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4.1.0 INTRODUCTION 

The study of drama in any period provides a vital index as regards the prevalent culture of the age. The assumption is based on the fact that drama being a vibrant medium, it provides a clue as regards the kind of audiences frequenting the theatres, the kind of plays being enacted and the responses of the ruling class and the audiences to it. In Paper 2, you have seen how Elizabethan drama virtually became a national theatre, drawing royalty and groundlings alike. You have also read how after Shakespeare and the likes of Ben Jonson, dramaturgy took a downward slide till finally theatres came to be closed down under Puritan injunctions in 1642. The Restoration, which marked the Neo-Classical Age, was, as you have already understood, an era of diminished personal glory and a far cry from the days of Renaissance Humanism. After the re-opening of theatres, what emerged was largely a ‘class drama’ (David Daiches) that was by and large a cultivation of upper class ethos that had no much links with the common man. In this Unit, we shall see the different forms that contemporary drama began to take, and how in a large way, it became a reflection of social mores.
4.1.1 THE RESTORATION AND DRAMA

You have already read about the handful of theatres that were somehow operative in a rather clandestine manner even during the closure years. Things began to change drastically after the Restoration on all fronts, and the revival of drama too got its share of such dues. John Rhodes, a theatrical figure of the early and mid 17th century was permitted to form a dramatic company. He was connected with the King’s Men during the final phase of the development of Renaissance drama, and might have been the ‘keeper’ of the Cockpit Theatre (you have read about this earlier) during the ban years. In the intervening period between the death of Cromwell and the return of Charles II, when General Monck was in charge, Rhodes obtained a license to open a theatre. He leased and refurbished the old Cockpit Theatre, gathered a troupe of young actors, and began to stage plays. His 1660 production of Shakespeare's Pericles, Prince of Tyre was the first Shakespearean revival of the new era. 
On assuming the throne, King Charles II issued patents to Thomas Killigrew and Sir William Davenant, granting them the monopoly right to form two London theatre companies to perform "serious" drama. The letters patent were reissued in 1662 with revisions allowing actresses to perform for the first time. Killigrew established his company, the King's Company at the Theatre Royal, Drury Lane in 1663; Davenant established his company, the Duke's Company, in Lisle's Tennis Court in Lincoln's Inn Fields in 1661, later moving to Dorset Garden in 1671. Killigrew was a privileged servant in the royal household. The plays written were The Parson’s Wedding, Selindra, Pandora, The Siege of Urbin etc. All of these were however, acted. Davenant had many of his plays staged, like Love and Honour, The Wits, The Platonick Lovers. Some older dramas were also refashioned, Macbeth for example was altered, Measure for Measure was renamed The Law Against Lovers. And Romeo and Juliet was made into a comedy. Samuel Pepys records how old dramas were revived. He saw the dramas of Shakespeare, Jonson, Fletcher, Shirley staged before 1663. A taste for heroic in drama was evident in The Siege of Rhodes. Liking for tragic - comedy was evident in Love and Honour. As Puritans could no longer exert any grip on the stage, the writers could now extol monarchy. And lampooning of the Cromwellian regime and his personal life became the trend in many dramatists. For example, in a play like The Rump, Tatham boldly lampoons Lombert, Fleetwood, Hewson and other notable personages of the moment. 
As the Puritans had almost made theatre- going a taboo, the post- Restoration period naturally saw the court hating the Puritans. The people were already weary with the restrictions imposed by the Cromwellian rule. They thought of it as a “nasty, gloomy, sullen, fanatical government.” The Restoration was able to generate a feeling of deliverance from an intolerable religious and moral tyranny. People naturally began to throng the theatre halls once again for pleasure, and the drama of wish-fulfillment (rather than that of a dream world) engendered by the attitude of the Court Wits catered to audience tastes well enough. Interestingly, this drama continued well into the 18th century, by which time both the French polished court wits and their ideals of social behaviour had by and large disappeared from the social scene. 
But the paradox of the beginnings of Restoration Drama lies in the discovery of the citizens that the stage had eventually become a fashionable pastime of courtiers. They saw how there was no restraint in presenting the profligacy and licentiousness on the stage. The theatre was in fact run by ‘gentlemen for gentlemen’. The gallants were crowding the halls more to see the actresses than the plays proper. The Puritan restrictions at least had been conducive to putting a rein on such profligacy of attitudes and attractions. That way, insipient reactions to the prevalent mode of class drama were always there; which later culminated in the rise of the Sentimental Drama. But we shall come to that at a later time. 
The position of the playwrights was all the more precarious. They had to write according to the demands of the courtiers and the so- called gentlemen, and present everything to please their patrons. At the same time they also had to show the obligatory commitment to society at large. If the Puritan rule of Cromwell threw the writers out of their profession, the Restoration restricted their freedom of expression, for they had to write according to the demands of the patrons and the fashionable class. In the ultimate analysis therefore, it was the demands of art that were being compromised anywhichways.

