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7T See above note T71.

78 Racine, Esther. Ed. George Saintsbury. Oxford: Clarendon Press, 1866,
p. 54.

79 Jean Racine, Andromache. Thomas Iolly, Paris, 1668. BM C.97.aa.18.

80 Ambrose Philips, The Digtrest Mother. ZFor S. Buckley, and J. Tonson,
1712. BM 841.4.11(4).

Mon 17 Maxr 1712 DL Sat 19 Jan 1723 DL
Tu 18 Mar 1712 DL Sat 30 Mar 1723 DL
Th 20 Mar 1712 DL Mon 27 Jan 1724 DL
Sat 22 Mar 1712 DL Sat 29 Feb 1724 DL
Mon 24 Mar 1712 DL Ta 20 Oct 1724 DL
Ta 25 Mar 1712 DL Sat 5 Dec 1724 DL
Th 27 Mar 1712 DL Sat 20 Feb 1725 DL
Sat 29 Mar 1712 DL Tu 26 Oct 1725 DL
Sat 27 Sep 1712 DL Tu 4 Jan 1726 DL
Sat 18 Oct 1712 DL Sat 19 Feb 1726 DL
Tau 25 Nov 1712 DL Th 14 Apr 1726 DL
Mon 22 Dec 1712 DL Mon 16 Jan 1727 DL
Tu 10 Feb 1713 DL Mon 13 Mar 1727 DL
Mon 13 Apr 1713 DL Fri 14 Apr 1727 DL
Sat 24 Oct 1713 DL Ta 24 Oct 1727 DL
Th 1 Apr 1714 DL Tu 8 Oct 1728 DL
Sat 19 Feb 1715 DL Sat 16 Nov 1728 DL
Mon 7 Mar 1715 DL Sat 23 Nov 1728 DL
Mon 9 May 1715 DL Th 16 Jan 1729 DL
Fri 2 Dec 1715 DL Ta 4 Mar 1729 DL
Th 16 Feb 1716 DL Th 17 Apr 1729 DL
Th 23 Oct 1716 DL Th 18 Sep 1729 DL
Ta 15 Jan 1717 DL Ta 11 Nov 1729 DL
Ta 20 May 1718 DL Mon 8 Dec 1729 DL
Fri 17 Apr 1719 DL Fri 20 Nov 1730 DL
Sat 25 Apr 1719 DL Wed 3 Feb 1731 DL
Wed 17 July 1719 DL* Mon 15 Feb 1731 GF
Sat 23 Apr 1720 DL Th 25 Feb 1731 GF
Sat 21 Jan 1721 DL Th 13 May 1731 DL
Fri 1% Apr 1722 DL Tu 17 Dec 1731 GF
Th 18 Oct 1722 DL Fri 9 June 1732 DL

*M"Acted by Children" (London Stage, II, 543)
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Wed
Sat
Fri
Sat

Fri

Sat
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26 Feb
13 Apx
29 Apr
23 Feb
17 Oct
20 Oct
11 Jan

4 Apr

10 Mar
15 Max
28 Jan
31 Jan
1 Peb
3 Feb
9 Febdb
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1734
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1735
1735
1735
1735
1735
1736
1736
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1743
1743
1743
1744
1744
1744
1745
1747
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1748
1749
1749
1749
1749
1749

DL
DL
GF
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GF
CG
CG
CG
CG
CG
CG
CG
GF
CG
CG
CG
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CG
DL
CG
CG
DL
CG
CG
CG
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CG
DL
GF
CG
DL
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CG
CG
CG
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CG
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CG
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CG
CG
CG
CG
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Sat
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Sat
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Sat
Sat
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10
22
26
30
10
12
15
17
19
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14
25
29
31
25

16
23

15
14

11
17
22
29
19
25
15
30

Fedb
Feb
Feb
Feb
Nowv
Jan
Jan
Feb
Feb
Dec
Dec
Dec
Jan
Feb
Apr
May
Dec
Apr
Mar
Apr
Jan
Jan
Jan
Jan
Jan
Feb
Feb
Peb
Mar
Apr
Oct
Oct
Nov
Feb
Apr
Apr
Apr
Jan
Jan
Nov
Dec
Dec
Dec
Dec
Dec
Dec
Dec
Feb
Apr
Nov
Nov

1749
1749
1749
1749
1749
1750
1750
1750
1750
1750
1750
1750
1751
1751
1751
1751
1751
1752
1753
1753
1754

CcG
CG
CG
CG
CG
CG
SoUu
CG
CG
CG
CG
CG
CG
CG
CG
CG
DL
DL
CG
CG
CG

1754 CG
1754 CG
1754 CG

1754
1754
1754

CG
CG
CG

1754 CG
1754 CG
1754 CG
1754 DL
1754 DL
1754 Dk

1755

CG

1755 DL

1755
1756
1757
1757
1757
1757
1757
1764
1764
1764
1764
1764
1765
1765
1765
1765

CG
CG
CG
CG
DL
CG
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
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Mon 10 Feb 1766 DL Mon 2 Dec 1776 DL
Mon 4 May 1767 DL Sat 27 Oct 1777 DL
Th 29 Oct 1767 CG Wed 31 Dec 1777 DL
Th 12 Nov 1767 CG Th 19 Nov 1778 CG
Ty 26 Apr 1768 CG Fri 20 Nov 1778 CG
Th 4 Apr 1771 HAY Tu 24 Nov 1778 CG
Wed 4 Jan 1775 DL Wed 23 Dec 1778 CG
Sat 7 Jan 1775 DL Sat 2 Jan 1779 CG
Sat 7 Jan 1775 CG Mon 15 Mar 1779 CG
Mon 9 Jan 1775 DL Tu 27 Maxr 1781 DL
Mon 9 Jan 1775 CG Th 14 Mar 1782 CG
Wed 11 Jan 1775 CG Th 31 Oct 1782 CG
Sat 14 Jan 1775 CG Th 19 Peb 1784 CG
Mon 16 Jan 1775 DL Tu 31 Jan 1786 CG
Pri 20 Jan 1775 CG Fri 3 Feb 1786 CG
Mon 6 Feb 1775 CG Mon 6 Feb 1786 CG
Th 3% Mar 1775 DL Sat 4 Mar 1786 DL
Mon 3 Apr 1775 CG Wed 6 Dec 1786 DL
Th 4 May 1775 DL Sat 14 Apr 1787 CG
Sat 14 Oct 1775 DL Mon 14 Jan 1793 DL at King's
Ta 17 Oct 1775 CG Fri 20 Dec 1793 CG
Sat 9 Dec 1775 DL Sat 26 Apr 1794 DL
Sat 2 Mar 1776 DL Sat 25 Oct 1794 DL
Sat 11 May 1776 CG Ta 15 Dec 1795 CG
Fri 17 May 1776 CG Fri 29 Jan 1796 DL
Wed 2 Oct 1776 CG Sat 10 Dec 1796 CG
Ta 22 Oct 1776 DL Wed 21 Dec 1796 DL

81 Katharine E. Wheatley, "Andromache as the 'Distrest Mother!'".
Romanic Review 39 (1948), 3-21.

82 Paul E. Parnell, "The Distrest Mother, Ambrose Philips'! Moralistic Play".
Comparative Literature 11 (1959), 111-123.

83 Parnell, p. 111.
84 Ibid., 112.
85 Ibid., 114.
86 Ibid., 121.

87 William Duncombe, Junius Brutus. Printed and sold by J. Roberts, 1735.
BM 11775.f.12.

Mon 25 Nov 1734 DL Fri 29 Nov 1734 DL
Tu 26 Nov 1734 DL Sat %0 Nov 1734 DL
Wed 27 Nov 1734 DL Mon 24 Feb 1735 DL

Th 28 Nov 1734 DL

88 Frangois Marie Arouet de Voltaire, Le Brutus. Je. Fr. Jossé: Paris,
1731. BM 640.e.19(1).
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89 See Nathaniel Lee, Imcius Junius Brutus [first edition 1681]. Ed. John
Loftis. Iondon: Edward Arnold, 1968.
90 Frangois Marie Arouet de Voltaire, Alzire, ou les Américains. J.B.C.

Bauche, Paris, 1736.

BM 640.e.20(5).

91 Aaron Hill, Alzira. For John Osborn, 1736. BM 11775.f.6.
Fri 18 June 1736 LIF Ta 14 Oct 1736 LIF
Ta 22 June 1736 LIF Th 21 Apr 1737 LIF
Fri 25 June 1736 LIF Mon %0 May 1744 DL
Th 1 July 1736 LIF Tu 18 Mar 1755 CG
Fri 2 July 1736 LIF Th 20 Maxr 1755 CG
Wed 7 July 1736 LIF Th 29 Apr 1756 CG
Wed 14 July 1736 LIF Wed 11 Jan 1758 CG
Fri 16 July 1736 LIF Fri 13 Jan 1758 CG
Wed 21 July 1736 LIF VWed 19 Apr 1758 CG

92 Frangois Marie Arouet de Voltaire, le Zayre. Paris: Chez J.-B. Bauche,

1733. BM 640.e.19(2).

93 Aaron Hill, The Tragedy of Zara. For J. Watts, 1736. BM 11774.e.3(1).
Wed 28 May 1735 YB* Tu 19 Mar 1751 CG
Th 29 May 1735 YB Fri 3 May 1751 CG
Fri 30 May 1735 YB Mon 21 Oct 1751 CG
Mon 2 June 1735 YB Fri 8 Nov 175t CG
Fri 6 June 1735 YB Th 2 Jan 1752 CG
Fri 13 June 1735 YB Mon 27 Jan 1752 CG
Wed 18 June 1735 YB Sat 14 Mar 1752 CG
Wed 9 July 1735 YB Mon 13 Apr 1752 CG
Mon 12 Jan 1736 DL Fri 15 July 1752 CG
Tau 13 Jan 1736 DL Tu 12 Dec 1752 CG
Wed 14 Jan 17%6 DL Sat 29 Jan 1753 CG
Th 15 Jan 1736 DL Mon 25 Mar 1754 DL
Fri 16 Jan 1736 DL Wed 24 Apr 1754 DL
Sat 17 Jan 17%6 DL Ta 8 Apr 1755 DL
Mon 19 Jan 173%6 DL Wed 30 Apr 1755 DL
Tau 20 Jan 1736 DL Fri 9 May 1755 DL
Wed 21 Jan 17%6 DL Th 27 Jan 1757 DL
Th 22 Jan 1736 DL Ta 1 Feb 1757 DL
Fri 23 Jan 1736 DL Wed 16 Feb 1757 DL
Sat 24 Jan 1736 DL Tau 31 May 1757 DL
Mon 26 Jan 173%6 DL Tu 25 Oct 1757 DL
Tu 27 Jan 1736 DL Wed 2 Nov 1757 DL
Wed 7 Apr 1742 JS Wed 11 Jan 1758 DL
Sat 17 Mar 1751 CG Sat 22 Apr 1758 DL

*"Rehearsed before a great Appearance of Nobility and other Persons
of Distinction" (London Stage III, 495).
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Sat
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Sat
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94 Francesco Scipione Maffei, La Meropa.
Mosca, 1721.

95 Francesco Scipione Maffei, Merope.

8 Nov
20 Dec
11 Jan
19 Jan
19 Mar

2 May
31 May

3 Nov

5 Dec
12 Dec
14 Dec
27 Mar

8 Oct

5 Feb

5 Mar
27 Apr
29 Sep
19 Oct
17 Nov
27 Nov
17 Dec
30 Apr

T Jan
16 Jan
26 Jan

2 Feb

6 Feb
29 Apr
12 Oct
23 Jan
31 Jan
19 Apr
18 Oct
11 Nov
14 Nov
10 May
11 Oct
19 Nov

1758
1758
1759
1759
1759
1759
1759
1759
1759
1759
1759
1760
1760
1761
1761
1761
1761
1761
1761
1762
1762
1763
1764
1764
1764

DL
DL
CG
CG
DL
DL
DL
DL
DL
CG
DL
DL
DL
DL
DL
DL
DL
CG
DL
DL
DL
DL
DL
DL
DL

1764 DL

1765
1765
1765
1766
1766
1766
1766
1767
1767
1768
1768
1768

BM 638.4.22.

BM 1342.k.32.

Not known to have been acted.
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DL
DL
DL
DL
DL
DL
DL
CG
DL
CG
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Tu
Wed
Mon
Th
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Sat
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Fri
Th
Sat
Th
Sat
Fri
Tu
Th
Wed
Th
Wed
Sat
Th
Fri
Fri
Tu
Sat
Th
Th
Th
Mon
Th
Tua
Wed
Wed
Mon
Fri
Mon

Translated by Mr. Ayre.

21 Feb
8 May
2 Jan

28 Nov

18 Nov

16 Jan
T Nov

22 May
8 Oct

13 Dec

13 May

13 Oct
3 Dec
8 Dec

31 Dec
3 Feb
7 Maxr

12 Oct

25 Oct

14 Dec

31 Jan
3 Feb
7 Mar

12 Fedb

15 Dec
2 Jan
3 Feb

10 Jan

17 Jan

10 Oct

25 Nov
4 Mar

28 Sep

17 Nov

24 Nov

26 Dec
7 Oct

16 Dec

1768
1769
1770
1770
1771
1772
1772
1773
1773
1773
1774
1774
1774
1774
1774
1775
1775
1775
1775
1775
1776
1776
1776
1779
1780
1781
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1784
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1796

CG
DL
DL
DL
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DL
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DL
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CG
CG
CG
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Napoli: Nella Stamparia di Felice

London, 1740.
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96 George Jeffreys, Merope. Printed and sold by J. Roberts, T. Cox,
and T. Woodward, 1731. BM 162.h.62.

Sat 27 Feb 1731 LIF Tu 18 Jan 1737 King's
Tu 2 Maxr 1731 LIF Sat 22 Jan 1737 King's
Sat 8 Jan 1737 King's Tu 25 Jan 1737 King's
Sat 15 Jan 1737 King's Sat 29 Jan 1737 King's

97 Henry Johnson, Romulus. For S. Billingsley, and sold by J. Roberts,
A. Dodd, C. King, J. Noon, and J. Billingsley, 1724. BM 11740.bb.25(21)
Not known to have been acted. Pagination: 1-22, 32, 24~40, 33%-42.

98 Antoine Houdart de la Motte, Romulus. In Oeuvres de Thédtre. Paris:
Chez Gregoire Dupuis, 1739. BM 241.g.19.




CHAPTER V  THE TRAGEDIES OF NICHOLAS ROWE

Nicholas Rowe, born in 1674, is the best and most popular of the
early eighteenth century writers of tragedy. His most famous plays,

Tamerlane, The Fair Penitent and Jane Shore continued to be presented on

the London stage into the nineteenth century. Indeed, as J.J. Lynch points

out
Altogether the plays of Rowe were acted so frequently that
the number of their performances amount to 10% of the nights
devoted to tragic drama of all types and to nearly half as
many nights & wredevoted to the tragedies of Shakespeare.
So far had tragedy become synonymous with pathos.]!
It is, of course, as a writer of pathetic tragedy that Rowe is best known,

and above all as the writer of "she-tragedies", a form to which he came at

the end of his dramatic career in Jane Shore and The Tragedy of Lady Jane

Gray.
In fact Rowe is in very many ways typical of the state of tragedy

in the first half of the eighteenth century, and he is important because
he undoubtedly had more dramatic skill than most writers for the stage.

We have seen in this study that certain forms of drama, certain settings,
were followed almost slavishly, and Rowe experimented with each of these.

He began his career with The Ambitious Step-Mother, a play set in the middle

east, dealing with an evil prime minister, a seraglio, political and sexual
Jealousies, and he endowed it with some structural skill which was unusuzl.
Many of the eastern plays were utterly sterile, but Rowe makes some of his

characters vital, and shows greater interest in psychology than other writers
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had done in their treatment of this type of play. Rowe makes his comments
about life by comparing characters in the same enviromment faced with the
same sort of situation. He shows which characters are right by their
attitude to religion, and by their degree of personal honesty in dealing
with others. He develops all these themes later in his career. TFrom this
he turns to another eastern play, Tamerlane, which was seen to have political
allegory as its purpose, but which may also be attempting to examine different
attitudes to love. Rowe's other main thematic preoccupation is introduced
here, that of patriotism.

From these early formal plays Rowe turned to the European setting

for The Fair Penitent, using the plot for the purposes of drawing sympathy

from the audience for the central characters, and for analysing the effects
of decadence on the love of various characters. Here, perhaps, are the
beginmings of sentimental tragedy where the attention of the audience is
directed to pity for a central character. ZFrom Europe Rowe turned to
classical Greece for Ulysses, where he was able to make more than most of
his contemporaries of the family nature of the situation. He introduced
pity because of the family's dilemma, and again he balanced his characters
carefully, so that the audience's response was not merely obvious. Love
and duty are still themes of importance in Ulysses but it is the member of

the younger generation who appeals to us most. In The Royal Convert, set

in ancient Britain, reflecting the growing eighteenth century interest in
antiquarianism, the idea of a future is again important. Here the future
is of a united Christian Britain, and the two themes which were introduced

earlier, Christianity and patriotism, are thus brought together and fulfilled
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in a play which at the end praises Queen Anne's reign as befits a future

Poet Laureate. We should, I think, see The Royal Convert as the culmination

of Rowe's early thought, and also the culmination of the sort of tragedy
which deals with love, duty, honour, and the role of the gods. The play
ends in optimism and a confirmation of the glory of Britain, and can be
seen as the expression of tremendous national self-satisfaction.

Rowe 's most important achievement comes with Jane Shore, a play which
is tremendously deft in its touch, and which focuses on a much more ordinary
person. Up to this point Rowe's main characters have all been kings'and
princes, the matter of heroic tragedy. But now he branches out to express
pity for a woman despised and cast off, but a person of great warmth and
integrity. Here Rowe is expressing the best of human nature and although
his view is sentimental, although we are asked to weep with the distress
of the heroine, it is nevertheless realistic in a way none of the tragedies
before 1713 were. Rowe expresses here belief in human worth and human
sympathy in a way which transcends mere patterms for the work. There is
something new and something vital in the play. At the same time we must
be aware that what later writers imitated was the pathos, the tearfulness,
rather than the realism and the human understanding. While Rowe was able
to present in this play something approaching a full, "real" person, later
writers were able merely to reproduce the tears and the posturing. So

when Rowe came to his last play, Lady Jane Gray he did just what his

imitators later were to do. He presented the sad situation without the
rounded character. ILady Jane says all the right and noble things, but she

lacks credibility. Indeed the only play by Rowe which justifies his
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position as a major dramatist is Jane Shore. The rest are all flawed pieces.
This, too, makes him a good example of the early eighteenth century state
of tragedy. There are one or two good plays, but there is no uniformly
good dramatist. Jane Shore is the best play in the first two decades of
the century, but its sureness of touch was not to be recaptured even by
the dramatist himself.

What is good about Jane Shore is the humanness of Jane's character.
What is good in the earlier flawed plays is the element of intellectual
detachment balancing the pleas for sympathy. Other writers were well able
to create sympathetic characters, but only Rowe is able to sustain oux
interest through a constant reappraisal on our part of the significance of
a character's actions. We in the end learn what was "good" by an overview.

In lady Jane Gray, however, we know that Lady Jane is a paragon before she

enters, just as we knew that Tamerlane was. We are forced, I think, at the
end of the earlier play, to examine the "mistake" Tamerlane made, but Lady
Jane makes none. In tragedy after Rowe writers very rarely write with any
moral complexity. We usually know who is right and who is wrong before they
enter, and thus the moral pattern is usually simplified to the point of
obviousness. Rowe marks this movement towards a simplified moral pattern
at the same time as he marks the movement to more sympathetic portrayal of
character., It is interesting that it is in him alone that these two
important ingredients are in balance.

In a recént dissertation Landon C. Burns Jr. has examined the

relationship of Rowe's first play, The Ambitious Step-Mother (1701)2 to the

heroic tradition, pointing to Artaxerxes as the hero with the great soul,
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a god-like figure driven by extreme ambition and finally overcome by love,
as the very basis of the heroic play.3 Burns sees Mirza and Magas as
archetypal villains, and their counterpart Memnon as a wise and doting
\father. Amestris is seen as the incredibly beautiful 'fair one'! who both
merits and wins the love of the 'brave one! while Artaban is the rival who
allows the hero to show his magnanimity.

In allowing wholesale slaughter at the end of the play whereby all

but two of the significant dramatis persocnae are killed, Rowe takes his form

too far, but he is still close to an essentially exaggerated stereotype which
dictates that the effects are very strong. The matter of the ending, however,
caused some contemporary concern because of its violence and brutality; we
read in the Epistle Dedicatory:
Some People, whose Judgment I ought to have a deference for, have
told me that they wisht I had given the latter part of the story
quite another turn; that Artaxerxes and Amestris ought to have
been preserv'd, and made happy in the Conclusion of the Play; that
.+. there might have been also a more Noble and Instructive Moral
drawn that way.4
Rowe states that there are two possible ways of ending such a play, either
rewarding the virtuous in a happy ending, or ending with disaster so that
the audience is sent away with the impression of pity and fear. Never again
is fear to be so emphasised in Rowe's plays, and the progress of his
dramatic career marks a steady development to the increagsing atmosphere of
pity.
The most -striking feature of the play is that each of the main
characters is balanced; the play is constructed on a series of oppositions.

