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Literary outyput.
Although not basically an imncvatarg Rowve
heralds many of the changes to be made in
serious drsmes during the early part of the
century. The finsl two chaplbers analyse his
two most neglected plays in an abtbempt to
appreciate hifg dyematic technigues and skill.

Howe's particular strength is seen to be

very theatrical maoi pclaumoﬂ of sitvation
and character, and uwusually deft handling

of variations of tempo znd tension.



PREFACE o v

The object of this resgearch exercise has not peen to
eﬁtablish textual authority of the editiong of Rowe's plays,
but 4o use those editions held in the Rare Books Room of the
Mills Memoriel Uibrary. First editions have been used where '
available. The first edition of Ulysses was used for Chapter

o

TIL, but the earlieslt avagilable edition of The Anbitioug Stepe

Mother was that printed in 1702, "The Second Edition®. Thesc
two plays were chosen for detailed study because little of a
subgtantial nature hasg been written on them hitherto, while
Rowe's three best known plays have received nuch abttention.

Two critical methods have been used in this thesis.
The first chapter consisbs of a general introduction to
Rowe, setting forth sigoniflicant details of his Life, placing
him in his time, and outliniig his literary ouvtput. The
remaining two chapters are slike in form, and are intended
to be a reasonably extensive critical commentary on the two
nogs neglected pleays. The comments therein are designed to
give a fuller exposition of Rowe's dramatic method and
techniques.

Fach of the three chanters is designed bto stand on
its own to gome extent, although the last two chaplers
elaborate on some of the generalisations in the opening

chapter. The same method of viewing the plays as a whole could,

it seems, be applied to the rest of the playse to good effect,
time and space permitbting.

My most grateful thanks are due to Professor R. B,
Morton, whose stimulating ideas and knowledge of the period
are a congtant source of inspix tLan This work has also
been made easier by the help given ‘me by Mrs. Dorothy Mage

Lennon and the staff of the Mills e emorial Library Rare Book:
Room, and by the gtaff of the Inter-Library Loans Deparitment

for secondery sow
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CHAPTER T
Wicholas Rowe's

.

Life and Writings



Nicholag Rowe was born at Little Barford in Bedford-
shire of a reasonably well-to-do family, and was bsptised at
the local church on 30 June 1674.% Thus he was born either at
the end of 167% (the date giveu by most eighlbeenth-century
writers) or during the early part of 1674. He came from an
ancient Devomshire family known as the Rowes of Lamertound
but John Rowe, the Father of Nicholas, left the estate to
take up the law, He established a congiderable legil practice
and died on the Bench in 1692.3

The fullest details of Nicholag Rowe's earliest

education are to be fouud in the Memoirs of The Tife and

Writings of Hicholas Rowe Bsqg.. in a Letter to a Friends4

I have often heard him say that it begau at a
private Grammar School in M’gnéaLeg but the
Tagte heshiad tinere of tne Classic Authors was
inproved and finished under tine Care of the
Great Dr. Busby.

But Rowe's early alblentions were not directed entireiy to

Classical writers. Alﬁhougu it meemg thel he achieved special
proficiency in them he als ade g tolerable proficiency in
the Hebrew"? and "undersbood the French, Italian and Spanish

Languages, and gpoke the first fluently, and the other wwo
tolerably well, "6

¥hen he was sixteecn, he was taken from Dr. Busby's
attention at Westminster School and was enlisted as a student
in the middle Temple where his father was a member, and
where "he might have him wder hig imnediate Care and Tnstr-

uction.! 'The studies in law appear 10 have progressed well,

Genealogica Bedfordiengis. p.16. Quoted in D.N,.B.,p.%41,

Welwood, "Preface to Imcan's Pharsalia', p.xli.

1

2

3 Ibid., pe.xlii,
4 Yorks of Nicholas Rowe, DubL;n,_1764g PeXxvi.
5 Welwood, p.xliii.

6 Ibid., p.liii. 7T Ibid.
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and Welvood seems to suggest tnat if a love of litersture had
1ot got in the way, he would have done very well. He

was not content, as he told me, to know it as &
Collection of utatates or Cugtoms only, but as s
Systen founded u upon rlgh* Reason, and calculated
for the Good of Nayklmd Beiung afterwards call'd

to the Bar, he appear'd in as promising way to-
make a Pnﬂur@ in that Profession, as any of his
Contemporaries, if the Love of the Belles Lettres
and that of Poebry in particvlar, had wot stopp'd
him ia his Carreer. He had the Advantage of PFriend-
ship aud Pretection of one of the finest Gentlenmen,
as well as one of the greatest Lawyefs of that Time,
Sr. George Treby, Lord Chiefl Justice of the Common
Pleas, who was fond of him to-a greai Le gree, and
had it both in his tovgr and Incliusation to

promote his Interest.l

The income he inherited at his father's death, of
£300 per anaum meant that he could follow his owu literary
inclinatbtlions with a degree of gecurity. He remained CLiJ& as
an ardent Vhig until the end of his life, and held ssveral
goverament positions, some of which were, no doubt, mere
sinecures. He was made under-sgecretary to ths Duke of Quetiis-
bury on 5 Pebruary 1708-9, and held office until the Duke'
death in 1711.% Yis fortunes then lgpsad mbil the accesgion
of George I in 1715 when on 1 August he wag made Poet~Laureate

to succeed Bahun Tate, and was also made one of the "Land
Surveyors of the Cusboms in the Port of London."? fihe Prince
of Wales appointed him Clerk of the Council, and in may 1718
rhomas Parker, first Parl of Hacclesfield, made him Clerk of
Pro entat JonUa4

very little i kaown of Rowe's fanily life, slithougu
Welwood gives the most comprehensive accounb:

He was twice Harried, first to o Daughver of thae

1 Ihid., pp.xliii-xliv.

2 Lutrell, vi, 404. Quoted in D.N.B., p.343.
3 Letter to a Friend, p.xvi.

o
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Deceas'd Mr. Persons, one of the Auditors of the
Revenue, and aftervard to a Daugnter of Hr,
Jevenl sh, of a good Family in Dorsetshire: Dy
the First he had a Son, aud by ithe Second a
Daugiver, both yet living.t

further purely bhiograpnical infor makion is very
scanty, although there are several anecdotes and odd pieces
of information which are noteworthy. It is not surprising
to find that Rowe was a menber of the estavlished cuurch
for his writings often reveal thnis, neither is it Durpr.uing
to find that he was & greaﬁ advocate of moderation; we are
told that he "pitied but coudemned not those who dissented",
and that he abhorred religious perseouﬁionoz His klovledge
of the Bible is apparent from the numeroas refereuces to it
in nis plays, but it ig interesting that Rowe wes led to
read Divinity and Xeclesiastical Hisbtory vuen he “"retir'd
into the Covntry,"s .

_ Mauy of ¥elwood's opservations, nowever, must be
taken with a grain of salt, for it is likely tiat lLis
physician was nob in the hest possiple p031ti@$ to be the
poet's biographer. He ig concerned in his Life to create a
good impression of the receatly deceased ﬁan, Lo ghow lLim
g8 a Christian gentlemsn - woich Rows undonbtediv WS e
put 1t also leads him into some rather eXivravagant falsif-
icabions. VWe are led to imegine tust Rowe was a prudish man
by tne foiiowing couments, which cextainly 6o not tally with
the man who wrobte gome of the ghorter poems, or with the
author of The Biter: - _

put it may be justiy said of tnem all, th

e
at
never Poelt painted Vlrtue or Heligion in a

nore charming Dress on the Stage, nor were

Velwood, p.lv.

N
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ever vice end Impiety better expos'd to Contemspt
and Hatred «.. :

His muse was so religiously chiaste, that I 4

not remember one Word in auy of his Fliaysoge
Writings that might admit but of a dounle
entendre in point of Decency or Moralg. There

is uwothing to be found in them to numouvxr the
deprav'd Taste of the Age, by nibbling at
Seripture, or deprecisting Things in themgelves
Sacred .-t

Rowe, indeed, may have been particularly diligeat in the
sphere of religioan, bul there is no super-abundant "religi-
osity" in hls writings, aud Welwood himself reveals that

he jis somelthing of an inatteutive reader to miss the double
entendres in the author's one comedy.

