters and 
values in Amphitryon is Interpreted as a tension between 
literary modes associated with specific world-views, rather
than as a tension between historical stages conventionally



211.associate! with ccrtai^^ noral values,^^^the recemh^uoo 
with Cleomenes is close. The passing of the goldeu ago 
mourned in the Amphitryon Epilogue is, in these terms, the 
Passing of the heroic as an effective ideal, ahl thus it is 
a lighter version of the theme of the final scene of Cleomenes 
But without insisting too much on the parallels of import 
Between the romantic plot of Amphitryon and the trage^of 
Oleomenes, it cm he shown that the universe represented in 
the tragedy is a developed form of that adumbrated hy 
Jupiter and Alcmena. Cleomones' human environment is 
inocmpatihle with his heroic aspirations, and his gods are 
inscrutable.

Ths heroic mode in Amphitryon is characterised bycnntinu- 
ing importance as the intellectual or organising centre of 
the drama; segregation from the topical in satire as in 
subject; and segregation from public Interests (which 
assoiates it only with the life of the exceptional private 
individual). It is dominated by a satiric and comic plot 
portraying a non-heroio 80ciety(whioh is by implication 
contemporary society) from which most of the dramatic move­
ment is derived. The resemblances are sufficient to indicate 
that Oleomenes is not an isolated work, and that instead of 
considering its import as the result of a choice of a 
pre-Ohrlstian subject, one should consider thig kind of choice 
as the expression of a discontinuity between heroic ideals 
and the matter of contemporary life.

In Oleomenes, the divorce between the heroic and the
actual was reflected in the use of a historical perspective
in the action: Bryden's Spartan, like Milton's Israelite,
is shown to embody the highest qualities of his epoch. In
the case of Cleomenes, this removes limitations on the 
endorsement of the hero's attitudes. But Amphitryon.
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'heroic * internretation of earlier events, suggests an
alternative result of the segregation of the heroic, a 
retreat into the convenient fantasies of dramatic contrivance. 
King Arthur demonstrates this alternative. With all the 
important Incident and snectacular trappings of Tasso's enic, 
it is utterly lacking in moral import. The hero's stature 
is validated hy his remarkahle acts, hut these acts are 
presented as dependent on the intervention of the magician 
Merlin. Indeed, at the end of the opera an anlogy is set up 
between the pageant just presented hy Merlin and iryden's 
own re-working of material for the opera:

'Wisely you have, whate'er would please reveal'd 
What would displease, as wisely have concealed:
Triumphs of war and peace, at full ye show,
But swiftly turn the pages of our woe',

and this invites recognition of the entertainment as a literary
device, a kind of fantasy based on heroic topics.

The retreat into history in Oleomenes imnlies no such
sacrifice of moral significance. It is true that thehero
limitations of the ethos under whichIhe/is vindicated are 
made anparent, but certain values are unequivocally endorsed 
in the hero. As indicated above, these are all values 
inherent in the individual, and independent of ezternai 
vicissitudes. They may be summarised as greatness of 
spirit, and uletas. The first arrears, in a non-heroic 
society, in the negative form of abstention from action; 
but it is compensated by the second group, which involve^ 
loyalty to religious beliefs, familial affection, and 
a dedication to tho ideal of friendship (understood as based 
on ^mutual recognition of virtues). ^hile the first
class of vfh^ ,̂ taken in isolation, ic not well adarted to
treakent in the lite-^y,and especially the dramatic, form.;
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available bo Drydea, the aecond class, and particularly 
the theme of frieroshin, provvn^ the ^oet freqaent topics
of occasional poetry in the last decade of the poet's life.
This nreoccunetion Moth nodest and rergona] positive virtues
aay also he seen in the Fables, if one accents Miner's
appealing theory that thin last ^ork is organised as an
illustration of tne various forms of 'the good life'.^^°^

This outline of the divergence, after Oleomenes, between
the heroic matter of drama end the non-dramatic expression of
the highest human virtues can be filled in by examining two
contrasting workg from the succeeding period.

A remark in the preface to Okemenes shows that Dryden
was alreay meditating a further, and final,dramatic venture of
a contrasting kind. The production of Love Triumphant
followed within two years. King gives the play a place among
his 'major plays', partly because he considers it to be an
unsuccessful moral drama.^ At the same time he confesses
himself puzzled by the relationship between its romantic and
comic plots - a relationship which, if the play was indeed
conceived as a moral drama, is likely to be Particularly
significant, especially when the ensemble of the plot is
Dryden'8 own:

'Coin'd from our own old poet's addle-pate,'
(Prologue,1.28. )

The links between the two plots can provide a useful approach 
to the question of the general import of the play.

A brief scene at the end of Act III points to the kind 
of connetions to be made. When the prince]y hero, Alphonse, 
tells the soldier Carlos (the principal figure of the comic 
plot) that he has lost his mistress end has been banished, 
Carlos replies:
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my own condition: I hove had a revolution in

my small affairs too; T am banished* and goin^ to look 
for the next commodious tree to make a wry face on it.'

The parallel between their fortunes runs throughout the
play. The subject of the comic plot ia Carlos^ attempts
to outwit ris rival Sancho anu gain the hand of Dalinda
in spite of her father's opnositicn; while one of the
chief subjects of the romantic plot is Alphonso's attempt
to win the princess Victoria from her father, the tyrant
Teramond, and from his rival, Don Garcia. Although this
symmetry is to some extent dissimulated by the sensational
theme of incest in the first part of the main plot, a
formal symmetry is maintained by the sharing of each Act
between the two nlots, which keeps both at a similar stage

(38)
of development. In addition, certain themes are common 
to both plots: the slur of ince^on Victoria's reputation 
is matched on Dalinda's side by the allegation, made at hne 
point by Carlos, that ghe is concealing a bastard by the 
Conde; and tbe theme of concealed Identity in the romantic 
plot is reflected in the disguises, permanent and temporary, 
of the comic plot.

In the incident cited above, while Alphohso's response 
to his banishment was to seek to vindicate himself by armed 
insurrection, Garlos preferred to abandon the matter as' 
hopeless and assume the aprroniate postures of despair. 
Contrasting consequences arising from the similar situations 
of the two plots are a recurrent feature Tbs treatment of 
the theme of renunciation in the two pairs of lovers is one 
indication of the purpose served by relating the two plots 
so closely. Both Victoria and Dalinda are resolved to
dispose of themselves, irrespeoblve of their fathers' wishes;

(39)



each, confronted ^Ith her ^referred lover, rejects him.
Victoria prefers to save her own hononr and her father's

. (iCJ
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ttii uu J. VvC W J and tells Alhhonso;
'ainc^ then, you. nave declared ne free, this hour 
I put myself within a parent's power'.

She thus makes the traditional correct choice between
passion and honour, although the consequence envisaged is the
death of both lovers. Dalinda rejects Carlos in accordance
with her father's plans for restoring the family fortunes;
but she does so because she knows that the rosy shared future
imagined by Carlos, who is ignorant of her poverty, is
impossible:

'Since neither you nor I have fortunes, what should we 
do together^ unless we should turn cannibals, and eat up one another?' ( ^2)

finallyWhile both women/^ollow the decree of a selfish father, neither 
concurs in the paternal motives.

Abandoning his hopes of Victoria, Alphonse resolves to 
inflict violent death either on himself or on others; but 
under the influence of his father Ramirez he renounces the 
desire for vengeance, and submits himself as an insurgent 
to the judgement of Victoria's tyrannous father. For the 
purposes of the play, he is at his most noble when he 
gives up the extremes of behaviour dictated by tkcode of the 
martial hero, although the order to which he submits is 
the same deficient one that he had earlier rejected, while 
he believed himself to %the tyrant's son. Significantly, 
it is at this point that Ramirez commends his heroic 
qualiti-es of soul.

Ror Carlos, the financial obstacle is admitted to be 
and the renunciation of Dalinda fo]le%^ oR nL .'t Li UJ-tta rd

(43)matmer of course; he reserves only the rirht to relieve his



vexation In a satire on women:
T'li go home end indite iambics: thon shalt nor want
for an epithalaminm.'

Carlos' rennnoi&ticn of a mistress, like Rhoaophil's and 
Ralamede's in iarriage-a-la-Mode, is dictated by practical 
considerations; bat it is none the less appropriate^ and 
even wise, in the self-seeking society depicted in the 
comic plots of both clays. The ealier play made a general 
contrast between the condnot of oharaqters ruled by the 
conventions of romance, and those ruled by the pretensions 
of fashionab^ society. In love Triumphant, through a 
more carefully contrived correspondence of plots, the 
comparison is precise to the point of suggesting an evaluation 
The highest achievements of Victoria's and Alphonso's 
exalted absolute code of morality are shown to be 
renunciation and resignation; but the same qualities are 
also to be found in, and ar^ actually necessitated by, a 
society of relative values and expedient morality. %hile 
this correspondence tends to support King's theory that Dryden 
was writing about the Christian virtue of renunciation, it 
also suggests than another element in the play may be at least 
as important as its external refennce; namely the mutual 
reference between the different areas of the play itself.
The tendency in Dryden's post-Eevolution drama towards 
an internally determined moral significance has already 
been shown in the hypothetical moral universes of Amphitryon 
and Cleomenes; and anlyses of the panegyric poems of this 
last period show them functioning as contrived closed

(44)systems. In the case of Dove Tilumnhant, it is notable
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that after its failure Dryden defends it to his
oatron as a dramatic artefact, pointing out its generally 
aouroved formal oharaoteristics.



In Oleomenes, authentic valne attached only to th(
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characters segrogatcd fro^ a cormpt socrcry. In 
love Trlnnnhant the situation is not nrecisely reversed

rractical virtue possible in a corrurt society -ould he to
the main plot ,claim too much for the suh-plot - hut the significance of/ 

is vitiated hy its extravagance. Scott voices typical 
comdaints:

'The virtuous Queen of Arragon cultivates and encourages 
a nassion having all the moral guilt of an incestuous 
attachment . . . .The tyrant Veramond is the only uerson 
^hn acts upon national princrples m-rougnout the piece . . 
After so many and such violent srretcnes of prooauiluty,^ 
the author does not deign tg^ind up the plot otner uhanuy a sudden change . . . a conciuoion wnich he himself aumi s 
in general to he grossly inartificial'. (45).
By contrast the comic plot (if one excepts the initial 
absurdity of Carlos allowing a rival to court his mistress 
in his presence, which actually reflects the predicament of 
Alphonso in the earlier part of the scene) develops oy 
simple and explicit stages. However slight and pedestrian, 
the comic plot is at least consistent with its own 
principles. The only apparent excrescence, the intervention 
of the Gonde's sister, is connected with the financed 
motivation of the rest of the plot. like Dalinda, sne is 
a mistress of Carlos, abandoned because of financial obstacles 
to the match. Since the Count has chosen to oegueatn nis 
riches to her, rather than to his mistress Dalinda, it is 
■she who provides Carlos with the wealthy match he needs.
This marked contrast between a slight but consistent suoplot , 
and a violently eventful and Improbable main plot, seems 
itself to be another form of dramatic contrivance.

The comic plot of love Triumpha* is so commonplace
T46)Qource-banter:^ the only prominet self­

borrowing is the 'examination' of the two feigned counts.



taken from Amohitryo^ Act Y. On the other hand, Alphonso's 
res. however ^lli

215.

advehc! are riy ever orrne1 (V'i r~ O i

Although Dryden borrows from other authors, and most
. .y. rj "'V*! "s -U

his most extensive borrowings are from his own dramas in 
the heroic and romantic tradition. Act 1 shows Veramond 
as a tyrant father jealous of a virtuous son; this type 
appears as early as The Indian Thmeror, figures prominently 
in Aurengzebe, and recurs in Jiarriage -a-la-Yode, where 
the tyrant threatens his supposed son with banishment for 
Opposing his marriage plans, as Teramond does in Act II.
In the same scene, Alphonse's clemency towards a' noble enemy, 
which arouses the king's indignation, derives from an 
incident involving the Christian Duke of Aroos and Almanzor, 
in The Conquest of Granada fart I. ]ln love Iriumnhant, 
as in The Conquest of Granada Part II, the sympathy is 
eventually explained by the discovery that the two are 
father and soh.