Only the step-mother herself lacks an opposite number and this is significant

in that it is she who sparks off the action of the play.
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The basic situation is the competition of Artaxerxes and Artaban
for the crown. Artemisa tries to engineer the situation so that her son,
Artaban, becomes king instead of the rightful heir, Artaxerxes, son of the
now ailing king by his first wife. It is established early in the play
that Artaxerxes's party is in the right, and this is done in a way which
is to become a hallmark of Rowe's early writing, the criteria being the
characters! attitude to religion, and their personal integrity.
Thus in the opening act Mirza, the wicked prime minister figure, damns
himgelf in the audience's eyes by scheming to bring about the downfall of
the politically naive and manipulated High Priest, Magas. Thus already we
can see that the pattern is more subtle than that outlined by Burns, for
while we later sympathise with Memnon against Magas, right at the beginning
of the play we sympathise with Magas against Mirza. Mirza's opposite in
the play is Memnon, a disgraced minister of state of advanced age whose
integrity Rowe at once shows, and who is highly vocal in support of
Artaxerxes. The other main strand in the plot is the search for love by
the two princes. Artaxerxes is in love with, and early in the play marries,
Amestris, the daughter of Memnon. Artaban is in love with Cleone, the
daughter of Mirza, but Cleone rejects his continuing advances because she
is secretly in love with Artaxerxes, although she is not prepared to fight
for him because she acknowledges the prior claim of Amestris.

Act I presents the situation in terms of simple opposition, Mirza
sets himself against Magas in the first scene which is crowded with images
of universal darkness. Mirza is then seen with the step-mother, Artemisa,

vwho has decided to give Cleone to Artaban. Rowe then turns from politics
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to love and presents first Cleone and then Amestris, also unhappy with
events, also dreaming of obscurity in a pastoral retreat, but at the same
time attempting to steel herself for the hardships which she is sure
ambition will bring. Amestris's view of ambition is directly contrasted
with that of Artaxerxes:

Ambition! The desire of active Souls,

That pushes 'em beyond the bounds of Nature,

And elevates the Hero to the Gods. (I i, p. 10)
The desires and aims of men are utterly opposed to those of women, because
in a heroic world love and ambition are always at odds with each other.
While Artaxerxes has the comforts of a military ethic to comfortvhim when
he is depressed, the heroine hasg only prayer and dreams of escape to a
pastoral ideal.

In Act II Memnon is seen to be superior both to Magas and Mirza

because he associates himself with the 'matural! world of the seasons rather

than with the decadence of the present court hierarchy, but it is the mention

of the military ideals which makes his speech into the stereotype of a hero
fallen from favour:

Full fifty years harnest in rugged Steel,

I have endur'd the biting Winter's blast,

And the severer heats of parching Summer;

While they who loll'd at home on lazy Couches,

Amidst a Crew of Harlots and soft Funuchs,

Were at my cost secure in luxury. (II i, p. 14)
The second part of the act presents the growth of disharmony in Artaban's
camp. Rowe spends some time outlining Artemisa's past motives and it is

this element which helps the play at times to rise above the merely humdrum.

Artemisa wishes to cheat Artaxerxes of the crown because she is jealous of
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his popularity with the people. Artaxerxes accuses his mother of marital
infidelity and this prompts a clash between the two princes. They are well
matched, both men of high heroic seriousness, wishing to leave all rancour
agide until after the death of their father. Rowe allows Artaban some
nobility as he responds with vigour to his brother's heroic insult that he
is merely a 'beardless boy!.

In Act IIT a song warns the melancholy Cleone not to court despair.
She will not give way to self-pity, but neither will she accept Artaban and
she is thus seen refusing him again. In contrast to this pair Amestris and
Artaxerxes are revelling at the prospect of their imminent sexual pleasures
now they are married. Artaxerxes is at times irritatingly optimistic, but
he is able to parry his wife's vague fears that he will either grow tired
of her or forget her. Iach prince has thus been seen with the woman he
loves, and the success of the rightful heir and the failure of the pretender
in love may be seen as Rowe's reinforcement of their relative moral deserts.

In the central part of the play calamity occurs. After a Hymn to
Light has been sung in the Temple Artaxerxes is captured, Mirza gleefully
rubs his hands with pleasure, Memnon rants, and only Amestris meets adversity
with calm. Artaxerxes and Amestris are separated, and Mirza looks forward
to raping her before casting her away. A this point the villain's villainy
gets a little out of hand and characters have turned into caricatures.

General disorder has set in when we turn to Act IV, and it is at
this point when Artaban begins to grow in stature. He acknowledges the
general unrest to be the direct result of his actions and then refuses to

see his father's death as merely good luck. He is only prepared to take
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the throne within the ﬁoral limits prescribed by his creed; he must satisfy
both the people and the gods. Artemisa uses insults, taunts and scorn in
order to get him to steal the throne at once, but she fails. Horrified that
she cannot control her son in the same way as she controlled her husband,
she seeks comfort with her eunuch. Here again Rowe equates political
corruption with moral decadence.

Attention turns to Cleone who cannot live happily without Artaxerxes
and so determines to die, and at the same time to achieve a heroic act as
she decides to be the self-sacrificing instrument of the hero's liberation.
Disguised as her own se:vant she visits Memnon and Artaxerxes and their
relentless questioning of their visitor's honesty and motivations is one
of the best elements of the play. DPathos is evoked as Artaxerxes can
hardly believe that Cleone could continue to wish him well even after he
refused to marry her. Cleone kills herself in order to prove her honesty:

May every God Assist and Guard your flight;

And oh when all your hopes of Love and Glory

Are Crown'd with just Success; will you be good

And think with Pity on the lost Cleone. (IV iii, p. 53)

At the end of the act the mood changes momentvarily from gloom and decay to
hope and brightness with the imagery of light and flowers as Artaxerxes mourns
her death with gratitude. Nor does Rowe miss the opportunity for some
religious comment, for the hero's confident hope is that the dead maiden

will know something of paradise.

The last.act ties up the loose ends. Magas laments the way Artaxerxes's
capture involved pro-faning the temple. Mirza dismisses religion and rushes
off to rape Amestris. Amestris manages to stab him and he dies incoherent.

Amestris staggers off to txry to find her husband after she had been stabbed
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by one of the guards. Artaxerxes stabs himself and Memnon rushes off to
comit suicide. There is promise of a better ending than these exaggerated
events have led us to believe, however. Artaban rejects his mother,
commanding her to be watched, and he receives the news that Magas has been
slaughtered by the crowd. Not only has Artaban rejected the evil symbolised
by his mother, but he has also clearly managed to learn from his brother

the importance of popularity with the people. The very haste of the deaths
at the end of the play, however, suggests that the moral questions inherent
in and suggested by the action of the play have not been sufficiently well
worked out.

Rowe is too hidebound by the conventional framework of tying up
loose ends of plot to pay enough attention to the careful exposition and
conclusion of the ideas in the play. There are, however, some good features,
and the way in which the characters are balanced and shown off one against
another indicates the way in which Rowe is to develop his talent. There

are no original creations among the dramatis personae but we are interested

in the way in which nobility is given to Aitaban, and Cleone is endowed with
more life, vigour and sympathy than the traditional scorned maid. Indeed
it is she who wins most of our sympathy, and she contains within her character
some of the germs of Rowe's future tragic heroines.

The choice of another Eastern setting for his second play, Tamerlane
(1702)5 was appropriate because here Rowe has been thought to be more
interested in political and topical allegory than in refining a given sort
of tragedy. The Bastern plays had tended to be more violent, more single-

minded in character than the other varieties of tragedy and so it was a
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ugeful choice. It is made clear in the Epistle Dedicatory that the play
was written to glorify King William:

There are many features, 'tis true, in that Great Man's life,

not unlike His Majesty: His Courage, his Piety, his Moderation,

his Justice, and his Fatherly Love of his People, but above

all, his Hate of Tyranny and Oppression, and his zealous Care

for the Common Good of Mankind, carry a large Resemblance of

him: Several Incidents are alike in their Stories; and there

wants nothing to his Majesty but such a deciding Victory, as

that by which Tamerlane gave Peace to the World. That is

yet to come; but I hope we may reasonably expect it from the

Unanimity of the present Parliament, and so formidable a

Force as that Unanimity will give Life and Vigour to.

Thus Rowe looks forward to the time of the complete subjection of the
French by the English, and when that happened Tamerlane's success was
assured and the play continued to be produced on the London stage into the
nineteenth century. After 1704 the play was frequently acted on November
4 and 5, the anniversary both of William's birthday and his landing on
English soil.!

Both Willard Thorp® and Donald B. Clark’ have outlined the
political interpretations and significance of the play, and have attempted
to assign politicians to the characters outside the obvious two of William-
Tamerlane and King Louis-Bajazet. Thorp suggests that Axalla, the well
bred but foreign follower of Tamerlane is Bentinck whose friendship with
William was as significant to English political life as Axalla's was to
Tamerlane's in Galatia. Indeed Thorp shows that a stage presentation of
Bentinck was timely as he had just survived impeachment proceedings against
him.10 As Rowe is concerned to glorify the Whigs in the play a reminder

to the Tories, the Tartar Lords, of his past successes would be particularly

needling. Several writers have attempted to find a figure to fit Omar,
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the Tartar general; Sutherland fitted Omar to Prince Eugene11 but Thorp
argues in some detail that Omar is more likely to be Thomas Osborne,
although he had been out of the political picture for some six years.12
Other suggestions were The Earl of Shrewsbury; though he was a Tory and
seems therefore an unlikely candidate, or Godolphin, the most hated Tory
of the time,13 but Clark seems to think Osborne, Earl of Danby to be the
most likely candidate.14
Rowe was not, I think, concerned about sources for the story as

several critics have suggested. Although Clark is right when he says that

Rowe's story is closer to Knolles'! General Higtorie of the Turkes than to

Marlowe or Charles Saunders! Tamerlane,15 the simple reason for such a
choice of plot is perhaps that Tamerlane was by now a mythological figure -
one who had conquered wisely, powerfully and well, and one who would appeal
to an age which was fond of making comparison of its leading politicians
and statesmen to those of the past.

The play affords Rowe the opportunity to introduce two themes
which are to occupy him for the rest of his dramatic career, religion and
patriotism. The latter is seen to be at the core of Tamerlane, for it is
essentially the story of a man who rescues his country from danger. Indeed
the picture painted of Tamerlane both in the Epistle Dedicatory and in Act
I before he appears is of a paragon. Although he is not a Christian Mirvan
says in the opening moments of the play:

Well has our Holy Alha mark'd him out

The Scourge of lawless Pride, and dire Ambition,

The great Avenger of the groaning World.

Well has he worn the sacred Cause of Justice

Upon his prosp'rous Sword: approving Heav'n

Still crown'd the Righteous Warrior with Success;

As is said, Go forth, and be my Champion,
Thou most like me of all my Works below. (I i, p. 23)
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Rowe is well aware, however, of the danger of glorifying his hero merely
in military terms, so that he is sure, once Tamerlane appears, to offer
some sort of corrective insight on Tamerlane's part, showing that though
he knows it his duty to purge evil by military means, nevertheless he also
has full humanitarian ideals. Interestingly he too appeals to the deity:

Yet, yet a little, and destructive Slaughter

Shall rage around, and marr this beauteous Prospect;

Pass but an Hour, which stands betwixt the Lives

Of Thousands and Eternity: What Change

Shall hasty Death make in yon glitt'ring Plain?

Oh thou fell Monster, War! That in a Moment

Lay'st waste the noblest part of the Creation,

The Boast and Master-piece of the Great Maker,

That wears in vain th'Impression of his Image,

Unprivileg'd from thee. (I i, p. 25)
Bajazet fights because he can thus achieve his lust for power and destruction
but Tamerlane is seen as a reluctant fighter, knowing that war is degrading
man, but nevertheless keen to avenge wrongs which have been done. Rowe is
thus not only glorifying his king, but making an attempt to justify war in
a Christian context. Also in the first act Tamerlane is seen as having a
charismatic personality; Axalla, a Christian bred finely in Italian courts,
left the comforts of his princedom to fight for Tamerlane; Bajazet's daughter,
Selima, is completely won over by Tamerlane when he grants her freedom even
though she has been taken captive; and the captured Moneses vows to spend
his life fighting for Tamerlane if the latter will assist him to bring his
sister Arpasia from the clutches of the fiend, Bajazet. Having set forward
these traits of his hero, however, Rowe must also get a plot moving, and

so he presents Selima as the former love of Axalla, still smitten by her

charms, and she wing from him a promise not to kill her father if he should
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meet him in battle.

It is partly because the play is a celebratory piece that it is so
highly rhetorical. The language is very high flown and undramatic, full
of literary allusions, especially to Milton. Because he wants to present
a paragon he also presents someone who seems irritatingly sententious and
abstract. Whatever anyone else says after his victory in battle Tamerlane
seems to have something even more righteous to add, and there is a certain
irony when Bajazet counters

This vile Speeching,

This After-game of Words is what most irks me;

Spare that, and for the rest 'tis equal all -

Be it as it may. (II ii, p. 43)

There is much that is magnificent in a very formal and rhetorical way about
the post-battle confrontation between the two leaders. Point is taken up,
insults are thrown, home truths are told, and Tamerlane infuriates Bajagzet
most by granting him his life. After Bajazet's anger and forthright curses,
Arpasiats lament to Moneses that she was married to Bajazet and bedded by
him is somewhat anti-climatic. The loss of Arpasia's virginity in marriage
does not impress us nearly as much as Rowe would have liked, and does not
really warrant the high-flown rhetoric with which it is described.

In Act III Axalla tries to bargain with Bajazet for the love of his
daughter, but needless to say Axalla was over-optimistic:

Axalla: Oh! name the mighty Ransom, task my Power,

Let there be Danger, Difficulty, Death,

Ttenhancé the Price.

Bajazet: I take thee at thy Word,

Bring me the Tartar's Head.

Axalla: Ha!

Bajazet: Tamerlane's,
That Death, that deadly Poison to my Glory! (III, i, pp. 62-3%)



23h

In the early part of the play Rowe was concerned to give Tamerlane's
position and ideas psychological and philosophical validity, but here, in
the middle of the play, he is presenting extreme, almost caricature
gituations, where the kind of complexity of mind shown in the first act
is inappropriate. It is indeed true that Tamerlane is a far more
sophisticated figure than Bajazet and that this is deliberate, but all the
same we move on to such uncomplex happenings that we are dissatisfied.
However, when our attention turns back to the character of Tamerlane in Act
III scene ii, things improve. Tamerlane is tempted by a Dervice to believe
that Mahomet is angry that Tamerlane should favour a Christian (Axalla),
but Tamerlane is wise to a fraud and narrowly avoids being stabbed by the
impostor. Yet, braving danger, he lets the Dervice go as he had let Bajazet
go. At the end of the act Tamerlane makes another wise decigion, that he
cannot rescue Arpasia from Bajazet for Moneses because she is the tyrant's
lawful wife.

Out of the goodness of his heart Tamerlane visits Arpasia to txy
to cheer her but he is seen by Bajazet and condemned for lecherous thoughts,
and then for rank adultery. Tamerlane is made furious, Arpasia, also a
character symbolising goodness, pleads for her husband's life, and Bajazet
is released again. A sentimental reunion between Arpasia and Moneses is
followed by an extraordinary scene where Axalla has been captured by Oman
and Bajazet, and is threatened with death unless he tries to kill Tamerlane.

In the final act the plot is brought to its conclusion. Arpasia
and Moneses decide to die together. Moneses is strangled on the orders of

Bajazet, but he had not thought that Arpasia would also die, and he sends
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for cordials. Just when Bajazet's villainy seems to be gaining the upper hand,
however, Tamerlane's battle forces are seen, having been warned of Bajazet's
evil by Axalla, freed by Selima and equipped with a disguise by her. Tamerlane
arrives just in time to prevent Bajazet killing Selima, who is reunited with
Axzlla. All this presented Rowe with problems, but he glossed over them

in a rather perfunctory way. Had Bajazet been secured in the first place,

and had evil been stemmed, then all the dire results would not have followed.
Rowe tries to get over this difficulty by having Tamerlane say:

Mexrcy at length gives up her peaceful Scepter,

And Justice sternly takes her turn to govem;

ITis a rank World, and asks her keenest Sword,

To cut up Villainy of monstrous growth.

Zama,, take Care, that with the earliest dawn,

Those Traitors meet the Fate, their Treason merits. (V i, p. 105)
Bajazet is caged unrepentant, and Tamerlane moralises about pride at the
end of the play.

It would be wrong, then, to persist in the traditional view that
Tamerlane is fully allegorical, for it is only so in certain aspects. We
must not apply the same criteria throughout. Tamerlane in the early part
of the play is made into a thoughtful and philosophical figure, but his
error must not be seen as an error. When he released Bajazet this act must
be seen as one of Christian mercy, not at all as a mistake which eventually
brings about the death of Moneses. We are concerned not to see events and
actions as causes which bring about certain effects, but to read into the
actions the motives which prompted them. It is difficult to deal with this
sort of form critically, because it is so unsatisfactory in that the criteria

for judgement are constantly varying, but an audience was required to praise

Tamerlane wholeheartedly. After William's victory against Louis it would
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be much more easy to do so, for the play was then seen as prophetic, not
in the elements of all the characters, but in the final outcome. The
eighteenth century audience, therefore, saw in the play the result, the
final victory, and the character of Tamerlane as portrayed in the opening
act, one whose ideas show the attributes of a Christian king, and one whose
actions work out for the good of the kingdom.

What it seems to me that Rowe was interested in, however, was how
this apparent paragon figure could make such a bad tactical error and still
get away with it. I think that Rowe was also interested in the psychology
of his characters in a different way from that which the audience and moderm
critics have seen. He seems to me to have been concerned to examine the
nature of a charismatic personality, its conflicts with an evil which at
first it cannot understand, and the necessary compromises needed in the end
to deal with actions outside the creed of the title character. This, I
think, is why Tamerlane is contrasted on the one hand by Bajazet, but also
on the other by Moneses, whose actions are prompted by love of family, by
Axalla, whose actions are prompted by love of a woman, and by Selima, caught
in the complex web of political manceuvers, but still able to balance her
concerns - for her father, for her lover, and for her country.

Tamerlane looks forward to the later productions of Rowe to a much

greater extent than does The Ambitious Step—Mother, but critics have heen

unable to see precisely what he was achieving in the play because of the
simplistic reaction of the audience. It is quite likely that Rowe intended
the character of Tamerlane to remind the audience of William, for it is

keeping with his patriotic intentions shown right through his career, but



237

the play is not an allegory. It deals with the old questions of love -
for family, for country, and for woman - but also tries to be more
philosophical about the nature of religion and war than other dramatists!
creations. Rowe is here showing his thoughtfulness as a dramatist. 3But

it does not make Tamerlane a good play; the language is very high-flown
and remote, and the characters are too abstract and sententious. It can
best be seen as another apprentice piece experimenting with different ideas

and techniques froim the previous play. It is with The Fair Penitent that

we see Rowe still experimenting, and still not really managing to succeed
in creating a unified dramatic piece, but nevertheless creating something
new and exciting, in a way that the two previous plays Jjust avoided being
either of these. |

)16

The Fair Penitent (1703 has attracted considerably more critical

attention than most of the plays of the period probably because the

character of Tothario is the prototype for Richardson's Lovelace. Both

18

Frank J. Kearful ! and Donald B. Clark'C have dealt fully with Rowe's debt

to Magsinger's The Fatal Dowry,19 Rowe'!s chief and unacknowledged source.

Kearful notes that Rowe attempts to make the action more clearly related

to the experience of the audience, placing the action of the first two acts
of the original in retrospective narration, pruning the cast from twenty-
eight to eight and shifting the attention from Charalois (Rowe's Altamont)
to Beaumelle (Rowe's Calista). The issues of property and respectability
are injected to reveal the complexity of moral experience and Kearful sees
Horatio as the ethical perspective within which the tragedy occurs., Calista

is seen as having a "genuinely human complexity of moral awareness which
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raises her tragedy above the level of formulary exem.plum."zO Clark's
analysis of Rowe's play is more thorough and he traces the influence of
Otway on Rowe's emphasis on the pathetic and the moral. Kearful insists
that Lothario is not a stage villain and points to the place where he says
he would have married Calista. Clark rightly corrects this view, pointing
to the long following passage in I i where Lothario is clearly a rake whose
interest in Calista was exhausted once he had bedded her. Another paper,
Lindley A. Wyman's on the tradition of the formal meditation, directs our
attention to the stage dirvection at the beginning of V i noting that
Calista's book is not the bible but a devotional treatise which she throws
away not because she does not want to take the medicine of repentance but

because that particular medicine is not strong enough.21

Her anguish, not
the need for repentance, is what is being described and her last words
are "Mercy Heav'n" (V i, 264). Malcolm Goldstein also notes this in his

Introduction to his edition of The Fair Peniﬁ!;entz2 where he provides a

good analysis of the play. In the following pages I shall be bound to
repeat some of the elements which other critics have noted but I think
Rowe goes further in his moral treatment of the characters at the beginning
of the play than has elsewhere been suggested.

The play opens on Altamont, "a young lord, in love with Calista,

and designed her husband by Sciolto" (dramatis personae) with his friend

Horatio. Male friendship is thus strongly celebrated at the beginning of
the play but Altamont's animated enthusiasm sets us on guard:
0 great Sciolto! O my more than father!

Let me not live but at thy very name
My eager heart springs up and leaps with joy. (I i, 19~21)
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It is Horatio who fills in the background to the action and Altamont who
oozes words. When Sciolto enters he speaks in the same vein:

Joy to thee, Altamont! Joy to myself!

Joy to this happy morn that makes thee mine,

That kindly grants what nature had denied me,

And makes me father of a son like thee. (I i, 64-T)
This effervescent mutual congratulation continues for some time and Sciolto
is so keen to be benevolent and sentimental that he quite casts aside
Altamont's remark that his new wife, Calista, seemed cold. So far Horatio
has provided information and the other two have been undercut by their
effusions. Then follows the famous scene where Lothario discusses Calista
with Rossano. He is an utter sensualist and having "snatched the glorious,
golden opportunity" (I i, 156) and passed the night

"In ecstasies too fierce to last forever" (I i 160-61)
he lost interest in her and feigned illness when she pursued him. Lothario
banters savagely with Iucilla (Calista's confidante) who gives him a letter
telling him that she has married Altamont. Lothario's attitude immediately
changes when the threat of marriage has gone:

Nay, no more angry words; say to Calista,

The humblest of her slaves shall wait her pleasure,

If she can leave her happy husband's arms

To think upon so lost a thing as I am. (I i, 262-5)
The irony and sarcasm is obvious but the ambiguity of tone remains. Horatio
picks up the letter which Lothario dropped and he rails against Lothario.
His wife Lavinia condemns him for his secrecy and Horatio ends the act in
praise of her goodness.