Much more helpful are the comments by several writers

wonlclh indicete Rowe's sense of humour and good companionships

.

nis Conversation was Pleasuut, Witty, and Leara'd
without the least Tincture or Pedantry, a..d his
inimitable Hanuers of Diverting ehd Enlivewing
the Company, made it imposeible for a.y one to be
out of Fumour when he was in i%.2

Rowe's couversation attracted a large group of friends,

o
anong them many of the famous eo tresses of the day, and hisg
connexion with the taeatre was very real, for he enlisted

the help of Betiterton to gain mabterials for his Shakegpesre,

ks

and was an old school friend of Barton Booth. He himself
was & master of the art of delivery, and Richardson says
that rirg. OLdfield maintained

The best school of acting site had ever kuaow:d

was only hearing Lidm read ner part in uisg

tragedies.-
E.K,Broadus quotes Spence:

His volce was uwacommornly sweet, his obger-
vatious so lively, and his manners so engaging

L Ipide, pe.xlvi. N
2 Tbid., p.liii.

5 Quoted in Spence, p.330.
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tnat his friends delighted in his conv “ﬁﬂfLOHOJ
F.RoSutherland lists wome of these as war th, Stee..ey Priowr,
Swift, Dennis and Colley Ciober, and suggzests relatioudulps
also with John Hughes, George Jefiries, COngeve and HIrS.
Bracegifdleo2 mrs. Centilevre, too, had great affection fou
Rowe, wuo uad nelped her to complete nexr tragedy, The Cruel
Gift. IMebleer adds Ledy Winchelsea to Rowe's list of spprece
jative friends.o Rowe became a Triend and close associate of
Pope, and the latter seems to have been in the habit of
sending some of his verses to Rowe to correct.®t Rowe's intimecy
with Pope exposed him to venemous atsvacks from the piratical
publisier Curll, and from Curll's hacks, whence procgedad
Gildon's demning critique on Rowe's plays in the furm of A

-

, . | S X -
New Renearsal, or, Bavs the Younger.-” In a letter to Caryll,

20 September 1713, Pope says of Bowes

I need not tell you how much & meu of his turn
could not entertain me; but I must acquaint you
there is a vivecity and gailety of disposition
almogt peculiar to that gentleman, wnlch reuders
it iﬂpOS&lbjO to part jrom Lim without the
uneaginess and ChaGF%u vhich usually succeeds
all great pleasures

Nor was Rowe uadvly abstinent; for he is depicted in Pope's
"Farewell to Loudoa™ (L715) as often drinking aund drolling
"till the third watehman's toll." Sometimes this light-
hearteduness did not charm to quite the same extenty Addison
credited him with too much levity to make it possible for
him to become a serious snd sincere friend;7 an opinion mﬁth.

which even Pope agreed on one occasion.d

1 The TLavreateship, p.1l05.

2 pold. 3 Shakespeare Newsletier XVil, p.6.
4 Wohyre. Memoirs, i, 209. D DNBe, ¥.342.

6 Quoted in Broadus, p.l105,
7 Ruffhead, Life of Pope. Quoted in Dofi.be, De344.
& Jobnson. Lives of the Poels, i, 41i-12.




Rowe died on 6 December 1718, leaving hig transiavion
of Tmcan's Pharsalis uupunlished bwt almost complete. Dr.
Atterbury, bisnop of Rochester ‘

out of a particular Hark of Bsteem for him, as
veing his Scnool-iellow, homoured his Asghes by
performing the last Ashes nimself.l

Rowe was buried beside Chaucer in the Poets' Corner in
Vegtminglter Abvey on 19 Decenmver 1718, 2 The elaborate monument
bore an epitaph penned by Pope (of wnich there are two versiong
of differing length extant) and a bust executed by RysbfackaB
JdoJerichAleer notes tuaet at the time of nis death Rowe was

vriting a new tragedy celled tie Hape of Tucretisg 4; but I
have been wnable elther to find ruriher co..firasvion of this
or to consider how mucn of it was actually pewned at the tiwe
of his deeth. Rowe's will, to wulch Pope was a wituess, was

14
published in the Gentlemaun's Hagazine 1822, i, 208, but

[

countaing unothing of significant i.terest. ,

uring Rowe's lifetime his portrait was twlce painted
by kneller, aud the pictures wre s the end of the pineteenth-
century av ¥nole Park, Seveancoaks, and Yuneham,”? Tuere 18 also
a Mezzotint or Rowe done by Faber, and datved 1715.

Though primarily ksown today as an heroic dramatist,
Rowe indulged in other forms of. literary pursuiv, among then
translations, imitations,private sud public poems, a comedy,
and an editioi of Shakespeaire, which has retrospectively been
seen ag one of his most important and significant works.

There was 1little or no serious editorial work on
Shakespeare pefore Rowe, and for this euterprise Someoné was

required with sufficient telent and perseverance 1o w.deritake

b

Letter vo_a PFriend, p.xviii.

Lg memorial wes removed in 1939. See G.W.Wright. N.&8.(1939).

ro
f:[}
fond

5 DeloBe,p. 343, 4 op. Cibes, P.be
5 ;'QQNE’,:‘;E}’,QJ Pe 34‘4!



the task of biographical narrative ad texbual purgatidno

Rowe was epproached by Tousoi, an astute judge of comtbemporary
desires.t The sum of £36.10.0%which he recieved for his
labours seens hardly reflective of immense gratitude on the.
part of Towson Tor haviug accomplished the task., Thus i 1709
was published The Vorks of Mr. Willilam 3askespears in Six

Volumes. Adorn'd with Cutg, Revig'd and Corrected, with an

Account of tne TLife aud Writings of the Auvthor. The following

vear a geventh volume was added, conteining a}collectio; of
Shakespeare's poens, acd tne edition was revised in 1714 in
eight volumes, _

Rowe says in the Iatroduction that ke is far from
infallible, but that he has in nany ways redeemed the injuries
of former impressiong. He had experienced difficulties wi th
the text and he canunot thus ‘

pretend to have restored the woerk to tie Exaciness

of the Autior's original Manuscripis. There are
lomt, or at leagt gone beyond any engiiry I could

make, so that there was nothing left but to compare
the seversl editions and give the true reading as T
could Ffrom theuce.-

The Biograpay is in a quiet and iaformative manner,
and Rowe realilsed that poeple needed guidauce rather than
doctrine, The atmogphere, Jackson says, is "complacewt aud
sympathetica”4 Betbterton's gleanings are inserted, bthough
gome are omitted by him and iotroduced by later writers after
Pope. Betterton's facts had no real authority better than the
aural tradition, but Rowe, in utilising all tne available
material, preserved mich of what would otherwise nave been
lost. It is dnteresting that though the Bilograpuy received

great criticiems, 1t nevertheless remained authoritative

e

£

A.Jackson. "Rowe's edition of SBhalkespeare" Library,X, 456,
Nichols. Lit.lnecdotes, v, 597, i

ro

C
Introduction to Shakespesre.

LS

4 0p. cite, p.458.



throughout the eighteenth century, and parts of it were
appropriated by Pope, Haomer, Warpurton, Dr. Johngon and
Steevens,+ '

Rowe counterbalanced many of the more extreme crite

icisms of hig predecessors, and protes led that Rymer's

adverse examination gwas a ridiculous V¢11¢lcation of a great
dramabist. Very often it 1ls Rowe's own enthusiasm dhich leads
pim to transcend contemporary préjudices in much ftne same vay

s Dr. Johnson did later in tne cenbury. Rowe's expressiong
of approval are Ifrequent, with use of guch expressions as

twonderful axt", "finely and exactly describ'd® and "What an

Tnage ig here!®
Rowe's conclusions are typical c¢f the eighteenth

<L
century. Shakespeare was a man who "lived uwuder a kind of

mere light of nature ... and in a state of universal licence,"?