While the incest theme has a well-documented source, 
it is worth pointing out that it is a neat inversion of the 
tragic incest of Sebastian and Almeyda. The language of the 
tragic lovers is sometimes echoed in Dove Triumphant; the 
imagery of smoke and flame in Act II resembles that of 
Almeyda's distinction 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 mysterious 
warnings against their passion. Victoria's 'Incendiary 
book, polluted flame' is taken up in Alphonse's contrast 
between the 'fiercer flames' of his 'sooty heart' and 
the 'pure beams' of Vitoria's chaster love; and the pattern
of contrasted image of combusbicn recurs in their dialogue 
of Act III. Dike Sebastian ( in Act I, and ag%dn in Act II



of the tragedy), Alghorso reveala his love through an

excessive concern for his a!stress' interests; he quarrels 
publicly ^ith the favoured suitor, Garcia. ^ similar 
ursagreement oet^een feonidas and Argaleon in 
Marriage-a-la-Kodc reveals to his enemies Leonidas' love for 
falmyra; while in The Snanish Priar Torrismond's lack of 
respect for Bertrand, the Queen's betrothed, reveals his 
passion for the Queen.

But the most significant borrowing in the second Act is
Dryden's use of an excerpt from his own tranlation of Ovid,
Through a reading of Oanaoe's epistle, Alphonso and Victoria
avow their own passion; their emotions are identified with
those of Ovid's heroine, particularly when Victoria
interrupts the reading and completes the Ovidian couplet:

'Porced at the last, my shameful nain I tell',
with her own confession:

'^o mere: we know our mutual love too well.'
This device explicit^- sites tk whole relationship within the
context of existing literary treatments of heroic passion,
and in addition, of Dryden's own previous versions of it.

The use of couplets for the dialogues of the lovers
has been suggested as evidence of early composition for this

(47)
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part of love Triumnhant, a contention weakened bv the
fact that rhyme was used forOassandra's avowal of love in 
Oleomenes. There the emphasis was on the contrast and 
antipathy between th5 two characters; in Dove Triumphant, 
the debate is essentially the familiar one between inclination 
and personal honour. In both cases the kind of engagement 
engendered by the sensuous blank verse of Sebastian or
Jupiber would be out of place. The allusion to Ovid makes 
it clear that the debate of Alpbnnso and Victoria revives the

stylised
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presentation of passion which Dryien abandoned, when he wrote
All for hove. This ns ^ost evident in the lovers* dialogue
of Act IV, where Victoria's sense of honour is interpreted
hy hhe i^alons ^^honso as o-idcncc of foithlesoneo^ - a
favourite device for generating tension between lover and
mistress in the early plays. In the same way, Aurengzebe
takes his distress' anrarent comnliance with his enemies

(48)
as a sign that she has betrayed hum; and the theme occurs 
briefly in Almanzor's parting from Almahida in the last act 
of The Conquest of Granada, lart I. Taken in conjunction wih 
the other self-borrowings of love Triumphant, the resurrection 
of the conventional love debate appears as one element in a 
collection of familiar device^ rather than as an indication 
of earlier compositen.

The third Act of love Triumphant contains a more imnodant
echo of Marriare-a-la-Mode, in the scene in which the secret
Of the supposed prince's birth is revealed to the tyrant
and his court. The earlier play has two such scenes, both
occurring early cn, although the true identity of the hero

(49)
is not revealed until the fifth Aet. It is the second
scene which is imputed in leve Triumphant. The tyrant
folydamas discovers that he ha& been received in supposing
leonidas to be his son. Hermogenes, the author of the
deception, is present, and, like Ximena, asserts the truth
of his information, brip^ng as witness a letter from
the tyrant's deceased wife: Zimena, in a more striking
COUP de theatre, summons Ramirez, Alphonso's true father,
as her ^witness. Alphonso, like leouidas, is exiled from
the court, and his defiant farwell:

'Proud of my exile, with erected face . . .
Unhappy, but triumphant in despair'



correspondR to the soliloquy in ^hich the exiled Leonidas 
^xnresses his sense of innate virtue, haloyra becomes for
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lecnida an inacccsrni! 
inferior courtier Argaleon. Teranonc

i t: r/'c y ra]
1

rne

-takes stens to hasten his daughter's carriage on the diw
inheritance of the sunross^ prince.

The denounent scene of Act III is also the cnverse of 
the tragic denouement of Don Sebastian. There the evidence 
of the narents' adultery and the guilt of the children was 
gradually and reluctantly accepted; while in love Triumphant 
Veramond clings to imputations of guilt against his wife, 
creating a similar kind of interests

Alphonso, like Leonidas in rarrlage-k-la-hode, leaves 
the court to head a rebellion, with the t^in aims of restoring 
his father's line to power and regaining his mistress. At 
this point Carlos and Sancho, like Ehodophil and Palamede, 
appear in their military role to second the hero's rebellion. 
But in their readiness to submit to the established power 
they resemble more Lorenzo and the other soldiers who
forsake theHoaing cause in The Spanish Briar. Victoria's 
preference for filial duty over love,shown in her decision 
to return to her father, is a commonplace; her predecessors 
include hontezuma's daughter (The Indian Lmneror)and 
Benzayda (The Conquest of Granada) as well as Palmyra in 
harriage-h-la-LPde.

The play's greatest debt to Don Sebastian is the scene 
which follows Victoria's departure. Ramirez, adtlng as 
devil's advocate, suggests various remedies for Aiphonso's 
despair, and gradually leads him, as Dorax did Sebastian,

resignation. Alnhcnso's reply, when. Ramirezu ci uc w J_
*1 •s.-w v r
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the idea of suicide:

'you have ^y soul so large a stingyThat it houuds back again ^ith double force,
Only because you carried it too far.You've set an image- of so vast destruction before my sight, that rusen shuns the auorcach Add dare net viev the fearful precipice.'

The scene as a ^dole belongs in the Drydenian tradition,
dating from All for love and Trollus and Ores^lda, of
scenes in wHch an errant hero is persuaded to virtuous
action by a noble friend. It lacks the intensity of the
last scenes of this type ( such as that between Glecmenos
and Oleanthes) because it is conceived within the terms
of the continuing heroic debate. As a piece of externalised
meditation, Alphonse's change of heart prepares for the
parallel change in Teramond in the final scene. There the
deliberations proeer to Veramond as judge are pat into the
mouth of Gelidea, who undertakes to speak for the prosecution,
until the tyrant identifies himself with her interpretation
of the case:

'Oh, I have held as long as nature could;
Convinced in reason, obstinate in will'.

And Oelidea, like Ramirez, proceeds by encouraging the excesses 
of the subject's will to rerenge^so that they must anpear 
ridiculous. These two parallel scones of repentance show 
a sophisticated structural organisation behind the final

For the actual idea of the final scene.coun de theate
one must look to Fletcher's play The laws of Candy. like
love Triumphant, it deals with t^ rivalry between father and
son. The father's jealousy when his son is awarded the
highest military honours leads him eventually to prosecute
the young hero; but his daughter, wno undertakes to conduct
the case, actually succeodn in exonoratinm the son to the

(50)satisfaction even of the father.



Alphonao's career la thus a compilation of incidents 
from those of his predecessors; given the apparent disillusion­
ment with the ideal of the active military hero in the fables 
of DoT ^ L o»- L, V J.~ v> j.X

of this last example of the type seams appropriate. By 
drawing on incidents and concomitant attitudes from heroic 
comedy, Dryden establishes Alphonse in a tradition which 
he had otherwise left behind, The method is akin tpthat 
of the polemic verse, where the standing of an individual 
is established by the use of Classical or Biblical analogy: 
Alphonse has been shown undergoing all the vicissitudes 
proper to the military hero, and established responses to 
these situations can be relied on to create belief in his 
status. The difference here is that both the precedents 
appealed to, and the character concerned, belong to:the same 
class of experience, the literary; so that the adventures 
of Alphonse are shown only as being relevant to their own 
genre. The possibility of direct relevance to the spectator,- 
as with the introduction of the original sin analogy In 
Don Sebastian, is minimised by the unqualified extravagance 
of the romantic plot. The play is thus more enclosed 
than Don Sebastian, or even Cleomenes: Alphonso represents 
the history ^a literay conception, rather than any idea of 
human worth.

The hypothecs of regarding the main plot in 
Dove Triumphant as a consciously literay phenomenon explains 
the equivocal relations between the comic and heroic plots. 
The analogy of Amphitryon and Oleomenes, in which a oomlc-^ 
and satiric sub-plot served to represent a Juvenalian version 
of the modern world, makes it easy to see the comic plot
of Dove Triumnhant as portraying the everyday reality



excluded by the heroic conventions. The play would then 
express though with a soaawhat different enphasia, the contrast 
between actual and literay experience adunbrated in Amphitryon. 
The different endings of the plots bear out this hypothesis. 
Oarlos' difficulties are not resolved, but superseded by 
the realisation of an alterative, if less attractive, 
possibility; Alphonso's are resolved in a highly contrived 
denouement. Both plots conclude by rewarding the virtue 
of resignation: but the contrast in the manner of rewarding, 
as well as of attaining, virtue, illustrates a difference in 
kind, rather than worth, between the two varieties of 
experience; while it also asserts that authentic value 
inheres in the confused materialist world. In this way 
love Triumphant reOeots, thagh faintly, the positive gain 
which in the non-dramatio verse of this last period accompenies 
Dryden's abandonment of the idea of the publicly active hero: 
the development of a strain of poetry celebrating modest 
but Inalienable individual virtue.

Where literary convention plays so large a part in 
the organisation of the plot as it dbes in love Trlumnhant, 
the relation between author and work is likely to be made 
mote than usually explicit. That oiticised the
play as a formal unit, without entering into any sympathotio 
justification of character or motivation ( as he does, for 
example, in the preface to Don Spbastian) has akeady been 
pointed out. He is also abnormally explicit about details of 
the staging; and the play oontains many details which 
draw attention fo the artifice of stage presentation, such 
as the interrupted wedding procession, the 'discovery' of

224.



Alphoaso reading Ovid, or Veramond'e overhearing the parting
of the lovero. Ooncrobadetails are proni^nnt in the
main plot as ^ell as the suh-plot; the finding of the hook
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(the ezpllcitness of the dochled leef' ^hioh directs hoith
Veramond and Victoia to Alphonse's precise state of mind

emhlematiois comical); end directions for movement ahoand.
In the opening scene, for example;

'Alphonse first kneels to his father and mother, and 
immediately runs to salute his sister Victoria tenderly.'

The ceremonial gatherings of Veramond's cousin the 
first and final scenes, with the intervening set-piece of 
the third, also stress the artificiality ^the conventions 
of theatrical action, hy means of formal grouping (e.g. 
when:the -curtain is raised 'Ooartlers stand attending in 
file on each side of the Stage; the Men on the one hand, 
the Indies on the other') , end there is much formal movement 
of guards and hohles. Veramond end his court seem to he 
assemhled in order that the action may continue in spectacular 
fashion,rather than from any internal dramatic necessity; while 
the snpernumary courtiers provide their audience. The final 
lines of the play expose directly the cheat of the theatrical 
convention:

'Just like the winding up of some design,Well formed, upon thr crowded theatre;Where all concerned surprisingly are pleased,And what they wish see done'.
The speaker is Veramond, who thoughout the play has acted
as the 'blocking force'.