Calista insists on her grief in Act II. Lucilla's plea for moderation

and optimism are roundly rejected and Calista decides she must see Lothario
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again. Her attitude is both self-indulgent and masochistic. Quite clearly
she and Altamont are utterly incompatible. He enters brimming with joie de
vivre and Calista is merely sour. She does however recognise that

Such hearts as ours were never paired above;
I11 suited to each other; joined, not matched (II i, 99-100)

but it is somewhat late for realisations of this sort. Her statement that
she will remember this day as the one

In which my father gave my hand to Altamont;
As such I will remember it forever (II i 118-9)

is both sullen and rude. Sciolto enters, still brimming with joy and they
listen to a song by Congreve with mﬁsic and dancing. Sciolto is extraordinarily
unaware and unobservant:

0, grant, ye powers, that I may see these happy,

Pointing to Altamont and Calista

Completely blest, and I have life enough. (II i, 151-2)
Horatio solilogquises on what to do and the scene changes to his confrontation
with Lothario. The latter pretends to be insulted and offers to draw, but
then glories in his sexual conquest of Calista. Horatio then becomes angry,
calls him "boy" (II [ii], 130), they draw and finally agree to fight a duel.

In Act III Sciolto has tumbled to the realisation that Calista is
"wayward... Perverse and sullen all this day of joy" (III i, 3). He is right
about his daughter's character, but blind about the marriage. Calista becomes
aggressive when she is confronted by Horatio:

To steal unlook'd-for on my private sorrow

Speaks not the man of honor nor the friend,

But rather means the spy. (III i, 62-4)

She disclaims the fact of their marriage, appealing to "minds" rather than
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"wills" (III i, T7, 75). Calista is bitterly sarcastic in asking Horatio
where she can find happiness but he misses her tone and comes up with the
splendidly dramatic if sententious thought:

Then - to be good is to be happy. Angels
Are happier than mankind, because they are better. (III i, 99-100)

This charming though naive philosophy is typical of Horatio. By acting on
high moral principles he becomes unconvinecing:

By honor and fair truth, you wrong me much,

For on my soul nothing bhut strong necessity

Could urge my tongue to this ungrateful office. (III i, 128-3%0)
Horatio is hurt that Calista is unable to be reasonable and agree with him
and Rowe, I think deliberately, undercuts him here as a moral norm,
particularly as he goes on to preach at Calista who tears the letter with
the poignant lines

To atoms thus,

Thus let me tear the vile, detested falsehood,

The wicked, lying evidence of shame. (III i, 17%~5)
The pun on "lying" and the subtle irony of "lying evidence" are most effective.
Calista means that the letter is false evidence while it is in fact evidence
of her own falsehood and of her having lain with Lothario. Altamont enters
cheerful as ever but Calista vehemently accuses Horatio before stalking out.
The interview between the two men is deliberately spun out as Altamont refuses
to hear anything against Calista. Horatio holds him and they fight. Lavinia
enters, Horatio condemns Altamont as a "vain boy" (III i, 317), the same
insult which Lothario used to Horatio, and the latter indulges in the most
(self-) righteous indignation possible:

Ask'st thou what made us foes? 'Twas base ingratitude;
'"Twas such a sin to friendship as heaven's mexcy,
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That strives with man's untoward, monstrous wickedness,

Unwearied with forgiving, scarce could pardon.

He who was all to me, child, brother, friend!

With barb'rous, bloody malice sought my life. (III i, 327-32)
Here Horatio replies (in vague, high-flown moral terms) to a question meant
only rhetorically as a chastisement, and he ends in self-pity without having
said anything material.

Lavinia tries to make Altamont stay but he breaks away and Lavinia
is left with her husband and her grief. The rest of the act is conventional
as Lavinia speaks of shipwreck, pastoral nature and her love for her husband,
ending with a seafaring merchant simile; but if we credit Rowe with
psychological intentions here, then we may infer that Lavinia is also escapist
and self-indulgent. Though she acted splendidly in trying to reconcile the
two friends, when she met with stern resistance her resort was to weeping
and introspection. Because the elements at the end of the act are so conventional
it may seem to be going too far to see Rowe using them critically and with
purpose, but I feel from the play so far that he is concerned to examine
reactions to situations more than situations themselves and thus is careful
to control the effect of the verse - to draw attention to stock responses
in fact, and to infuse them with meaning, to use them as criticisms of the
characters. Thus it is not only the stock responses of the audience which
he is questioning but the stock responses of the characters themselves, the
very element which leads them into an impasse and into irreconcilable difficulties.

Altamont soliloquises in a depressed state on the events and then
Lothario is seen trying to seduce Calista again. ILothario is an accomplished

actor and revels in his part, even going so far as to complain of Calista's falsehood

in marrying another. If he is not a villain he is perilously close to being
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one. Altamont overhears Calista's vows of love and comes forward:

They fight; Lothario is wounded once or twice, and then
falls. stage dir., IV i, 108-9)

Lothario dies smiling on his revenge. Calista offers to kill herself buil
is prevented by Altamont. Rowe then seems to lose control when he has her
ask the ludicrous question "Is it the voice of thunder, or my father?" (IV
i, 133) when she hears Sciolto calling. Indignant at her sin Sciolto offers
to kill Calista, surely an act which demands condemnation. Calista then
rejects her husband's forgiveness; for her the masochism of death at the
hand of her father is more real. Sciolto curses her and he postures,
imagining himself remembering her with "Fasting and tears and hardship"
(IV i, 208), the outward manifestations of penitence.

At the end of Act IV Horatio and Altamont argue but are finally
reconciled with a gush of sentimentality. Horatio says:

Do thou and my Lavinia both forgive me;

A flood of tenderness comes o'er my soulj;

I camnot speak! I love, forgive, and pity thee! (IV i, 412-4)
Thus Rowe paves the way with this emphasié on forgiveness, pity and tenderness
for the further questioning of penitence at the beginning of the last act.
The

SCENE is a room hung with black: on one side, Lothario's body

on a bier; on the other, g table with a skull and other bones,
a book, and a lamp on it. Calista is discovered on a couch in

black, her hair hanging loose and disordered; after music and
a song she comes forward. (stage dir., V i)

Calista throws away the book because "Is it become an art then?" (V i, 26)
and because the aids to contrition are mere "pageantry - they look uncouthly"

(vi, 32). What is significant here, I think, is the emphasis on art rather
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than that on penitence. Throughout the play Calista has been singularly
blind to the reality of her situation} indeed she has been in retreat in

a dream world, and now she comes to some form of reality she finds that it,
too is all art. Her remarks on penitence bear out her concern with seemingg
a way, one suspects, of avoiding being. Nevertheless she revels in the gory
sight of the corpse (yet another manifestation of "art"). Instead of urging

repentance Sciolto gives her a dagger. "She offers to kill herself; Sciolto

catches hold of her arm" (stage dir., V i, 104~5) because though he wants

her to die he wants to be spared the sight, admitting that she is his
daughter still., Altamont also visits her, reminds her that he never
complained and when she is determined to die he says he will join her. His
thoughts, though, are not tied to reality either; he fantasises about the
afterlife, whether

In gloomy groves with discontented ghosts,

Or whether through the upper air we fleet,

And tread the fields of light, still I'le pursue thee

Till Fate ordains that we shall part no more. (V i, 202-5)
Calista bids him live and remarry, when Horatio enters with the news of Sciolto's

death at the hands of Lothario's gang. Calista stabs herself:

Altamont offers to kill himself; Horatio prevents him, and
wrests the sword from him. (stage dir., V i 237)

The dying Sciolto enters, Calista dies, Sciolto bequeaths his fortune to
Horatio and Altamont and dies, Altamont bids Horatio take all the money for
he will die, and he faints to be carried off while Horatio warns against
unlawful love., |

The Fair Penitent is an excellent example of the growing tendency

to sentimentality which is not shown through the women but through the men,
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all of whom are morally flawed and all of whom are weak. Lothario, the only
strong male character in the play dies in Act IV and the steam goes out of
the play from that point, not entirely because of his disappearance but
because the subtleties of Rowe's characterisation are fully revealed at the
end of Act III. The first three acts are splendid writing but when Act IV
begins the dénouement our sole interest is to see the plot worked out. No
new revelations of character are made and Calista, strong at the beginning
of the play with several indications that she is a bitch, loses most of her
spirit and momentum as soon as Lothario dies. None of the characters embody
a norm and, because none has the necessary morality for a fully rounded
character, tragedy must ensue. Tragedy, then, is an indication of the fallen
world and the less the characters are able to come to terms with their
situations and actions, the more dire will be the consequences. The moral
is thus implicit in the characters but the weakness of the play is that all
this is revealed by the end of the third act and the last two acts merely
show results. Rowe, then, seems at his best to be far more interested in
psychology and motivation than in action itself and this tends to elevate
him above the rest of the dramatists of the period even in this flawed piece.
Rowe turns to Greek mythology for his next play, Ulysses (1706)2°
a tragedy which has never received as much acclaim as his other plays, but
vhich is quite well constructed. The plot is based on Books 17-23 of The
Odyssey, but Rowg makes several changes, attempting to humanise Ulysses
by giving him genuine motivation for his actions, and locating the characters
in a domestic situation. TUlysses's testing of Penelope is seen to be

legitimate, all the more because the hero steps in just where it looks as
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if her fidelity is beginning to falter. The gods and hero work together
to preserve the Queen's honour in a way that is attractive but hardly
Homeric. Telemachus is given much more prominence than he had in the
original, and his youthful vigour and energy are well portrayed. His love
affair with Semanthe seems to be Rowe's own invention, but it is not an

24 rather an integral part of the plot. We are

"Episode" as Genest says,
prevented from seeing things too much from the young lovers' point of view
because Ulysses narrates the background while they are off stage. We take
his point of view early in the play, and though we are soxrry that the love
story is frustrated, we nevertheless realise that the primary focus is on
Ulysses and Penelope. Because it is Telemachus who kills Semanthe's father
there is an element of tragic pathos, but Rowe presents filial duty as much
more important than duty to love.

Rowe dispenses with the nurse and the whole paraphernalia of the
recognition of the returning hero. Tragedy is averted not through divine
intervention, but because the hero behaves like a modern man.

D.B. Clark points out that the sub-plot was taken from Corneille's
;g_g;g?5 but the French influence does not seem to be very important. Nor
is Rowe so hidebound by a desire to conform to French classical taste as
J.R. Sutherland suggests?6 The most striking feature of the play is its
vitality, maintained by a rigorous control of balance. The marriage of
Ulysses and Penelope, fraught by great difficulties, is balanced by the
secret marriage of Telemachus and Semanthe which experiences its hardships

on the stage. The suit of Burymachus for Penelope is balanced by that of

Antinous, and both are characterised by the same sort of intrigue and
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ingratiation, Burymachus hoping to manipulate the disguised Ulysses, and
Antinous hoping to do the same with Telemachus. The family of Ulysses is
thus brought into direct conflict with the King of Samos, but both are
opposed by the rebellious family of Ithaca, symbolised by Antinous. As the
hero eventually uses his son to help him bring Jjustice to bear, all these
strands become inextricably linked, but in striving for this precise structure,
and in modernising the old fable, Rowe falls into one or two weaknesses.

In the fourth act there seems to be no good reason why Semanthe should be
looking after the queen at that very moment when her father is expected to
perform his ritual rape of Penelope. Rowe here seems to have sacrificed
likelihood for a sentimental and pathetic scene. The marriage of Telemachus
and Semanthe, too, is a weak element, partly because it is hard to believe
that the two young people would marry, especially as they appear to be
otherwise so resourceful and level-headed. Rowe gains nothing from the fact
of their marriage, and he seems to have introduced it precisely because it
was an expected stock element in the tragedies of the period.

The first act sets out the "wiles" of each of the main characters,
and the second catches the audience with the infection of the action; here
there is something of the atmosphere of an unfolding mystery story. As
Aethon/ﬁlysses has by the end of the first act become completely in charge
of his own sphere, so does Penelope in the second. The central act is the
Act of Reconciliation, and its flavour is primarily domestic. Centrally
placed is the pivot on which the play turns; from the testing of Penelopels
faithfulness we move to a justification of Ulysses who begins to take control,

and becomes the deus ex machina. The fourth act is devoted to problems,
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both on the domestic and national fronts. The last act turns to the whole
family of Ithaca after the isolated, domestic death of Burymachus. Here
tragedy is just averted by the association of the hero and the gods, and
Telemachus proves his valour and his worth by relieving his mother. Finally
the various elements are unsorted; love has to be subservient to honour,

and the domestic has finally to give way to the heroic. Ulysses is, as I
have attempted to suggest elsewhere,27 a finely patterned and skilfully
written play; its construction is not merely conventional, but significantly
organised, and it bears the mark of a highly competent dramatist. Just as
the play begins with an abstract philosophical statement, so at the end of
the play we have the same realisation confirmed, but now in maturity with

a wealth of experience to back it up. The play opens with Telemachus
Jamenting his high state to his tutor, Mentor, and Mentor's stoicism sets
the mood for the play; he tells the young man that his task should be

to struggle with Adversity,
To wait the Leisure of the righteous Gods. (I i, p. 1)

This stoicism, however, is tempered with optimism, because Mentor is sure
that the gods are on the side of Ulysses and his family. At the end of the
rlay Telemachus sees the strangers bearing "the sad Semanthe back to Samos"
(V i, p. 64); his only consolation is to be found in mourning her departure
and in looking to the future. TUlysses, however, tempers his misery with
the plea to look eagerly to the future:

Thou that art born a Man art born to Pain;

For Proof, behold my tedious Twenty Years

All spent in Toil, and exercis'd in Cares:

'"P’is true, the gracious Gods are kind at last,
And will reward me here for all my Sorrows past. (Ibid.)
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Rowe's play is such that we can believe such a statement, and this verse

is thus transformed from a traditional rhyming tag into a meaningful outline

of the philosophical stance which the play examines and attempts to justify.
Having chosen for his earliest plays Eastern, European and Classical

settings, Rowe turns to his native land for the material for the rest of

his plays, beginning with ancient Britain where he can examine the theme

of love in both a pagan and a Christian context in The Royal Convert (1708).28

Both Hengist (the king) and his brother Aribert are in love with
Bthelinda. The conflict is presented with great pathos, and although much
of the moral/ethical problem resides in the fact that Hengist's father
forbade any marriage with a Christian, love transcends this edict, and is
seen to be a more powerful force than could be controlled merely by religious
questions. The non-Christians and Christians alike have grandeur and nobility
of spirit, so that when the Christian pair, Ethelinda and Aribert, emerge
triumphant at the end, forming a basis for the successful development of
Britain as a Christian country, our attention is focused primarily on
personal characteristics rather than on political and ideological considerations.
Because there are only a few characters, Rowe is able to establish
all the main actors as fully developed personalities, and the rigorous
control of tone and pace ensures the gudience's involvement in the action,
particularly in the more pathetic passages. In order to achieve this, the
first act consists of only two sceﬂ?, where Aribert and the King are presented.
Aribert opens the play with a strong statement of the unchanging nature of
love - a theme which underlies the play effectively, as all four of the main

characters are seen to hold this view§ Aribert, Hengist, Ethelinda and
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Rodogune (the Saxon princess).

Hengist had promised to marry Rodogune, Offa's daughter, but
surprisingly postponed the marriage Jjust before it was to have taken place,
because, we find out, he is now in love with Ethelinda, Aribert's wife.
Rodogune in her turn is not in love with the king but with Aribexrt, and
when news of Aribert's marriage is made public she wavers between jealousy
of Ethelinda and a desire to save Aribert no matter what the cost. At the
end of the play she emerges as a tragic victim of circumstance, thwarted
in her love but still full of nobility.

Having first outlined the love situation Rowe goes on to outline
the religious one. Oswald, Aribert's friend and confidant, knows that
Ethelinda is a Christian, and he can respond to Aribert's enthusiastic
description of his own conversion to his wife's faith, but Oswald points
out that

Crowds will still believe, and Priests will teach
As wandering Fancy, and as Int'rest leads. (Ibid.)

The question for him is not whether Aribert was morally right in adopting
his new faith, but whether he was practically wise to do so, after his late

father

forc'd the King, my Brother, and my self,
To kneel and swear at Woden's cruel Altar,
First, never to forgo our Country's Gods;...
Never to chuse a Wife among the Christians. (I i, p. 16)

Aribert is sure that he is right in following his conscience, but Oswald's
advice is
In holy Matters, Zeal may be your Guide,

And 1ift you on her flaming Wings to Heav'n;
But here on Farth trust Reason, and be safe. (Ibid.)
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Thus we see that there is here an essential divorce between the spiritual/
religious and the earthly/practical, and Oswald goes further to justify
his a~religious stance by pointing to the domestic turmoil and Offa's dis-
content about the sudden rejection of his daughter. Thus we are introduced
to another sphere of activity where one man's "right" is seen to be at
variance with the "right" of others. Aribert is "right" to adopt Christianity
and thereby disregard his father's commands because of his conscience; 0ffa
ig "right" first to be angry at the delay to his daughter's marriage;
Rodogune is "right" first to be angry at being despised and secondly to
look at her new lover, Aribert; and the king is "right" to reject Rodogune
whom he does not love, and to turn instead to Ethelinda whom he does love.
Of all these possibilities Rowe denounces only the king's position; Hengist's
love is suspect, for he took Ethelinda by force, he becomes tyranically
jealous of his brother, and his accusations are too passionate and seem to
be ill-founded. While he is right to berate Aribert for disobeying parental
commands, he forgets (or chooses not to see) that he is doing exactly the
same in loving Ethelinda himself, even though he is not proposing to marry
her.

Rowe presents these criteria for the judging of "right" as
essentially different for each individual. Rightness cannot he judged
by objective rules, and thus potentially tragic situations are formed
where several characters are "right" within their own terms, although their
standpoints are mutually irreconcilable.

Rodogune is presented by Aribert as a truly formidable woman:

To me she seems most fair; and yet, methinks,
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Do'st thou not mark? there is I know not what

Of sullen and severe, of fierce and haughty,

That pleases not, but awes; I gaze astonish'd,

And Fear prevents Desire. (I i, p. 18)
When Rodogune comes on stage, therefore, it is no great surprise that her
first words concern war and the martial Ambrosius. She makes Hengist look
weak as he tries several different ploys in order to win over Offa, and she
concludes:

For know e'en from the first, my Soul disdain'd thee;

Nor am I left by thee, but thou by me.

So was thy Falsehood to my Will subservient,

And by my Purpose bound; thus Man, tho! limited

By Fate, may vainly think his Actions free,

While all he does, was at this Hour of Birth,

Or by his Gods, or potent Stars ordain'd. (I i, p. 21)
Rowe further establishes the king's character by presenting him in discussion
with his elder statesman Seofrid, whose role is to bolster up the king's
sagging self-confidence. Hengist reflects self-pityingly on the unsatisfying
role a king has to play:

What? but the common Victim of the State:

Born to grow old in Cares, to waste his Blood,

And still be wretched for the public Good. (I i, p. 23)
Hengist tells Aribert that Rodogune loves him, but Aribert's rejection of
the Saxon princess is absolute. Then Hengist gets round to the point and
declares his love for Ethelinda to whom Aribert is already secretly married.
After all these disclosures Ethelinda joins Aribert who by now is very Jumpy
and, realising that Seofrid has overheard them, threatens the o0ld man with
the sword. After surprises and tension-filled scenes Rowe slackens the pace

for Ethelinda to recount what happened to her after Aribert left her in her

idyllic pastoral retreat. We thus get at this point the necessary details
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which clear up the plot so far. BEthelinda tells how she was captured by

the king despite the heroic attempts of Adelmar and Kenwald, Aribert's
servants, who tried to protect her. Aribert is very alive to the continuing
danger from Hengist's lust but Ethelinda's calm cannot be shaken; she
believes that

The great Angelick Pow'rs go forth by Bands,
To succour Truth and Imnocence below. (II i, p. 37)

In the third act Rowe begins to use Seofrid in a more complex way
than his role as commentator might suggest, fér Seofrid is also motivated
by self-interest. At the beginning of Act IIT he determines to act as the
king's counsellor and to maintain the status gquo; he would like to be able
to

preserve 'em both, the Royal Brothers;

But if their Fates ordain that one might fall,

Then let my Master stand. (III i, p. 40)

Thus he schemes with Aribert, pointing out his own danger, so that Aribert
will agree to take all responsibility should a reconciliation misfire. It

is also possible that Seofrid, too, has been influenced by Ethelinda's

charms, because he points out the danger of her rape in the most vivid colours.
Seofrid is the one to suggest that Ethelinda should go away, but it is left

to Aribert to work out the details of sending her to the British camp.

Thus Seofrid is a catalyst who still ensures that he maintains the safety

of his own position. Rowe thus turns him from a stock character into a

man who, perhaps, exemplifies "human Wisdom" (III i, p. 40) acting with
reason. Seofrid contrasts with the other characters because he is prepared

to hazard nothing, determined not to sacrifice position to passion as he

showed at the beginning of the play. He is also instrumental in involving
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Aribert in an act of deceit:

It will import us much, that you should seem

Inclin'd to meet the Love of haughty Rodogune:

'"Pwill cost you but a little courtly flattery,

A kind respectful Look, join'd with a Sigh,

And few soft tender Words, that mean just nothing,

Yet win most Womens Hearts. (III i, p. 46)

The last clause gives Seofrid away; although he knows that Aribert has
accidentally won Rodogune's heart, he still eggs him on to potential danger
because this will enable Seofrid to serve the king's best interests.