But he convioues:

I pvelieve we are better pleased with these tuoughts
altogether new and uncommonr woich his own inagine
ation supplied him s0 avuwndantly with, thao if be
had given us the mogt beautiful passageﬁ ocut of

the Greek end Latin poets, and that in the most

agreeable manner that 1t was possible for a master
of tue Imglish Language tc deliver 'em.”

dJackson concludes that while Rowe's criticism shows litlle
penetration, his references to particular pessages show the
depth of his apprecistion for the beauties of Shakespeare's

form and versification, and he agrees with Hazmiitt's verdict

on Rowe as

gentleman scholar passing on his criticlsus

he
ﬂ Lliterature without ever coming to a cloge
undergtanding of the elements lmvolvea in them, ?

e cf"

fd
g

Ibid., p.458.
vee The Critical Vorks of Thomas Rymer. ed. C.R.Zimensky.

C

no

3 Quoted in Jackson,; p.463.
5 Ihid.
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Tnis dees, however, seem too harsh, Rowe's understanding of.
the elements iavolved in Shakespesre's plgys is reflected in
the way in which he can make pis own verse sound o avincingly

Shekespearisn. While it could not be confused with Shekespeare,

£3

it echoegs the true spirit of the master's verse, not only in

Jone Shore vhich was written "in Initation of Shakespeare's

Style™ but in tue more lyrical and meditative passages found
elsewhere, ,

Bdward Wagenknécht studies a few of the mnin préblemg
with which Rowe had to deal, in a finely illustrated article
in gg;gﬁgggel He studied the stage-directions, couparing these
with the Follosg in an attenpt to examine Rowe's method., Rowe's
edition contaivned fTorty-three plays, the tonirty-six of the
Piret Folio, 1623, plus the seven plays added in the Thl?d
Folio, 1664, of which only Pericles ig now in the uhakebyvrﬂo
dded 1ligts of dramatis personase walch demanded

Q)
,.._u

canon. < Rowe

considerable J&Ll]larlty w th the plays, though tonere are

some serious omissioas, particularly in the case of Julius
Cagpar where fourteen characters are left out. Bowe also often
adds a descriptive note, and is fond of relntlnﬁ the characters
one to another, together with a note indicating where tue actiow
of tie play takes place. '

Wagenknecht concludes that there is no guidiag principle
and that Rowe did this part of nis work independently, studying
the plays for himself, guided by nis own preferesces and tne
taste and interests of the reading public.

Act and scene divisions are included in twenty of tne
First Folio plays, but there are wo new divisioas, In the

remaining sixteen plays he altered these divisions, snd %o
nost of them added many more gcenes. It seems that Le was

ggid@d by the rhyme-tags wnich Snakespeasre often used, and

ERF A

Phe Viiiy 1931 (paOCS iGT I‘umbe*“ )



and that he looked for chnanges in the agtion, but there gre
places where he does welther of tnese. In some other plays

he combined several scenes which were séparated before hisg
time, either following the luterests of what he considerad ©
be dramatic effectiveness, or gimply following the theatrical
usage of his day. ‘

Rowe seemg to have been interegted primarily in the
tragedies, and not much interested in tane histories or early
comedies. It is certainly clear bthat as & bragedian nis
preference would be confirmed to Llie in that direction. Rowe'B
understanding of Snakegpeare vas, uo doubt, as great as auy
writer before nim, aud perhaps hLis mein cowltribution to
Bhekespearian scholarship was that he redressed the Dalance
of derogatory critics like Rymer, and opened tae way for a
more appreciative appraisal of Shakespeare during the rest of

X
the century. Rowe praised Shak.speare‘ﬁ inagination, imagery,

charascterisatio judgement and insgtinct, hig praise. belng
p in the Prologus to Jaue Suore, wiere he greeted

well suwamed ug

tne writer who, like himsell, had dilsregarded Tthe Unitiesm:

I guch an age ilmortal Snskespeare wrote,

By no gualst rules or nampering critics taugnb:
With vongh &Jboi¢0 force he moved tne heart,
Anad ptﬁeugth aud nature made amends for arv.

Rowe's critical talents seem to have been confined to
nig edition of Bhakespesre although he had l.abtended to do an
edition of Massinger, which explaing his fawiliarity wlitn
The Fatal Dowry which ne used extens sively for The Igir Peniteut.

This scheme never materialiged, Lowevers

The rest of nis output was creabive rather tnan critical.

In spite of tne fact That he was Poet=liaureate the amount of

published poetry is surprisingly small, swd the first edition
of hig poems came oub af ter nis death. Mg Tamiliarivy witno

»

languages allowed him to do several translotions, smoung tunem
1

Be la Bruyere's Cuaracters (1708) end quillet's Ca




(17103 neiltner of which Is considered to ve particularly
£00d, "and he comtributed & memoir of Bolleau to a wransglation
of Boileau's Lutrin (L708). He also took part in a collective

rendering of Ovidfs metauworphogis and prefixed a translalbion

of Pythagoras's golden Verses to the English version of Dacier's

Life of Pythogors

g (1707). Dr, Johnson calls the latiter “tedious"
but they are interesting in trat wme.y of them reflect tne themes
which Rowe was particularly ianterested in. There ig a general
uote of coutrolled stoicism with a tinge of optimisem, and

though the moralism ig btedious it aﬂvocatés the game middle
course which Rowe seems to have been attracted to. The poem's
thought is well allied to the Augustan Age, 85 it warus that
exbremes should be avoided: '

Distant alike from Bach, to neither lean,
But ever keep the happy GOLDEN MBAN, +

The poem closes on a religious, almost wystical note

an

Among the Gods, exalted, shalt Tthou shine,

Tmmorteld., Incorzuptible, Divine:

The Tyrant Deatn securely shalt thou brave,

And gecorn the dark Dominion of tne Grave, ©
The rather trite rhymes are sympbtomatic of the whole, and
though the verse is competent, it is uvningpired,

Rowe cleverly adapted gsome of Horace's Q0des to current

affairs, and published these on public occasiong, These include
vprittania's Charge to the Sons of Freedon" (1703%), "sacaenas™,

verses occasioned by the honours conferred upon the Earl. of

§

Halifax (1714), aud "On the Late Gloxious Successes of new
Majesty's Arms, nhuombdly imscrib’d to the Zarl of Godolphint
(1707). The latter is partly heroic, almost too elevated forx
this kind of coungratulatory poem, o poaen to %nna™, Rowe

appears to be treading on rather dangerous ground as he almosgt

I Poems on_several Occasions, p.5.
2 Ihid., p.Te.




glorifies war before mitigating this somewhat with "AlL heil,
ye softer, happier Arts of Peace." The poem is boo long,
rather meandering and, in the endg‘boringo (

Fuch more successful are the shorter adaptations of
Horace to celebrate less heroic events, such ag "The Recon
cilement between Jacob Tonson and Mr. Comgrevep An Tmitation
of Horace Book IV, Ode IX" and "llorace Book IV, Ode I =~ To
Veuus" which is full of pastoral snd light, air’ys conven tional
poetic dictiom. The best of these is probably YHorace Book 11,
Ode IV Imitated =- The Lord tgriffin to the Rarl of Scarsdale"
with a light, w tty, aud down-to-earth tones

Do not, most fragrant Barl, disclaim
- Thy bright, tuy repubtable Flame,
40 Bracegirdle, the Browng
But publickly espouse the Dame,
And say Gew De-= the Tows,

BN

It is the more fauwiliar tone with which Rowe seons

t
to be hanpiest; which ig somewhat surprising in view of
sugtained seriocus verse passages which are go effective in
the tragedies, The short "“pig°9u on a Lady who sned her
Water av seeing the Tragedy of Cato' is a remarkably success-

.

ivolous eard trivial topic, and ig worth

[ o g

ful treatment of a fr
gquoting in full to counterbalance the zonception of Ro as
a prudish, religlo-serious writer:

Whilst maundlia Whigs deplere their Cato's Fate,
Still) with dxy Eyeg tne Tory CHLIA sates

But tuo' ner Pride forbad hew Eyes to flew,

The gushing Waters found a Vent below.