The absence of any external significance, either political 
or moral, in the main plot, is, then, to be attributed to the
fact that the st: Lgc court iytp^he.seeh for what it is in
realistic terms, a sneotacular diversion Just as the hero



is made to ran throagh all the varieties of heroic action 
hcforo finally renouncing it, Dryden evokes the various 
stages of the past of the heroic convention in his own and 
other dramas which invested tec military ideal with morol 
importance; and then dramatises his own renunciation of the 
genre. To explain the tyrant's sudden change of will in 
the last Act it is necessary to return to Dryden's Prologne. 
There he develops the parallel oetween the political and the 
theatrical stage:

'As when some treasurer lays down the stick,Warrants are signed for ready money thick,And many desperate debentures are paid,Which never had been, had his lordship stayed:8o now this poet, who forsakes the stage,Intends to gratify the present age.'
As far the ^ stage is concerned, Drydeh,.like the treasurer,
is renouncing his responibility,. I.n Act V, with Teramond's
change of heart, he is giving characters and audience what
they want, irrespective of moral responsibility, and makes
the hand of the poet as manipulator of his stage puppets
clearly visible. In making this farewell to the stage
tradition, Dryden was most probably Inspired by the example of
Shakespeare's Irospero. That he made the identification
between the poet as creator and the magician and ruler is
clear from his Prologue to the adaptation nf The Temnest on
which he worked with Sir William Davenant. There Prospero
and Shakespeare are equated in various ways: as the originator
of the storm ( of Act I and of the play's title), as the
conjuror of powerful spirits ( 'Within thab Circle none durst
wa^but he^ and, most importantly,as the ruler of a domain
in which his laws remain absolute, and of two contrasted

(51)subjects, the refined Fletcher ah^the baser Jonson. This 
last topic comes fairly olmse to the political mefaphor 
adonted in the Prologue to love Triumphant.
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But the contrast Between Prosnerq, who lays down his
wand; and Dryde^ who days down iis stick' indicates a
satirical modification of the idea of the resignation of
the dramatic poet's ficuive powers. The Prologue focusses
also on the character of the world outside the charmed circle.
The world of the heroic drama is still a magic island ruled
By the post, But it ^not one from whldithe regenerate
characters return to take up responsiBilities in any real
world. It is quite discontinuous with the unregenerate world
represented By the audience of the play, the 'Beaux' and
'roaring Boysj whom the author can only expect to please By-
indulging their corrupt judgement. The Prologue oBserves
directly mhat the purport of the play is irrelevant to them;

'The fable has a moral too, if sought;But let that go; for, unon second thought,Be fears Bpl fhw come hither to Be taught.'
In mhe accompanying claim to satisfy all tastes (11.5-8 )
one may see an echo of the disgust expressed in the Preface

Oleomenes over criticisms of the hero's rejection of
Cassandra:

'I will endeavour to make them amends^ if I write again,- and my next hero shall Be no Spartan,'
The Prologue to Bove Triumphant indicates, then, a dellBerate
act of resignation and indulgence in a play,which also makes
the fullest demonstration of the playwright's power to
create a fictitious world. And it is the venality of theis understood toactual world with its demand for indulgence which/vitiate 
tk moral significance of the heroic mode in the drama.

For a more constructive, if pessimistic, assessment of 
ths relation Between the work of the artist and the society 
around him , one must turn to the poems of this last decade.
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poem wo Af l)-i-'.-T-r"! titude:
just after ths end of his dramatic career is the verse



address Sir Godfrey Xnell.er. The occasion of the poem - 
the gift from a modern painter to a modern poet of a portrait 
of one of the greatest poets of the past - mas one ceoahle of 
carrying ^oidrle sinrificarces. These the noem develops in 
terms of the relations between ths t^o arts, anJ of the persnective 
of.hidnry in the arts. The epistle is founded on a traditional 
and commonplace tonic, that of art as imitation of nature, and on 
a traditional and commonrlace structural device, that of the 
historical progress niece.

The dual opening naragraph (lines 1-G and 7-13) shovs the
complexity of cross-reference which may be set up between those
two ideas and the practice of the two arts of painting and poetry.
The first part of the paragraph describes a perfect representation
of the human form 'the fhirest of her Kind'; it is unlocalised,
and the term 'Idea ' suggests that it constitubs a kind of
Platonic 'Form' of human beauty. The second part of the paragraph.
relates this experience to the products of Kneller's art. The
move here from the unlocalised'to the specific indicates one
lihcoetweon the two controlling ideas of the poem, the idea of enduring
ari as mhe/imitation of object wtich have their existence in time.

Another link between the poem's different areas of interest
IS the elaboration, and even, in lines II-I3, the inversion,
of the Horatian.dictum «ut pictura poesis'. The opening lines
are an account, in words, of something that impressed itself on
the poet's senses.as a picture; at the game time, the poet
completes the inarticulate 'human picture' by endowing it with
a means of expression, through his fiction of Nature's speech.
And while the poet, by a fiction, makes hature speak, Kheller
by his art, makes portraiture speak:

'At least thy pictures look a Voice; and we Imagine Sounds, deceived to that degree,ihink *uis somewhat more than just to see.'
ihus whai is predicaLed of kneller's art can also be extended
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.to Dryden's; and in following the conrce of the poem's argument.

oar epoam generally of a r-l@tion between artier, worm and
nature. It is this nexus of rel^tionshipo which ie relevant

^nao^ntnnainn of tho oUAlity and status of the various
literary modes.

The first naragraph introduces come comnlexities hy its 
Use of the term 'Mature'. The'nature' of 1.3 is, clearly, the 
rower rh-' c,h creates the human artefact, nut when wneller paintc
and 'hature seems obedient';

'Gomes out, and meets thy Pencil in the Draught'
what he is dealing with is hatur^ as the sum total of natural
appearances (the artefacts of 'Nature' as Nonius'), although
hj.s creative activity may bo limened to tna^ of ha Lure. In this
way the fist naragraph sketches a hierarchy from the Greauor,
through his creation, mankind, to the artist's secondary dnd
dependent creation, t^ imitation of manmlnd. Bryden puts chis
idea in an image which recalls the Platonic theory of art:

'Shadows are but privation of rhe light; ...
'Nothing themselves, and yet expressing all.Such are thy Pieces, imitating life _So near, they almost conquered in the strife'. (11.14—19/

This assessment of the Artist's realm of activity forms the 
basis for the description of the relationship between artist and
society later in the epistle.

This Introducto^survey of the nature of art leads on 
to the first ^^ogrccs piece'( 11.22-72). The broadest of the 
three, it reviews the whole hist erica] development of art 
up to the time of Eneller, beginning with Prometheus as the 
first creator of the human artefact, and ending with Titian.
Prom the present point of view, its most signr^icanu fea^uies 
arc that it makes the connection between progress in the arts
and progress in civilisation, that it has an asymmetrical
'onclusion. Drydon has placed Eneller, as he placed Milton



210_)U «
in his epigrasi cn Paradise Lost* as the third end excelling 

of a trinity;
'One coloured best, and one did best design.like Honor^as the nobler rart,
”1.5. b I. i,..aii' 8 i'H.1.litj-ij.11 xoo.i'ieci ±j >C(-* yt-r-rri i » c.

Thy oSnib^-givos thee both'. ' —""
Both Italians are thns paired nith poets; bnt the obvious 
poetic equivalent for Kneller is withheld, by the introduction 
of a description of the highest form of art as abprorriate to 
Shakespeare as to Kneller, and only implied by proximity. line 73 
moves abruptly from Kneller to 'Shakespear', Immediately qualified 
as one of Kneller's pictures.

^ne second progress piece (II 89—100) deals with the historv
of the 'sister arks' of poetry and painting in society, from
pre-Lapsarian times to the reign of Oharles II. At this point
(1.101) the poet ostensibly breaks off his discourse, although
his ensuing account of Knellor's place in society in fact
brings the progress down to modern times. Here again the
progress piece has an asymmetrical conclusion;

'Apelles Art an Alexander found.And Raphael did with Beo^s gold abound,
^^0 with barren lawrel crown'd.'

The first two lines of the triolet deal consistently with the
visual arts, and suggest chronological summary; the transition
to poetry and an earlier stage of civilisation in the final line
is an anticlimax. On the analogy of the earlier 'syllogism',

T n . climacticone natural conclusion would have been a/reference to Eheller
^^d nis pabrong; rne force of the chronological exoootation
makes it possible to understand 'barren lawrels' as an allusion
to Dryden's predicament. Both the failure of climactic
development and the personal involvement of the poet are
expanded in the following couplet

'Thou had'st thy Charles a while, a^n ao had I,But pasc we that unnleasirg Tmare bv.'



In lines 123-143 a lateral' perspective of the position of
t^^ u^^^^ops ^nuv une uoen's last nrop^ess—niece, 'on
account of Kneller's ovn growth into maturity. The successive
poorness pieces thus shc^ ^ decline In ienh^as cell as scope.
^ane the others, this nassage ends ^ith a threefold fornulation,
^hcse apparent syncetry is in.cniately modified. The poet mentions
the painter's early familiarity uith Italian art, w^ich incited
hir. to 'generous emulation':

'For uhat in harure's Da^n the Child admir'd, 'The Youth endeavour'd, and the man acquir'd.'
Here the qualification of the olimactic series is made exollcit:

'yet thou hast not rsachei their high degree';
ana the idea of cumulative development which aonears to underlie
rhe progress pieces here as elsewhere is finally discredited. But
the poem still ends, as many poems of historical review do,
with a pronhecy of an appropriate kind of future (11. 166-181

To understand thus final sectuon it is necessary to return
vO cne oassages of uiscussion appearing hetween the nropress
nassages, which prepare for the valuation of modern art reached
in the judgement of Hneller's work quoted above. The section
following Dryden's general history of painting (11. 68-88) Is
controlled by the idea of the relations between Shakesreare and
his modern successors Kneller and Dryden. Taken as a whole, the
passage ^orms a guess on the absence of a sixth term in the
pseudo-syllogism?huch precedes it; and it also forms a transition
to the lower style of the ensuing progress niece, lines 65-72
continue the dusoussuon of Kneller's art from the first raragranh;
ou^ wnere une lirst passege dealt with the renresentatuon of realitv,
thus deals with the higher level of organisation in the individual
Picture:

'likeness us ever there; but still the best.
^dxe proper Thoughts in lofty language drest'

And thesis a conflation here between the terms proper to painting
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(a^
ana

in line,71/
; fj j. ^ CL

'Of varions P^rts a perfect ^hole is wronght').
Whereas at the level of the first passage the t^^ arts of
poetry and painting are regarded as complementary, at this higher
level of organisation they are treated as sharing the same
aims and standards. This would seem to prepare for an identificatit
of Kneller's art with Shakesneare's; hum line 73 presents a shift,
not from one exemplar to another, hut from general theory to
specific instance:

'Bhakespeare, thy Gift, I place before my sight'.
In a sense, lines 74-80 continue and complete the praise of 
Kneller's art, since they are introduced hy a conflation of 
representation and subject:

'With awe I ak his blessing e^e I write; 
With reverence look on his majestic face'.

which may be regarded as the ninnacle of the artist's achievement.
Another feature of this conflation is that it alters the 

multiple relationships between the artist and artefacts described. 
The chain of influence seems at first to run from Kneller, 
through his artefact, to Pryden, who is inspired by the portrait; 
but its alleged effect on the poet is to inspire; him mo emulate, 
and so to create a poem to insnire Kheller to emulation of, 
the historical Shakesneare. Aithough the portrait of Shakesneare
is central to the relation of the two artists, the influ 
his thoughts is a common, and highep inspiration. The proper 
sixth term of the analogy is not Shakespeare, but Dryden, made 
equal with Enller by their similar relation to Shakespeare. The 
passage on Shakespeare's and modern critics (ll.ci-.m; eapnasisos 
the common interest of Drydon and Kheller. In the course of this
section hoyden has sited his own art in rclc"

'Proud to be less, but of bis Godlike Pdee, 
' ..I like Teucer under Aja% fight.'

4- n ah o Von'np.« T-fs ’ /



Because ^the analogy between the two modern artists, this 
placing can be taken as applying also to Zneller, and the 
implication here anticipates the exnlitit valuations of 
ld_117_iiq llo_

The next progress piece, contrasting the lot of poet and
artist, leads an accouht of the painter's present social role,
and of his tredment of the available subjects (the ethos of
painting), With the introduction of the idea of the Pall
(11.90-92), the idea of a post-lapsarian moral and natural world
enters th^^oem^ eontinuing the pattern of a decline in level
of sty^e and increase in concrete detail as the higher levels
of the artist's function are reached. The aBusion to Charles II,
Or rather to the loss of Charles II, as an Tmage ' prepares

thethe transition to the idea o^painter as a false god:
'Rich in thy self, and of thy self Divine,
All Pilgrims come and offer at thy Shrine.'

The power valued in the artist in the post-Iq^arian world is
that of Improving outward beauty^

The indication of the first paragraph, that the poet as
a secondary creator depends; on the quality of the creation
he mimics, has a new importance in this post-iapsarian state.
Mature is fallen:

'on wild Nature we ingraft our skill'^ 
and the artist cen do no more than attempt to redeem it:

'Thou paint'st as we describe, improving still, ...
'But rot creating Beauties at our Will.'

Por this reason his nroductl^ns cannot equal those of a better 
Age:

'that's enough for thee,
The first of these Inferiour Times to be;
Rot to contend with Heroes Uemory.'