The second half of Act III together with Act IV is devoted to further
manoeuvers so that the final dénouement can proceed. The pace of the play
increases as Aribert is condemned to "bloody Altars" (111 i, p. 52) for
marrying a Christian and for himself being converted to Christianity.
Rodogune tries to restore Aribert's desire to live (with the unspoken proviso
that he lives for her) but Aribert keeps returning to the theme of his love
for Ethelinda and so, because everything else she knows about has failed,
Rodogune decides on revenge.

It is Seofrid who comes to the rescue when Aribert is bound and led
to the altar by the priests. He urges the present political dangers and
begs Hengist to defer his brother's death until the forces of Rodogune and
Offa are defeated. Seofrid has enough force of personality to sway the
king, but Rodogune wins the battle and Ethelinda is brought in captive.

In a moment of such intensity Ethelinda thinks of the after-life; thus she
is able to retain her poise and at the same time achieve some soxrt of vision:

Then let the Myrtle and the Rose be strow'd,

For 'tis my second better Bridal Day.

On my cold Bosom let his Head be laid,

And look that none disturb us;

'Ti11 the last Trumpet's Sound break our long Sleep,
And call us up to everlasting Bliss. (IV i, p. 69)
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Similarly Rodogune also enters a dreamworld where she imagines her soul
soaring upwards and finding fulfilment after death to compensate for the
constant frustration it has experienced throughout Rodogune's own life.
This is the only recourse for her in the face of Ethelinda's willingness

to die rather than yield to Rodogune, and Rowe does well to move to a
mental dream vision for both his women, in a situation where railings could
have added nothing to the poignancy already achieved. It is this avoidance
of railing and ranting in a moment of true stress for the characters which
demonstrates Rowe's movement away from the heroic and bombastic style to
the sentimental and tearful; he is presenting characters now as introverted
in crises rather than as extroverted and exclamatory.

The final act witnesses Hengist's despair at the imminent death of
his love. Again it is Seofrid who wakes the king from lethargy to propose
an alliance with the Britons, even though Hengist hates them. It is only
the hardened courtiexr who can keep affairs of state moving when the monarch
is weakly weighed down by personal grief, yet at the same time Rowe makes
us stop for a moment to analyse Seofrid's conduct. He certainly keeps
Hengist to his task of maintaining political movement, but Rowe also intends
us to condemn his cynicism as he comments on the role of fate:

'tis all in vain.

Blind Goddess Chance: henceforth I follow thee.

The Politicians of the World may talk,

May make a mighty Bustle with their Foresight,

Their Schemes and Arts; their Wisdom is thy Slave. (V i, p. 74)

The love and faith of Aribert and Ethelinda as they are committed

to death by Rodogune contrast strongly with the relentless but defeated

arrogance of the Saxon princess. When Rowe has extracted all the pathos
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he can from the situation there is another surge of action as "The King with
sudden Fury sallies forxth" (V [iii], p. 79) and is wounded. The mood changes
to regret and grief as Ethelinda begs Hengist to repent of the evil he has
done, and the justice of his impending death is emphasised when he reveals
that he intended to spend that night in her arms. Hengist dies, Aribert

is crowned and reunited with Ethelinda, Rodogune departs cursing, and it

is left to Ethelinda to refer to the country's future prosperity by expounding
the vision of "A venerable, old and Saint-like Hermit" (V [iii], p. 83) who
foretold a united, Christian Britain. Here Rowe's patriotism takes over
from the gloom. Just as fate had decreed the death of King Hengist, so too
fate seems to have decreed glories for the nation:

Of Royal Race a British Queen shall rise,

Great, Gracious, Pious, Fortunate and Wise;

To distant Lands she shall extend her Fame,

And leave to latter Times a mighty Name:

Tyrants shall fall, and faithless Kings shall bleed,

And groaning Nature to her Arms be freed. (Ibid.)

With patriotic fervour, appropriate for the future Poet Laureate, Rowe sings
through Ethelinda of a happy, united Britain, blessed with what sounds like
a paragon of a queen.

The play in toto works against the spirit of true tragedy, for the
patriotism suggest that fate had determined a great future for Britain, and
the scenes enacted are one step towards this glory. The point of the play,
then, lies not in the characters but in the message. Indeed, Ethelinda,
the paragon, is Rowe's Christian Queen, a prefigurement of Queen Amme. The
moral resolution, the victory of the married couple against the king's

desire for rape and possession, thus seems to be incidental. In its emphasis

on fate and predestination and in its happy ending, based on Christian ideas,
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century. This, though, is only in spirit, for its preoccupation with
kings and princes sets it firmly in its period at the beginning of the
century.

From a play which is more a celebration than a tragedy, in the
final analysis, we turn to Rowe's greatest achievement, his last two plays.
Here he concentrates on one female character and examines her in a context
of her background. He has thus abandoned the earlier methods of following
one or another set pattern, or his own modification, trying to mould the

earlier patterns to his own themes of Christianity and repentance or

patriotism. With Jane Shore (1715)29 and Lady Jane Gray (1715) we come
to ground which has received more critical attention than most of the
other tragedies in the period, and to drama which really proved its
popularity on the eighteenth-century stage. Indeed, Jane Shore was one of
the most frequently presented tragedies in the eighteenth-century and
proved its worth right from its opening run of nineteen nights.so Both
Alfred Jackson31 and Alfred Schwartz32 have indicated the sources and bases
for Jane Shore, and Schwartz is helpful in pointing to the contrast with
Addison's Cato in that Rowe neglects the "rules" which seemed at any rate
partly responsible for Cato's success. Rowe

won the sympathy of his audiences for the sufferings

of his repentant simmer. This trend in taste continued,

and during the course of the century the popularity

of Cato, though still considerable, was definitely

overshadowed by that of the leading pathetic family

tragedies.53

By "Written in Shakespeare's Style" (the description of Jane Shore on the
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title page) Rowe means not that he is trying to imitate the iambic
pentameters and language of the master but that he is drawing on the

gsort of way the Elizabethan playwright patterned his tragedies both
structurally and emotionally, and is returning to a native English
tradition. There are touches of Shakespearian language and imagery, but
the most important departure from the "high tragedy" of the Restoration is
in abandoning the unities so that scenes can follow one another naturally
to their climax. Jane Shore is the focus of the play and Rowe stripped
his plot of anything which he felt would separate the audience from his
heroine. In this he drew from life rather than from other art, and
portrayed a character who was socially not all she might be; she is the
wife of a shopkeeper who has fallen morally (tainted with the corruption
and lure of the court) and who wishes to redeem herself.

Jane was formerly the mistress of King Edward but she realises at
the beginning of the play that one of the chief causes of her downfall lay
in her having over-reached her station:

'"Tig true, the Royal Edward was a Wonder,...

But what had I to do with Kings and Courts?

My humble Lot had cast me far beneath them;

And that he was the first of all Mankind,

The bravest and most lovely was my Curse. (I ii, p. 9)

Rowe strikingly presents Jane's moral plight in a brief interchange where
Alicia suggests that she should seek out the Protector's aid; Jane,
however, immediaﬁely fears that she will have no success because "My Form,
alas! has long forgot to please" (Ibid.). This is her only link with
the court - pleasing through her body. Alicia too is imbued with these

values, for she believes that if Hastings takes up her case he will very
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soon become infected with her charms. Jane renounces the carnal world
and rejoices in the faithfulness of her friend. In attempting to reject
her view of herself as whore, Jane cannot help but formulate ideas of
how to gain help in the same sort of terms. To contrast with her own
view of herself Rowe Jjuxtaposes Biblical echoes; Jane sees herself as
abject and despicable and Alicia tries to cheer her:

Think not, the good,

The gentle Deeds of Mercy thou hast done,

Shall dye forgotten all; the Poor, the Pris'ner,

The Fatherless, the Friendless, and the Widow,

Who daily own the Bounty of thy Hand,

Shall cry to Heav'n, and pull a Blessing on thee. (I ii, p. 11)
The act closes with a statement bemoaning the fate of women in society,
trodden on by the libertine Man, and relentlessly condemned to ruin if
they once stray from the path of accepted virtue. Here Jane prefigures
her own end, and our interest in the play is partly in seeing how this
prophecy is fulfilled.

Hastings betrays his anxiety on seeing Alicia when he was instead
hoping to succour Jane Shore, and despite her attempts to restrain her
grievance and anguish Alicia cannot prevent her resentment of Hastings!
behaviour. She comes out of the encounter far better than Hastings. She
has a just cause for her distress but Hastings, who acknowledges his
infidelity in an aside at the beginning of the scene, attempts to act in
a self-righteous and superior manner. Having voiced her complaint Alicias
retires inveighihg against the man's imperious treatment of her, and
Hastings does nothing to redeem himself by soliloquising upon his superiority

over weak woman:

How Fierce a Fiend is Passion? With what Wildness,
What Tyranny untam'd, it Reigns in Woman.
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Unhappy Sex! Whose easie yielding Temper
Gives way to every Appetite alike. (II i, p. 17)

This is skilful; we recognise the necessity for restraint of passion, but
also see Hastings caught up in the same court attitude of male chauvinism.
This is heightened on Jane's entry when Hastings acts in quite a different
vein, both urging his love before it is appropriate to do so, and acting
as a prostrate subject before his goddess. The tension of the scene
builds convincingly as Jane rejects his advances which she associates with
"My past polluted Life" (II i, p. 20). This is "dull Stuff" (Ibid.) to
Hastings, and he thrusts himself forward so that she is forced to make an
immediate moral choice:
Hastings. Ungrateful Woman! is it thus you pay
My Services? -
Jane Shore. Abandon me to ruin -
Rather than urge me - (II i, p. 21)
While professing to want to aid her because of her fallen fortune, this
Lord still treats her as a prostitute who will pay in the understood way
for sexrvices réndered. The "ruin" to which Jane is prepared to be abandoned,
however, is spiritual not sexual. Her actions confirm her repentance and
strength in pursuing her newly directed moral path. Dumont, responding to
Jane's cries for help, is similarly prepared to accept ruin in following
his determined path of helping the afflicted. After extreme provocation
by Hastings the two men fight, but moral strength triumphs and Hastings
is disarmed. Dumont scorns Hastings! power to be retributive, and he bids
Jane retire from the world. Bellmour has found an ideal pastoral retreat
for her where the priest is an essential element for Jane's character and

spiritual development.
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In the third act Hastings utters a speech of patriotic sentiments:

Beyond my self I prize my Native Land:

On this Foundation would I build my Fame,

And emulate the Greek and Roman Name;

Think England's Peace bought cheaply with my Blood,

And die with Pleasure for my Country's Good. (III i, p. 34)

Our feelings towards Hastings are now ambiguous. We sympathise with Jane
against his advances, but with him against Gloucester's selfish and devious
pursuit of power.

Despite various changes in political fortunes, and despite her own
harsh treatment at the king's hands, Jane shows that she has a strong sense
of moral justice. ©She says that although Edward wronged her she cannot
"Stand by, and see his Children robb'd of Right" (IV i, p. 39). Indeed she
shows remarkable and affecting strength of purpose:

Let me be branded for the publick Scorn,

Turn'd forth, and driven to wander like a Vagabond,

Be friendless and forsaken, seek my Bread

Upon the barren, wild, and desolate Waste,

Feed on my Sighs, and drink my falling Tears;

E'er I consent to teach my Lips Injustice,

Or wrong the Orphan, who has none to save him. (IV i, p. 40)

Jane Shore is turned out, friendless and helpless, then, as she had forecast

earlier:

No Pity for my Sufferings here I crave,
And only hope Forgiveness in the Grave. (IV i, p. 41)

The "good" which Hastings showed in his patriotism is now confirmed
at the end of Act IV. Jane's moral awareness is paralleled by Hastings,
whose final wish is that no harm should come to Jane. He exchanges
forgiveness with Alicia and Christian charity appears to be flourishing
until Alicia prays that Jane may have the same wretched fate as herself.

Rowe extracts further anguish and pitiful effect from the play
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as he reveals in the stage direction at the beginning of the final act
that Dumont is Shore in disguise. Full impact is gained from Bellmour's
description of Jane's return from "solemn Penance™ at "the Public Cross"
(Vi, p. 49). Bellmour's attempts to send her succour and relief have
all failed, but Shore vows to go forth to meet her in his own proper
guise of husband. He has long been studying to remove his feelings of
resentment; he recalls the previous happy times he had with his wife, how
she deserted him for the king, and how she now suffers under unmitigated
distress. Nostalgia is the keynote of the passage, but praise for the
strength and courage of Shore's actions is heightened by the recapitulation
of earlier events with his wife.

When the heroine enters "her Hair dangling loose on her Shoulders,

and bare-footed" (stage dir. V i, p. 53) we are presented with a picture

of the true penitent. It is the restrained note of her conversation with
Alicia which is so moving:

Alicia. What Wretch art thou? Whose Misery and Baseness
Hangs on my Door; whose hateful Whine of Woe

Breaks in upon my Sorrows, and distracts

My jarring Senses with thy Beggar's Cry.

Jane Shore. A very Beggar, and a Wretch indeed;

One driv'n by strong Calamity to seek

For Succour here. One perishing for Want,

Whose Hunger has not tasted Food these three Days;

And humbly asks, for Charity's dear sake,

A Draught of Water, and a little Bread. (V i, p. 55)

We see Jane here as the humble, wandering, repentant Christian exile.
Alicia's madness, in asking Jane where her Edward is, has the effect of
purging J;ne's feelings of sin, so that instead of having self-pity she is
affected by the need of her former friend. Bellmour raises Jane and

introduces her to Shore at which discovery Jane faints. Shore promises
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to restore her as his wife, but Jane cannot believe this and once again
echoes the expected moral code of the 0ld Testament:

No, arm thy Brow with Vengeance; and appear

The Minister of Heav!n's enquiring Justice;

Array thy self all terrible for Judgment,

Wrath in thy Eyes, and Thunder in thy Voice. (V i, pp. 59-60)
Shore's sentence, however, is rest and peace. There is here a marvellous
touch of the world of everyday:

Jane Shore. What shall I say to you? But I obey -

Shore. Lean on my Arm -

Jane Shore. Alas! I am wondrous faint:

But that'!s not strange, I have not eat these three Days.

Shore. Oh Merciless! look here my Love, I've brought thee

Some rich Conserves. - (V i, p. 60)
Thus we are thoroughly immersed not in a world of repentance but in one of
love where physical and spiritual wants are both supplied by the generous
and forgiving husband. Rowe does not end here, however, for the political
aspect of the play - the sense that these personal actions are taking place
within a larger, more oppressive framework of intrigue and jockeying for
power —~ catches up with the characters. Even if repentance and forgiveness
operate on the spiritual level, court justice instead demands the 01d
Testament philosophy of an eye for an eye which Jane was so happy that Shore
had transcended. Public and private morality, then, are seen in practice
to be incompatible. It is this which brings about tragedy, and it is the
external element which the characters themselves cannot control that makes
Jane Shore into a tragedy. Because we understand Jane as a character and

feel for her position the play is also an effective and moving tragedy.

Rowe in this play has moved a long way from the extravagance of the tragedies
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of the first few years of the century, for he presents Jane's death at the
end of the play in a splendidly calm and low-key way:

Then all is well, and I shall sleep in Peace -

Tis very dark, and I have lost you now -

Was there not something I would have bequeath'd you?

Nothing but one sad Sigh. Oh Mercy Heav'n! |Dies. (Vvi, p. 62)

The audience going to see Rowe's last play, The Tragedy of lLady
)34

Jane Gray (1715 was apparently expecting a play by "Rag" Edmund Smith

only corrected by Rowe, but the reviser is at pains in the Preface to show
exactly what he found:

I found the quantity of about two Quires of Paper

written over in odd pieces, blotted, interlin'd and

confus'd. What was contain'd in 'em in general,

was loose Hints of Sentiments, and short obscure
Sketches of Scenes. (p. ix)

Rowe borrows from Banks' The Imnmocent Usurper and The Island Queens,

Addison's Cato, and his own The Fair Penitent and The Royal Convert,

grafting all these onto the historical narrative of Jane Gray found in

Bishop Burnet's History of the Reformation.35 The historical point of

view of the latter is made clear; Rowe says that Burnet maintained

and I believe very Jjustly, the horrible Cruelties

that were acted at that time, rather to the Charge

of that Persecuting Spirit by which the Clergy were

then animated, than to the Queen's own natural

Disposition. (Preface, p. x)
Thus the dedication to "Her Royal Highness the Princess of Wales" is
appropriate in that Princess Caroline was strongly theologically minded
and prided herself on her theological discernment.

The dual basis of the moral impact of the tragedy - religious
and patriotic ~ is thus established before the play begins and the

Prologue pictures Lady Jane as a super-heroine: "A Heroine, a Martyr and



265

a Queen", the three qualities most likely "To warm the generous Soul, and
touch the tender Heart". Rowe's play thus arouses the indignation of the
audience at the thought of a Catholic monarchy - appropriate because of
the threatened Jacobite rising ~ and so fillsthe audience with gratitude
for the present Protestant line.

The play opens with Suffolk remarking to Northumberland and Sir
John Gates on the present woeful state of England, and its loss when the
ailing King Edward dies. The political situation, the major character and
the themes of tearfulness and religion are thus at once established:

Religion melts in ev'ry holy Eye,

All comfortless, afflicted and forlorn

She sits on Farth, and weeps upon her Cross:

Weary of Man and her detested Ways,

Ev'n now she seems to meditate her Flight,

And waft her Angel to the Thrones above. (I i, p. 1)
Princess Mary is described as a "blinded Zealot" (Ibid.) only too eager to
be ruled by the "presuming Romish Priests" (Ibid.), so the precaricusness
of the Protestant succession is also immediately established.

Northumberland tries to woo Pembroke to his cause of marrying Lady
Jane Gray to Pembroke before Edward dies, but Pembroke mistrusts the older
man although he is more open about religious questions than might be expected
from a stage Catholic:

But were it so, what are these Clergy Quarrels,

These wordy Wars of proud ill-manner'd Schoolmen

To us and our Lay-Interests? Let 'em rail

And worry one another at their Pleasure. (I i, p. 6)

Rowe uses the sentimental device of all-embracing male friendship

in oxder to establish the goodness of Guilford when the two rivals for the

love of Lady Jane Gray meet. Pembroke at first thinks that he would be able
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to accept her love being given to Guilford, but he then realises that this
would be impossible, and he does some more interesting self-analysis in
order to prevent himself from becoming angry:

While mine [Temper| disdaining Reason and her Love

Like all thou can'st imagine wild and furious,

Now drive me head-long on, now whirl me back

And hurry my instable, flitting Soul

To ev'ry mad Extream. (I i, p. 7)
Reason is the key to all successful relationships; it will maintain the
necessary balance between conflicting extreme emotions and will ensure
lasting friendship even in the face of adversity. But the two men quarrel
so that in the final act Rowe can come back to a presentation of actions
wvhich are in fact governed by reason.

The marriage between Lady Jane and Guilford is decided upon at the
beginning of Act II. The prospective bride is the epitome of grief:

All desolate and drown'd in flowing Tears,

By Edward's Bed the pious Princess sits.

Fast from her lifted Eyes the Pearly Drops,

Fall trickling o'er her Cheek, while Holy Ardor,

And fervent Zeal pour forth her lab'ring Soul;

And ev'ry Sigh is wing'd with Pray'rs so potent,

As strive with Heav'n to save her dying Lord. (II i, p. 12)
While it is true that Rowe's single-minded and central concern is to present
the piety and patriotic worth of his heroine, his language is too full of
references to these two attributes. The author seems to forget that his
convinecing portrayal of Jane Shore was partly, at least, due to her realistic
and not her emblematic qualities. Pathos is further increased as lady Jane

extracts every tear from the audience with her announcement of the king's

death.
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Lady Jane admits her love for Guilford, but again Rowe goes too
far in having Guilford agree to "forgo a Bridegroom's sacred Right" (11 i,
p. 16) in order to mourn Edward's death with her. The oppressive atmosphere
of melancholy is at last dispersed by Pembroke's entrance:

Pembroke. Thou hast step'd in between me and my Hopes,

And hast ravish'd from me all my Soul held dear.

Thou hast betray'd me ~

Guilford. How! Betray'd thee! Pembrook!

Pembroke. Yes, falsely, like a Traytor.

Guilford. Have a Care.

Pembroke. But think not I will bear this foul Play from thee.

(I i, p. 21)
Dramatic conflict and impetus are thus given to an act which has by this
point become static.

In the quarrel between the rivals Pembroke to some extent wins our
sympathy because of his directness, youthful vigour and imagination. On
the other hand Guilford tends to be rather self-righteous in his replies,
and also somewhat blind to the fact that comments about "love and Friendship"
(IT i, p. 22) will only make Pembroke angrier. Pembroke gives way to
vengeance in the style of earlier less sophisticated tragedy, and at the
end of the act Guilford realises that his love must finally break all other
commitments to either friendship or reason. Rowe rescues the play by an
injection of tension and argument but seems to be on the point of a very
conventional resolution.

Pembroke condemns himself at the beginning of Act III. He associates
with the machiavellian schemer Bishop Gardner and admits to him:

Oh! Winchester, thy hoary frozen Age

Can never guess my Pain; can never know

The burning Transports of untam'd Desire.

I tell thee, Rev'rend Lord, to that one Bliss,

To the Enjoyment of that lovely Maid,
As to their Center, I had drawn each Hope. (III i, p. 25)
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But Pembroke is not simply evil, for after all this Rowe makes him compare
himself with Adam driven out of paradise:

There for his happy Eden's Plains beheld,

A Barren, wild, uncomfortable Field.