Tho' secret yet with copious Btreams she wmour..s,
Like twenty River-Gods with all their Ur.s.

Let others screw an hypocwitic Face,

She shews her Grief in a sincerer Placet

Hexe Neture reigns, end Passion void of Art,

For thig Road leads directly to the Heart. 2

JBowe has been able to satirize the lady through her TOﬁyLS

1 Ibid., p.25.
2 Ibid., p.34.

Parieiet
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and tarcugh mock-elevation, in coup!eas which are splendidly
regulat@d¢ The lasw_cwm lines, particularly, envelop the
central Augustan comncerns, yet thféugh the event itsell, these
thenselves are debased. ‘

Colloguial language is uged to good effect in "The
Contented Shepherd w= To WMigs Awe De=" (his second wife).

Thig is in fact a love song, and the intensity of the emotlon
nanages to penetrate the unpolished surface of the lines in ;
a moving weyv. ' '

Toe Songs a whole are much petter tihsn the poems
written for pubL¢c occasions. The series of New Year Odes
addressed bto the King are very dull and conventionsl verses
of a complimeudsyry nsture, and reveal the plight of a Poet-
lauvreate at tnat time. The Kiug was more interesgsted in music
tnan he was in posetry, as his connexlon with Heudel indicates,
and as long as the poems could be set To muclc he wasg qni%e
contented. Thus the quality of verse was very much a secondary

oagideration,
It is wausual for a dramatist to have written all
his own Prologues and Epilogues for hig plays, but this Rowe
aid, often (as in the case of The Ambitious Step=Hother)

contrasting the gserious, and evén soupre tone of thne play
with witty, lighter passages to be spoken oul of character
by tue principal actors. He also wrete some of tuese for
other dramatists, among them the Epilogue to dhe Inconstant

(1703) by Farquibar, the Prologue to The Camesier (1704) by

Frs., Centilevre, the Epilogue Spoken by #rs. Bracegirdle at
Betterton's benefit performance of Love for Tove (L709), the

Epilogue to The Crvel Gift (1717) and the Prolegue to Cibber‘s

jou=Juror (1L718), tuls latter causing guite & political storm,

and provoking a numpoer OFf scatning atitacks. Perhaps Rowe's

lighter vein is seen at its best in those picces wiere he

3

combiues a knowledge of tne plays thnenselves wilth a felicity



for the right turn of phrase, and sufficient vit and good
humour o eatertain the aundience.

Rowe's most celebrated peetic work ig hig Lfau,1atiom
of Tucan's Poersalia, effected rignt at the end of hig life,
and puplisned in 1718 by his wife. It is closely connecled
with nds Lavreatesnip ag the Dedication to the King suggests,
but it is more ingpired than acy of hig otner poems. A
paraphrase rather than a literal translation, it was siugled
out for grest praise in the eighteeath-ceatury, particularly
by Warton, who deemed Rowe's version to be superior to the
origlr 1~191 and by Dr. Johnson, whose judgement on such matiers
snould be revered: 4

the version of Lucan 1s one of the greatest
productions of knglisn poetrys; for there is
veruaps uone that so completely exhibits tbhe
genius and spirit of the origiuwal. Lucan is
digtinguished by a kind of dictatorizl or phile
osophic dlguity, wather, as Quintilian~ obgerves,
declamatory than poetical; Tull of ambitious
morality and animated lines. Thigs ciharacter Rowe
hag very diligeuwtly endsuccesgsfully prescrved.

His vergific@b¢onp which is such as his conlbem-
poraries practiced, without any attempt at
imnovation ox improvement, seldom waubs either
melody or force., His autbthor's sense is sometimes

a 1ittle diluted by additional infuglions, and
sometimes weakened by too much expamsgion. Bub

such fauvlts are to bhe expected in all tranglations,
from the congtraints of meagures and dissinilitude
of Laﬂguaﬂowb The Pharsalia of Rowe deserves

more notice than it obtanuu, and as it ig more
read will be more esteemed.

In more recent years Robert Graves has ratlier nore grudgingly
paid tribute to Rowe's version. He compares the Rowe with
Marlowe's translation of the firgt book:

It may be argued that Harlow's poetic fire
honours Lucen above his deserts; and tnat the

.
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monotony of Rowe's eighteenth-century rhymed

couplets matches Tican's use of the hexameter

more exactly. + i .
At 2ll events, the vwork was substentbial, the firet book alone
containing 1170 lines, as agsinst 695 in the origiinal. The
translation enjoyed great populaerity in its own century, and
s0 many editiong were publisghed that it is quite possible to
obtain a second hend copy today.

Before turning to the tragedies, which wlll engage

our abttention throughout the rest of this study, a brief
exemination of The Biter (L706) will be inegs ructive in that
it may be more closely sllied to Rowe's ddymtomday behaviour
in character, It falls to cohere, though, because o0f a will.
otwthe~wigp paltchy collection of jokes, and evoids the

[

philosophical, moral and religious veins with which the author

coul6 deal so well, Mosgt writers of Histories of Buglish

Literature have dismissed it summarily with almost no comment,

but Dr. Johnson tells an dmportant anecdote:

He ventutbted on a comedy, and produced the Bitér:
wi.th which, though it was unfavourably treated
by the audience, he himself was delighteds for
he is said to have gat in the house, laughing
with great vehemence, whenever he hed in nls
own @pinion produced a jest

It was not a success. Downes notes "it had a six Days run:

s

G
- . R . . z
the six Days ruvaning out of Breath, it sicken'd and Bxpirtd."”

But Rev, Nontlague Summers, who, uulike most other critics
reveals a reading of the play, comments on Dr. Jolmgon's
anecdote:

but it is bhardly credible that an audience could

have been so glum, for The Biter is a bustling,

bugy piece, vwith an abundauce of good characters

ausd LTCGllGLL gsitugtions., It has been geverely

spoken of by some modern writers, who probably

1 Imcean. Pharsalis, Trans. Robert Graves, p.xiv.

Lives of the Poets, i, 407.
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have not read the play. Betberlon as Sir
Timothy Tallapoy, the sinologist, ahd Mrs
Leigh as. lady Stale had two firgi-ratbe roiosy
aud 1t dis ddifficult to thnink that they were
not extremely diverting. '

vates ig no doubt true, Lut the play 1ls no more than a "Farce®,
Rowe seens to have been coansclously retroactive in not”
entirely conforming to popular tastes; in taking the theme of
the diter —- @ practicel joker -- he avoids much of the
biting contemporery and social comment and satire which was
prevalent. Indeed, he complaing in the p41Q5uo ol taste

in comedies has changed, and that he gtands against the
bitterness of contemporary satire:

Lash eviry Fool of ev'ry Kind and Fashion,

And be the true Reformers of tune Nation.
The suthor elgo seems 0 be somewhat doubtful of the reception
of the play:

Por the' fond Parents on their O0ffspring dote,

And ev'yxy Idiot Author loves the Brat he gotl;

Yet ouvrs gives freely up his Petit Piece,

And swears that you may use it ag you please.

The tone of the play is generally goodthmoaredg but some of
the characterisation and gsense of humour ig juvenile., Sir-
Timothy's obhgession with things Chine  aud with Chinese
phrages becomes monotoneus, and MNr, Scribblescrabble 's stutter,
though good business at Tthe beginning of the play, is soon
worked te death.The other obvious attenpt at charvaciterigation,
in Grumble, who has a monstrous parody of an accent, is
similarly too neavily doce.