The Puritan rulers had once sought decency and discipline in society by keeping the people off the 'evil' influence of the stage. In their residual form, they (playwrights) were trying to do the same thing now through the stage. They presented the real situation of the society and made a mild criticism of the same in a satiric tone. They were no Puritans as such, but, paradoxically, the desire for restoring order and good sense to the society was persistently present in them. What the Puritans wanted to do by dispensing with the stage, most of the Restoration writers wanted to attempt through the mechanism of the stage. The undercurrent of the spirit of Puritanism was thus evident in the writers even when the Puritans were dislodged from power at Restoration. If the writers had to face the authority of Puritan rulers, now they searched for the authority of Classical tales to combat the general enthusiasm for sensual and coarse joy. If the Puritans had thought return to Roman catastrophe, the Restoration writers went to French, Greek and Roman Literature to avoid social, moral and intellectual catastrophe. The “liberty of tender conscience” was present among the Puritans and among the Restoration writers as well. If the Puritans made the Bible their rule of faith and conduct, the classics held the same position for the writers. And their tendency is more markedly present in Augustan literature of the following age. 

In terms of dramatic influence, Ben Jonson was widely accepted, not for the morality component of his plays but for the comic tone and manner. Restoration theatre being a ‘half-way’ between Elizabethan drama and 19th century theatre, contemporary playwrights took up the aerated and dandified treatment of Jonson’s plays that were started by the likes of Beaumont and Fletcher earlier on. The same was being done with plays by the French Moliere and the Spanish Calderone – the morality element and generosity of spirits edited and the humour component worked up to excess. 
4.1.2 SALIENT FEATURES OF RESTORATION DRAMA
If eighteenth century literature has its greatest literary activity in novel and satire, the Restoration has undoubtedly had it in theatre. We have already discussed how the Puritans had closed the theatres by an Ordinance in 1642. For fourteen years there was no regular performance. Actually the Puritans banned all pleasure, and the Restoration quickly re-initiated it, which, however, suffered the charge of degenerating into licentiousness equally fast. Public festivals were re- established, popular entertainments got royal consent and the theatres were reopened. Coarse voluptuousness and utilitarianism replaced emotional exuberance and enthusiasm. Drama in this period has widely been perceived as the mirror of the society, the national temperament. On the one hand there was the attempt to please the patrons of drama (the courtiers and the aristocrats) by presenting what they expected; on the other, the search for discipline, rationality, and knowledge continued in somewhat subverted forms.
Charles II came from France and the restoration of monarchy and Catholicism took place. Naturally the influence of France on the Restoration theatre has been a much discussed issue. The influence of France on English theatre was quite inevitable for several reasons. First of all, since the fourth decade of the seventeenth century the English and the French coasts had frequent interactions. Many persons were banished to France after the civil war. They saw the essence of monarchial culture there, and on returning to England, they attempted to restore the prestige of French Monarchy to England with the restoration of the Stuart dynasty. 

Secondly, many writers of Charles II’s reign were exiled to France. They saw and imitated many manners of the French and trends of French Literature, particularly drama. The French influence, after the Restoration, was perceptible in the court, the fashionable circles of the capital and provinces, in fashions and manners of life, in modes of feeling and thinking, in language. Even aesthetic criterion and tastes of the Englishmen were determined by the French examples. So the exiled writers like Davenant, Waller, Denham brought to England the models, images and rhythms of the French. Corneille, Moliere, Scudery or Quinault, Racine were always followed by the dramatists, both in comedy and tragedy, many an influence of the French dramatists can be discerned. The King also wished that the plays should be written in French manner. 