He saw 'twas vain the BRuin to deplore,

He try'd to give the sad Remembrance o'er,

The sad Remembrance still return'd again,

And his lost Paradise renew'd the Pain. (III i, p. 27)

We are thus meant to see the seeds of tragedy and the hint of universal fall
in this speech though we miss the point if we fail to see the sardonic
irony of the comparison between Eden and sexual gratification at all costs.

The last part of the third act examines these characters in a
political context. Lady Jane is a reluctant queen:

Rise all! nor cover me with this Confusion.

What means this Mock, this masquing Shew of Greatness?

Why do you hang these Pageant Glories on me,

And dress me up in Honours not my own? (III i, p. 31)

She wants to be democratic but she is moved by her husband's condemmation
of papism. ©She is a sentimentalist, clearly unfit for the harsh realities
of the throne and the rigours of govermment.

Guiiford and Gardner are seized as traitors and the male friendship
theme returns as Guilford tries to save Pembroke'!s life. When Guilford
reveals Northumberland's plot to kill Pembroke - a ruthlessness which seems
out of keeping with the old man's verbosity - Pembroke recognises his
friend's honesty and integrity. Now friendship returns as a supreme moral
value, superior in worth even to family.

By now we can, I think, see that Rowe is constantly thinking of the

effect of certain words and actions on the emotions of the audience. He

has done it in the exchange between angry rivals, in the emphasis on the
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heroine's piety and sentimental sympathy, in the emphasis on family as well
as body politic, and now he takes the device one stage further in having

the heroine enter reading Plato. This Elizabethan device serves to introduce
a religious debate so that Rowe can reveal the simplicity of Lady Jane's
faith. ©She says that Plato must be wrong because his teachings are not
Protestant. It seems to me that Rowe ruins dramatic significance here.

What he has his heroine say is banal. He seems no longer to be concerned
with presenting a character as giving a collection of traits. So from one
sort of simplification - that of concentration on one character set against
a background of others - he has moved to another, much less successful -
that of simplifying everything, indeed, themes and actions so as to make
them more obvious to the audience. It is this which allows Jane Shore to

be the high point of sentimental tragedy of the old sort, and which marks

out lady Jane Gray as the herald of tragedy of mere emotional effect.

Rowe allows the interest of the play to pick up somewhat as he also
shows Lady Jane to represent the voice of common sense:

Think not thy Arm can stem the driving Torrent,

Or save a People, who with blindfold Rage,

Urge their own Fate, and strive to be Undone. (IV i, p. 47)
Her reign is soon ended though. The characters are rounded up and there
is some good character contrast. Suffolk is officiously precise, Gardner
maliciously impulsive, Guilford still self-righteous and sentimental, Lady
Jane concerned yet calm. The heroine is far stronger than her husband and
she instructs him in his duty, bidding him again adopt "uncommon Fortitude".
It is "Truth and Innocence" which Lady Jane says have brought about her

"unshaken Courage" (IV i, p. 52), and she is given the opportunity to present
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her vision of eternity. Basing her ideas on the cycle of death and rebirth
in the seasons, her thought moves from the local to the etermal truths which
she and Rowe so heartily believed in. ZFinally, her morbid resignation turms
into something more positive - a constructive and lasting hope that good
will come out of evil. TLady Jane's death is both tragic waste and glorious
death leadiné.to life eternal. The idea is undramatic, though, for tension
cannot exist alongside this hope, and the drama becomes "poetic" rather than
theatrical when focusing on the heroine at the end.

In the final act many of the more tearful scenes are told in
narrative form. The act is crowded with activity and stage intexest;
Gardner is at pains to exclude the public from the execution because he
is perceptive enough to realise that Lady Jane will die a martyr, but he
does allow the couple to see each other. Pembroke has managed to secure
the queen's mercy for the couple - finally convinced of the value of
Guilford's unselfish friendship - and he den;unces Gardner:

Thy narrow Soul
Knows not the godlike Glory of Forgiving. (V i, p. 57)

In their heated encounter is a splendid contrast and use of invective:

Gardner. Come, come, my Lord,

You have too little of the Statesman in you.

Pembroke. And you, my Lord, too little of the Churchman. (Ibid.)
As Pembroke goes to tell the couple of their royal pardon Guilford is
seen investing Lady Jane with all the characteristics of a saint. She is
to0 wrapped up in her devotions to welcome an encounter, even with her

husband, but she accepts her freedom with pleasure. This freedom is rescinded

because Gardner persuaded the queen to change her mind and Lady Jane prepares
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for death, devoting the rest of her time to trying to persuade her husband
to copy her "divine example"” (V i, p. 63). Guilford is led off to execution
but news of his death merely irritates Lady Jane; she says to Gardner

Cease, thou Raven;

Nor violate with thy profaner Malice

My bleeding Guilford's Ghost -- 'tis gone, 'tis flown;

But lingers on, and waits for me. (V i, p. 64)
Lady Jane condemns violence as she mounts the scaffold, and prays that God
will raise a monarch to save her country from "the Rage of Rome" (v i, p. 65).

In this play Rowe concentrates almost entirely on his heroine. She
is a Queen, a lover and a saint. The mood at the end wavers between
domestic sentimentality (in the fourth act) and martyrdom (at the end).
But the;e is some weakness in characterisation; in Guilford we have a man
who is good, but dramatically too weak, and who therefore seems to be
manipulated by his wife. Pembroke is the most vivid and exciting character
in the play. His vitality and hot-temperedness soon gain our admiration,
and his realisation of Guilford's forgiving nature is well presented. The
author seems to be trying to fuse two ideés here - tragedy and the Christian
exemplum play, but the preponderance of speeches intended to provoke tears

clogs the development of the play from time to time so that it is often on

the point of becoming static.
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1746
1746
1746
1746
1746
1746
1747
1747
1747
1748
1748

GF
GF
GF
GF
GF
CG
CcG
CG
LIF
CG
LIF
CG
DL
CG
DL
CG
DL
CcG
JS
DL
MF
CcG
DL
DL
DL
GF
DL
JS
DL
DL
DL
GF
DL
JS
DL
CG
CG
CG
CG
cG
cG
CG
CG
CcG
CG
CG
CG
CG
CG
DL
DL

Th 4
Sat 6
Th 22
Ta 26
Mon 4
Mon 10
Wed 12
Sat 22

Mon 27
Mon 6
Fri 31

Mon 3
Sat 21

Sat 25
Wed 6

Mon 20
Sat 10
Wed 28
Sat 19
Mon 21
Mon 21
Wed 23

Fri 26
Wed 15
Fri 8
Sat 9
Mon 11
Fri 15
Fri 22
Fri 20
Mon 23
Fri 24
Wed 13
Wed 11

Wed 22

Sat 24

Fri 27
Wed 31
Sat 3
Fri 30
Mon 31

Feb
Feb
Mar
Apr
July
Oct
Oct
Oct
Nov
Jan
Feb
Mar
Mar
Apr
July
Oct
Oct
Nov
Dec
Mar

Nov
Nov
Jan
Jan
Jan
Jan
Jan
Apr
May
Nov
Nov
Nov
Nov
Nov
Dec
Dec
Apr
May
Oct
Nov
Nov
Feb
Feb
Mar
Apr
Apr
Oct
Nov
Nov
Dec

1748
1748
1748
1748
1748
1748
1748
1748
1748
1749
1749
1749
1749
1749
1749
1749
1749
1749
1749
1750
1750
1750
1750
1751
1751
1751
1751
1751
1751
1751
1751
1751
1751
1751
1751
1751
1751
1752
1752
1752
1752
1752
1753
1753
1753
1753
1753
1753
1753
1753
1753

DL
DL
DL
DL
S0U
CG
CG
DL
DL
DL
DL
CG
DL
HAY
JS
DL
HAY
DL
DL
CG
Nw SM
HAY
DL
CG
DL
CG
CG
CG
DL
CG
DL
DL
DL
DL
DL
HAY
DL
CG
CG
L
DL
CG
DL
CG
CG
DL
CG
DL
DL
CG
HIC
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Wed
Fri

Mon
Wed
Wed
Mon
Sat
Mon
Mon

Fri
Wed

Wed
Wed

Sat
Sat

2 Jan
4 Jan
28 Mar
29 Apr
6 Nov
14 May
12 Jan
3 Apr
2% Nov
21 Feb
24 TFeb
28 Feb
24 Mar
22 Apr
12 Apr
11 Apr
20 Nov
29 Nov
4 Dec

i 19 Dec

30 Mar
15 Mar

17 Nov
21 Nov

28 Mar

15 Oct
16 Oct
20 May
15 Sep
16 Oct
T Nov
13 Nov
15 Nov
2 Dec
8 Dec
28 Apr
22 Oct
24 Oct

i 20 Nov

T Dec
12 Oct
18 Mar
19 Apr

4 May
11 Nov

6 Jan

1754
1754
1754

HIC
DL
DL

1754 CG

1754
1755
1756
1756
1756
1757
1757
1757
1757
1757
1758
1760
1760
1760
1760
1760
1760
1761
1761
1763
1763
1764
1764
1765
1765
1765
1765
1765
1766
1766
1766
1766
1766
1766
1766
1766
1767
1767
1767
1767
1767
1768
1769
1769
1769
1769
1770

DL
DL
DL
DL
DL
CG
CG
CG
CG
CG
CG
DL
DL
DL
DL
DL
L
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
HAY
King's
DL
CG
CG
CG
CG
DL
DL
CG
CG
CG
CG
CG
DL
DL
CG
DL
DL

SEEPREERERERERRREE

Wed
Mon

Wed
Mon
Wed

Mon

Mon
Mon
Fri
Fri
Mon
Fri
Mon
Mon
Sat

21 Apr

i 13 July

18 July
30 July

20 Oct
27 Oct
15 Nov
19 Nov
16 Jan
28 Jan
16 Apr
2 Nov
12 Nov
17 Maxr
6 Oct
5 Jan

26 Oct
26 Feb

5 Mar
10 Maxr
11 Feb
14 Fedb
28 Oct
10 Nov
16 Jan
29 Apr

3 Oct
18 June
16 Fedb

14 Apr
4 Oct
18 Oct

12 Mar
27 Mar

26 Aug

27 Sep
29 Nov
2 Dec
6 Dec
2% Dec
30 Dec
4 Jan

1770
1770
1770
1770
1770
1770
1770
1770
1770
1770
1771
1771
1771
1771
1771
1772
1772
1773
1773
1773
1774
1774
1774
1774
1775
1775
1775
1775
1776
1776
1776
1776
1777
1778
1779
1779
1779
1780
1781
1781
1781
1782
1782
1782
1782
1782
1782
1782
1782
1782
1783

DL
HAY
HAY
HAY
HAY
HAY
DL
DL
CG
CG
CG
HAY
DL
CG
DL
CG
DL
DL
DL
DL
CG
CG
CG
CG
CG
CG
DL
CG
DL
CG
CG
DL
CHA
CG
CG
CG
CG
CG
CG
CG
CII
CG
HAY
HAY
CG
DL
DL
DL
DL
HAY
DL
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Tu 14 Jan 1783 DL Mon 2 May 1785 CG
Mon 20 Jan 1783 DL Wed 27 July 1785 HAMM

Mon 10 Feb 1783 DL Wed 15 Feb 1786 DL

Mon 17 Feb 1783 CG Sat 18 Nov 1786 DL

Fri 21 Feb 178% DL Mon 27 Nov 1786 CG

Fri 28 Feb 1783 DL Fri 29 Dec 1786 CG

Sat 22 Mar 1783 DL Fri 5 Jan 1787 DL

Sat 5 Apr 1783 DL Mon 16 Apr 1787 DL

™ 1 May 1783 DL Tu 11 Nov 1788 DL

Th 22 May 1783 DL Mon 14 Dec 1789 CG

Tu 21 Oct 1783 DL Tu %1 Feb 1792 DL at King's
Sat 3 Jan 1784 CG Sat 3 Nov 1792 CG

Sat 10 Jan 1784 CG Tu 23 Apr 1793 DL at King's
Tu 24 Feb 1784 DL Tu 18 Feb 1794 CG

Tu 16 Nov 1784 DL Sat 8 Nov 1794 CG

Tu 12 Apr 1785 CG

17 Frank J. Kearful, "The Nature of Tragedy in Rowe's The Fair Penitent".
Papers in Language and Literature IT (1966), 351-60.

18 Donald B. Clark, "An Eighteenth-Century Adaptation of Massinger".
Modern language Quarterly XIII (1952), 239-52.

19 Philip Massinger, The Fatal Dowry. Ed. T.A. Dunn. Oliver & Boyd: Edinburgh,
1969. )

20 Kearful, op. cit., 359

21 Lindley A. Wyman, "The Tradition of the Formal Meditation in Rowe's The
Fair Penitent". Philological Quarterly XLII (1963), 412-6.

22 Ed. Malcolm Goldstein. See note 16.

23 Nicholas Rowe, Ulysses. For Jacob Tonson, 1706. MM B.3332.

Fri 23 Nov 1705 Queen's Fri %0 Nov 1705 Queen's
Sat 24 Nov 1705 Queen's Sat 1 Dec 1705 Queen's
Mon 26 Nov 1705 Queen's Th 6 Dec 1705 Queen's
Ta 27 Nov 1705 Queen's Sat 8 Dec 1705 Queen's
Wed 28 Nov 1705 Queen's Sat 15 Dec 1705 Queen's

Tu 19 FPeb 1706 Queen's
Tau 23 Mar 1756 CG

24 John Genest, A History of the ¥English Stage (Bath, 183%2) II, 345.

25 Donald B. Clark, "Nicholas Rowe: a Study in the Development of the
Pathetic Tragedy." Georgze Washington University... Summaries
of Doctoral Dissertations, 1947 and 1948, p. 13.




26 Three Plays.

Ed. J.R. Sutherland, p. 31.
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27 See my M.A. thesis, Nicholas Rowe and His Neglected Tragedies, MclMaster
University, 1970, pp. 74-118 for a much fuller treatment of this

play.

28 Nicholas

29 Nicholas Rowe, The Tragedy of Jane Shore.

30 Jane

Tu
Wed
Th
Fri
Sat
Mon
Sat
Th
Th
Mon
Th
Fri
Tu
Th
Th
Mon
Wed
Sat
Th
Wed

Rowe.
25 Nov
26 Nov
27 Nov
28 Nov
29 Nov
1 Dec
3 Jan
16 Jan
20 Feb
16 Mar
4 Jan
5 Jan
9 Jan
18 Jan
25 Marxr
15 Nov
17 Nov
20 Nov
25 Nov
1 Dec

The Royal Convert.

1707 Queen's
1707 Queen's
1707 Queen's
1707 Queen's
1707 Queent's
1707 Queen's
1708 Queen's
1724 HAY
1724 HAY
1724 HAY
1739 CG

17329 CG

1739 CG

1729 CG

1739 CG

1762 CG

1762 CG
1739 CG

1762 CG

1762 CG

For Jacob Tonson, 1714. MM B.4296.

Tu
Tu
Mon
Sat
Wed
Tu
Tu
Mon
T
Mon
Fri
Sat
Th
Th
Sat
Mon
Fri
Th
Mon
Tu

7 Dec
17 May
3 QOct
5 Nov
14 Dec
3 Jan
31 Jan
9 Apr
1 May
1 Oct
2 Nov
26 Jan
16 May
3 Oct
23 Nov
10 Feb
21 Nov
14 Nov
18 Nov
3 Dec

1762 CG
1763 CG
1763 CG
1763 CG
1763 CG
1764 CG
1764 CG
1764 CG
1764 CG
1764 CG
1764 CG
1765 CG
1765 CG
1765 CG
1765 CG
1766 CG
1766 CG
1776 CG*
1776 CG*
1776 CG*

*Performances entitled "Ethelinda; or, The Royal Captive". (London
Stage V, 36)

MM B.3328.

For Bernard Lintott [1714].

Shore is one of the very few plays of this period to last right
through the eighteenth-century. The list of performances is as
follows:

Tua
Wed
Th
Fri
Sat
Mon
Tu
Th
Sat
Mon
T™a
Th
Sat
Tu
Th

2 Feb
3 Feb
4 Feb
5 Feb
6 Feb
8 Feb
9 Teb
11 Fed
1% Feb
15 Feb
16 Feb
18 Feb
20 Fed
23 Feb
25 Feb

1714 DL
1714 DL
1714 DL
1714 DL
1714 DL
1714 DL
1714 DL
1714 DL
1714 DL
1714 DL
1714 DL
1714 DL
1714 DL
1714 DL
1714 DL

Mon
Th
Tu
Tu
Sat
Sat
Sat
Wed
Tu
Tu
Mon
Sat
Th
Fri
Sat

1 Mar
4 Mar
16 Max
20 Apr
25 Sep
6 Nov
11 Dec
2% Feb
17 May
18 Oct
2 Jan
12 May
1 Nov
30 Dec
30 Nov

1714 DL
1714 DL
1714 DL
1714 DL
1714 DL
1714 DL
1714 DL
1715 DL
1715 DL
1715 DL
1716 DL
1716 DL
1716 DL
1716 DL
1717 DL



Sat

Sat
Sat
Fri
Sat

Sat
Mon

Sat

Mon

Sat
Fri

Wed
Mon
Sat
Mon

Mon
Fri

Mon

Mon
Sat
Mon
Fri
Fri

Wed
Fri
Mon
Wed
Wed
Wed
Mon

21 Oct

7 Feb

14 Jan
11 Feb
16 Feb

1718 DL
1718 DL
1718 DL
1718 DL
1719 DL
1720 DL
1721 DL
1721 DL
1721 DL
1722 HAY
1723 DL
1723 DL
1724 HAY
1724 DL
1724 DL
1724 DL
1727 DL
1727 DL
1727 DL
1728 DL
1729 DL
1729 GF
1729 GF
1730 DL
1730 GF
1730 GF
1731 DL
1731 GF
1732 DL
1733 GF
1733 DL
1733 BF
1733 HAY
1734 HAY
1734 GF
1734 HAY
1734 GF
1735 CG
1735 CG
1735 GF
1735 CG
1735 CG
1735 HAY
1735 YB
1735 YB
1735 CG
1736 CG
1736 HAY
1736 GF

Fri
Fri

Sat
Wed
Ved

Wed

Sat

1736
1736
1737
1737
1738
1738
1739
1739
1739
1740
1741
1741
1741
1741
1742
1742
1743
1743
1743
1743
1743
1743
1743
1743
1744
1744
1745
1745
1745
1747
1747
1747
1747
1747
1747
1747
1747
1747
1747
1747
1747
1747
1747
1748
1748
1748
1748
1748
1748

CG
CG
CG
CG
CG
CG
CG
DL
CG
GF
GF
CG
GF
GF
CG
CG
LIF
DL
DL
DL
DL
DL
CG
DL
GF
GF
MF
MF
GF
CG
CG
CG
CG
CG
CG
CG
CG
CG
CG
HAY
CG
CG
SF
DL
DL
DL
DL
DL
DL
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Pri
Mon

Mon
Fri
Wed
Sat
Mon
Mon
Mon
Wed

Mon
Mon
Wed

Mon

Wed
Sat
Mon
Sat
Fri

Pri
Mon
Sat

Mon

Mon
Fri

PFri
Wed
Sat

Wed
Sat
Sat
Mon
Sat
Mon

29 Jan
14 Mar
21 Apr

21 Oct
2 Nov
3 Dec
5 Dec

19 Dec

26 Dec

28 Dec

10 Jan
T Feb
20 Fedb
13 Mar
15 Mar
16 Mar
4 Apr
18 Sep
2 Nov
27 Dec

5 Mar
21 Apr
19 Oct

1 Nov

2 Nov
19 Nov
22 Dec
20 Jan
14 Fedb

23 Apr
14 Oct
25 Oct
31 Oct

10 Nov
15 Nov
3 Fedb
22 Mar
12 Apr
9 May

23 Max
29 Apr

1748
1748
1748
1748
1748
1748
1748
1748
1748
1748
1748
1749
1749
1749
1749
1749
1749
1749
1749
1749
1749
1749
1750
1750
1750
1750
1750
1750
1750
1750
1751
1751
1751
1751
1751
1751
1751
1752
1752
1752
1753
1753
1753
1753
1753
1754
1754
1754
1754

DL
DL
DL
HAY
CG
DL
CG
CcG
CcG
Js
CG
NW MF
NW MF
CG
S0U
CG
Js
DL
DL
S0U
CG
Js
CG
S0U
CG
DL
CG
CG
DL
DL
CG
CG
CG
CG
DL
CG
CG
DL
CG
CG
CG
CG
CG
CG
DL
DL
CG
CG
DL

Sat

Wed
Wed
Sat
Sat

Fri
Mon

Mon
Wed
Mon
Fri
Wed
Fri
Ved
Mon
Mon
Fri
Fri
Wed
Fri
Mon
Fri
Wed
Sat
Sat
Sat

30 Nov
14 Apr
15 Apr
6 Nov

21 Mar
25 Apr
1 Nov
25 Apr
2 Nov

16 Apr
14 May
20 Dec
24 Jan

i 28 Jan

13 Feb

29 Jan
13 Apr
30 June

i 18 Sep

28 Oct
3 Feb

16 Oct
21 Oct

13 Feb
12 Apr
14 May
23 May
22 Oct
26 Oct
26 Jan
24 May
9 Oct
16 Dec

T Apr

26 Oct
10 Dec
29 June

16 Oct
11 Nov
28 Nov
16 Apr
23 Apr

1754
1755
1755
1755
1756
1757
1757
1757
1758
1758
1759
1759
1759
1759
1760
1760
1760
1761
1761
1761
1761
1761
1761
1762
1762
1762
1762
1763
1764
1764
1764
1764
1764
1764
1765
1765
1765
1765
1766
1766
1766
1766
1767
1767
1767
1767
1767
1768
1768

DL
DL
CG
DL
DL
DL
DL
DL
DL
DL
CcG
CG
CG
DL
CG
CG
CG
DL
DL
CG
DL
DL
DL
CG
DL
DL
DL
DL
CG
DL
DL
CG
CG
DL
CG
CG
CG
CG
DL
DL
DL
CG
DL
HAY
CG
CG
CG
CG
CG
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Wed