There is no coherent plet, and the donestic wrangles
are hard to follow; many of the characters are superfluous,
and Rowe was concerned more with amusing per sge than with
form. The play is baggy and scrappy, ih@ wit lying solely in

ﬁhe language and not in the events. Therr is tahroughout s

1 Ibid., p.260. (Hotes.)



strange mixture of very colleoguial terms with an cccasional
grammgtical congtructlion of a rather stilfed nature. One of
the best scenes is that in Act I where Harisns eaters to
talk to Lady Stale and Lady Clever; the languags is vital,
the speeches sghort, and much is made of gocisl deprecavion:

uL le. dnd your Lady of Pleasure?

: Vith a knot of Rakes. == And my Han of
Busiluess is eugag°d in an Affair of
Consequence,.

Mar. Ay I'Ll assure youy and very &reat “H00 .4
The Song which ends the firet Act is in Rowe's light style,
suitable Ffor debunking with its dnterjecticn of the pastors

into tyxivial sulbject matbers

L
Gloe blush'd, and fwown'd, and swore,
And push'd me ruaoTy Irom UGLV
I ¢call'd her perjurid, faithless VWhore,
To lalk to ne of Honour.
JI
But when I rose and would be gone,
Ghe cry'd, Navg Wnither go ye?
Xoung Damon ssuws now wefre alone,
Do whalt you will with Cloe. 2

The insertion of the crucial words "swore" and "Whore" is
deft, for it ig uvnexpected, and the idea of a pastoral whore
i8 particulerly anusing.

The women are on the whole legs laboured than the
men, end their conversation is often witty. Oue of the bvest
interchanges in the play is in AOL ITL, employiong several
types of wits ' '

Stale. 0Oh Wretch! do'st thou not expect the House
shou'd fall down upon the ingbant?
Friendly.No, trust in the Timbe °cu0?§°
i wickedaess dncarnate:; how often
G

I
Stale. On th
hou Jook'd upon me end smil'd, aund

g
hast

1 The Biter; p.l3.

2 Iﬁigosg -}@C.:Lg
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then swil'd snd look'd upon me again?
Friendly.Very often truly, being for the most
part of a merry Disposition, as the
worshipful Bench here know.
Stale. But say how often amourously, say,
' speak truth, if thou dar'st.
Friendly.Never.
Clever. A short Answer that.
Stale. Madam, I believe he has gqueez'd this
poor Hand - Crying.
Aug. Did you squeo ze thnat Lilthy bony tnwng?
: You shen't touch mine, - .

Each speech here moves into,a difrferent area of cogversation,
and the effect of the congtant surprise* is very emusing.
The sententious Stale is suitably deflated at every tura,
and the realism of Tthe final quoted line is a good follow-up
to the short "HNever," ‘

There is vwo viewpoint in the play, however. Ve are
never tempted to become involved with the charascters, and
there ig no atbtempt to involve the audience in the isgsuvs
of the play. It im slight, trite, and, in the end, incon-
sequential.

Despite the fate of The Ambitioug Step-motner (1700)
and Ulysses (1706), neither of which have received a great
deal of attention or enjoyed greal popularity on sbage,
Rowe's other plays enjoyed immense popularity in the eighbe
eenth ceatury:

Altogether the plays of Rowe were acted so freque
ently thet the QQMﬁ@? of thlT performnances
arount Lo 10% of the anights devoted to tragic
drama of all types and to nea“Ly half as many
nights as were devoted to tne tragedieg of
Shakespeare, So far _hac tragedy pecome gyi.on-
ymous with pathos,

By the 1750's when The Fair Penitenl (1/0 ) and Jane Shore
(1714) tObbthef with Tamerlave (L701) reached the height of

o

@i T e e e

bide, P56,
Jd.J.ynch, Box, Pit and Gallery, p.38.




their popularity the element of pathos in the plays was

emphagised heavily. After Lillo's bourgeois domestic tfagedies,
audiences were eager 1o experience the more elevated type of
donmestic and sentimentsl tragedy'éfféred by Rowe, and "relinement®
was as much in vogue then as it had peen when ‘the plays were
wrltten. Indeed, the fact that these plsys became more popular
after 1750 than they had been before suggests that Rowe was
writing ahead of his time,

Rowe followed the preferences of the French neomclassicai
tragedians in that superfluities tended to be pared down, 8o
that attention could be devoted to the central concern -- gtill
that of the conflict belween love and honour, bul made more
family-oriented, more easily identified with. By mid-century
there was increased interest in antigquarianism end in English
history, in the future of British imperialism, and a tenacious
interest in cla881cismej'Rowe's higtorical and pseudo-historical
thenes were worked out with many Ffealtures of French classicisn
~- there is a modified use of the Unities and a ninimum number
of characters, for example. ‘ .

The great increase in gcho]arly interest in Shakcgpwar@,

which came o the fore with Rymer and Dryden, was taken further
with Rowe, and his plays contain maﬁy pseudo-Shakespearian
sentiments; the language, tod, often aims at achieving something
of the spirit of Shakespeare, particularly in the more lyrical
and meditative passagesg in the plays. dJane Shore Wd written

"In- Imitgtion of Shakespeare's Style"2 and ‘though bne validity

of Rowe's asgsertion has frequently béen contested (Professor
-Nicoll, for example, suggests that for Shakespeare Rowe intended
Banks), it was'poséibly one festure of the ® “ghe-tragedy", Jane
Shore, which was the dramatist's penulbimaté play, one of the most

1. Ibido, P39,

....,..m,-,-.,..‘ i aliveditedy



popular plays in Londoa in the mid-century.

Rowe's ingistence on the pathetic element in nig
plays is a factor which lncreases towards the latter part of
his carecr, and the setting is correspondingly brought more
up to,date, The Anmbitlous Step-Hother and Tamerlane are both

set loag ago in the mear east, and Ulysses on a classical
Legend. The Roval Goavert moves glightly neavrer home in its

setting in ascilent Britailn, but it is btne last two plays
which capitalise on the early success of The Pailr Penltend

in being set in more receat Ingland., It may be argued that
Fue Fair Penitewl's setting is something of an accident, as

it dd largely an adaptation of Masgiuger's Ffatal Dowrey, and
therefore not Rowe's original creation, .

In the earliest plays the focus of interesl is falrly
equally digtriputed. In Ulysges, Tor exsmple, atltention is
divided between three characters, Ulysses, Telemachos and

Semanthe, though in true heroic style it is the mea who are
given the most interesting characterisation. In Tamerlane the
interest is almost entirely male, for the play is essentially
g political allegory, Tamerlsne standi.g for the virbuous
Williesm ITIL, and Bajagzet for the hated Louis XIV, The Royal
Gonvert's most convincing charactlerg sre the wronged
Bbinelinda and the haughty Saxon princess Rodogune (vwbom Dr.
dJonngon praised highly 1), but our interest is intended to

be equally divided between the two men and the two women, as

was the case in The Fair Penitent. In Jane Shore and Lady

Jane Gray, however, the women are more conspicuous. Before
Lady Jane's entry in the second act, she ig constently talled
of, end it is only because Rowe over-sentimentalises hig
heroine that we find her constent cascade of tears ivvitating,

The balence belween convincing action and a supremely impartamt

e

1 Lives of the Poets, i, 406.
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heroine is achieved in dane Shore, and it is probably the

reagon why this play, and not Rowe's last, bhecame the great
*Hhit" of the middle part of the century.

In hig study of The Fair Penitent, Perdinand H.