It would, however, be wrong to say that Restoration drama had nothing to do with the native tradition. How is it possible to forget the national tradition which saw about one thousand plays in sixty three years before 1642? Drama had its zenith of glory in the Elizabethan age. But it was weakened by an inward exhaustion with the passage of time. Tragi- comedies by Beaumont and Fletcher show this decadence. Now characters seem to have lost the Shakespearean depth and plots have negatively gained in complications. Love for adventure and heroism spread all over Europe and England was not exempted. The King himself was much responsible as a trend- setter of Restoration drama. He put his courtiers, court ladies, the men of fashion, gallants, men of chivalry in great favour. He liked exploits, hyperbolical language, heroism etc. And dramatists tried to fulfill these likings on the stage. The net result was the birth of comedy of manners and heroic tragedy.

The Restoration theatre/ drama was more an output of the King’s interest and the likings of the selected audience than the taste of the general public. The scope of drama was narrowed down. And it becomes obvious when Restoration Drama is compared with the Elizabethan drama. There is neither that cosmic and general appeal, nor the participation of the milieu of all classes. Nevertheless the birth of modern stage is attributed to the Restoration period. The modern spirit is also first found in its drama. Actresses were first introduced on the stage. Sceneries were employed. There was the change of platform to picture frame stage. For more on restoration drama and the contemporary stage, you may look up the following websites: 
http://www.theatrehistory.com/british/restoration_drama_001.html 

dialnet.unirioja.es/descarga/articulo/1703881.pdf 

www2.anglistik.uni-freiburg.de/intranet/.../DramaTypesofStages01.htm 
However, of greater important than the stage was the new set of audience. For the first time a direct relationship of the actors with the audience was created. The actors and the audience knew each other. This close relationship was further enhanced by the elaborate prologues and epilogues to plays. The dramas were more for acting than reading. Naturally the audience and particularly the patrons were arbiters of dramatic aesthetics. It is said:” The drama’s laws the drama’s patrons give.” As the courtiers made the theatre the meeting place, their fondness for licentiousness was included in the dramas. But the citizens who still retained some of the Puritan conventions thought of the theatre as no better than a sore plague, and hence avoided its evil contagion.

Restoration drama was actually meant for the courtiers and their satellites. As the King was much given to nepotism, the actors and artists were all nearest to the court. The result was that drama became a toy in the hands of the courtiers. To satisfy them, the sentiment of the court was reflected in drama. Coarseness and immorality were incorporated to set off the Puritan suppression and restrictions. Pleasure was the chief criterion of popularity of a drama. The greater the pleasure, the better the drama, became the prevalent attitude.
A good result even of this bad aspect of the theatre was that the art of acting was given utmost importance. Without a high standard of acting, a drama could not succeed on the stage. Along with the demand for higher histrionic skills, the demand for new plays was always increasing for the audience wanted more and more to satisfy their carnal desires. To cope with the demand the supply of new plays was uninterrupted. To make the stage a place of greater attraction, the Elizabethan traits of music, dance and song were revived.

Restoration drama thus apparently lagged far behind Elizabethan drama. Still the positive points added to the history of English drama were that the dramatists brought grace, wit, elegance, refinement of dialogue. These are the stuff that Restoration drama can boast of. The writers made a nice synthesis of the native and foreign dramaturgy and produced a drama no less interesting than Restoration non- dramatic prose or poetry.

4.1.3 RESTORATION COMEDY – AN OVERVIEW
David Daiches rightly finds in Restoration Comedy an illustration of ‘the rise and decline of a deliberately induced pseudo-courtly ideal in England, or at least in London’. One sees in Restoration comedy new types of characters, situations and language after going through Shakespearean and Jonsonian plays. The elements of humour in the former and the ‘humours’ of the latter are now replaced by ‘manners’ and what Lamb calls ‘sports of witty fancy’. Restoration comedy is rightly called the ‘Comedy of Manners’. But the manners refer not to the masses but to a class- the elegant class with all its features, dress, morality, speech and what not. This comedy represents only a part not the whole society. And this society demands drama to represent all the ethos they love- licentiousness, elegance of court life, absence of any standard of sexual morality, pleasure etc. Some features of this new type of comedy can be discussed for a proper understanding of the genre.

· Concerning theatre and drama the most striking difference between the Elizabethan and the Restoration ages is that the Elizabethan period had fifteen playhouses, but after 1660 ( Restoration), there were only two- Killegrew’s Theatre Royal and Davenant’s Lincoln’s Inn Fields Theatre (Duke’s House), owned by courtiers. 