Altogether, the material of the passage makes a loose
association between pre-lapsarian and heroic states of art; the
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heroic was earlier associated with Shakesneare



evaluation also Dryden is ooired. aith Knoller, by the phnase
' as describe', by the image of 'Shrubs', particularly
arrropriate to the Bays, and explicitly in the last line of 
the cassage:

'Such is thy lott; and such I ^nsh my o^u.'
The final discussion of the artist's function deals ^ith 

the constraints put on his choice of subject matter by the fact 
of living in a fallen society. At this stage the association 
between hheller's position and Dryden's^ built up in the earlier 
stages of the poem is exrlioitly presented, so that the poet 
seems to be sneaking of universal conditions annlying to the 
artist; and this suggestion of generality reduces the sharpness 
of his very specific complaints.

The ending of the poem puts forward two important conclusions. 
First, that there is a hierarchy of forms in the arts:

'For what a Song or senceless Opera
Is to the living labour of a Flay,
Or what a Flay to Virgil's WOrk would be,
Such is a sing^ Piece to History,*

The artist's highest achievements must be in the hi^Bst modes of 
art, and this explains the ambiguous valuation of Fneller's 
work; although his best work might be in the epic style 
(imagined in accordance with the ideas of gu Fresnoy's poem in 
11.166-173) be has not yet been able to approach this higher 
level of expression:

'Thy Gamus, bounded by the Times, like Fine,
Drudgesj on petty Draughts, nor dare design
A more Fxalted bork, and more Divine.'
The reason for this limitation is exnressed in terms of 

the artist's role as ruler and creakr:
'But we, who life bestow, ouselves must live: 
kings cannot reign unless their Subjects give;
And they who pay the Taxes bear the Rule:
Thus thou, sometimes, art forc'd to draw a Fool.'

The idea of the artist as thg absolute creator of a 'golden' 
world,is iuwodiately discredited the inversion of the first 
line: the artist is as motal as bis audience. And in terms



of regal power, he ^ no more than a limited monarch (a- 
classlficatlon also applicable to Kneller's maaber, William
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:ter of constitntional theory, familiar as the
theme of many passages in the polemic ^erse, provides thb 
vehicle for an assessment of the artist's own position. With 
reference to this background of usage, one can interpret the 
Passage as denying tue (absolute) control to the poet in a 
post-lapsarian state, and this takes up the idea of the false 
god (II.IO2-IO3) who is worshipped only for what he can provide - 
Dryden's i^age of Knellor's worldly success as a portrait 
painter. The limitation of the artist's powers results from 
the fact that he cannot exist without thr support of society.
The financial aspect of the regal metaphor dominates these lines, 
but the passage which follows suggests that society is more 
directly responsible for the Imitations of the artist because, as 
the 'nature which he is to imitate, it is itself so limited, 
hven Kneller can do no more than improve on a basically 
degenerate subject:

'so his Pollies in thy Posture sink,
The senseless Ideot seems at last to think.
Good Heav'n! That Sots and knaves should be so vain,
To wish tbeir vile Resemblance may remain!
And stand recorded am their own Request,
To future Days, a libel or a least.' (11.158-163«)

The second major conclusion, then, is that the artist's historical
setting will determine the level to which he can asnire in
the practice of his art.

It was suggested above than many of the distinctive 
features and faults of Oleomenes could be explained by 
regarding the play as representing a divorce between the 
heroic mode and conventional dramatic style on the one hand, 
and between the veJuew attached to the epic and heroic modes 
and the values of contemporary society on the other. The



236,address 2° Sir Godfrey Kneller sho^^s ar argument carefully
developed to enforce almost identical conclusions: rnat tne
epic mode is superior to the dramatic; that the poet's proper

o± a Hhn-heroic.or nost-l t to he theapsarian, sociecy unfits i 
subject of this mode; and that the poet cannot truthfully 
combine the contemporary with the heroic.

The verse address, by the very fact dTits composition, 
embraces the alternative open to the poet as a socially 
responsible being, that of a restricting commerce with 
contemporary society. Put the techniques used to balance 
this choice against the alternative of a retreat Into the past 
are in themselves of some interest.

The figure of the cohbmporary artist, Kneller or Dryden, 
emerges from a mass of analogy which is both varied and
confused. Its variety derives partly from a multiplicity
of historical reference; Classical art and history (Homer,
Virgil, Apelles and Alexander) combine with Renaissance art
(Titian,Ranhael and Shakespeare) as well as Classical and
Christian mythology (Promethens and Eden) a^ recent English
history (Ch&rles and his less absolute nephew) to define
the artist's situation. His historical background is thus
a fluctuating medium, composed of heterogenous traditions,
rather than a unified whole capable of purposive interpretation.
Here one sees the complete breakdown of the technique of
the rigorous parallel use of history found in The Duke of Guise,
and of the rigorously selected rarallels of
Absalom and Aohitophel. But this feature of the poem is
congruent with a tendency already observed in Don Sebastian
and Cleomenes, where obvious allusions to recent nolitical
situations fitted into no scheme srrnuircanof



T^e Value' of analogical material is leing determined by^context, 
rather than content.

In the verse-address to T<i_eller, this terdency towards autonomy

^^dc ^ cmsuer ui traditionally linked, and elevating, 
images. Chief.among these is the image of the artist- as tyne 
01 the creating deity, first introduced ^han Eheller is associ^ed 
^ith Prometheus^ Put the associatod tyros of the monarch (the 
nu^an representative of the divine order) and the hero (the godlike 
man) have also appeared as images of the artist at different 
stages in the poem. klevatlng images such as these are clearly 
derived from, and poper to, the heroic mode, but also more particular­
ly uo the active hero - prince or leader - himself. (Prequent 
reference has been made to the kingly and godlike characteristics 
cf the herd so^romin^nt in both Don Sebastian and Cleomenes.)
Pu^ in the episile to tneller, the focus of elevating analogies 
is transferred from the conventional hero figure to the figure of 
the artist. While it supports the unattainable ide&df the 
heroic in art, the poem also, to some extent, endows the artist 
with heroic status.

This access of significance is partly consequent on the range
I01 funccions which the poemis argument attributes to the artist: 

at best, (11.6-10) he is the creator of a world modelled on the 
Neo-Platonic ideal forms: at worst,(11.II2-II4) he is the redeemer 
of fallen Nature in his idealising renreeentations of it.

Put tha artist's elevated status is assured in part by the 
arrangement, as distinct from the content, of the analogies 
employed. The various images of the artist set up are all 
fleeting, immediately discarded or superseded. The impression
thus nroated is that the univcrmof analogy, like that of history
is a fragmented one. This is made most explicit in the'
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breaking of trlad-gronpg of innlieb analogy mentioned
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effort which creates a unified world from such fragments.

of art, Drylen's poem and Zneller's portrait of Shakespeare 
but this Introspective Intention Is subsidiary.) 
Furthermore, the proliferation of disparate evaluative 
details facilitates the adoption of very simple (even 
binary) frames of reference, derived from the work's 
structure rather than its content. This possibility 
was discussed above with reference to the moral scheme of 
Cleomenes, where it was seen as a restricting by-product 
of a 'saturation' of significance in Cassandra and the
protagonist.(^3)

In the Eneller poem, the frame of reference provided 
is that of a contrast between past and present, between 
the desirable past of Charles II (the true Image of 
divinity), of poetry without rhyme, and of princely 
patronage, and the undesirable present in which the painter 
may become a false god, and art is bent to current 
conventions. Including that of rhyme, because of the 
artist's financial dependence on an undiscriminating 
public. But the past Is also, in art as in history, 
the heroic period - as 11.117-119 make clear - and the 
present the unherclc. Both frames of reference seem to 
be projected on to a more radical image of historical 
disjunction, which Includes the literary and historical, 
the image of the Fall of Man. The importance of this 
image, particularly,in Dryden's later work, as a symbol 
of irrevocability, has been well explored by Roper- 
In the Kneller poem it is finely focussed in 11.89-94,



a passage which, although it occupies a central position 
in the poem^ appears to he something of a digression, 
developing from l.h9 -

M^+ in ninth' —?

239.

'For hymns were sung in Edens happy Earth
By the first Bair; while nvh was yet a Saint;
Before she fell with Bride and learn'd to paint.
Forgive th'Allusion; 'twas not meant to hite;But^Satire will have Room, where e're I write.'

The literal effect of the Fall - a change from a'hapny

Earth' to a world of deceitful 'painting' - accentuate 
a shift in the poem's content from the preoccupation with

the past of art in its first half to the preoccupation 
with its present in the second half; hut simultanoously 
they evaluate the relationship between past and present.
At the same time, the shift from pre-lapsarian to 
post-lapsarian in these lines is articulated as a shift 
from 'high' generalisation ('Our Arts are Sisters',
'hymns were sung in Edens happy Earth') to specific and 
immediate concerns ('Forgive th'Allusion', 'where e-ro 
I write'). There is consequently a lowering of tone in 
the passage and this puts the significance of the Fall 
into the category of stylistic effect. Again, the final 
couplet underlines the idea of a Fall in art: it points 
self-consciously to the contrast between Edenio hymns 
and modern satire, and glances at the success of Eneller 
in flattering the pride of the modern Eve in his portraits.

The association of the pre-Fail state with the heroic 
in literature puts the great artists of the past into the 
category of pre-lapsarian man. (I^ another verse-address 
of the period, to Congreve on his comedy The Double Dealer, 
Dryden likens their great predecessors to 'the Grant Race
before the Flood' ,) An addition, the symmetries of 
argument discussed above tend to transfer what is predicated



of the ideal artist (e.g. the her; are of Shakespeare)
240.

to the figure of his contemporary successor. (The passage 
on Shakespeare and his critics, ?tth its suggestion of 
continuity in tuc relations hetaeen artist and society, 
is particularly important in this respect.) The relation­
ship is defined as one of natural succession hy 1.76, 
an^, ^ith a rather more Shaiespearean imape, 11.120-123.
The ultimate grounds, then, for essimilaking the poet to 
the hero are that he represents, through his engagement 
with literary tradition, a link with the unattainable 
ideal state of mankind. In as far as he follows his 
predecessors, his work can tend, however approximately, 
towards a revelation of that state. Given the baseness 
and venality of contemporary society, either as audience 
or subject, the lower reaches of style alone are appropriate; 
Dryden's epistle form and Kneller's genre of portraiture 
exemplifies fact. Both artists can and do disseminate 
the heroic ideal by the choice of a subjeeb which per­
petuates the memory of a higher kind of art. Kheller's 

the alleged origin of the poem, is portrait of Shakespeare,/the work by whic^ he claims his
place as descendant of the heroic tradition in art, li

effectiveness as & means of approach to the better modes 
is amply detailed (11.73-80). And Dryden himself, in 
the epistle, takes a subject which brings him as close as 
possible to the heroic, since his subject is the respons­
ibility of the artist to the older and higher tradtions 
and his capacity to sustain at least their memory. The 
final pasoego (11.173-181) echoes the imagery of Shakespeare'; 
sonnets on Time, Beauty and Poetry, applying it to painting, 
so that it is itself an instance of Lhe relationship between 
past and present art depicted in the poem, and a poetic 
counterpart of Kneller's gift.



The of earlier chapters have sug^^sted
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oohaRtiar and nieonenea reveal in T C h UC Lv U Wf
trnctni?e and icagory a progressive development towards 

self-enclosed systems. This tendency is further exemplified
hy tt epistle to Kneller, which also
evaluntion of art capable of accountin

In respe ct of theme , the two tr
seen to exemplify a movement away from
'^vith political matters towards the col
virtue^and a movement away from contoj
towardS the celebration of past events
are exe.mplified in the ooe.m written fo:
find their culmination respectively in such poems as 
To ^y Honour'd Kinsman, John Driden and
To Her Grace the Dutchess of Ormond, and in the translation 
of Virgil's Aeneid, Dryden's only complete work in the epic 
moue.
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Kinsley (^itb V' unnber; Tno Pce^n of Jonn Dryien, ed.
J. Kinsley, Oxford,1958 (5 Vols.),

Oritie^l and Kiscellaneons 
Prose Works of John Dryden, 
ed. E. Malone, london, 1800 
(3 Vols.).
England in the Reigns of James II 
and William III^ 3. Ogg, Oxford, 
1953.
Poems on Affairs of State: 
Augnstan Satirical Verse, 
1660-1714, gon. ed. O.de P.lord, 
Yale, 1963- (5 Vols. published),
Restoration Tragedy; Form and 
tne Process of Change,
E. Rothstein, Wisconsin, 1967.