Schwarts empnasiged the moral element of Rowe's tragedies:

It is plain that every genuine work of art

should be moral. But if this moral element

in the nature of every genuine work of art

ig made to choke all the subtle feelings of

poetry, if thisg moral purpose is dispropore=

tionately obtruded upon the reader 0r specs.

tator, toen the drama ceases to he a depart-

ment of literature,and the gtage is made to

encroach wpon the province of the pedagogue,

of the school and the pulpit,l
Despite the fact that Rowe "placed great emphasis on the
gententious Couplet“2 al the ead of the plays, this would
appear to be out of habit - it was the scceplted mode. Rarely
does Rowe try to inculcate morality altuoough he has some
recurring concemms. Sometimes he stresges the moral in the
Frologue ox Epilogue, but this is more often than not ironics

in saying of the Royal Convert

The Moral of this Play belung rightly scanntd, .
Is, He that leaves nis own dear Wife is deamn'd 7

he is satirising the over-simplified moral seeking which

many coatemporary play-goers indulged In, His plays are too
complex, often ambivalent, for this. We are frequently left
with mixed feelings during a play when a charscter delivers
a "moral utterance™ with the assistance of rant, or at the

end where the '"message" appears to bhe wrong. Tne Gods are

not "just" at the end of Ulysses; far from it, for the mass

of slaughter seands the sudience eway with both pity and fear,
but also with an added sense of the injustice mot only of
life but of “rate® itgelf.

e

1 Fe.H.Schwartz, The Falr Penitent, Berne, 1907, p.10.
2 Ibid.
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Sometines a moral speechh 18 Inserted; we tire of the

repetition of tne Jjoys of marrisge in The Fair Penitent ox

of the congcious selferighteous pitying of the heroine in

Lady Jane Gray, and we are sceptical of the praise given to

heroic exploits in Ulys

rnades

ges. Howe offers a viewpoint, which ia
many cases has moralisgtic overtones, but is not inviting us
to accept it without reservation. We frequently find that

it ig itself mitigated toroughout the course of the play,

and that the uvndiluted values are not good enougn to sustain
the lives of the charscters. The draumstist moves away from
the Addigonian ideas of Poetic dJustice, for tue Lfate of the
characters is often unfair. Wiy should Artemisa be left at

the end of The Ambitious Step-fotner? She represenlbs one of

the forces of Mevil® but is allowed to live at the end, while
all the "good" characters are destroyed. Oune feels that in
tois cage the ending is uwnsatisfactory, but elsewhere, in

the Royal Convert, for example, the eadiug is filaely achileved

as the futvre of a united Britain is foreseen.

Rowe's theory of tragedy depended on. a balaunce
between sympathy for the characters (walch involved a degree
of identification with tne tearful element in the make-up
of the uerocines) and intellectuel detatehment (mo that sonme
sort of morsl choice can be made)., Rowe left the choice
deliberately rather vague; 1t is unlikely that even he
intended the "Ladies of Quality™l to rush out of the theatre
to emulate the heroine, even if the tongue-in-cheek Epilogue
guggested they should do 50.2 In order b0 achieve the
equipoise he had to forsake the tnities to some exbtent, and
he does this deliberately in dane Shore. It would have taxed
the credulity of the audience to witaness Jane dying of

1 A term which frequently appears in the playbills,
2 See Lady Jane (rav.
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starvation in an afternoon, so to add realism the dramebist
extends the time Limit. ITn the four heavily heroic plays,
however, the Unities are more oxr lesg adhered to, though not
ogtentatiously so. The action is contrived in such a way that
it cen be seen to take merely a day, bul thé Unities become less
importent as the sequence of plays progresses.

At f£irst Rowe conforms fairly closely to the theory
of tragedy ss expounded firglt by Dryden aﬁd later by Addison.
Dryden states that a play should be:

en imitation of one, entire, gireat and probable
action, not told but repregented, which by moving
in us fear and pity, i¢ conducive tz the purging
of these two emotions in our winds.

The gplitting of cathersis into two separate elements is

egsentially non-Aristotelian, but this misconception was

widely held in the eighteenth-centuiry, and Rowe follows sult:
e

But gince Terror and Pity are laid down for tin
Endg of Tragedy by the great Master end Father
of Criticliem, I was always inclin'd to fency,
that the lagt and remalning Impresgions, which
ought to be left on the minds of the Audience,
snould proceed from one of these two. They
should be struck with Terror in several parts
of the Play, but alweys Conclude and go away
with Pity, a sort of regret proceeding from
good nature, which, tho' an uneasiness is not
always disagreeable, to the person who feels it.

The playwight goes on to exonerate his play from any strictures
which might be laid according to the rules of Poetical

Justice, one of Addison‘g'greaﬁ concerns, which he later
modified in this way: ‘

We find that good and evil happen alike to all
men on this side of the grave, and as the
principle design of tragedy ig to raise
commisergtion and tervor in the minds of the
aundience, we shall Befeat this great end AT

ve always make virtue and innocence happy and

L Preface to Troilus & Cressida (1679). Pryden, Bgsays, I, 207.
2 The Ambitious Step-Mother. Epistle Dediecatory.




successful ...

To make virtue triumphant in every ura@cdy
would remove suspeanse, thus defeating the
tragic purpose, that of exciting pity and
terror; whereas ancient tragedies, with tneir
unhappy endings, were nmore offectwve? as well
as being more trae to life., - -

Such questLonu of catharsis snd justice were almost impossivle
to solve, but Rowe helped The situation by modifying themn,
go that by the end of his career, they, and the associated
guestion of realism and the Unities, had become lessg importanty
when pity tekes precedence over terror, and becomes a Lormal
element in dtself. ' |
Two of Rowe's over-riding preoccupations in his
writing are religion and patriotism, and these are well

reflected in the Fpistle Dedicatory of Tamerlsane to Lord
Huntingdons '
But there are some things more particulsr in
nig Characlter, some things rare]y found amongs 51
Tthe Policies of Princes; a Zeal for Religion,
moderated by Reason, without the uage and Fire
of Pergecution; a charitable Compassion for those
who cannot be couvinc®d, and an wnalterable
Pergeverance in those ?Tincjpleg of whogse Truth
he is satisfy‘'d:; a desire of War for the sake
of Peace: and of Peace for the Good erad Honour
of his Subjects egually with his own; a pilous
Care for composing Factions, tho' to fernent
then might make nim Arpitrary; snd a generous
Ambition that only aimg at Pow'r to ensble him
to do good to all the rest of the Vorld.

Thig in meany ways encapsulises ‘the ideas which Rowe held,

and @Yplaln& why at least two of the traéedies hinge round
religious questions. Mirza's evil treatwment of the priest,
Magas, du The Ambitioug Step=Hother confirms hin as a villain,

and Aribert's acceptance of Christisnity in %he Royal Convert.

heigntens hig dignity. To maidutsin rignt religion alongside

2

“patriotism is the highest sort of praise which Rowe lavishes

1 The Spectetor No.40. 1711,




26

upon his characters. Lady.dane Gray is a martyr; not merely
political but religious, audd she is to ne viewed as a saintly
figure as she meets her death,thirough her strong grasp on
Christisnity, offering hope to her husband Pemproke. She was,
perhaps, designed as a cilmination of Rowe's pexrsonal values;
she is sbeadfast, heroic, courageous, religious, concerned
for the good of her couutry, and, above all, right., Tt is
Rowe's ins 1&ﬁemce upon her ltearful meidﬂc%uly which tends to
nake her rather dull, and less than fully three-dimengional.
T bthis case it is his art which is not guite suificient to
carry oul his philosophical intentions.