· Secondly, some playwrights were themselves courtiers as we find with Etherege and Wycherley. They were dramatists by fun and courtiers by profession. They tried to represent the sentiment/ likings of the court only. The inevitable result was the narrowing down of interest and vision. Gone is that concern for all classes of people or audience. A partial or parochial vision gripped the writers’ attitude to society and the world. They were to serve the interests of a small aristocratic society, for this society was the arbiter of taste in theatre. David Daiches observes it nicely “Charles set the tone for the court wits, and the court wits set the tone, if not for all the literature of the period … notably dramatic comedy.” 
· Third, the plots of Restoration comedy deal with complications that the age was conversant with. Not only that, the pattern is followed in play after play. The writers harked back to the French dramatist Moliere for that art of plot construction. The Spanish drama also influenced the writers in the presentation of love of intrigue and incident. This element has already been found in Jonsonian Comedy. The difference between Jonsonian and Restoration comedy lies, inter alia, in the fact that Jonsonian comedy is satirical and didactic, but Restoration Comedy is aristocratic, cynical, gay and witty. Plots are meant for witty discussion of manners. Several common devices of disguise, eavesdropping, forging of letters are found. 
· Next, the characters in Restoration Comedies are largely types. Moliere no doubt was imitated but the influence of Jonson’s ‘humour’ characters is also evident. Sometimes their names speak about their disposition. If we look at the characters in The Way of the World, the names denote their character: 

Fainall- feigns all

Mirabell- admirable and also an admirer of female beauty

Petulant- peevish, petulant

Witwood- aspires to wit

Lady Wishfort- One who aspires for something she cannot possess- a contraction of ‘wish for it’

Millamant- she has a thousand lovers

Marwood- one who mars or harms.
· If we cast a look at most plays we see that Elizabethans or eighteenth century or even twentieth century comedies at times deal with the theme of love. In Restoration comedy however, love is straight-forward lust. It is denuded of its spiritual, mystical, emotional significance. Love is now gallantry, a game rather than an experience, not a passion but a fashionable pastime. If a lover wants to woo a girl, he has to possess grace, wit and elegance. Not only that, the comedies show if love is a game, marriage is a bore! Marriage in fine, checks a gallant from chasing a beautiful girl. Gallants want to be in no bondage which marriage officially imposes. Marriage destroys all variety and deprives the gallant of being a gallant. Reversely the wives understand how the husbands are all kill joys. Naturally, seduction of a lady is an object of gallantry. Elizabethan comedy could never think of a scene like the Bargaining (Proviso) scene in the case of love and marriage as in The Way of the World. 
· Restoration comedy is called artificial comedy. It is because people had forgotten to be natural. The only form they followed was that of manners or the observance of social proprieties. In this respect the representation of immorality on the stage was not at all liked by the middle class. They were rather shocked. Comedy thus was for an artificial class. It led Jeremy Collier to publish his famous Puritan attack Short View of the Immorality and profaneness at the English Stage in 1798.

· Restoration comedy was confined to London only. It made literature metropolitan. The plays praise London as the centre of the best of human culture and detest all that is provincial. The country people are ridiculed as they lack in sophistication. The country wives are dazzled by city gentlemen, and the country husbands face resentment (as in The Country Wife by Wycherley). Or in Etherege’s The Man of Mode, the supreme test of Dorimants’ love for Harriet is his willingness to follow her into the country- as if the villages of England are all prison houses for Londoners. This feature nicely synchronises with another aspect of Restoration theatre- that there was no theatre activity outside London. To draw more audiences of London to the theatre, the dramatists tried to present the Londoners as the epitome of all that is best in culture and civilization. The survival of the Restoration Drama or dramatists depended on the London audience. The dramatists thus tried to please the restored King, the courtiers, anti- Puritans and above all the London audience. This way they bade adieu to much that was celebrated in Elizabethan theatre. Paradoxically however, the Restoration theatre preserved a projection to the front of the proscenium onto which the actors and actresses could come to achieve a closer intimacy with the audience. And it was a common feature of Elizabethan theatre.