28 Sep

1 Oct
12 Nov
24 Nov
26 Nov

i 27 Jan

5 Apr

26 Oct

i 10 Nov

25 Nov
13 Dec
12 Jan
17 Feb
21 May
16 Nov
29 Nov
10 Dec
8 Jan
13 Apr
25 Apr
5 Nov
21 Nov

4 TFeb
T Mar

5 Oct
T Oct
12 Oct
24 Oct
14 Dec
23 Dec
8 Jan
5 Feb
20 Febd
14 May
11 Oct
28 Oct
6 Nov
8 Nov

i 12 Nov

22 Nov
6 Dec
17 Dec

10 Jan

1768
1768
1768
1768
1768
1769
1769
1769
1769
1769
1769
1769
1770
1770
1770
1770
1770
1770
1771
1771
1771
1771
1771
1771
1772
1772
1772
1772
1772
1772
1772
1772
1772
1772
1773
1773
1773
1773
1773
1773
1773
1773
1773
1773
1773
1773
1774
1774
1774

CG
CG
CG
DL
DL
CG
CG
CG
CG
CG
CcG
DL
CG
CG
DL
HAY
CG
CG
CG
CG
CG
CG
DL
CG
CG
CG
CG
DL
CG
CG
CcG
CG
CG
CG
CG
CG
CG
CG
CG
CG
DL
DL
DL
DL
DL
DL
CG
CG
CG

Mon

Mon
Sat
Wed

Fri

Sat

Sat
Wed
Mon

Mon
Mon
Sat
Mon
Sat

Mon
Sat
Mon
Wed
Mon
Mon
Sat
Mon

Ved
Mon
Mon

Sat
Mon
Mon
Mon
Wed
Mon
Mon
Fri
Fri
Mon
Sat
Wed
Mon

9
]

21
17
21
26
10
12

24
24
23
25

10
20

31

12
16
28
21
30
15
22
27
20

4
17

19

31
23
10
21
23
28

26

11
23

18
6

Moy
Nov
Nov
Dec
Dec
Jan
Fed
Oct
Jan
Feb
Sep
Nov
June
Feb
Fedb
Apr
June
Oct
Nov
Nov
Nov
Nov
Nov
Dec
Dec
Feb
Feb

Dec
June
Oct
Oct
Nov
Dec
Jan
Mar
Mar
Apr
Dec
Jan
Jan
Jan
Apr
Apr
Nov
Nov
Nov
Dec
Jan

1774
1774
1774
1774
1774
1775
1775
1775
1776
1776
1776
1776
1777
1778
1778
1778
1778
1778
1778
1778
1778
1778
1778
1778
1778
1779
1779
1779
1779
1780
1780
1780
1780
1780
1781
1781
1781
1781
1781
1782
1782
1782
1782
1782
1782
1782
1782
1782
1783

CG
DL
DL
DL
CG
CG
DL
DL
DL
DL
DL
DL
CHR
HAY
HAY
DL
CHR
CG
CG
CG
CG
CG
CG
CG
CG
CG
CG
CG
HAY
CG
CG
DL
L
CG
CG
CG
CG
CG
CG
CG
CG
CG
CG
CG
DL
DL
L
DL
DL
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Sat 11 Jan 1783 DL Wed 26 Dec 1787 CG

Th 23 Jan 1783 DL Sat 19 Jan 1788 DL

Mon 27 Jan 1783 CG Tu 9 Sep 1788 HAY

Sat 1 Feb 1783 DL Fri 28 Nov 1788 DL

Th 13 Feb 1783 DL T™a 24 Feb 1789 DL

Sat 8 Mar 178% DL Mon 30 Nov 1789 CG

Tw 1 Apr 1783 DL Mon 21 Mar 1791 DL

Ta 29 Apr 1783 CG Mon 26 Dec 1791 CG

Wed 30 Apr 1783 DL Ta 24 Jan 1792 DL at King's
Sat 3 May 1783 DL Fri 21 Dec 1792 DL at King's
Tu 13 May 1783 DL Sat 26 Jan 1793 DL at HAY
Mon 19 May 1783 DL Sat 11 May 1793 DL at HAY
Sat 11 Oct 1783 DL Th 19 Dec 1793 CG

Sat 31 Jan 1784 CG Tu 14 Oct 1794 DL

Fri 6 Feb 1784 DL Sat 13 Dec 1794 DL

Th 6 May 1784 IL Sat 11 Apr 1795 DL

Sat 23 Oct 1784 DL Mon 5 Oct 1795 DL

Th 7 Apr 1785 DL Th 22 Oct 1795 CG

Mon 4 July 1785 HAMM Th 29 Oct 1795 CG

T 8 Nov 1785 DL Fri 22 Jan 1796 DL

Wed 14 Dec 1785 CG Th 14 Apr 1796 DL

Tu 20 Dec 1785 CG Th 22 Sep 1796 DL

Wed 8 Feb 1786 DL Ta 14 Peb 1797 DL

Mon 20 Feb 1786 DL Wed 27 Dec 1797 CG

Th 1 June 1786 CG Sat 17 Mar 1798 DL

Th 20 June 1786 HAY Mon 19 Mar 1798 CG

Fri 6 Oct 1786 CG Th 20 Sep 1798 DL

Fri 13 Oct 1786 CG Sat 19 Jan 1799 DL

Tu 26 Dec 1786 DL Sat 20 Apr 1799 DL

Mon T May 1787 CG Th 7 Nov 1799 CG

Tu 5 June 1787 CG Mon 25 Nov 1799 DL

Wed 29 Sep 1787 HAY Th 26 Dec 1799 CG

Fri 9 Nov 1787 CG Th 17 Apr 1800 DL

Fri 16 Nov 1787 DL

31 Alfred Jackson (p. 313) notes that Genest gives this number. But see
Nicoll op. cit., Handlist, pp. 352-52, and London Stage, and the
above list.

32 Alfred Jackson. "Rowe's Historical Tragedies". Anglia, LIV (1930),
307-3%0.

533 Alfred Schwartz. "An Example of Eighteenth-Century Pathetic Tragedy:
Rowe's Jane Shore". Modern language Quarterly, XXII (1960), 23%6-
47.

34 Nicholas Rowe, The Tragedy of the Ilady Jane Gray. For Bernard Lintott,
1715. MM B. 3409.




Wed
Th
Fri
Sat
Mon
Tu
Wed
Fri
Mon
Th
Sat
Th
Wed
Tu
Ta
Th
Fri
Wed
Wed
Tu
Mon
Fri
Sat
Tu
Th
Sat
Mon
Mon
Mon
Mon

20 Apr
21 Apr
22 Apr
23 Apr
25 Apr
26 Apr
27 Apr
29 Apr
2 May
12 May
11 Feb
30 Dec
19 Jan
21 Mar
25 Apr
5 Oct
27 Oct
22 Nov
19 Sep
29 Jan
25 Fedb
11 Oct
8 Feb
25 Mar
12 QOct
14 Oct
16 Oct
18 Dec
24 Nov
11 Nov

1715 DL
1715 DL
1715 DL
1715 DL
1715 DL
1715 DL
1715 DL
1715 DL
1715 DL
1715 DL
1716 DL
1731 GF
1732 GF
17%2 GF
17%2 GF
1732 GF
17%2 GF
1732 GF
1733 GF
1734 GF
1734 GF
1734 GF
1735 GF
1735 GF
1738 DL
1738 DL
1738 DL
17%8 DL
1740 GF
1745 DL

Sat
Mon

Wed

Fri
Fri
Tua

Fri
Wed
Fri

12 Nov
16 Dec
18 Dec
19 Dec
20 Dec
21 Dec

i 22 Dec

2% Dec
5 Jan
1 Feb

26 Feb
1 Jan

Jan

Feb

Apr

Mey

Feb

Feb

Oct

Nov

Feb

May

Dec
3 Feb

15 Oct

22 Oct

23 Nov
T May

11 May
9 Dec

N
N

—

N
NN JIONDO N

-
-—

1745
1749
1749
1749
1749
1749
1749
1749
1750
1750
1750
1751
1751
1751
1751
1751
1752
1752
1752
1752
1753
1755
1755
1756
1762
1762
1762
1773
1774
1774

DL
CG
CG
CG
CG
CG
CG
CG
CG
CG
CG
CG
CcG
CG
CG
CG
DL
DL
CG
CG
DL
CG
CG
CG
DL
DL
DL
CG
CG
CG
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35 See Donald B. Clark, "Nicholas Rowe: a Study in the Development of the

Pathetic Tragedy".

George Washington University...

Summaries of

Doctoral Dissertations, 1947 & 1948, 11-16, for a fuller treatment

of Rowe'!s sources for Lady Jane Gray.




CHAPTER VI ~ THE TRAGEDIES OF GEORGE LILLO

At first glance the tragedies of Nicholas Rowe and George Lillo
would seem to be very different, for their best known plays, The Fair

Penitent and The London Merchant clearly mark the passage of twenty-eight

years, and the change from "middle-flight heroic verse" to mixed levels of
prose and verse seems to indicate a radical difference in intention. In
Rowe'!s later work, however, we find the sort of stress upon Christian
virtue which Lillo follows up, and in the development of both dramatists
there is a change of emphasis from early presentations of evil (exemplified

in The Ambitious Step-Mother and The London Merchant) to an attempt to

portray the Christian elements of 1life (as found in lady Jane Gray and

Elmerick). Neither is too successful in his presentation of good, however,
and curiously it is for the opposite reason; Lady Jane fails to win our
affection because she is too sentimental, and Elmerick because he is too
heroic.

Until very recently, with the increase of research activity in this
field through the medium of the doctoral dissertation,1 George Lillo was
recognised as an important and even significant dramatist who, at the
beginning of the eighteenth century cashed in on the trend towards
sentimentalism to write popular tragedies which were eventually responsible
for the utter disintegration of the tragedy, or serious play, in England.
He was seen ag historically interesting but essentially bad artistically.

With this in mind I hope to show in the analysis of The London

Merchant and Fatal Curiogity that Lillo is a more sophisticated artist than
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has often been thought. Yet at the same time we must be aware that there
is something very strange about his dramatic career. He does not really
develop as a writer of tragedy, or as a dramatist at all. While Rowe
began writing in a conventional contemporary mode and gradually became more
unconventional, Lillo begins as an experimenter and essentially remains as
one, though his experiments become gradually less vital and innovative.

Lillo's first effort for the stage was a ballad opera, Sylvias or, The

Country Burial2 which was hissed off the stage in 1730 and never gained

any popularity. He then suddenly exploded onto the stage with The London

Merchant, quite a different sort of play from those usually performed, and
achieved immense popularity even though the audience had come prepared to

give the play the same fate as his last:

The old ballad of George Barnwell (on which the story was founded)
was on this occasion reprinted and many thousands sold in one

day. Many gaily-disposed spirits brought the ballad with them

to the play, intending to make their pleasant remarks (as some
afterwards owned) and ludicrous comparisons between the ancient
ditty and the modern play....But the play was very carefully

got up, and universally allowed to be well performed... and in
general, spoke so much to the heart, that the gay persons before
mentioned confessed, they were drawn in to drop their ballads,

and pull out their handkerchiefs.?

The play received great acclaim and held the stage right through the century,
and it is such a sure and innovatory piece that one would expect its author
to have had more tradition behind him. What is weak here is set to rights

in The Fatal Curiosity, a play which has a very good claim to being the best

serious play of the century, and which makes extraordinary progress towards
psychological realism. Both plays are Christian in their moral inclinations
and both are directed at the bourgeois patrons, so that Lillo's sudden turn

of attention to heroic dramas comes as a great surprise. Admittedly Lillo
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does not turn right back to the heroics of Dryden, but these plays can be
seen as an extension of Rowe's plays, with the sentimental element only
slightly more pronounced. The neo-classical "rules" so successfully
neglected in the two earlier plays return with rigid strictures in The

Christian Hero and the setting distances the audience from the action in

the same way as Rowe made his audience "objective" about the placing of

Tamerlane, Ulysses, and even Jane Shore. In an attempt to improve on the

structural weaknesses of The Christian Hero, Lillo creates a more "correct"

play in Elmerick, or Justice Triumphant only to lead himself into grave

problems about the subject matter of his play and the relationship between
free will and determinism. We thus have two pairs of tragedies with little
in common between the pairs, two adaptations (Lillo made an attempt at a

patriotic masque called Britannia and Batavia)4 and two modern versions of

plays thought to be by Shakespeare (Arden of Feversham5 and Marina,6 a version

of Pericles). It is somewhat less strange, perhaps, that Lillo abandoned

the successful sort of tragedy exemplified by The London Merchant and Fatal

Curiosity when we realise that he soon abandoned all the forms with which
he experimented, but it is no less certain that had he continued to perfect
a play based on a bourgeois source he might well have achieved something
of considerable importance.
Whatever were Lillots overall intentions as a dramatist, his intentions

in his first tragedy, The London Mexrchant; or, The History of George Barnwell

(1731),7 are clearly set in the Epistle Dedicatory:

If tragic poetry be, as Mr. Dryden has somewhere said,
the most excellent and most useful kind of writing, the
more extensively useful the moral of any tragedy is,
the more excellent that piece must be of its kind.
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Lillo defends his practice of setting his play among common people, but
acknowledges that historical tragedies can also be useful, and cites
Rowe'!s Tamerlane as his primary example. The Christian concern of the
dramatist with the "soul" is also hinted at here:

I have attempted, indeed, to enlarge the province of

the graver kind of poetry, and should be glad to see

it carried by some abler hand. Plays founded on moral

tales in private life may be of admirable use by

carrying conviction to the mind with such irresistible

force as to engage all the faculties and powers of the

gsoul in the case of virtue by stifling vice in its first

principles. They who imagine this to be too much to be

attributed to tragedy must be strangers to the energy

of that noble species of poetry. (Ibid.)
Lillo's source is no longer in past events which may shed some light on
contemporary attitudes and events, but in popular culture - an o0ld, famous
ballad. The movement is towards realism, though the source is substantially
altered for the purpose of dramatic effectiveness. In the ballad George
is a complete rogue, but in the play his good intentions are designed to

elicit pity as well as censure.

The London Merchant is a warning to youth to beware of the evils

of the world, and like the second version of The Fatal Extravasance it

presents a world where evil is intimately bound up with sexual relations.
George feels that he has gone beyond the stage of forgiveness when he has
finally given in to sexual indulgence with Millwood. At the end of the
play Thorowgood makes clear that passion is at the root of George's troubles:
THOROWGOOD (aside)
See there are the bitter fruits of passions detested

reign and sensual appetites indulged - severe ref-
lections, penitence, and tears. (V ii, p. 68)8
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The alternative is the thoroughly Augustan injunction to control guilty
passions and be controlled instead by reason. Thorowgood is again the
Christian spokesman slightly later in the scene:

Oh, the Jjoy it gives to see a soul formed and prepared

for Heaven! For this the faithful minister devotes him-

self to meditation, abstinence, and prayer, shunning the

vain delights of sensual joys, and daily dies that others

may live for ever. (V ii, p. 69)
It is his sexual indulgence with Millwood which makes George think that
he has gone too far to ask for God's forgiveness so that he goes on ingtead
to commit the worst atrocity of murder. Much more is made of the episode

of wavering (symbolic of Christian weakness) which turns into sin and

transgression, than is made in The Fatal Extravagance. Where Mitchell is

concerned only to work out the effects of ruin on stage, Lillo's concern
is much more complex. He sees ruin as primarily sexual, and goes much
further than Mitchell's hints that economic ruin is accompanied by problems
of a sexual nature.

In The London Merchant Lillo is concerned to present a series of

aspects of life and behaviour. He does not show the transitions between
one state and another, nor does he show the progressive deterioration of
the hero's power of reasoning; the connexions between lust and theft are
go close that the author is not interested in showing them. George is
unable to control his own destiny, and his fate is determined. This comes
across particularly well as Lillo moves from one climax of life to another
with virtually no bridges. The crucial point of the play is made when

9

Millwood says in the final scene:

VWhy name you mercy to a wretch like me? Mercy's beyond
my hope, almost beyond my wish. I can't repent nor ask
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to be forgiven.... This yields no hope. Though mercy

may be boundless, yet 'tis free. And I was doomed

before the world began to endless pain, and thou to

joys eternal.

Yet there are qualifications to this determinism, for the didactic
intention means that there must be some free will. Even though it looks
as if George was doomed, he could have saved himself by avoiding the
lures of sexuality (by "strength of will") and by admitting to himself
that he could still hope for his employer's good nature. The irony of
Thorowgood expressing his intention of avoiding the catastrophe, immed-
iately after we have witnessed that catastrophe on stage, is that we
should recognise the solidity of the hope which the apprentice voluntarily
rejected. George's problem is one of lack of trust and faith in his
employer and in his friends, and this is as much a class question as a
moral one. It is an indictment of contemporary social conditions where
the apprentice feels he has no hope, as much as a condemnation of George's
weak moral fibre.

The rhyming moral comment at the end of the third act contains
within it some of the pathos of the apprentice's helplessness as well as
his recognition that he has transgressed:

The rich man thus, in torment and despair,

Preferr'd his vain but charitable prayer.

The fool, his own soul lost, would fain be wise

For other'!'s good, but Heaven his suit denies.

By laws and means well known we stand or fall,

And one eternal rule remains for all. (III viii, p. 52)

Only in prison does Barnwell obtain feith and recognise that he is among
the "Chosen of God" despite his act of murder. Millwood's greatest sin

igs that she refuses to seek Divine Grace, partly because she will not, and

only partly (and hence the paradox) because she is not able to.
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Thorowgood 1is the example of mercy, the quality by which George
is finally saved, and the merchant offers mercy to him throughout the
play. Once George has been sentenced Lillo can happily drop Thorowgood
from the play, because his traits are taken over by the repentant Geoxrge
who, in his final warning to the youths in the audience, brings together
mercy and charity as the necessary prerequisites for repentance:

Justice and mercy are in Heaven the same; its utmost

severity is mercy to the whole, thereby to cure man's

folly and presumption which else would render even

infinite mercy vain and ineffectual. Thus justice,

in compassion to mankind, cuts off a wretch like me,

by one such example to secure thousands from future

ruin.

If any youth, like you, in future times,

Shall mourn my fate, though he abhors my crimes,...

Would gracious Heaven this benefit impart:

Never to know my guilt, nor feel my pain.

Then must you own you ought not to complain,

Since you nor weep, nor shall I die in vain. (V x p. 77)

Divine justice is divine mercy in the end, in this play, and George's fate
reconciles the two.

The play is also a defence of the middle-class, substantiating the
strong link between capitalism and Protestantism. Thorowgood's social
philosophy is the classic example of Protestant mercantilism as he
attempts to enhance the status of his own class. As Loftis puts it:

Lillo's treatment of merchant characters was con-

ditioned by his own convictions, largely social,

that they possess the dignity requisite for high

literary art. 1]

The concern with trade comes out in the Epistle Dedicatory to Sir John

Eyles, "Sub-Governor of the South Sea Company":
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The proprietors of the South Sea Company, in which
are included numbers of persons as considerable for
their rank, fortune, and understanding, as any in
the kingdom, gave the greatest proof of their con-
fidence in your capacity and probity when they
chose you Sub-Governor of their company at a time
when their affairs were in the utmost confusion
and their properties in the greatest danger.

Thorowgood's apologia for Christian merchants, which opens the third act,
is quite unnecessary to the plot, and is a deliberate attempt to glorify
the middle-class and its relationship to trade. Of merchandise he says
to Trueman:

'"Pwill be worth your pains to study it as a science,

see how it is founded in reason and the nature of

things, how it has promoted humanity as it has

opened and yet keeps up an intercourse between nations

far and remote from one another in situation, customs,

and religion; promoting arts, industry, peace and

plenty; by mutual benefits diffusing mutual love from

pole to pole....

It is the industrious merchant's business to collect

the various blessings of each soil and climate and,

with the product of the whole, to enrich his native

country. (III i, p. 40)
Set against this is Millwood's own philosophy of gaining as much as she can
for her own gratification, regardless of cost to other individuals, and
without thought to the consequences. She has no concern for the good of
any whole at all, and can, perhaps, be seen as the representative of the
decayed morality offered by the upper classes, both materialistic and
atheist., Her dealings are both irregular and immoral, while the task of

the Protestant merchant is to see work as a kind of prayer, not merely as

a means of securing his own advantage. ZFor this reason Lillo makes it
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clear in his later play, Fatal Curiosity, that Young Wilmot's wealth has

been accumulated through his own industry, not through the plundering of
the Cornish profiteers. This, then, in Lillo represents a refinement of

the merchant-saviour idea of The Fatal Extravagance, where the merchant

has gained his wealth by one knows not what means in some obscure and
undefined place in the BEast.

In The London Merchant the bourgeois ethic is not, however,

confined to the digressive passages mentioned above, but permeates the
whole play. Hence Maria's great sorrow is expressed in characteristically
bourgeois terms in her fine speech to Barnwell before he meets his death:

A1l but this; this dreadful catastrophe virtue her-

self abhors. To give a holiday to suburb slaves, and,

passing, entertain the savage herd, who elbowing each

other for a sight, pursue and press upon him like his

fate. A mind with piety and resolution armed may smile

on death. But public ignominy, everlasting shame (shame,

the death of souls, to die a thousand deaths and yet

survive even death itself in never-dying infamy), is

this to be endured? Can I who live in him and must each

hour of my devoted life feel all these woes renewed,

can I endure all this? (V ix, p. 77)
Maria is concerned above all with disgrace, and this is one of Lillo's
finest moves, for she is now as "placed" as Millwood. ©She cannot rise
above her bourgeois concern with reputation, just as Millwood has lived
throughout her life by her upper class conception (perversion) of it.
Both of these women are thus undercut, although we need to be well awake
to see that Lillo is criticising Maria here, too.