Rowe'sg language ig mainly of a "middle flight" sort
of poetry. There is very little btruly heroic rant, and the
uge of heroic devices is usually moderate. On the other
hend there is always a certain degree of elevation in the

speeches; there is a ceritain formaliny

C«q

and styliged dlction
which prevents any elteration of langnage in the direction

of middle~class speech. However, one can trace a pattern

of development in the use of the poetry throughout Rowe'

works, The speecnes tend to move away from straight=forward

utterance strongly marked by declamation to & greatfer

g

siglence on lyricism and the expression of the melancholy
aspects of life. This has 8 softening effect on the verse,
and it has often been suggested that Rowe's most. successful
assages are those which are either meditative or to some

?‘d

extent “philosophical®, In genersl terms it could be sald
that the langusge -itself moves from the heroic to the
sentimental in the same way as does the bagic material.
Rowe does, on the whole,gear hig use of language
to tne charescter speakxing the lineg, and in this way
achieves a large degree of wvariety both in the amount of
"softiess" and the haste with which the lines are to be
delivered, bhu

-

t we may trace the progression of the verse ix

[
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general terms by comparing it in Teamerlane snd Lady dJdane



Gray.
Arpasia's meditative speech in the final act of
Tamerlane 1s sbous as far as the author goes in this direction

in this play. The imsages are gulte simple, and though there

is @n emphasis on colour which is sllied To the state of

ning of tne gpeaker, there is no great sentimentallity; the
utterance is rather too formal for any true degree of audieuce
in volvement with Arpasias ' '

My Heart beats higher, and my nimble Spirits
Ride swiftly taro' theilr purple Channels round:
*Pig the lagt blaze of Life: Nature revives
Like a dim winking Lanmp, that flashes brlgnulv
With pacting Light, and strait ie Dark for evewr.
And see! ny last of Sorrows is at Hands

Death and Moneses come ‘together to mes

As 17 my S'arsF bhat had so long been cruel,
Grew kind at last, and gave ne all I wigh,

Certainly'there is a degree of psthos here, aund the situation

g livked with the decrees of fate, as so often ig the case
in Rowe, but the language is not very exhuberaut, aud the
images of light are obviously contirolled.

Northunberland's description of Lady dJane at the

death scene of King Bdward is far less controlled. Rowe i1s
by 171L% aiming at & much more patuaetic effect, and does it
by piling images of SOTTOW 0N top of each other. He uses
alliterstion to good effece, and the effect of the speech
ig of heart-rending: ‘ '

All desolate and drown*d in Llowing: ﬂeqﬁb9

By . dqggg‘ Bed the pilous Princess sitbs.

Fd%t Trom. her L¢1io& Byes the Pearly Drops,

fgll trickling o‘*er her Cheek, while Holy Ardor,
And fervent Zeald pour Lfoxrth her lab'ring Soul;
And ev'ry Sigh is wiug'd with Pray'rs so potent,
Asg gtrive with hHeav'n to save her dying Lord,

Rowe acunieves a flowiug effect in the verse; it is wvoth

-

1 Temerlane, (ed. Burns, 1966) V,

i, .95
2 Lady Jane Grav,(L71%) 11, i, p.l2.
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tearful and melsncholy. northumberlandé is rhapsodiging on

the situsation rather than explaining what ls uappening, and

the audience is being directly invoived in the picture of

the heroine through insgistence on the tears and on the pleuvy.
. One final example of the lyricel element in Rowe

may suffice to give an dndication of the aature of itue

peetrys

Say, wo't thou congecrate tne Hight to Sorrow,
And give up ev'ry Sense bto solemn sadness?

Wo 't thou in watching wasgt the Tedious Hours,
3it silently and careful by my Side,

List to the tolling Clocks, tne Crickets Cry,
And eviry melencholy Midnight Noige?

Say, wo't thou banish Pleasure and Belight,
Wo't thou forget that ever we have lov'd...™

This speech is highly stylised, but Howe achieves Tthe sense

D

of grendeur for which he ig aiming. Lady Jane's melancholy
S

&
is made thowvoughly attractive, and there is & remarkable
evocation of timelessness., Somehow the actual "meaning” of
the passage becomes Lless imporbant than the abmosphere it
evokes. Thusg Rowe can be seen to have movasd from statement
in the early plays to "evocation' in the later ones. Pacts
and situations give way to moods end emctions as his plays
become legs heroic and move the expressgion of pathetic
events and feelings.

Tt is the sort of universality expressed in this
last speech which is, in the end, the'mosﬁ;rewafding aspect
o a study of Rowe's plays. His many meditetive spéeches on
the abstract features of life have lasting value, be they on
honouyr, ambition, time, duty or love, His dranatic method
is sometimes geared to conmtemporary conitionsg in the theatres,
for there is one scene in most of the plays which is written
fo show off the latest piece of stage machinery, butbt the

4., L

more "domestic" the situauvion, the more likely it is Lo have

o

L Ihid., IX, i, p.l6.

A gt



enduring interest,

Rowe hsad great competence in the actual writing of
his plays,., He was a magter of tempo, and of the occasion on
which te alter the speed and indensity of the action for -
good drematic effect, and the changes in the two plays chosen
for analygis are mogt skilfully manceuvred. The speeds of
action and the levels of lension are designed tp maintain the
interest of the audience, and Rowe seemg to achieve this
better than snywhere else in the neglected Ulysses. )
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Rowe's First play, The Aubitious Step-bother, is

writlien very much within the conventions of heroic drams. Lt

can be seen as a successor to the neo-classical plays of the
last years ot the seventeenth century, but there are sone

innovations which suggest the ways in which this dramatist is
to develop during his career; added to the conventional Teatures
of the conrlicts between love and duly is a greater emphasis 7
on the domestic nature of the hero's difficulties, and the play
is written with a greater degree of simplicity. The plot is
straightforward and Rowe tries not to bring added complications
to bear. The number of characters is limited, and neo-classical
ideals of tne unities are on the whole maintained.

The characters are not very markedly differentiatedﬁ
There are rew traits:whiéh engage duw'pavticula? intereat and

concerm, and this feature is emphasisea by the somewhal remote
tone. Rowe does indicate the private struaggles within the nind
of the protagonists, and the best scemes are those where this
hoppens in the rullest degree, but the final lupression ﬁiﬁm
which we are lelt isg not that they are creatures of Tlesh and
blood, but tools of the author. Occasionally a character comes
rully to 1life, as in the case of Artaban when he is aefying his
mother towards the end of whe play, but thiS/is not maintained,
The action of thne play is carerully regulated., Therc
are few superfluities, and,with the exception of the third Act
where the action is a little too choppy, and the dramatic
intensity sacrificed for the sake of spectacle, the characters
are all closely related to each other in the action.
| L.C.Burns,Jr. has Closely examinedthe relationship
of The Ambitious Step~Mother to the heroic play.? Artaxerzes

is secn as the hero with Ya greatlt soul®, & god, Tar beyond the

Yad

laws of ordinary men. He is driven to extracrdinary ambition

gnd is overcom<e by love -- the central features on which heroic

1 2he Yrageuies of Hicholas Rowe, pp.17-20.

B
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drama is founded, Mirza and Magas sre typical villains, while

their chiet counterpart, HMemnon, is a wise and aoting rather.
Amestris is the incredibly beautiful "fair one' who both merits
and wins the love of the "brave one'. Artaban is the rival who
gives the hero opportunity to show hig magnanimity. Burns
maintains that the action of the play could be predictea almost
to the letter, but it would secem that Rowe is certainly doing
something morve than Follow a coae, The Step-Mother herself
gives him‘annopportunity to exploit any comiemporary anbtl-
Teminist feeling, and éhe ig drawn both étrongly and convincine
gly. The reliance on certain heroic principles, however, is
undoubted, although with some oi them Rowe shows how cofmpetent
a dramatist he coula become as soon as he relt iree 1o slacken
some of thne expected features, The language of the play hag a
certain herole Flavour, with some passages of rant and others
of morve middle flight hercic sentiments. Rowe achieves a
detaclhuent in this; we are not allowed to identify tow closely
with any of the characters, though we arc vermitted to share

in their meuitations in the rorm of soliloquies from time to
Time.

The greatest controversy about the play concerned the
events of the final act. Rowe has often been secen as cevialting
from the accepted norms of decorum and restraint by allowing
too much violence at the close, and we shall examine his own
comments on this shortly. The last Act 1s cerltainly full of
bustle and excitement, but some of it is a 1little unnecessary.
There seems to be no good reason why there should be so many
deaths, and little justification for their suprems nastiness.

Rowe disposes of all but two of the drawmatis personae and thig

glaughter does secem Lo be excessive,
The play was cut Tor its first preformance, as Rowe nakes

lear in the Ipistle vedicatory. Some of the interchanges are

0

»

rather long-winded when compared with the rush of action at the

end., but without them it is hard to see how the play could be
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satisfactory on stage. The play established Rowe as a major
aramatist, and although there were f'ew comments of wild
enthusiasm, it was seen as both a popular and well-written

play, heralaing consicerable promise for the Iuture.