· Some mention is definitely deserved about the language of Restoration comedy. Everything is here well- chiselled. Even love here degenerates or regenerates into an intercourse of witty conversation. Dryden made it clear in his preface to An Evening’s Love (produced in 1668 and published in 1671) that repartee is the very “soul of conversation” and the greatest grace of comedy. As Restoration comedy was meant for the leisured and clever people, the language was to be polished and witty. Wit is obvious in the use of irony, simile, metaphor etc. The rhetorical devices make the audience think and understand and then decide. 
· Last of all, it appears that Restoration comedy by trying to please the King,       the courtiers, and the London audience, made drama a cajoling medium. But the fact is that the age gifted comedy with grace, wit, elegance, refinement of dialogue that, as Allardyce Nicoll observes, their forefathers never knew. 
4.1.4 WRITERS OF RESTORATION COMEDY
You have by now understood that it was Restoration comedy that held the key to dramatic representation of the predominant ethos of the period. Among the prominent playwrights of this genre we must mention William Congreve, William Wycherley, John Vanbrugh, George Farquhar, Thomas Shadwell and of course Dryden.
William Congreve (1670- 1729) is, undoubtedly, the greatest of the Restoration comic playwrights. For understanding the true nature of ‘comedy of manners’, we have to go through his plays (except The Mourning Bride). His comedies include The Old Bachelor (1693), The Double Dealer (1693), Love for Love (1695) and The Way of the World (1700), the last of these is included in your syllabus. The plays are marked by a faithful reflection of upper class society, the immorality balanced by artificial wit, cynicism, polish and brilliance. An air of artificiality hovers over all his comedies. The plots are carefully contrived but lack the naturalness of Shakespeare. Congreve’s style is inimitable. His language is well adapted to character and situation. This would explain why Foible would not speak the cultured language of Millamant in The Way of the World. Every page of Congreve’s plays is full of brilliant conceits, paradoxes, and antitheses that have an abiding appeal to the audience. In many ways, Congreve’s plays are seen to prefigure those of Oscar Wilde. 
William Wycherley (1640-1715) wrote Love in a wood (1671), The Gentleman Dancing Master (1672), The Country Wife (1674), and The Plain Dealer (1676). His contemporaries called his plays “manly”. It is perhaps because every person in his plays is a fool and every clever man is a rogue. Still he contributes to Restoration comedy by his wit and presentation of the follies of man.

George Etherege (1635- 91), a courtier, wrote his plays: The Comical Revenge or Love in a Tub (1664), She Wou’d if She Cou’d (1668) and The Man of Mode (1676). Etherege precedes Congreve. His plots lack the symmetry of Congreve. But he paints upper class with all realism and sincerity.

George Vanbrugh (1664- 1726), wrote such plays as The Relapse (1696), The Provok’d Wife (1697) , The Confederacy (1705). In his personal life he was a soldier, a herald and an architect. His architectonic skill is betrayed in his joy to construct a play of solid workmanship. He is fond of farce and is good at caricature.

George Farquhar (1678- 1707) died at an early age, just twenty nine years. He wrote seven plays, the best of which are his last two- The Recruiting Officer (1706) and The Beaux’s Stratagem (1707). He brought a change to Restoration by (i) taking his material from beyond the upper classes, (ii) making the characters ordinary people who conversed in normal tones (iii) showed a growing respect for moral standards, and (iv) exhibited some traits that look forward to the sentimental comedies by Steele. Hence there is a unique mixture of laughter and tears in his comedies.

Thomas Shadwell (1642- 92) has been immortalized in a passage of MacFlecknoe by Dryden. He followed Ben Jonson more than Congreve. He wrote many plays for many years, the important ones are The Sullen Lovers (1608), The Squire of Algatia (1688), Bury Fair (1689). His plots are well constructed on everyday life. Like Farquhar, he avoids the artificial world. His wit is also real. Like Farquhar, he also prepares the ground for sentimental comedy of the eighteenth century.

As far as Dryden, the versatile talent of the period is concerned, he does not show much brilliance, in comedy. In 1663, The Wild Gallant appeared, but proved to be a play of mediocre merit. It showed that Dryden was not at all a promising comic playwright. Even in An Essay of Dramatic Poesie, he declared that he was incapable of achieving any much success in the dramatic art himself. Dryden’s plays like The Spanish Friar (1681) and Marriage a- la- Mode (1673) are basically tragi-comedies. The latter contains double intrigue in contrasting plots, and some of Dryden’s finest songs. Amphitryon was produced in 1690. It was adapted from the comedies of Plautus and Moliere on the same subject. It represents the story of Jupiter’s seduction of Alemena in the guise of her husband Amphitryon. Mr. Limberham was produced in 1679, but it was banned by royal decree after three performances. It was perhaps because the play attacked the patriarchal mindset of a sexually corrupt royal court and the blind hedonism of the nobility. Sir Martin Mar All (1667) was adapted from Etourdi of Moliere. The Assassination or Love in a Nunnery appeared in 1672. Dryden’s comedies display a more marked freedom of tone than in his tragedies. He avoids farcical situations. And his dialogue has brilliance and grace.