8. & 8. (with volume number): Dryden's Dramatic Works, edd.
Sir W. Scott and 0. Saintsbury, 
london, 1892-3 (8 Vols.).

Ogg :

P.O.A.S. Yale

Rothstein :

Ward,Idfe :

Ward; EettersCvith number)

Watson (with volume number)

life of John Dryden, C.E. Ward, 
Oxford, 1961 .
The letters of John Dryden, 
ed. G.E. Ward, Duke Dniverslty 
Press, 1942.
Of Dramatic Poesy and other 
Critical Essays, ed, 0. Watson 
(Everyman Edition), 1962 
(2 Vols.).



imTES, 243.

C"' V\ "r ^ 4- o -r*
1) Don Sebastian combines elements of both situations

r6les: Gibber mentions that the role of Muley Holuoh 
nas created, by Kynaston, who had previously played Morat 
in Aurenyzebe, and that in the earlier play 'doubtless 
not without Dryden's approbation' he had brought out 
the comic aspect of the tyrannic character, so as 
' to MAKS his spectators laugh, while they admir'd 
(Gibber, Apology, pp. 102-104.) His interpretation of 
Moley Moluch was presumably on similar lines.

3) Don Sebastian I,i; 8. and S. Vol.VII, p.336.
4) D^n Sebastian III,i; 8. and 8. Vol.TII, pp.380-383.
5) The fable is largely Dryden's own, end he draws attention 

to his development of it in the Preface to Don Sebastian.
6) The Conquest of Granada, Part Act II (S. and S. Vol.II, 

p.57ff.) .
7) At the end of Part II (Act 7) the Moorish regime is 

replaced by the Christian one of Isabella and Perdinand.
8) In both cases a Christian ruler not involved in the 

original sedition succeeds to power: in
The Conquest of Granada, the King of Spain, and in 
Don Sebastian, the eponymous hero.

9) Chapter VIII, Of Sedition. Reference is to the edition 
of Molesworth, Vol.VIII,pp.200-212 .

10) In the bettor known leviathan, the topic is treated and 
arranged rather differently. There a prominent feature 
is Hobbes's condemnation of clerical intervention in 
political affairs. The idea is equally prominent in 
Don Sebastian, but absent from The Connuest of Granada, 
the play closer to Hobbesian materials And since the 
expression of anti-clerical sentiments (often based on 
recent English history) is notoriously characteristic
of Dryden's work, their appearance in Don Sebastian 
is not evidence that the noet used the leviathan
version 01 nouoes's ireabment o"



18)

19)

20)

11) Conoueet of Granada, Act II; 8. and
12) Conpuest of IrTanada, Ant Ill
13) At the end Conquest of Granada, Bar
14) See Holesworth t YXX y. $
19) Don Sebastian, i,i; S. and 8 . 7II,
16) Adam, on awaking, expresses the loc

Cartesian doctrlne:

17)

'That am I? or from whence? For that I am 
I know, hecauae I think'.

(But compare Hilton's Eve, Baradise host Bk.IT,
11.449-192.)
The Mufti's personal complaint is that he has been 
deprived of property. Hobbes discusses in some detail 
the question of meurn and tuum as a pretence of right, 
but Dryden uses it only in the comic form of 
Bon Sebastian Act IT, ^here the Kufti speaks for 

'self-preservation, our property and our prophet', 
with an obvious pun. In addition, he grounds pretences 
of right on the Emperor's tyranny, 'your lawful emperor 
is.but a tyrant'; irreligion, 'he is taking your 
religion away'; and disregard of (alleged) obligations, 
his acting 'without your sovereign consent'.
Oonguest of Granada, Bart I,II,i; S.and S. Tol.l7,p.58. 
See also Absalom and Achitophel, 11.491-942.
Abdalla in The Conpuest of Granada and Holey Zeydan 
in Don Sebastian; the Zulema (and lyndaraxa) in 
The Oonpuest of Granada and Benducar in Bon Sebastian.
In The Conouest of Granada, Bart II, after a climactic 
series of demands by the populace, a popular uprising 
is described as occurring off-stage. (Aot I,ii;
S. and S. Vol. 17, pp.129-132.) In Bun Sebastian 
the nouular rising comes in the 'Mob scone' of Act 17.

21)
22)
23)

The Conquest of Granada, II,ii; 8. and S. 7ol.l7,p.9(
8. and a 7ol.7II,pp.141-442.Don Sebastian Act 17:

Such instances often arise from the similar character­
isation tne unwortny tyrant,



24) See Rothstein, ecpeoially Oh.I. The scope of hi
24^.

and, in the case of Dryden, although the hook's 
general analysis of a shift in taste and dramatic

on the grounds of its shorter compass. This

must he admitted:
i) That the poet's interest in other field of literature 

influenced the development of his tragic drama.
(This possihility Rothstein mentions, in connection 
with the comedy alone.)

ii) That in the earlier part of his career (and notahly 
in the Preface to The Conpuest of Granada) Dryden 
had defended serious drama hy invoking the sanctions 
of the epic mode, even following Aristotle in 
preferring the 'dramatic poem' to the 'heroic poem'

21
conscious aspiration towards the epic mode as 
the authentic high style is absent in the developed 
pathetic drama (c.g. in Otway and much of lee).

iii) That in Dryden's work, the peak of 'domestic' and 
sentimental interest comes early, in All for love, 
and is preceded hy the sentimental amour of Ozmyn 
and Benzayda, in The Conquest of Granada, and hy 
the sufferings of the hero in Aurengzehe. His 
later work stands outside the general development 
towards a more intense pathos in domestic settings, 
since the foundation of the 'heroic poem' ideal 
persists, even in Cleomenes, which contains strong 
pathetic elements.

25) In; The Dedication to The Rival ladies (I664) 
(Wat8on,Vol.I,p.2), The Preface and Prologue to 
Secret Icve (I665) (Watson,Vol.I,pp.105,108), the 
Preface to The Assignation, (Wat8on,Vol.I,p.l55), 
and in Of Dramatic PnCsv (Watson,Vcl.l,p.76 )^

26) Richard Plecknce, A Short Essay of the English Stage,
in Spingarn, Critical Essays of the Seventeenth Century, 
Vol.II,pp.90-96.

27) Dryden's terms in the Heads of an Answer to Rymer; 
see Watson, Vol.l,p.2ll.

28) Rothsteinr Ch,I,p.8. Put in the Essay of Dramatic Poesy 
(Watson I,p.30) the existence of ^ second coexisting sorT
of pleasure is implied.



by an axcGssivG or ironic do kail, 
returns one to the reasonable mean of discourse. That 
Dryden was himself engaged ia the flow of ars characters* 
extravagant language in this way is rndicated oy the 
fret that he later felt houno to anologise tor his 
indulgence (e.g. 'my own haximin and Almangor cry out 
against me'). The rdraction came at a time when exploitation 
of the heroic genre was a theatrical commonplace { 
an expression of distate for its excesses is his 
association with the totes ana ybser^^tions . « « 
on Settle's The Imoress of horocco. A recent evaluauiun 
of ^ryden's nart in the pamphlet is 0. nacfadden s 
'Eikanah Settle and the Genesis of nacPlecknp_e',
P.Q. 1x111,1964.

30) Rothstein, op.cit. pp.]^-18.
31) This interpretation at least accords with Dryden's 

claim for the general moral; the play clearly sets 
un an epic parallel, and the Integration of the hero 
into society is a proper theme of romantic epic, pernaps
derived here from Tasso's Rinaldo. Rbr a list of 
contributions to this vexed topic see Roth8tein,op.oit,p«56n^ 
See also J.A. Winterbottom's
'The Development of the Hero in Dryden's Tragedies', 
(J.H.G.P.,1IIP953) and ArC.Eirsch's
'Dryden, Corneille, and the Heroic Play', Mod,Phil, 59, 1962, 
Rothstein draws a useful distinction between the attrioution 
of moral awareness to a character and the manipulation 
of successive events so as to produce, increasingly, 
acceptable moral choices, but does not consider the 
possibility that the latter may, as a convenient 
externalising projection, represent the former.

32) The Indian Emneror, Act II,scene iv; &and & III,p.551"
33) Compaq other examples from the same play: .

Cortes is faced with the choice of sparing his mistress's 
people, or obeying the Spanish king (III,i), Guyomar is 
faced with a choice between war and peace (III;i), 
with tie choice of saving a virtuous enemy (II,ii), 
and a sustained choice between Odmar and Guyomar is 
offered to Alibech,A^^, fn II,fi, and lll,ii»

34) Watson, 7ol.l,p.76. The chess analogy imples a series
of moves of equal status, involving permutation of
l^v figures in an extend^U and instantly Incomprehensible



247aesign.
35) 8. 8. VIT, pp.330-332.

thou tyrant;

3$ S.g. 'Ky cloado are gathering too
In kindly nixtnre with this royal shower',

8. and 8. VII,p.338.
37) 3.g. '0 that I had the fruitkl heads of Hydra,

Tat one might burgeon where another fell!
Still would I give thee work; still, still
And hiss thee with the last.'

(8. and 8. VII, p.340.)
38) Especially in III,i; 8. and 8, VIl,pp.38&-390.
39)Eor this, see Ch^.II, and III.

40) Sebastian had referred himself to the judgement of 
heaven: the renegade, aprropriately, refers himself to 
the judgement of hell: (' I should be hissed

And whooped in hell for that ingratitude'.)
41) See the climax of the scene (S-and 8. VII,pp.380-384) , 

paticularly the speeches of Almeyda and the Emperor, 
which contain much material familar from the rhymed 
heroic drma. (E.g., the image sequence

'tough metal of my heart' 'resists' ..
'A flood of scalding tears will make it run'...
'though thy heart be rock of adamant' ...

'no stamp of heav'n was on his soul.
But the resisting mass drove back the seal'.)

42) The movement begins with the appearance of Almeyda and 
h^ appeal to the mob, couched in the pbinest, though 
solemn language. The vigorous diction of Dorax is reaaerted 
when he dismisses the mob.

43) Eor a cogent formulation of this view in Dryden's 
non-dramatic verse, see the false creation passage of 
The Medal (11. 256- 3].'7 ),

44) The seem in which Antony is confronted with Octavia
and his children (All for love, lll,i; 8. and 8. T,pp.386-391) 
is a schematically simple instance. The scenes between 

Ventidius and Antony (1,1; 8. and S.V, especially 
PP'355-356) and(the second phase of lll,i,) between
Octavia and Cleopatra (8. and 8. V, no.392-395) share 
this corrective function. Another example is Hector's 
relationship with Troilus ( Troilus

the!
d Oressida, 111,

^ Q TT" particularly p.341); 
Includes the following uassage:

uiauogue



^4-48.
Hector: Yoa ought to give her up,
rroirus ^or
Hector: The puhlic,
5) Th n ri A /-> -f* Tf r\'P TiA'rl Q «=)1 ' Ati on .

S.and S.VII,p.448 ff..
46) S.aud 8.TI,p.496,aDH S.au^S. VIZ,p.449.
47) This argument is developed hy Kiug, in 

Dryden's IJajor Plays, Ch.X.
48) The play is close in date to Absalom and Achitouhel,

^hich also has a description of the precariousnei of
popularly based rule (11.224-227).

49) Parallelism is insisted upon by the metaphors (of siege 
and war) applied to the activities of the sub-plot.
The inverse dthis situation, the existence of a serious 
hero whose acts dictate a lower valuation of fbe concerns 
of sub-plot characters, is more common, and obtains in 
Don Sebastian, but there is no hint of it in
The Spanish Priar.

50) See pp.22-23.
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Chapter II.

Acquired perhaps iron his experience of writing in 
other modes during bis absence from the theatre, or from 
the d^anatic practice of contemporaries.

2) See John, ch.%7Vv7.2-6.
3) Since the scene is broken off, without a change of tone, 

by the incident of the Emperor's arrival,
4) Itself only a pretext for the action, and revealed 

subsequently as a fallacious premise.
5) Dorax, unregenerate, acts as adviser to the Moorish ruler, 

and, regenerate, as adviser to Sebastian. He is the only 
character used To relate t^ 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
his disbgue with Ahtonio.

6) The absence of the objects of his satire narrows his 
range of expression and brings it closer to that of 
Sebastian. This change is emblematic, representing 
his change of identity(empha8i8ed by his reversion to 
his lortuguoee name of Alonz^L

7) He is willing to offer the appropriate satisfaction for
iDorax's wounded honour:

'If 1 have wounded thee, that makes us equal:
The wrong, if done, debased me down to thee',

and equally willing to forgive the original fault, when
Dorax expresses his contrition:

'Indeed, thou should'st not ask forgiveness first,
But thou prevent'st me still, in al2 that's noble'.