The central device of the play is more than a concentration on

building emotional tension which will provoke the sympathy and tears of
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the audience. Lillo needs the tears to gain the maximum effect from hisg
didactic purpose, but he is not, as has been sometimes suggested, intending
his audience to become totally involved with the action of the play, and

is constantly reminding them that this is a "representation". The

mixture of prose and verse has a specific and deliberate function. Char-
acters are always stepping out of their stage roles to deliver senten-
tiae at the moment when the emotional impact is at its height; this

happens far more self-consciously than in The Fatal Extravagance. The

technique works best in the murder scene when George suddenly gives his
interpretation of his actions as an example to the audience. Lillo does
not want us to be so involved with the action that we miss the didactic
point, and by doing this he rigorously controls our responses. The result
is always to diminish the status of the hero, and by pointing out the
weakness of his hero, Lillo in fact increases our desire for identifi-~
cation with him. The movement of the focus is continually in on the
hero, sometimes in really close, and then back again into objectivity.
This achieves the same soxrt of effect that we can now recognise in
Brechtian drama, where we are involved primarily because we see the
relentless undercutting of the hero. This is the reason why the events

and scenes are so exaggerated in The London Merchant. We are tempted to

think that Lillo was unaware of excesses, but it is hard to read the
seduction scene, for example, as anything but delightful comedy. George's
naivety is obvious, and we are meant to laugh at his lack of awareness.

It is because Lillo did not take George too seriously that he was able to
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bring heavy social and ethical considerations to bear. We must be
carried away by the bombast of the murder scene, but as the actor

becomes the spectator ab extra in the closing rhyming tag, the spec-

tator leaves the world of the play to reflect and judge. The attempts
of Thorowgood which immediately follow show well that human velition is
unable to cope with the progress of events, which the author sees as
determined by fate.

Lillo keeps George and Millwood separated in their crimes;
Millwood is wilful while George is the helpless victim. George behaves
impeccably at the end, while Millwood conducts herself badly. Had Lillo
disclosed Maria's love much earlier in the play the point would have been
lost, for George must be shown to be the Christian repentant sinner to
contrast with the trapped animal Millwood. George is the battle ground
for the war between good and evil, and the personification of abstracts,
a heavily used technical device in the play, reminds us of the Morality
plays. There are two sides to George, and only after repentance can he
find understanding. The audience must sympathise and identify, but it is
important that he should not be a fully rounded character.

Because of its Christian basis, The London Merchant cannot be

a tragedy in the Aristotelian sense, but like the Mystery and Morality
plays, emotions of pity and fear can be aroused to a certain extent. As
far as this life is concerned, the death of George is tragic, for his
"conversion" would indicate that he was worthy of better conduct and

hence a better fate on this earth. The hope offered in the play is of a
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non-earthly variety, a characteristic with which Aristotle was not concerned
in his delineation of the aspects of tragedy. George repents of his crime,
and the fact that he acknowledges the justice of his sentence means that
there is hope offered to bourgeois apprentices through faith, which they
would not normally be able to find in their daily lives. The didactic
message of the play is distinctly conservative, yet the hope of salvation
for the individual prefigures the teachings of Wesley and Whitfield which
were to have such momentum and effect among the ordinary people - the
bourgeoisie and working classes.

The main weakness of the play is Thorowgood, and the lack of irony
in the presentation of his character leads to the lack of conflict which
occurs from time to time. Thorowgood would have been a logical dramatic
choice for the murder victim, but Lillo seems to have had an utterly
ideal role in mind for him. The substitution of a non-character, the
uncle, as the victim, is on one level unsatisfactory. Yet it is clear
that Lillo, unlike Mitchell, wants us to know nothing of the life and
personal characteristics of the uncle; he is to be simply a symbol.

Hence there is in the play a mixture of psychologically possible people
like Millwood and of morality-type characters. This can also be seen as
the mixture of two dramatic modes, that of didactic writing and that of
sentimental comedy. Millwood is effective, because she evokes a familiar
type, because she acts in a predictable way, and because she is concerned
with all the accoutrements of day-to-day society living, vanity, self-

esteem, and her vision of herself as la femme fatale. Her evil (on the
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didactic level) is seen to be caused by three different factors - inherent
evil, her own background, and her own bad choices -~ and this fits in
neatly with the dramatist's concern to relate predestination to free

will. The question of individual responsibility in a determinate world
is strikingly presented, and part of the fascination of the play is that
the question is not finally resolved. Millwood and Thorowgood represent
the two opposing forces in George's make-up, but the play would have been
more effective had Lillo been able to make the merchant as convincing as
the temptress.

The most extraordinary section of the play is the final part of
the third act, the murder and the scenes leading up to it, where nothing
much happens by way of action, but where Lillo builds up an atmosphere of
doom and gloom, chiefly by soliloquy. Good use is made of the pathetic
fallacy, but the actions of the sun are seen not so much as a reflection
of states of mind, but as guides which indicate that Heaven is well aware
of what will happen:

A dismal gloom obscures the face of day. Either the

sun has slipped behind a cloud, or journeys down the

west of Heaven with more than common speed, to avoid

the sight of what I'm doomed to act. Since I set

forth on this accursed design, whereter I tread, me-

thinks, the solid earth trembles beneath my feet.

Yonder limpid stream, whose hoaxry fall has made a

natural cascade, as I passed by, in doleful accents,

seemed to murmur, "Murder". The earth, the air, and

water seem concerned, but that's not strange. The

world is punished and nature feels the shock when

Providence permits a good man's fall. (III v, p. 49)

Here again is the mixture of George's mental processes and comments on

the situation, and this extraordinary effect is heightened when the uncle
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makes his only appearance in the play. He is a purely "atmospheric™"
character. He is aware of his impending death:

If I were superstitious, I should fear some danger

Jurked unseen or death were nigh. A heavy melancholy

clouds my spirits. My imagination is filled with

gashly forms of dreary graves and hodies changed by

death, when the pale lengthened visage attracts each

weeping eye and fills the musing soul at once with

grief and horror, pity and aversion. I will indulge

the thought. The wise man prepares himself for death

by making it familiar to his mind. (III vi, p. 50)
Because both George and the uncle are aware of what is predestined to
happen to them, emotional wallowing intensifies the contrast between the
medium and the message, and this results in making the apparently
objective statements of the characters about their actions more penetrating,
by forcing the audience to take them subjectively. George finally brings
himself to the act after much wavering, and melodramtically faints over
the body, having delivered a forceful speech which presents the uncle as

an

Expiring saint! Oh murdered, martyred uncle! Lift
up your dying eyes and view your nephew in your murderer. (IIT vii, p. 51)

Mach of this prose section can be broken down into iambic pentameters,
and this indicates that though Lillo clearly wanted to write in prose,
he found the emotional intensity he required very difficult to portray
in anything other than verse. Hence the quality is very uneven, even if
the effect of the whole is quite revolutionary.

Elements in the play, however, are much more conventional. The

social comedy of manners in the scene between Millwood and ILucy, the
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taste in tragedy, and Lillo even panders to the latest trend of music in
the theatres, for Genest irforms us that in the early performances of the
play Catharine Raftor (later Kitty Clive) entertained the audience; she
had a facetious turn of humour and infinite spirits,
with a voice and manner, in singing songs of pleasantry,

peculiar to herself. (III, 231

But in The London Merchant Lillo showed the way in which tragedy could

develop, even though few writers followed his guideline. It would seem
that tales of common life, having been here introduced into the tragedy,
were taken over largely by the novel, while (with the few exceptions dealt
with in this chapter) tragedy on the whole continued in the same old way:

The Tragic Muse, sublime, delights to show

Princes distrest, and scenes of royal woe;

In awful pomp, majestic, to relate

The fall of nations, or some hero's fate. (Prologue)

Lillo's second domestic tragedy came onto the stage through the

enthusiastic support of Fielding, and Guilt is its Own Punishment, or

The Fatal Curiosity12 was presented on May 27, 1736 with an afterpiece by

Fielding, Tumble Down Dick, or Phaeton in the Suds. Lillo's play, though,

was only given seven times during 1736 for it could not win the support
of the managers of the two theatres royal, but was instead given at
Fielding's own Little Theatre in the Haymarket. Thomas Davies blamed the
relative failure on the poor taste of the managers:

It is not easy to guess why this excellent piece was

not represented at one of the Theatres Royal, as our

author's character was by this time well established.
It cannot be doubted that Lillo applied to the managers
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of the more regular theatres, and had been rejected,
so that he was reduced to the necessity of having
his play acted at an inferior Play-house, and by
persons not so well skilled in their profession as
the players of the established theatres. 12

Fielding, though, soon took the actors and gave them further instruction
in the techniques of acting their parts, so that when the play was again

presented with Fielding's important and controversial Historical Register

for 1736 the play ran for eleven nights and its place was assured in the
repertoire for the rest of the century, though it never became as popular

as The London Merchant. Part of the reason for this is that it lacks the

heavy didactic purpose of its predecessor, and never became a "national
institution” as did the story of George Barnwell; it could not be used
by employers as an effective deterrent from vice.

Fate is again seen ironically to confound the plans of men as
Agnes kills her own son, whose departure to foreign parts she has been
intent upon lamenting for the past seven years. The motivation of the
characters, however, is rather closer to the dictates of classical drama

than those of The London Merchant, being rooted in the tragic flaw of

hubris. Religious connotations are brought in, though they are not central
to the conduct of the play, because the Wilmots commit the murder through
despair. The "rules" are adhered to, and the time span of the action
corresponds almost exactly to the time that the audience is in the theatre.
The three locations are all confined to Penryn in Cornwall, and violence

is avoided on the stage, for Agnes acts as narrator of the murder. Lillo
here seems to be to some extent movingaway from his previous experiment

in form, steering the middle course between the "correct" play and middle-
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class presentation.

There are no lengthy dissertations to the audience and very little
gratuitous moralising. The pace of the play is rigorously controlled, and
the use of verse throughout helps to create an impression of fluidity; the
technique of exaggeration and objectifying is largely neglected. The
resuit is that moments of intensity are created and sustained (a sharp

contrast in method to The London Merchant) so that one climax can move to

another. The verse is a kind of compressed blank verse - not too different
some of .

from the heightened prese ofAﬁhe previous play, but clearly intended to be

more uniform and to provide greater continuity.

The original story, an anonymous report entitled A Monstrous

Murder in Cornwall,14 is clearly meant as a cautionary tale, and has a
religious message which is stated even before the story is told:

The miserable condition of sinful man in sundry

examples of these present and of former times

should mind us hourly to beg of God preventing

grace,1%est we fall into temptations of sin and

Satan.
If we think that the message of the play is again concerning evil and sin
we are surprised that Lillo neglects this feature at the beginning of his
play, and is instead concerned to bring in political remarks about the
Spaniards, Jjust as unnecessary to his total purpose here as they had been

at the beginning of The London Mérchant.16 The action of the play is in

this instance a little more unified than in our previous example; the
dramatist is following through the history of the fate of a family, first
presenting to us their frustrated hopes and their change of fortune, then

providing the possible solution to the problem, and finally seeing how fate
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thwarts the plans of men. The title is at first odd. One would think
that it was Agnes's curiosity that was fatal, for her stolen glance into
the casket provokes the disaster. But Lillo seems to be saying that the
fault lies with Young Wilmot; he is hoping to revel in the excess of
pleasure and over-indulge his sentimentality, and we are meant to suspect
his statement that a personal disclosure of his identity would be too much
for his parents to bear. His dishonesty undermines his previous seeming-
perfection, for, although he has served as the ideal merchant figure
outlined by Thorowgood, his fall comes because of personal quirkishness,
and a failure to realise the dread of the home situation that he has
walked into.

That this is intentional can be seen from the story from which
the plot was taken. Not only has Lillo removed the original didactic
intention, but he has changed the nature of the main character from a
reprobate son who earns his wealth through piracy, to a merchant whose
wealth has been accumulated through honest diligence.17 Young Wilmot
has the basic intention of relieving the sad plight of his family, the
valid counterpart to Thorowgood's injunction that all trade should
enhance the state of the nation in some way. The focus of the play,
then, is very clear - we are to focus on the family and the ironically
abortive homecoming of the Prodigal Son. Thus the action is both
unified and quick, particularly in the third act where the sequence of
events is most rapid, and, when the murder has been committed, the play

ends at once with no humourous epilogue.
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01d Wilmot is presented throughout the play as the old man who
had seen better days, but is now miserably poor and unable or unwilling
(and here we see the Millwood effect used with great pathos) to do anything
except contemplate and dream. He is threatening suicide but lacks the
impetus to achieve even this, although his neurotic wife is constantly
reminding him‘of his threats. We have the nature of error and sin
presented with more poignancy and more ambivalence than in the case of
Millwood's refusal to accept divine grace. The atmosphere of the old man's
dreamy misery is finely evoked, and when he is finally provoked into action
by his wife, Lillo capitalises on an unusual and striking example of
penetrating psychological realism, which undercuts his stature as
murderer by playing on grim humour:
OLD WILMOT
Ambition, persecution, and revenge
Devour their millions daily, and shall I -
But, follow me and see how little cause
You had to think there was the least remains

Of manhood, pity, mercy, or remorse
Left in the savage breast. [Going the wrong way.

AGNES Where do you go?
The street is that way!
OLD WILMOT True! I had forgot.
AGNES
Quite, quite confounded!
OLD WILMOT Well, I recover.

I shall find the way. (III i, p. 47)
Wilmot may be old but he is by no means spineless. He falls to a
woman's persuasion in the same way that George had to fall to Millwood
and in the same way that Adam was seen to fall to Eve. But the old man

lashes out at Eustace at the end of the play in an extraordinary way, so
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that realism stands opposed to sentimentality and the audience is forced
into sympathy in having to admit the humanity of the old man. The power
here is enormous:

What whining fool art thou who would'st usurp

My sovereign right of grief? Was he thy son?

Say! Canst thou show thy hands reeking with blood

That flowed through purer channels, from thy loins? (III ii, p. 51)
Lillo makes Eustace's conventional sententiae look absurd against the
weight of 0ld Wilmot's grief, and pious moralising is thus seen to be
totally out of place in this sort of situation. The dramatist has broken
all the conventions here and has produced immensely impressive theatre,
giving the murderer a certain dignity in utter defeat that he never really
exhibited before.

Agnes, too, is more original than any of the characters in The

London Merchant. ©She, like Millwood, refuses to bow to circumstances but

attempts to keep control of her fate. Her state is determined by experience
and she is not a static entity like Thorowgood. She is the sort of
character who has an implied past and life outside the play.

Young Wilmot is the springboard but not the central focal point of
the play. He is a kind of romantic young man of feeling who is essentially
good but endowed with an overactive imagination, whose delight in seeing
the reactions of his parents when he reveals himself reminds us of the
excesses of the Gothick, and the sort of perversion that Burke seems to
have had in mind when writing about the sublime.

The motive for the murder is despair rather than greed - despair
because of lack of confidence in the divine scheme which Agnes vocalises

in the central act:
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The last and most abandoned of our kind,

By Heaven and earth neglected and despised,

The loathsome grave, that robbed us of our son

And all our joys in him, must be our refuge. (IT iii, p. 38)
Unable to trust God, Agnes attempts to interpose her all too human will
into the plan of destiny, and the disastrous results of this course of
action reveal not only that it is impossible for man to escape his ordained
fate, but also that such attempts to meddle with the future are in themselves
causes for human downfall.

Pride and despair are the crucial factors in the precipitation of
the tragedy, for lack of trust in the divine scheme of things can only
lead human beings into sin and error. 3But Lillo makes the play more subtle
by presenting Young Wilmot as a character who lacks faith; his "curiosity"
is prideful and leads him to meddle with the divine order. So Lillo
presents both humility and acceptance of one's ordained lot as necessary
to human survival, since they are both concomitants of faith in God and
his mercy. One of the keys to the play's meaning is found in the closing
lines of the first act:

"We flatter, and torment ourselves, by turns,

With what shall never be." Amazing folly!

We stand exposed to many unavoidable

Calamities and therefore fondly labouxr

T'increase their number and enforce their weight

By our fantastic hopes and groundless fears.

For one severe distress imposed by Fate,

What numbers both tormenting Fear create,

Deceived by hope, Ixion-like, we prove

Immortal joys and seem to rival Jove.

The cloud dissolved, impatient we complain,

And pay for fancied bliss substantial pain. (I iii, p. 25)
The sort of hubris exhibited here is not the characteristic of a single

tragic protagonist, but can be seen to permeate the whole of the Wilmot
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household. But fatalism does not overwhelm the characters, for we can see
that each of the three main figures has choices, and all finally fall
because they are imbued with guilt and error.
Lillo depends heavily upon irony for his effect, and this
greatly intensifies the emotional impact of the final scene. DMaria's
Song, in itself a conventional interpolation, is intended to create irony
and to lead the audience to expect the final outcome so that they can
concentrate on the flaws leading to the downfall:
Dear cause of all my pain,
On the wide stormy main
Thou wast preserved in vain,
Though still adored.
Had'st thou died there unseen,
My blasted eyes had been
Saved from the horrid'st scene
Maid ever deplored. (I ii, p. 13)
This serves to form, at least in retrospect, a comment on the futility of
the aspirations of the characters at the outset of the play. The irony is
a great influence on the German writers at the end of the eighteenth century

with the advent of the Schicksaltragédie.18 There is much to appeal to the

German writers in this play which is drenched in a gloomy atmosphere and
hints of the supernatural. The actual violence is off-stage but the extreme
intensity of the emotions generated in the play was bound to appeal - more

80, perhaps, than The London Merchant, which is usually seen as the fore-

runner of this foreign brand of writing.
It seems to be almost straight after the tremendous reception of

The ILondon Merchant that Lillo begins to turn his attention to the conventional

type of tragedy in England, for his play The Christian Hexro (1735)19 is

the next tragedy to appear. Even before the experiment with bourgeois
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characters is followed up with the appearance of Fatal Curiosity Lillo is

clearly aware that he ought to place himself in the main line tradition of

writers of tragedy. Indeed The Christain Hero is the most old-fashioned

type of tragedy to appear for over a decade, and there is little doubt that
many of its features are deliberate imitations of the form which was popular
in the very early years of the eighteenth century. The story is that of
George Castriot, usually known as Scanderbeg, a topic which allows Lillo

to make an obvious and very clear contrast between heathen Turks and the
Christian Scaderbeg. The contrast throughout the play, however, is always
less convincing than its author would have liked it to be, simply because
the main character is very flat; his conduct appears to be ruled by
principle, but his espousal of Christian virtue remains utterly unconvincing,
partly because the dénouement is so forced. Everything works out fine in
the end for the hero, but the reader feels that he is not really worth all
this good fortune. Lillo had an idea, therefore, but technically the play
is unable to give it sufficient justification in terms of character develop-
ment and psychological interest. I think that it is clear that Lillo had

a serious intention. He did want to convey the political philosophy that
public good cannot at any time be sacrificed to personal benefit, even if
that is the benefit of a king. Much of the impact of the play, though,
depends on its treatment of romantic love, and these two strands are in the
end incompatible. We become rather more interested in love than in affairs
of state. In faét Lillo debases the potentially noble struggle between
freedom and tyranny to the level of mere amorous intrigue.

We are straight away reminded of 1700 tragedies when The Christian
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Hexro opens with a song addressed to Hellena, "on a Sofa in a Melancholy
Posture'. With mention in the opening stage direction of mutes, eunuchs,
dancers and singers, together with this theme of the love-languishing
maiden, we are forced away from any feelings of the representation of
reality, such as was present in the two Lillo plays already discussed,
and back into the world of far-away hyperbolic structures which characterised
the plays of the Middle Eastern seraglios. The play begins with the
gentimental picture of the women, and it is they who fill in the background
details of the situation for us.

Extremes of emotions are also presented when Amasie enters. We are
left in no doubt that he is a conventional stage villain as he says

Soul poisoning Envy, eldest born of Hell,

Thou Sin of Devils, and their Torment too.

To what Contempt, what Mis'ry hast thou brought Me?

J11 tim'd Reflection! - I shall still succeed -

Love and Ambition, Hatred and Revenge -

There'!s not a Wish my restless Soul has form'd,

But shall be quickly crown'd. (I i, p. 13)
This villain figure is thus amply provided with all the clichés we should
expect, but Lillo makes the effect even more crass because Amasie comes
forward to deliver this speech and then retires until the emperor, Amurath,
has had time to introduce himself to the audience. It is clear that the
religious overtones in the above speech are significant, with mention of
"Hell" and "Sin of Devils". The author then proceeds to bring to mind

Miltonic echoes when he has Amasie go on to say

Sure, 'tis much harder to attain Pexrfection
In I11, than to be truly Good. (Ibid.)

It is interesting to note that Lillo chooses Milton as one of the authors
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to whom he alludes, Jjust as did Rowe when he was writing about questions
of evil at the beginning of the century. Here, though, the echoes do not
have quite the same weight of implication or connotation as did Rowe's
echoes.

The first part of Act I is devoted to showing how the heathens
argue amongst themselves and are unsure of the course they ought to pursue.
When the recently captured Christians enter Lillo gives them the dominant
part; they are beaten in battle, but have the power of moral and religious
right on their side in argument. Aranthes chastises Amurath for his
heathen presumption:

Presumptuous Man!

Shall finite Knowledge tax eternal Wisdom?

Or shameless Guilt dare, with invidious Eyes,

To search the Spots in Purity itself,

And call impartial Justice to Account?

Impious and vain. (I i, p. 16)

Significantly Aranthes refers back to the fall of the angels from heaven,
and compares these heathens to them. The intention of the act is serious
debate about crucial moral issues and religious opinions, but the argument
is so stilted, and the language so lacking in persuasive rhetorical power,
that the passages seem merely verbose and pretentious.