In conclusion we might say that Restoration Comedy was the predominant theatrical mode no doubt, but many of its traits recur in sentimental comedy, anti- sentimental comedy of the eighteenth century. Even Bernard Shaw and Oscar Wilde could not avoid its influence.

4.1.5 RESTORATION TRAGEDY
The superficiality of the Restoration Age is largely reflected in its comedy, hence it is mostly artificial in tone and metropolitan in manner, as befitted the period. Having read in detail about the Age, you must be convinced that there was no scope as such of any heroic ideals to persist, yet the Tragedy of the period tried to inculcate certain pseudo-heroic traits. The result is that a similar kind of artificiality is present in most of the tragedies of the period.

The age introduces heroic tragedy into English drama. This form was introduced by Davenant and popularised by Dryden who stated that an “heroick play ought to be an imitation of an heroic poem; and consequently that love and honour ought to be the subject of it.”

By its very nature the Restoration Age was the most unheroic age. Naturally its conception of heroism was artificial and inflated. The synthesis of heroic poem and tragedy made it a mongrel kind and could please neither their audience nor the modern readers. It was actually far away from social and real life.

Now we might consider some of the influences on the Restoration heroic tragedy to understand the worth of these generalized comments made earlier.
The influence of Beaumont and Fletcher‘s ‘romantic dramas’ of which you have read earlier, the tradition of violent deeds seen in the works of Webster, Marston and Ford constitute the native element of the so-called heroic influence.

Like Restoration Comedy, heroic tragedy also owes much to France. French romance and French tragedy of the reign of Louis XIV and particularly the dramaturgy of Racine made the English writers seek models in them. There were translation, and adaptations galore of the French plays. Along with France the melodramas of Italy also constituted a major foreign influence. In the French romances an unreal world is shown to be at the heart of the web of intrigues. The heroes are drawn in a grand scale and the tone is rather high. Davenant, Dryden and Orrey- the three founders of heroic tragedy took materials of the plots from these romances. 

Some of the prominent features of heroic tragedy can now be summed up on the following lines:
· Love and honour constitute the mainspring of heroic tragedy. It is an idealistic love, removed from reality. And the heroism of heroic tragedy lacks grandeur. The heroes fail to arouse our wonder and admiration. Moreover all the heroes seem to be made up of the same stuff, a fatal resemblance among them, leading to some monotony.

· There is an extravagance of action. And Dryden defends it in his Essay on Heroic Plays in the Preface to Conquest of Granada: “an heroic poet is not tied to bare representation of what is true, or … probable; … but he might let himself loose to visionary objects, and to the representation of such things … may give him a freer scope for imagination.”

· In characterization there is lack of variety. The writers try to hood this failure by incidents, plot and material devices- exoticism, staging, machines etc.

· The sentiment and style attain a height beyond the mediocrity of human life. And naturally there is much rant and bombast.

· Rhyme is the chosen medium. In the period 1664-67 about fifty three rhymed heroic plays were written in sonorous style and rhetorical abundance. You can pretty well imagine how painstaking such a huge number of similar pieces of monotony would have been!
We might now mention some of the notable writers of heroic tragedy.

Dryden wrote Indian Queen (staged 1663), Indian Emperor (1665), Tyrannick Love (1669), The Conquest of Granada, Aurangzebe (1675). The plays are marked by intricate plot, heroic sensations bordering on the absurd numerous scenes of battle and murder and all of it in rhymed couplets. The lyrics in the plays, it must however be mentioned, did have charm and variety.

Roger Boyle, first Earl of Orrey ( 1621- 79) wrote Henry V, The General, The Black Prince Mustapha, Typhon, Herod the Great and  the unpublished Zeroastres. Of these Henry V and The Black Prince are in the tradition of the native chronicle play. The other plays have an unreal romantic world. The influence of Corneille is evident in many characters and scenes. On the whole, Boyle is remembered for his presentation of conflicts and a language which is refined.