8) Act III,so.i; 8.and 8. VII,pp.386-388.

9) This is emphasised by ths play's use of mechanistic language 
to refer to the human bo^y. Bor a relevant statement of
t^ corresponding theory of monarchy, see (e.g.) Kantorowioz, 
The King's Two Bodies, PP.7-23,e8oeoially pp.l3 and I4.

10) The Hind and the Panther is clearly thsmost sustained of
Dryden's persuasive poems, but it has a far more complex 
structure.

11) See R.B.Jones 'The Originality of Absalom and Achitophel' 
M.I.n. xivi (1931) pn.211-18.
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12) Absalom ano Achitophel,11.1-207.
13; broadly m n i. o 4' n

once from a general viewpoint, inreligion twice
assessing tbe snperiority of revealed religion; and again.

tradition, in term of the vicissitudes of that tradition.
And the d^cussion is enclosed between a descriptive 

passage on the nature of human knowledge and a prescriptive 
Passage on the duties of the layman. J.W.Corder, in his 
article 'Rhetoric and Meaning in Religio laici' (P.M.I.A., 
I9G7) discusses the poem in term of the six-part structure 
of the classical oration, and finds the confirmatlo'/ 
confutatio stage to be divided into two parts, separated by 

'Rather Simon' digression. Thus his analysis of the way 
in which the poem's.regular structure is built up does not 

conflict with the convincing arguments of Philip Earth for 
the prior composition of the 'Rather Simon' passage (in 
Contexts of Dryden's Thought (Chicago,19o8) pp.183-195*

14) See Clarence E.Miller,
'The Styles of The Eind and the Panther', J.S.C.P. 1x1(1967); 
on the general strategy of the poem, see Earth, op.cit.
Ch.2,

15) See remarks on the Inclusiveness of style and alternations 
of its levels in Ch.I,pp.l8-20.

16) The Spanish Rriar, I,i; 8.and 8.71,p.422.
17) Ror recent treatments of Dryden's use of Eobbesian 
psychology see:
A.G.Klrsch 'Dryden, Corneille, and the Heroic Play',
Mod.Phil.,1962 (this article also summariseg ealier 
contributions to the topic),
I. Teeter, 'The Dramatic Use of Hobbes' Political Ideas',
R.l.H. 111,(1956),
J. A.Uinterbottom 'The Pla^e of Eobbesian Ideas in 
Dryden's Tragedies', U.R.G.P., I7II (1958).

18) The Duke of Guise,I,i; 8.and 8. 7II,p.352.
19) Ror Shaftesbury as Jehu, see The Medall,11.119^122; for 

the Mufti as Pnaeton, Don Sebastian,II,i; 8.and 8.7II,p.352.
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20) Act III,sc.i; 8.and 8.VII,p.357.
21) 8e4 P.O.A.8. Yale, yol.3,p.l02,

A Poem Occasioned Py His Majesty's Most Oraoioas Resolution
-J- O -i-J-A.l-Ca. V/ J_ -l_ !._> J ?

withdra^^l from Tangier (Oct.168]). Per a satirical 
treatment cf the latter see Tangier's lament,
P.O.A.S. Yale, vol.3,p.473.

23) Thomas Thompson, Midsummer Moon (P.O.A.S. Yale, vol.3, 
p.237). One of the candidates for election had been a 
Turkey Merchant.

24) Act IV,ec.i; 8.and 8.VII,p.410.
25) The two quotations are from The Hind and the Panther,

Part Three,11.1029-31) and 1024-5.
26) Act IV,8C.ii; 8.and 8.VII,p.425:

'I have a Pigeon at home, of Mahomet's own breed; and 
when I have learnt her to pick peas out of my ear, . . 
you shall have another' religion.

27) Another gibe against the tithes is to be found in the 
popular 'Pudding and Dumpling song' of King Arthur.

28) Act III,8C.i;8.and @.VII,p.386.
29) When the Anglicans preferred to align themselves with the

Dissenters, rather than with the Catholics. A Jacobite 
'8ong' of the Revolution period castigates the
Established Church in terms resembling those of Dora%:

'Thus the Kon-Resistance Doctrine 
Followed by the Theban band 
Is become an art of bart'ring 
Princes into traitors' hands.
Then let tne Church of England be 
The solo mistress of the juggle;
Eor no Church else that we can gee Can their King so neatly bubble.'

(P.O.A.S. Yale, vol.4,p.303.)
3^) P.O.A.S. Yale, vol.4,p. 75

31) P.O.A.S. Yale,vol.4,p.iyo .
32) Britannia Rediviva,11.75-93.
33) Por this satire, see P.O.A.S. Yale, vol.4,p.533.
34) In P.M.I.A. DZXIII (1958), pn.36-42.

1 yi 3
between the general Whig consniraev and the more extreme



Rye House Plot, and one of those who returned from exile 
on the accoeoion of yilliam and Kary.
36)As he is made to ohserve(IV,iii,8.an^6.VII,p.432):

'The test that cancnne of me, in this condition, is
ano uhen ce begged

252.

life begye:.!
for a fool afterwards.'

37) Originally, of the Balack of Absalom and Achitonhel Part II 
(1^57, Kinsley,II,p.282); a similar allegation is made 
against Shaftesbury as a 'Saint' in The Hedall,11.31-34.

38) III,i; 3.and S.VII,pp.375-376; the Kufti. cravenly 
retracts his official opinions under the threat of force.

39) Moore, 'Political Allnsions . .'(n.34.above). Por 
Sunderland's career, see Ogg,Ch.VI. But although before 
ths Revolution Sunderland intrigued with both louis ZIV 
and-William of Orange, after it he was too discredited to 
have any real political power. And th@ many advisers of 
James II who also corresponded with William could equallW 
be held up as examples of treachery to a trusting 
master. Two men frequently vilified by Jacobites for 
their part in the Revolution were Burnet, the buzzard 'of 
The Hind and the Panther, and John Churchill.
A Jacobite 'Song' (P.O.A.S. Yale, vol.4,p.303) presents
Churchill as something of a Judas:
'There's a Churchill to inform you,
How to quit your frind and king'

and similar charges continued to/^adesfter the Revolution.
(Por details of these, see P.O.A.S. Yale,vol.4.p.328.)
One attack, of June 1690, comes very close to the wording
of Borax's attack on Benducar in Act II,8C.i:

'Ungrateful toadstool! despicable thing!
Thus to betray thy Master and thy King!
Nay, he was thy maker too, who, from the dust.
Raised thee- though 'twas to all mankind's disgust',

and continues with a prophecy of further treachery:
'Por sure, nothing can e'er redeem thy crime 
But the sa^ brutal trick a second time'.

Both Burnet(as Bryden's former target) and Churchill thus
have a claim to be considered as models for Benducar.

40) By King, Bryden's Major plays,p.189.

42) This is charged against Shaftesbury in
Absalom and Achitonhel also; Bryden's preoccupation 
with his multiple treachery makes Shaftesbury the most
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convinoing mingle model f^Bendncar,

u introduction43) The Association ie mentioned i
The Hedall, aud referred to in tho poem ae a 

'trait'roam Combination'.
44) For a leca simple example, see Absalom and Achltophel, 

11.270-270, whezrths Satanic image applied to Charles 
by Achitophel is plainly more appropriate to the present 
(and future) position of the speaker.

45) S.ard 8. VII,p.376.
46) Act II,8C.i; S.and S.VII,p.349.



Chapter 254.

1; An instance of the extreme sensitivity of OTycen's 
audience to political innuendo is the account of 
Queen hary*s attendance at a- performance of 
inc Spanish prior, puvcn in a contemporary letter -, 
renrinted hy Scott in Si and 8. 71, p.400 n.. ihe topic 
is thoroughly discussed (though yith the emphasis on 
eighteenth-century developments )in loftis'
The Politics of Drama in Augustan England,

2) For these, see nreceding chapter.
3) S.and S. 7II,p.3l5.
4) As aspirant to po^ar, and appointed successor after 

the revolution.
5) See Absalom, and Achitophel,11.376-380.
6) In its leaders; Benducar and the hufrl are punished, 

although the rabble, as indicated by Donax's speech 
in dismissing them (IV,ii, 3.an^6. VII,p.432), are 
beneath punishment.

7) In Act II (s. and S. VTI,p^352-353), and Act III(pp.386-388).
P ) Absalom and Achitophel is the classic example; but the 

comparison between England and Israel made elsewhere, 
for example in John Caryll's Eaboth's Vineyard, and an 
anonymous Tory Dialogue between Nathan and Absalom of 1680.

9) See Tha Works of John Dryden,(California Editlon)Vol. Ill, 
p.482 (note on Britannia Rediviva, 11.333-356) and 
BB'333—339(di8Cua8ion of Dryden's Catholic theology in 
the headnote to The Hind and the Panther).

10) 8.and 8. VII, p.311.
11) This is made clear by Borax's free expression of contempt 

('I grant he is a tyrant',etc.) in Act II,8c.i,p.356; 
in addition, his service is the result of conscious choice.

12) Act IV, final scene; S.an^A.VII, pp.433-443.
13) Eor verse treatments, see (e.g.) B.O.A.8. Yale,9,8ectn.l.
14) 8ee Barsdase Regained, Bk.II, 11,487-486. The whole of this 

fine passage is germane to Dryden's treatment of Sebastian. 
The positive conclusions of Milton's Christ, thab the 
highest government is 'to guide Nations in the wav of truth'



and that
'to give a Kingdom hath toon thought 

Greater and nobler done, and to lay do^n 
Par ^^re nagnahmons, then to assume'
are echoed in the play's judgement on the association of
temporal and spiritual power. And the culminating point
of Sebastian's progress, his comprehension of his duties
towards God and man, is anticipated in Milton's passage:

'Yet he who reigns within himself, and rules 
Passions, Desires, and Pears, is more a King;
?hich every wise and vertuous man attains:
Andwho attains not, ill aspires to rule 
Cities of men, or head-strong Multitudes,
Subject himself to Anarchy within.
Or lawless passions in him which he serves.'

15) Parly in 1689, Catholic Irishmen had taken up arms
on behalf of James II,^§n^, summoned him from Prance to
lead them. And, although/not in the event, forced to
fight for their allegiance, Catholic and Jacobite Englishmen
had been abandoned to the mercy of their enemies as a result
of the flight of James.

Peb.16) As late a8/1697, Dryden explained his division and
delay in the dedicating of the Virgil translations
as a result of his Jacobite sympathies:

'in hopes of his return, for whom, and for my Conscience,
I have suffered'. ( Ward, letters, «)

His reluctance to regard the existing government as more
than provisional is shown in the refusal to dedicate
the Aeneid translation to William III.

17) See chapter il^
18) S. and 8. VII, p. 315.
19) D.W. Jefferson 'All,all of a Piece throughout', 

8tratford-on—Avon Studies, V0I.6, Restoration Theatre.
20) King's Dryden's Major Plays (196^ ) contains a chapter 

on Don Sebastian, an expansion and rescension of an 
earlier article in the Sewanee Review. 1962.

255.

21) E.g. 'the scales of heav-n' (I,i, S. and 8. VII, p 
'1 cannot speak one syllable, but tends

327

To death or to damnation' (1,1, p. 334 )
rhe thoughts of kings are like religious groves, 
ihe walks of muffled gods'

(li,i,p.346)
'make the gods curse immortality' (Iv,i,p.407).



256.

22)1.e. to Sebastian, Molaoh and Almeyda: most
consistently, and appnspriately, to wndey Kolnch as a 
pre-Christian, and to Almayda as a semi-Christian, fignre,

^Act II,sc.i; S.and S. Vdl,pp.34b-347.
24) ActIII,8C.i; 8.and 8. TII,p.386.
25) For snch a tredment see J.A. Winterhottom,

'The Development of the Hero in Dryden's Tragedies',
DII,1953, and 'Stoicism in Dryden's Tragedies^, 

J.E.C.D. DZI, 1962.
26) That is, as far as the scene of Sebastian's arrest in 

Act III, 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) Dully documented by Jefferson in the article cited above.
29) The first instance in fact occurs in the final section of

Act IV, when Dorax speaks of honour as a stream flowing
from monarch to subject:

'hooting boys may dry-shod pass,
And gather pebbles from the naked ford'

(S. and 8.VII,p.438). Though the physical geography has
something of the grotesqueness of 'body/soul' imagery,
the image of the stream is dynamic, and in its context
arresting.