If debate is the keynote of the first act it is even more obvious
at the beginning of Act II. The scene opens on the two parties, the Turks
and the Christians, ranged on either side of the stage. Instead of the
action of battle which we might expect, Scanderbeg moves forward from his

soldiers and condemns his opponents. There is here a power missing from

the earlier speeches and he finishes with splendid bravado:
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Whene'er I think upon thy monst'rous Crimes -

0 Reposio! Stanissal! Constantine!

My slaughter'd Brothers, whose dear Blood still cries

Aloud to Heaven; - Your Wrongs shall find Redress.

Justice, defer'd, deals forth the heavier Blow. (II i, p. 24)

The debate takes up most of the act but Lillo is forced at the end to break
away from it in order to have some kind of progression in terms of plot.
Mahomet, the son of Amurath, is anxious to have a sexual relationship with
Althea, but this arouses Scanderbeg's anger even further. Amasie delights
in mischief, and tells Mahomet that Althea is full of scruples, a "haughty
Christian... Chaste as its Precepts, most severely virtuous" (II i, p. 29).
Amasie is commissioned to secure Althea for Mahomet and at the end of the
act the latter proclaims, with all the stale rhetoric of the drama of the
first few years of the century:

My Blood'!s on Fire, and I will quench the Flame,

Tho! universal Ruin shou'd insue.

By Heaven I will; I'1l plunge in Seas of Bliss,

And with repeated Draughts of Cordial Love,

Expell the raging Fever from my Veins. (Ibid.)

In Act III Amasie tries to persuade Scanderbeg to give up Althea
but he will not and cannot. Amasie tries to ingratiate himself with his
former master, but the scene is so formal and so slow moving that it loses
its intended force. Scanderbeg does not in fact say that he will trust the
villain, though we suspect he falls easily into the trap the hypocrite had
laid for him, misled by love. The central part of the play is poor.
Scanderbeg holds positions but is unconvincing. He has ideals but is not
intelligent. Lillo seems to be suggesting that love is a trap for the well-

intentioned, an old enough theme, but he does not convince us with any

force. At the end of the act Scanderbeg is reunited with Althea, and he
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shows his flaw quite clearly:
0 Althea!

Tho! Heav!n must be obey'd, something is due

To vertuous Love. (III i, pp. 38-9)

The difference between Scanderbeg and the heathens is that the hero does
not in the end put self first. He is able to follow what he sees to be the
will of heaven and he leaves his beloved.

A simple confusion of identity is set up in Act IV. The Vizier
knows that Scanderbeg is to see Althea, but when we see someone visiting
her it is Mahomet, dressed like Scanderbeg. Althea rails about having been
deceived, and here again Lillo has moved back to the early paxt of the
century for his stock patterns. Amurath and the Vizier enter expecting
to see Scanderbeg trying to rape Althea, and are utterly amazed to find
Mahomet instead. The second half of the act is also structured on disguise.
Hellena and Cleora are disguised as Christian soldiers going to Scanderbeg's
camp. Hellena's love for the hero, outlined in the first scene of the play,
has almost been forgotten, but it returns here to add pathos to the play.
Hellena is wounded before she arrives at the camp. She tells Scanderbeg
of the plot to assassinate him, admits her love for him, and dies from the

wound she has received. We cannot help here being reminded of Rowe's use

of the same pattern in The Ambitioug Step-Mother, where the hero was warned

of danger by the woman in love with him, but whom he did not love. Rowe
was able to sustain our interest and engage our sympathy even in that
imperfect play because the woman was characterised to a certain extent.
Here Hellena is merely a technical device. She neither elicits the pathos

intended nor engages our interest. Thus the complication in the love of
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the hero is removed before the final act opens. Hellena's death is not
tragic because we do not care about her, and Scanderbeg's reactions are
similarly unmemorable.

Our attention returns to battle and debate in Act V. The truce
has been broken, and first Scanderbeg, then Amurath, soliloguises at
length., Amurath's army has been routed and he shouts for more revenge:

The Royal Brute, tho! in the Hunter's Toils,

Pierc'd with a thousand Wounds is still a Lion;

Dreadful in Death and dang'rous to the last. (V iii, p. 68)
Althea rejoins her father, Aranthes, and they decide to die together. This
is prevented, though, by Scanderbeg's arrival; he is reunited with Althea,
and she with her father in a very sentimental yet at the same time stilted
ways

¢ My Child too! --- My Althea!

Alth: O my Father!

Compleat Felicity!
AMth: O dangerous Bliss! (Weeps) (V iv, p. 72)

This simplistic solution to the hero's problems follows those plays of the
early part of the century which ended happily. It is in tune with the author's
intention that the end should be happy; indeed, the play is meant to celebrate
the victory of those with Christian ideas, morals and beliefs over the
heathen Turks, but there is no psychological complexity or dramatic validity
to make it convincing. Now that Scanderbeg's problems are all over Althea
attempts to paint him as a hero with the "greatness of Soul" with which he
was characterised before we knew him in the first act. Scanderbeg too tries
to show once again his humanitarian and Christian ideas:

Sound a Retreat; since none resist, let Var,

And Slaughter cease. It grieves the Soul to think
The Crimes of One shou'd cost Mankind so dear. (V iv, p. 73)
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The villain is commanded to death and he dies, like a villain of a 1700
tragedy, threatening more revenge. At‘the very end of the play Lillo
includes a brief scene which emphasises freedom, justice, mercy, and the
power of the Almighty. Scanderbeg exclaims:

For this alone was Government ordain'd;

And Kings are Gods on Earth but while, like Gods,

They do no ill, but reign to bless Mankind. (V [v], p. 76)
This scene is included to enforce the didactic intentions and aims of the
play, but they are not really brought out dramatically through the action.
It is strange that an author who wrote so convincingly about moral questions
in a complex vein in his earlier play should so lose his grip on dramatic
complexity. The reason is, I think, quite simple. Here Lillo slavishly
follows a form long dead, a form belonging essentially to 1700-1710, and
one which even then did not lend itself to profundity. Thus when ideas are
to be the core of the play, they fit in poorly with the established patterns
by which the genre is known. In the same way that throughout the play the
convent ional patterns (the love sick maiden, the villain with the odd
scruple, the disguise misfiring) do not fuse perfectly with the thoughts
which are intended to be expressed, so at the end of the play the author
adds a conventional rhyming tag which explains what he had hoped to put
across in the play rather than what he actually achieved:

May proud, relentless Amurath's Misfortunes

Teach future Monarchs to avoid his Crimes.

Th'impious Prince, who does all Laws disown,

Yet claims from Heaven a Right to hold his Throne,

Blasphemes that Power, which righteous Kings obey;

For Justice and Mercy bound ev'n th'Almighty Sway. (Ibid.)

The Christian Hero is thus a failure, in the study as well as on the eighteenth
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century stage. A poor imitation of a long since decayed form, it shows its
author striving to write in an established mode which has little relevance
to the 1730s.

Lillo's last play, Elmerick; or, Justice Triumphant (1740)20 is a

more successful and more interesting play than The Christian Hero because

both plot and language are more sophisticated.

Lillo attempts to engage the audience's sympathy and emotions
from the outset where he emphasises the domestic nature of the situation;
Ismens beging the play outlining the immense satisfaction she feels from
the love and company of her husband:

My lord, my husband! when I count with transport

Thy amiable virtues, when I think

How fair a treatment I possess in thee,

I'm lost in scenes of soft bewild'ring bliss. (I i, p. 11)
The family nature of the situation is then further emphasised when Ismena
speaks at length to her father, Bathori, and it is at this point that
Lillo reveals the details significant for the conduct of the plot - that
Elmerick has been in a pastoral sort of retirement, but has come back from
it in order to assist the state in a moment of crisis. He is thus
idealised by the stock pattern of his association with the country, and
his distaste for court affairs is implied. Because he has come back to
the court despite this distaste, we are to feel even more sympathy for him,
and are supposed also to identify with his clear virtue. Bathori, though,

is no mere mouthpiece of praise for the central character; although he

recognises Elmerick's virtue in assisting the state, he also makes criticisms
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of the policies which EFlmerick has inherited and has therefore to approve.
The king intends to go to Palestine, and Bathori condemns this purpose;
calling the venture a

rash, romantick war,

Begot by hot-brain'd bigots, and fomented

By the intrigue of proud, designing priests.

A1l ages have their madness, this is ours. (I i, p. 13)

Elmerick is thus idealised, or at any rate praised highly, but Bathori can
criticise his supposed support of the Palestine expedition as well as
praise his patriotism. At the end of the opening scene Lillo outlines two
sorts of danger for Elmerick:s that resulting from political intrigue and
that resulting from the sexual desires of Conrade, Queen Matilda's brother,
for Ismena. For the second scene Lillo turms to the king in council with
Elmerick and his other advisers. Here are long speeches full of heightened
rhetoric, but we gain a corrective view of Elmerick, one which allows us
to change somewhat our feelings of him as a paragon. He praises the king
in very lavish tones and the king rightly dismisses this as flattery.
Similarly Bathori, who has criticised thelking in the first scene behind
the king's back, praises him extravagantly when confronted with him.

The picture is further complicated when in the third scene Mathilda,
also sees the proposed expedition as "holy madness". §She complains that
the king has neglected her, and we see that he cannot even bring himself
to give her a convincing "last embrace". Matilda thinks of present
enjoyment while the king thinks of future glory. This is a traditional
enough pattern in the tragedy of the century but rarely has it been put

more clearly. She seems to be a warm personality because of her desire
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for love and for sexual satisfaction while he, idealistic and apparently
thinking primarily of the state, appears haughty, distant and alienated.

Thus at the end of the first act there are no clear rights and wrongs;
Flmerick, the king and all the other characters are undercut as ideals.

Even Ismena is undercut although we do not realise this until latex.

Bathori suggested that she would be better away from the polluting atmosphere
of the court, but she did nothing about this, and remained; later we

realise that had she been sensible she would have stayed out of trouble and
returned to the country.

In Act II Lillo again matches scenes furthering the plot with scenes
of a domestic and sentimental nature. The queen is in love with Elmerick
but he is blind to it. Conrade arrives at the court and, after a scene of
reconciliation between brother and sister, he shows his lust for Ismena.
Conrade attempts to press himself upon Ismena but she fends him off.

Act III is devoted to trickery on the part of Matilda and Conrade.
Matilda knows that Elmerick is not to be lured easily, but she sets up an
elaborate trick. Elmerick is summoned, she tells him of her love, he is
confused, and then Conrade enters and charges him with séduction and
ravishment. Matilda, of course, pretends that Elmerick has attempted to
assault her, and asks Conrade to avenge Elmerick's "rudeness" and the "vile
indignity"™ of having to hasten to his declarations of love. She turns into
a full scale villain, reminding us of Rowe's Ambitious Step-Mother, and she

is delighted when a fight develops between the two men:
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Most exquisite! Legions of plagues and curses!

Has Heaven nor Hell no vengeance in reserve,

No bolts to strike, no lightning to consume

This overbearing traitor; who has dar'd

To talk of wrongs. (III i p. 43)

Matilda, then, seems to be a stock villain, but then Lillo makes her show
gsome sort of pity for Ismena!l
Poor Ismena!

To be so plac'd by fate, that love or vengeance

Cou'd find no passage to the stubborn breast

0f Elmerick but through thy breaking heart. (III i, p. 45)

She is fully aware that she broke Ismena's heart deliberately, and that she
tricked Elmerick, but at the same time she shows just that touch of humanity
which prevents her being merely a puppet.

Another interesting touch of Lillo's is that the queen does not
perform her treachery by herself. She involves two innocent people to carry
out her plan, her maid Xenomira and Xenomira's lover, Belus. In the 1700
plays minor characters so used are merely instruments of their masters!
wills, but not so here. Belus is shown at the beginning of Act IV lamenting
the fact that he has been made "the tool of some vile purpose" (IV i, p. 46),
and thus we are left with the feeling that Belus is to play some further
part in the drama.

Ismena is raped by Conrade; we do not see the scene but Bathori
meets his daughter at the begimming of Act IV and treats her most tenderly.
He does not collapse with anger or grief; he attempts to do something about
it and so, despite his age, confronts Conrade. The queen separates the two

men and here Lillo brings in some lords who insist that the judge of the

whole situation must be Elmerick, now in charge of affairs in the absence
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of the king. It is at this point in the play that Lillo does some
surprising things.

Elmerick condemns the queen. He reacts not with fury but with
justice. Ismena tells him that only her religion prevented her suicide
after the rape (another indication of the sentimentality of the play) and
he acts rationally:

Alike remote from rashness and from fear

I'1]1 trace this hellish mystery to its source,

And deal to each, with an inflexible

And equal hand, the portion they deserve. (IV ii, pp. 57-8)
Elmerick threatens the queen with justice and she is astonished that he
dare do such a thing. Not only dare he do it, however, but he goes on,
oblivious to the several excuses that she tries to make. She tells him
that she has sent Conrade to accuse him to her husband but even this makes
no difference:

Enter the Fxecutioners. While they prepare to struggle with

her, she speaks.... |They pull her into the Recess in the
back Scene, and strangle her. (V i, p. 62)

The impact of this on stage must have been tremendous. Elmerick has up
to this point seemed to personify justice, but this act is simply horrific.
It is perhaps because Lillo loses control that he goes on to present a
most remarkable interchange. Belus announces

The Queen is Dead!

Elmerick: She is, and by my sentence.

Have I done ought unjust?

Belus: I dare not say it,

Yet stand astonished at the rigorous deed. (V i, p. 63)

Belus seems to represent the voice of ordinary mortals. After all it was

he who was misled by the queen, and it was he who was shocked that he had
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been so badly treated. Nevertheless he dare not and camnot express the
horror he feels at this absolute exhibition of justice. Elmerick's justice
is so absolute that it seems like wvillainy; one dare not speak out against
it. It is a moment where the audience is shocked into making some

decision about the morality of Elmerick's action. This is further emphasised
at the end of the play, for the king returns, demands to know what has
happened and is forced ultimately to exonerate Elmerick. We are left

feeling uneasy about this whole conduct, and it may be that this is Lillo's
intention.

The final outcome is very contrived, and the way characters
associated with error and evil make their confessions strikes us as remarkable.
What is most important, however, is that the king finally accepts Elmerick's
version of the events when he is faced with written evidence in the form
of a letter given to him by Belus and Xenomira. In the end the appeal is
to the ordinary people, the servants, and not the court characters. This
suggests that ultimate wisdom about moral issues lies not in the courtly
characters, although they are the ones who govern, but in ordinary people.

In the end, then, the appeal is to democracy, to the "common voice™ and in
this Lillo has moved a long way from the court view of 1700.

In the end Ismena dies, Elmerick laments her death, Conrade confesses
all his faults and commits suicide, and Elmerick's stature is confirmed,
yet despite all this the audience is left uneasy.

In several instances Lillo recalls a Greek pattern; he uses a
messenger to describe Ismena's deathj he appeals to an authority outside

the play; he builds up considerable suspense before the final moral outcome
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is clarified. Elmerick is a very formal, old-fashioned, stereotype revenge
play based on sexual motivations, and only somewhat modified by the desire
for audience emotion and sentimentality, for the first three and a half

acts. Then tension is built up because it is not known how the returning
king will react, and in the end the surrogate monarch's power to punish

the guilty, even though the guilty person may be a queen, is confirmed.

In the rigour of its moral resolution Lillo makes us question the application
of abstract morality. Whether this is done consciously or unconsciously

we cannot know, but one thing is certain; although he starts from a
conventional stereofype plot he modifies it tremendously, and shows that

even though he gba.ndoned the moral complexity of The London Merchant he

was still fascinated by moral questions and by the nature of good and evil

right uwp until his death.
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1772
1773
1773
1774
1774
1775
1775
1775
1776

1776 CHR

DL
DL
DL
DL
DL
DL
DL
DL
DL
CG
CG
DL
CG
CG
CG
DL
CcG
CG
CG
CG
CcG
CG
DL
DL
CG
CcG
DL
DL
CG
CcG
CcG
CG
CG
DL
CG
CG
CG
CG
CG
DL
DL
CG
CG
DL
CG
CG
CcG
DL
DL

Fri
Mon
Fri
Mon

Mon
Mon

Mon

Mon
Sat
Fri
Wed
Wed
Mon
Fri
Mon
Wed
Mon
Wed
Mon

Mon
Mon

Fri

Mon
Sat
Wed
Mon
Mon
Wed
Fri
Wed
Mon
Mon
Mon
Mon

Fri
Mon
Mon
Mon
Mon

Mon

6 June
30 June
26 Dec

5 Jan
21 May

9 June

9 Nov

4 Jan
28 Dec
27 Mar

9 Nov

9 Apr
12 May

9 Nov
26 Dec
29 May
21 Apr
26 Dec
29 Dec
14 May
27 Dec

9 Nov
26 Dec
26 Dec
12 Feb
30 May
25 Sep

9 Nov
27 Dec
24 Mar
20 Sep
10 June

T Dec
28 Nov
30 Nov

2 Dec

T Dec
12 Dec
19 Dec
26 Dec

9 Jan
31 Jan
17 Feb
17 Apr

9 Nov
26 Nov
17 Dec
14 Jan
26 Dec
14 Apr

1777
1777
1777
1778
1778
1778
1778
1779
1779
1780
1780
1781
1781
1781
1781
1782
1783
1783
1783
1784

DL
CHR
DL
CG
DL
CHR
DL
CG
DL
CIT
DL
CII
DL
CG
CG
DL
DL
CG
CG
DL

1784 CG

1785
1785
1786
1787
1787
1787
1787
1787
1788
1788
1789
1789
1796
1796
1796
1796
1796
1796
1796
1797
1797
1797
1797
1797
1798
1798
1799

1799
1800

DL
CG
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
DL
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8 The references are to the modern edition ed. William H. McBurmey,

London: Edward Arnold, 1965.

9 This scene was added in the fifth edition with the "Advertisement"

which shows that it was part of Lillo's original intention. See
McBurney, Appendix B, pp. 83-85.

10 McBurney, Appendix B "Scene the Last", p. 84.

11 John Loftis, Comedy and Society from Congreve to Fielding. Stanford

University Press, 1958, p. 2.

12 George Lillo. Fatal Curiosity. A true tragedy of three Acts. For

¥

John Gray, 1737. C S721.4.70.65.

Th 27 May 1736 HAY*

* "Daily Advertiser 28 May: Last Night... Guilt is its own
Punishment... was acted... with the greatest Applause that
has been shewn to any Tragedy for many Years. The Scenes of
Distress were so artfully work'd up, and so well perform'd,
that there scarce remain'd a dry Eye among the Spectators at
the Representation; and during the Scene preceding the Catas~
trophe, an attentive Silence possess'd the whole House, more
expressive of an universal Approbation than the loudest
Applause” (London Stage III, 588).

Fri 28 May 1736 HAY Ta 3 Mar 1741 GF
Sat 29 May 1736 HAY Mon 22 Nov 1742 JS
Mon 31 May 1736 HAY Th 4 Sep 1755 HAY
Tau 1 June 1736 HAY Sat 29 June 1782 HAY**
Wed 2 June 1736 HAY Mon 1 July 1782 HAY
Mon 21 June 1736 HAY Wed 3 July 1782 HAY
Mon 21 Mar 1737 HAY Fri 5 July 1782 HAY
Tu 22 Mar 1737 HAY Mon 8 July 1782 HAY
Th 24 Mar 1737 HAY Wed 10 July 1782 HAY
Sat 26 Maxr 1737 HAY Fri 12 July 1782 HAY
Mon 28 Mar 1737 HAY Th 18 July 1782 HAY
Tu 29 Mar 1737 HAY Wed 31 July 1782 HAY
Th 31 Mar 1737 HAY Th 8 Aug 1782 HAY
Sat 2 Apr 1737 HAY Mon 19 Aug 1782 HAY
Mon 11 Apr 1737 HAY Th 17 June 1784 HAY
Tu 12 Apr 1737 HAY Tu 6 July 1784 HAY
Mon 2 May 1737 HAY Th 29 July 1786 HAY
Sat 14 Feb 1741 GF Mon 1 May 1797 DL
Tu 17 Feb 1741 GF Sat 6 May 1797 DL

*¥*The performances in 1782 are of the revision of Fatal Curiosity
by George Colman.
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13 The Works of Mr. George Lillo: with Some Account of his Life. London:
Printed for T. Davies, 1775, I, xvi.
Also reprinted in McBurney, pp. x-xi.

14 Reprinted with publication history and notes in McBurney, pp. 55-58.
The report originally dates from 1618, and the text McBurney
quotes is taken from the first edition of A Compleat History of
the Lives and Reigns of Mary, Queen of Scotland, And of Her Son
and Successor, James the Sixth, King of Scotland. By William
Sanderson, Esq. London, 1656, pp. 462-465.

15 Ibid., McBurney, p. 56.

16 Fatal Curiosity, I i, 11.30-47 (pp. 7-8) compare The London Merchant,
Ii, 11.31-43 (p. 11).

17 This is a change from the Restoration tragedy stereotype in the new
glorification of the middle, merchant, class. Compare the old
merchant and seafaring similes in many contemporary tragedies,

18 German term meaning "Tragedy of Destiny". See G.H. Nettleton,
Fnglish Drama of the Restoration and Bighteenth Century. New
York: MacMillan, 1932, p. 208.

19 George Lillo, The Christian Hero. For John Gray, 1735. BM 643.g.16(10).
Pagination irregular: 9-40, 49-76.
Mon 13 Jan 1733 DL Wed 15 Jan 1733 DL
Ta 14 Jan 1733 DL Th 16 Jan 1733 DL

20 George Lillo, Elmeyick; or, Justice Triumphant. For John Gray, 1740.
C $721.4.70.7°
Sat 23 Feb 1740 DL Th 28 Feb 1740 DL
Mon 25 Feb 1740 DL Mon 3 Mar 1740 DL
Tu 26 Feb 1740 DL
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