Thomas Otway (1651- 85) wrote Alcibiades (1675), Don Carlos (1676), The Orphan (1680), Venice Preserved (1682). The Orphan is a pathetic tragedy. Venice Preserved is not actually a heroic tragedy. It is a real tragic work in so far as its construction, characterisation and blank verse are concerned.

Nathaniel Lee (1653- 92) wrote The Rival Queens (1677), Nero (1674) and other plays. He has less artistic control and his rant often reaches a frenzied climax. But it must be admitted that he has a command over pathos.

Elkanah Settle (1648- 1724) wrote Cambyses; King of Persia and Emperor of Morocco (1673) to mention his most notable works. Dryden along with Crowne and Shadwell wrote a pamphlet of criticism of the last play. Cambyses has prison scenes, scenes of horror, supernatural elements, outlandish countries depicted and catalogue of names.

John Crowne (1640- 73) wrote the heroic plays Caligula (1698), The History of Charles the Eighth of France, or, The Invasion of Naples by the French, and The Destruction of Jerusalem by Titas Vespasion. The plays are mostly artificial and dull.

We should also mention the names of Nicholas Rowe, Mrs. Aphra Benn, D’ Urfey, Pordage etc in this connection. Whoever might be the writer, the general impression about heroic tragedy is that here everything is preposterous. Naturally it had a very short longevity, dying a natural death in about 1677. Not only that, we see how the heroic drama’s superhuman love and honour came to be satirised in James Buckingham’s (1786- 1855) Rehearsal (1872 printed). He attacks both Davenant and Dryden in this farcical comedy. Later on Fielding also satirizes it in Tom Thumb (1730). It was a farce that ridiculed the bombastic greatness of heroic tragedies. In 1731 it was published in a different version under the title of The Tragedy of Tragedies. 
4.1.6 SOME OTHER TYPES OF CONTEMPORARY DRAMA
There were also some other types of drama besides ‘comedy of manners’ and ‘heroic tragedy’. Otway’s The Orphan and Venice Preserved have already been mentioned. The most important of such plays is Dryden’s All for Love or The World Well Lost (1678). It is a blank verse tragedy, an imitation of Shakespeare’s Antony and Cleopatra. It is Dryden’s most performed and best known play. It is an exemplary neo- classical tragedy which is notable for an elaborate formal presentation of character, action and theme. Thomas Southern (1659- 1746) wrote The Fatal Marriage (1694) and Oroonoko (1695), both founded on novels by Aphra Behn (1640 -89). Mrs Behn also wrote some plays as Forced Marriage (1670), followed by some fourteen others. There were also some serious plays like The Villain by Thomas Porter, The Fatal Jealousie by Nevil Payne, tragi-comedies like Mrs. Behn’s The Dutch Lover or Sir William Killigrew’s Selindra.

4.1.7 SUMMING UP
We can safely conclude that neither Restoration Comedy nor Heroic Tragedy of the age went without criticism. None of the two could come close to the expectation levels of an audience that had a history of Elizabethan drama. But then, it must also be remembered that to equal the preceding era was not the avowed purpose of dramaturgy in the Restoration at all. Excess of polish and wit in comedy, rapacious grandeur and bombast in tragedy made both genres something alien to the native temperament. Still the Restoration of Charles II was also, historically speaking, the restoration of drama. And the dramatists, in this respect, deserve due recognition. Out of the excesses of contemporary drama would emerge much refinement in the ages to come. In that sense, Restoration Drama might as well be seen as an interregnum (virtual) in the history of British drama. 
4.1.8 COMPREHENSION EXERCISES
Long Answer Types (20 marks)
1. Write a brief essay on the impact of Puritanism on the seventeenth century drama.

2. How did the Restoration stage become a reflection of the Age? Analyse in retrospect the Puritan ban on the theatre.

3. Bring out the salient features of Restoration Comedy by referring in particular to the works of any two major dramatists. 
Medium Length Answers (12 marks) 

1. Why would you consider Heroic Tragedy no less an artificial picture of the Age than Restoration Comedy?
2. Assess the contributions of Dryden and Congreve in their respective spheres of Restoration drama.

3. What in your opinion are the salient features of Restoration drama? Would you consider it a truly national theatre? 
Short Answer Types (6 marks) 

1. Why do you think was the position of Restoration playwrights precarious? How did they try to strike a balance? 

2. Mention in detail some of the continental influences that affected Restoration drama. 
3. Write a brief note on other types of contemporary drama in Restoration England. 
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