31) The conclusion that man's nature 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 Benducar discussed in Gh.II (p.37).
And in Act III,8C.i,(p.359) Cebastian's 
'Dor even were paradise itself my prison,Sure I should long to leap the crystal walls' 

recalls Satan's first attempt on the Garden in Paradise Dost,
and the angelic commentary on ths invader:

'If spirit of other sort.So minded, have o'erleaped these earthy bounds 
On purpose, hard thou know'st it to exclude 
Spiritual substance with corporeal bar.'

33) See king, Dryden's Major Plays,pp.178-179. 
ani Rothstein, Restoration Tragedy

34) Contrast Hilton'a account of the pre-Dall conjugal state.
Bk.IV 411-504, and the celebration of 'wedded love'



c. 1.760, with the corresponding post-Pall passages,
Book 1%, 11.1134-1189, and 11.1011-1066. These are represented 
in The State of Innocence,V,i;pp.169-171 of s. and S. v.
35) Contrast the version of Genesis ('The woman tempted me,

in Book IX; rather than lose the fallen Eve:
'from thy stateMine never shall he parted' (Bk. IX,1.915)

he is willing to sham her gnilt, 'submitting to what seemedremediless'.
)f this dialogue (St. of Inn.,7,i))rvden's

is notable for its emphsis on the element of conscious choice:
'Too well, but yet too late, your crime I see;....
'Not cozened,! with choice my life resign,
Imprudence was your fault, but love was mine.'

(S. and S. T,p.l66.)
This pas-age shows very clearly Bryden's tendency to 
simplify in recasting his material, in the direction of 
heroic conventions.
36) See P.I. Bk. IX,,11.321-341. In IX,11.1130-1132, Adam drawsthis inference.
37) 8. and S. 7II, pp.451-455.
38) ^or an elucidation of this dift, see p.lOI below.
39} Bike his other interpretations of 'the ways of God',

a contribution to the Christian tradition of interpretation 
of the myth.

40) In their dialogue with the Son; P.B. Bk.X,11.109-162.
41) In St. of Din. III,i, Satan declares:

'Why have not I, like these a body too,
Pormed for the same delights which they pusue!I could (so variously my passions move)
Enjoy, and blast her in the act of lovec 
Unwillingly I hate such excellence...'

(8. and S. VII,p.1^5)
Bpyden has thus inverted the information given by Milton's 
spirits , since Satan describes the amours of Hell in terms 
appropriate to 'heroical love' Bk.iy3 11.505-511 , this is
the reverse of t^a haopy incorporeal love described by 
Raphael in Bk. VIII,11^618-629.

42) See Oh*II%p.70—72.
43) Of. P.!^ Bk.II, 11.589-600, and Bk. IV, mS5-840.

44) Rothstein, cp.cit., p.l50



45) ?or detailed discussion, see Oh.II;Pp.47-51.
46) See 0h,II,p.4C.
47) The host example is the Prologue to The TJnhappY Favourite^ 

the ooem is discussed in detail oy Roper in
Drydeu's Poetic Kingdoms, pp.106-7 and 112-3. lu 
addition, t^o Prologues of 1682 are relevant. The 
Prologue to the Dutchess (Kinsley, II, p.263) nses 
the Images of the expulsion from Eden (11.5-6) 
and of the return of the Golden Age, which incorporates 
an Edenic landscape description (11.26-34).
The Prologue to His Royal Highness (Kinsley,II,p.262) 
opens with the image of James's return as a sunrise, and 
draws a picture of the factious as the hrute creation 
which resembles that of The Hind and hhe Panther (II.I-I4)

48 )see Roper^ op.cit., chapter on 'The Kingdom of Adam', 
pp.104-124,

49) See Roper's final chapter on 'The Kingdom of letters'.
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Chaipter IV.
(a) lak ScotL' s summary discUsslun of Lhe play S ZLZl

his life of Dryden. Volume I of the Dramatic Work
(b) See Oh.II, PP.34- 39.
(c) For Moorish diction in Don Sebastian , see Oh.I,pp .19-20

and Oh.IIi^pp.86-90.
(d) E.g . Act 111,80,1 ; S.and 8 . VIII,p.310, Act V,sc. il,

pp. 354-355.
(e) I.e . up to the exit of the Egyptleu court, which clears

the 8tage(S .and 8 . VIII,p. 324).
(f) Thiis is made clear by the prominence of accounts of

the war's consequences, partioularly Oleonidas's:
'I have sternaeee in my soul enough 
To hear of murders, ranes, and sacrilege:
For those are solders' work; and I would hear them,
To spur me to revenge',

and the accompanying description of a pacified Sparta 
under Macedonian rule (S.an^S-VIII, p.284).

(1) Tha Spartan's descent from the demi-god is frequently 
mentioned in Act I; (S.and S. VTII,p.280,p.281,also p.340)

(2) 'Thapropositions are unjust and hard;
And if 1 swallow them, 'tis as we take 
The wrath of heaven.'

(3) References in the Preface to 'a singkplot . ^ . which
though ir he the natural and true.way, yet is not to the 
genius of the nation'.
and short rahhle scene' which 'no French poet would

have allowed',
indicate the influence of this model. Certain details 
of staging support the hints in the Preface: for example, 
in Act II, the arrival of Cleonidas is delayed and 
emphasised; and in the earlier part of the scene some 
restriction on the number of speakers in t^ dialogue 
is achieved by having Oleanthes utter only the occasional 
aside. Again, in the fourth Act, unity of place is 
preserved by having Cleomenes incarcerated in the same 
anartment which served as counc: ' r*n n HP ' % o a 'M \ I di

cabal and a: ;eting uassanc
altnougn tnc terms in whicn 
('bolts and bars',cue.J fit wel^ wihh convexiona
of a nrison.
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(4) tter of 13 Dr
enqu%roa:

'Is Cleu^^aes finisht nray,^ar have you began Te other deslgne yoa told mee of ab^ priesthood^^
The play was not finished at the time of Dryden's si%
weeks' illness (roaghly datable by his recovery st the
beginning of October, attested by two surviving letter^L

(5) Printed in Malone,II,pp.351-425.
(6) In Platarch's narrative, S.and S. VIII,p.267; 

in 0leomene8,V,i:
'A short refection waits at the lieatenant'8'(p.350).

(7) This produces the illasion of a more anified work^ since 
affects and jadgements are made to appear inherent in the 
material; bat it also saproses greater passivity on the 
part of the audience, since it eliminates the appeal to 
the common knowledge and reasoning power of author and 
audience. The implications of this ddft in techniqn 
are discussed more fully in the final chapter.

(8) 8.and 8.VIII,p.295. (Actll.sc.ii.)
(9) Act Ill.sc.ii; 8.an^8.VIII,pp.312-313.
(10) Act II,8C.i; 8.and 8.VIII,p.287.
(11) The condemnation is universal; e.g. Gleonidas's assertion 

that the Egyptians were, literally, the dregs of creation, 
and 'were intended for four feet' (Act II,8C.li, 8'and 8. 
VIII,pv299); and Oleanthes' phrase 'A people baser tha 
the beasts they worship' (III,i^p.309).

(12) See Act V, sc.ii; S-and 8.7III,pp.353-354.
(13) ln the sense that the Egyptian rebellion becomes a gloss 

on the protagonist's earlier defeat, and on his continuing 
aspirations to heroic activity.

(14) 0n this, see Rothstein,0h.5.
(15) See Eothstein,pp.l4l-l44.
(16) Platarch mentions 'labour and afflictions' and 'the 

opinions or reproaches of men as adversities which the 
brave man is capable of overcoming, and defeat as a 
vicissitude to which the best are subject. Dryden shows
his h( as V: iduj clJ.. .L J. ction in hi on
scenes, hostzlitles in his dealings with the Egyptians, 
and defeat in his repeated attempts at departure.
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17) His account of Plutarch's prose style is bn pp. 4O8-4IO; 
on p. 406 he discusses the loss of idiom in translacion, 
and on p. 407 compares Plutarch's use of digression with 
that of Montaigne; the status and nature of the biographical 
form of history are also discussed.

18) In the Preface Dryden states that rhe play is 
'printed as it was acted'. Although the whole play,
without outs, was licensed after the reading in 

Rochester's house, Dryden says that it had been 
'garbled' 'cleaned up') 'beforehand by the superiors of 
the playhouse'; and there is no indication that their 
cuts were restored in t^ acting version. But the major 

discontinuities of the tragedy as it stands seem to be 
the re&ult of conception rather than cutting. Dryden's 
remark raises the problem of the nature of the excisions.
If the.excisions were of details within speeches, what
remaina, assuming the identification of persons and

2.0issues implied by the playhouse censorship^/still precise 
enough to be offensive. Against the alternative supposition 
that sections of the play were omitted where they seemed 
to carry specific contemporary parallels^there are the 
objections that the total structure of the play is so 
contrived as to discourage any comprehensive historical

and that the emphasis in the presentation of the 
hor^on personal suffering, which precludes his appearing 
as the exponent of any positive political doctrine to 
off-set the play s denunciation of Egyptian political life. 
Gleomenes endorses the rule of the majestic individual as 
against that of the cabal; this may be in part a political 
attitude , but is also one too broadly based in the play 
to be extlrpgted by cutting. At the other end of the 
scale, the play still contains some details of satire 
relevant to the state of English pclitical life in the 

periods preceding and following the Revolution. And 
from these two classes of evidence a fair assessment of 
the play's degree of political involvement can be made, 
even in the absence of any cut material. What does seem

Xo l/jiciU C-Iio pOc L ' S COii r, uxUii Oi 'hliQ pxaj' U,IiCl SX'v. c n G

a change during the writing of the first ACt (alternatively, 
tnat the first Act is itself a digression;; and this would 
seem to have political implications.

19) Printed in I69O; see Kinsley, To],II;pp.556-7.



(20) Attacks oa the King's Dutch advisers were frequent; 
so also were attacks on the Council of Regency. Ror 
examples, see 110.A.S. Yale, 7ol.5, sections 9 and 10.

(21) This is suggested hy Ward (life, p.254). Remarking that 
the parallels were 'net specified so far as can he learned' 
he proposes the identification, after
Absalom and Achltophel, of 'Egypt with Prance'.

(22)^ This assumption is strengthened hy Rowers' discovery of 
the canqellandum leaf of the Indication to King Arthur.
(For an account of this, see Ward,life,p.290.)

(23) In the Dedication to King Arthur; S' and 8. Till,p.134.
(24) For example, in poems on English achievements in th^hrts, 

such as those addressed to Congreve and Kotteuz; and
in poems to friends and patrons, notably the address 
To His Honoured Kinsman, John Driden . . and the 
dedicatory poem of the Eahles collection.

(29) Dryden wrote to Tonson that the Queen 'has commanded
her Historiographer to fall upon me' (Ward, letter 26).

(^^) Ihrenodia Augustalis,11.498-901.
(27) The idea is already present in Don Sebastian, where the 

Moors' false government is associated with their 
idolatry, aud the hero himself is saved only hy mediation 
and repentance.

(28) Don Sebastian,IT,iii; S.an^A. TII,pp.422-426;
Oleomenes, T,ii; 8. and 8. Till,p.394;
The Medall,11.99-110.

(29) Eleonora,11.399-370.
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Chapter V .
(1) And Cleanthes' exceptional virtue is specifically a 

reflection of that of Cleomonos. This contrasts with 
the presence in Don Sebastian of two independent and 
complementary heroes (discussed above, Oh. II,pp.39-46).

(2) 8. and S. VHI,p.7. The dedication was addressed to 
Sir William leveson-Gower, on account, Dryden says, of 
an earlier specific kindness,

'the warm remembrance of your former hospitality
to me, at Trentham, when some years ago I visited my friends....',

but also as part of a deliberate programme of appeal to 
non-Jacobite patrons:

'since this wonderful Revolution . . . I shall 
continue to rollow the same method . . . and endeavour 
to pitch on such only , as have been pleased to own 
me, in this ruin of my small fortune; who, though 
they are of a contrary opinion themselves, yet blame 
not me for adhering to a lost cause'.

(3) In Marrlage-a-la-Mode.II,i, leonldas utterly rejects 
Polydamas' plans, but is eventually forgiven (8. and 8.V , 
pp.288-291); Torrismond disagrees with Raymond over his 
duty to support a reigning monarch. (The Spanish Priar, 
IV,il, 8. and 8. VI,pp.492-497.)

(4) Preface to All for love, Watson, Vol.l,p.222.
(9) In the sense of the psychology put forward in the early 

chapters of leviathan.
(6) See Ch.IV,p.l24.
(7) Troilus and Oressida, Act II, 8c.i; 8. and 8. VI,p.305.
(8) In Act T of Tate's The Ingratitude of a Commonwealth . . .
(9) Malone, II,p.382.
(10) 'a single plot, . . . which, though it be the natural 

and true way, yet it is not to the genius of the nation.'
Of the rabble scene he says 'no French poet would have 
allowed them any more than a bare narration'.

^11) Watson, II; 200,

(12) Cleomenes' image for degrading restraint is that of the 
. bull ('whet my blunted horns . . . nd chew my loss')
u^timato^y identified with that of the imprisoned bul} 
Apis.
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Tve, aeaa core than half'

(13) Oleomanas; 'whnea fall munt shortly, very shortly, 
crush you.'
Samson: 'Scarce half 1 seem to
later he has a presentiment of approaching death 
(11.590-598).

(Iv^) V/.E.IParkc]?: Miltohs Debt to Greek Tragedy in 
'Samson Agoni8tes',pp.94-97.

(15) The passage quoted (above, p.l57) from Dryhen's
preface to his translation of Du Dresnoy indicates 
that he could not have regarded the family group of 
Oleomenes as a Chorus, But Hazelton Spencer cites 
(Shakespeare Improv'd . . p.-^8) an instance of a
single character assuming the chorus function in 
All for Dove, the play which has been seen as a 
precursor of Cleomeneo in some other respects.
I7,ii,S. and 8. 7III,pp.329-330.
This is to suggest that the example of Samson A^^nistes 
directed Dryden's conception of an appropriate literary 
realisation of Plutarch's biography, subject to the 
constraint imposed by the material of the Therycion 
dialogue with its appealing treatment of the ideal 
heroic death.

(18) See Macdonald, para.28(collation of the first edition 
of The Wives' Excuse) and p.50, n.l.

(16)
(17)

(19) Tp^'Mf. Southern, on his Comedy 'The Wives Excuse

(20)
Kinsley,II,pp.580-581.
S. and S. 7II,p.209. One might add that the writing 
of a comedy, whose faults even Dryden's verse address 
does not attempt to conceal, does not seem a very good 
recommendation to the task of completing Cleomenes.
But from Southernds Preface to the Collected Works 
it appears that he too had been working on a Spartan 

igedy, The Snartan Dame, which the kevolution forced
him to suppress. This drama deals with the relationship 
between a denosed and exiled kin^ and his daughter and

resemble those of Dryden. The sqnressed play was thj 
more likely to recommend its author to Dryden as a
collaboraror. SouLherne's remarks in the Dedication 
The Wives' Excuse make it clear that at least in the



case of Oleomenes and. The Wives' Exense, the two 
neah each other's work in ^annsoriot.

(21/ ^^ng (P^yhen's hajor Plays,p.190) passes over Oleomenes 
as a play which 'Dryden did not bother to finish' and 
which lacks 'imagery, all^^lons, and other finishing 
tonches'. One may take issne with the implication 
uhat Dryden generally 'applied- imagery for decorative 
effect in the final stages of composition.
Ward's life (p.252) paraphrases Sontherne's remark 
without endorsement, hut also without discussion or 
evaluation.

(22) All for love, 1,1; 8. and 8. V,p.351 . Antony is
described as an a^chrmec^ural ruin; this suggests an 
origin in the architectural metaphor used by 8amson:

'Myself my Sepulchre, a moving Grave', 
and common to Gleomenes' image of a 'single ruin'.

(23/ Anotner, comparatively insignifluant, case of recurrent 
imagery in the play is the image of the ship, used 
generally by 8o8ybius to describe his own activities 
as pilot of the ship of state, although also by Gleomenes 

Gf his present situation; it too corresponds 
to a fact in the situation , that is, to Gassandra's 
preparation of a fleet to accompany Gleomenes to Greece.

265.
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Chapter VI,

( 1) See Gh.IV.p.107.
(2) Described in Ch.V pp.169-175.
(3) lha t^al range emotion evoked by the protagonist is, 

not surprisingly, similar to that in Samson Agonistes.
(4) A logical extension of this method is the introduction 

of spectacular forms of madness in tragedy, especially in 
the final scenes of a play. This is done for example by 
lae, in his ffth Act of Oedipus, by Otway in Don Carlos

Venice Preserv'd, by Dryden himself in Aurengzebe, 
(where the villainess dies raving), and even in the 
adaptation ^Goriolanus by Dahum Tate, which shows 
Volumnia run mad.

(5) See Oh.II,pp.47-48.
(6) See Oh.IV,pp.111-112.
(^^See 8. and 8. VIII,pp.296-297.

(8) In his second interview with Cassandra, 8.and 8. VIll, 
pp.326-327.

(9) Don Sebastian, Act I sc.i; 8.and S.VII,p.336.
(10) II,ii; 8.and S. VIII,p.294.
(11)

(12)
(13)

(14)

(15)
(16)

he Oonouest of Granada, Part I,Act I: 8.and 8. TV,
pp.43-^4.
Of. Eleonora,11.359-370, cited in Ch. IV,p.l4l.
Cleomene8,Il,ii (8.and 8. Vlll,p.294), and 
Don Sebastian I,i (8.and 8.Vll,p.336).
The quotations are again from the interview between 
tyrant and hero (pp.335-339).
Samson Agcniste5,11.1688-1705.
J.A.Winterbottcm ('Stoicism in Dryden's Tragedies', 
J.E.G.P. 1962) quotes Dryden's remarks on the Stoicism 
of Persius - 'most noble, most generous, most 
bondkhiaP - as typical of sevenLeenth-century valution:
of that philosoi

(17) Pothstein, Restoration Traaeay.p.l20, But he cannot,
^prourea Til ni n



not believe in an indifferent l^ionrean deity. (?or the 
use of the idea of the Bpicnrean deity in Cleoaenes, see 
Ch.lV,p.l2l.) Winterbottom (jno.jnrt.) claims Cleomenes 
rather more convincingly as a Stoic hero.

(18) See 0h.l7,pn.ll3-ll4.
(19) The 'prison* of the Spartans is treated as an area not 

entirely visible to th; andiences Cleoiaenes* direction 
to Oleora in the first scene of Act T *'&o in, and rest 
thee* suggests that it may have been played using the 
depth of the stage. When Oleomenes moves to join
his family, he is specifically mentioned as 'Going in', 
although most departures in the scene (including the 
final one) are simple 'exits*. So his Change of 
direction' may well have been visually articulated.

(20) Dryden's historical sources represented Oleomenes as 
the last of the true Spartan rulers.

267.

(21) Amphitruo,11.928-929.
(22) Jupiter behaves as two characters; his second role as 

divinity in the scenes with Mercury and the first and 
final scenes is discussed beDow.

(23) The first appears, for example, in Benzayda (S.and S.inr, 
pp.175-179 ), ^nd Oressida (S.and S.V,pp.387 f.);

in the second she closely resembles Sebastian in has rol; 
as lover of Almeyda (S.and 8. 7II,p,485).

(24) Don Sebastian,V,i; S.and 8,VII,p.453.
(25) See Amphitryon,II,ii (S.and, 8.VIII,pp.43-46); some

speeches (p.45) use the imagery of conquest, e.g.
'In me, my oharning mistress, y^u oehold 
A lover that disdains a lawful title, 
bike that of monarchs to successive thrones'.

(26) In Act I,8C.ii, Alcmena joins the two comic females in
demanding information from the false Amphitryon:
'My lord, you tell me nothing of the battle?
Is Thebes victorious? Are cur foes destroyed?',

thus psparing for a comic aside from Jupiter:
man had need be a god, to stand the fury of three 

talking women! I think, in my conscience, l maue 
their tongues of thunder.*
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(27) S. yad .A. •i- <s> _w j^' • -i- ^ *

(28) y. and 8. VIII.
Of.

(29) Absalom and Achitophel, 11.1-2 7-9.

(30) Though the jocular context, and stil^^ore the antlnlimaz 
of the final halfline of an otherwise forceful triplet, 
tends to mlnlmse the effect of the political comment, and 
the Implication Is tha^ the change, like the change to
ah Age of 'Severity*, will be a voluntary one.

(31) The disparity between the presentation in the play of 
Jove's mistess and the desoripcion In the Epilogue
of Charles' mistresses is obvious; the latter belongs 
to the sub-plot ethos. (Phaedra is the speaker.)

(32) To some of these (e.g. Psyche) MobAre had himself 
'contributed.

(33) Natural exuberance: 'I .love because 'twas In the Pates'
(Jupiter)

'Nature prompted and no law denied" A, and A.,1.9
(Charles).

Eugenics: 'this night/I shall beget a future Hercules'
(Jupiter)

'scatter'd his maker's Image through the land'
(Charles)

(34) An attitude to history, partlolarly to English hlshry,
usual in Dryden's non-dramatlc verse^ set up' , for example,
In the very title of his Coronation poem Astrea Redux, and
used Illustratively in the later poems (e.g. on the
supuression of the stage under the Common wealth

'the Saints would see
Performed in fields their plotted Tragedy' - 

Verse-epistle to Peter Antony HPtteux,1598, 11.21-22.)

(39) Ch. VI,pp.]-02—188.
(36) Miner, Eryden's Poetry,Ch.VIII.
(37) King, Drvden's'Uahor Plays, pp.

(38) Act II, for example, contains i
interview in which the mistress ^akes known her choice 01

’7 Vf y (2.xOYer, a C'eciHxiP eycoanter DctvvOGn xne Dv;:
a dialogue in which the mistress' father defines his attitudi
to her match.



26y.
(39) Dalinda aad her father permanently ^ieyaiee their

poverty; Carlos and I 
diegpise. of the Oonde

» h A *f i S:3 s tirns

(40) Act IT, scene 1, pn.441-444; the incident follows the 
snccese of Alphonso's rebellion.

(41) Act IT, scen^i; 8. ahd 8. TIII,p. 456.
(42) 8. and 8. Till, p.449. At this point too, as Ramirez' 

speech points out, ( I migh^have used the po^er heaven
gives to parents') Alnhonso also renounces the heroic 
obligation to put filial duty before individual inclination 
in the restoration or his father. Ramirez particularly 
stresses the distance between the laws governing the actions 
of the hero and those governing the normal inhabitants of 
the universe.

(43) That he agrees Initially to Dalinda's offer of a
^ liaison after marriage (although not believing the

promise - when it is broken he says 'I fonboded this'-) 
does not affect his renunciation; the offer is merely 
one episode in the battle of wits between the two.

(44) I.g. Miner's discussion of Eleonora (op.cit. Oh TI) 
and Roper's discussion of the dedicatory poem to the 
Rabies (op.cit. pp.ll] -24

(45) Introduction to love Triumphant; 8. and 8. Till,p.368.
(46) Allen (Sources 0^ Dryden's Comedies, pn.l^O-lhg); he 

suggests a resemblance with Sir Martin Mar-All, and classes 
the farce as (commedia dell'art^'' in typo, but says 
'critics have found no source for the comic plot of
Dryden's last play'.

(47) In Gleomenes, rhyme appears in lT,i (8.. and 8. Till,
PP. 324-328).

3) Aurengzebe, Act IT; 8. and 8. T. pn^id-275
(49) The scenes are: I^i; 8. and 8.IT p.276

III,1; 8. and 8. IT p.3Q9
T,i, ” " “ ppThe apparent source of this plot is'^orneiile's Keraclius,

(Dr ion' hero: Drama pn.46-47) cites the authohn^ity QT 
u s in nondon.lepys for three performances of Heracl

Oorn-ille's drama also deals with the theme of incest throu 
a confusion of the sympathy of siblings dth that of lovers, 
which suggests the situation of Alphonse and Tictoria.



(51) Prologue Ppilorae to'The Temoest'. Kinsley.
Tr.-. 1 T 11^ nV ’.>J_ t _L 5 * J_X,v./-~ • ,

(52) To Sir Godfrey Kheller ..., Kinsley,Vol.II, 
PP.O5--863.

270.

(53) See Oh.T, p.l65,
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