Publication History

The first edition was printed "For the Company' in
1701, although there is no datc on the title page. Also in
1701 came the edition which does have thigs date on the title
page, Ior Peter Buck". The next edition was in the Following
year "Por R.Wellington, and Thomas Osborne", and a new scene
wag added here, The Wren Gaﬁalogue calls it the second,but
the first complete editionoThe third editibn followed after a
gap. of twelve years, in 1714, printeu Tor Jacob Tonson, It
was reprinted by different publishers in 1720, and in 1721
another edition "For the Company! came ouwle The Tourth edition
appeared in.ﬁ727y after a Dublin edition in 17206, “The play
735, rollowea by two more
editions "PFor the Company"-in.]§75{] and [ﬁ?BQ]@ The first

Becottish edition came out in 1760, printea for A.Donaldson at

was printed again in 1733 and 1

inburgh. Other printings were in 1761, 1764 (Dublin), 1781
and 1795,

It is a 1little surprising that it shoula continue to
appear so late in the cenbtury. People were still reading it,
one imagines, long after it had disappeareu from the stage.

The Ambitious Btep-Mother is inclucea in all the collectea

editions of Rowe's plays until 1792, and there seem to be six
occasions on which it was included in anthologiess the first

of these wag in The English Theatre im 1731-l, andthe second

in A Select Collection of the Begl Modern English Playvs printed

in The Hague for H.bScheuwrleer in 1750. Thereafter the play

was included in the English Theatre, 1769, Bell's British

Theatre, 1776-78 (where all Rowe's plays werce includea),

volume 7 of E@ll’g Imglisn TheatrQAof'1792 and volume 27 of




Bell's British Theatre of 1797,
Thus the play did not quite last iwmto the nineteenth

century, and there have been no editions since 1797,

Performance History

 fhe first performance took place probably some time
in December 1700, The exact date of this event is not known,
but the 1701 editionm gives the cast of the play, and 1t can
be seen that Betterton took the part of Memnon., With Mrs.Barry
ags Artemisa and Zfmestris playea by Mrs;Bpacegiraley the audience
at the theatre in ILincoln's Inn Fields should have been treated
to some very good acting. Indeed Uownes seems to have been
more: entnusiastic about thig play than he was abouvr elther

Tamerlane or The ¥air Penitent. He says or The Ambitious Step-

Hogher:

"Twas very well Acted,especially the Parts of mr.
Hr. Bo and Madamﬁ“uery ~the Play
the coagamleu expectation.

Fontague Summers in his note on Barton Booth? points out that
Booth made his uebul at the Smock Alley Theatre in Dublin in
either June or July 1698, so that Artaban was probably Booth's
Tirst part in HEnglana. Suamers also notes that Booth had Dbee
at Westminster Scnool with Rowe, and that the uramatist nad
probably givean nim the part in this playc3

Performances then lapsed until the play was next showw
6 December 1706, Then there is a gap of nine years to the
two percormances in December 1715, on Weldnesaay 1L and “hurs-
day 29. The only other perﬂorméhce in the Tirst hali of the
century was on 25 January 1722.

There was a spirited revival in February 1759, however,
when it was cone six times, on Thursday 1, Mondaay 5, Tuuwrsday

8, ¥riday 9, Saturcay 10 and Monday 19. This last seems to have

Roseius Anglicanus., Fl. Rev. Montague summers, p.lbe

Ibid.; p.259,

N
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been the most recent realisation of tieplay on stage.

Sources _

there is no single source ror the play, or at least,
none has been found. P.¥W.Borgwarat lists several plays
which may well have inrTluenced Rowe, but his material is
largely aun original effort. The basic story is biblical,
founa in IL Samuel,i, and Kings i,5-49. Borgwardt alse lists
the following works: Corneille's Rodogune, Ben Jonson's

Volpone, Henry Cnettle's The Stepmother's Tragedy, Rob. Stap-

leton's The Stepmother and Xenophon's §§§E§§;§31 Ficoll
suggests that Rowe is largely following Otway's dramatic
style, using also the plot of Orrery’s ggigggggyz Burns, in
relating the play to heroic tragedy in general, makes speciflic
reference to Dryden's AurenngébGGB '

.Whatever the relationship of Rowe's play to all these
it is clear that in trying to '"purify" lhe rorm he aeliberately
avoiven any use ol the sub-plot. All the events in the play
are tied closely togethier by the inter~relationships of the
characters. There is 1o scene i the play which does not have
a direct bearing upon the struggle of the two young men for
the crown and for love. In this way Rowe has cleared the play
Trom any other concerns, so thalt our whole abttentiom can be

Tocused on the central issusS.

Thne Ambitious Step-Mother is essentially a new creation,
andit is not particularly illuminating to try to find source
details in other works. 7he bare outbtline of ideas may have been

‘borrowed from other plays, but no more than this.

The Ipistle Dedicatory

Rowe aoes much more here than present the customary

7

Der Royal Convert von.Nicholas Roweg. P86,

2 Nicoll, p.98.
5 pl‘o 20&
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flourish to the dedicatee. Rowe here follows the practice of
Dryden in prefacing his play with a defence of some of his
mefhods and intentions. o . |

Pirst of all Rowe takes %he:Opportunity to vent hig
disapproval at the cut version of his play which had been
staged. He also states in an aside that the events depicted
in the play have no relabion "bto any Part of true Higbory"
- there is not here the satiric Jntentjon of Tamerlane,
Then @& substantial part of the apology is spent dealing with
the question of the "barbarity" of the final act to which ,
many had objected. The essentidl question of "Poetic Justice"
is brought forward: R

Sone People, whose Judgment T ought to have a

Deference for, have told me that they wisht

had given the latter Part of the Stoxy qulie

another turn; that Artaxerxes and Amestris ought

t0 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.
Rowe asserts that if this is a failing in the play it is a
deliberate one. He says that there are two ways of finishing
g play like this ~=- to0 give it a happy ending aﬁd reward the
virtuous, o to end with disaster and send the sudience away
with the impression of pity and fear,

Rowe's definition of "pity" ig significant in the
later development of tragedy, as Lewis M. Margill suggests.
Pity is. . )

a sort of regret proceeding from good-nature,
vhich, tho' an uneasiness is not always disag-
reeable, to the person who feels it. It was this
passions [ sic] that the famous Mr. Otway succeeded

so well in touching, and must and will at all times
affect people, who have any tenderness or humsnity. 3

1 Ipistle Dedicatory. . ‘
2 "Poetic Jugtice". VWash. State Coll. Resger ?ﬂh Sﬁudies, XXV, 27,

4

3 Eplstle Dedicatory.
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This stems fron a misrepresentation of Aristotle which was
to linger right through the century. Critics:and cramatlsts
continued to try to break the idea of catharsis into two
separate parbts, pity on the one hana, and Lear on the other.
Kowe is nere raced by a real allemma which the concermn with

"Poetic Justice forced oun them. The villgi

batsi ueuerv0 dbabﬂg
and so pose no problem, but now can the sort of pity which
brovokes tears, and which is the sort of pity which the
eighbteenth century tragedclans were aliming for, be achieved
without also punishing tbﬁ;ﬂumcenbeistressed innocence and
the ef’Tect of tragic waste are reatures which aramatists
coulu not sacrifice. They are throughout the century aerended
in this way, even though Aristotle did not inteno this by his
remarks.

Rowe says that he hag achieved the state of Poetic

Justice by punishing his guilty characters:
R

That which they call Poetical Justice, is, T
think, St”icﬁly observid, the two Drincipel
Contrivers of Evil, lthe Statesman and Priest,

are punlsn 'd with deathy and the Queen is depos'd

from her auvthority by he) own. Son, which, T
suppose, will be allowed as the severast mortif-
ication that could happen to a woman of her Tmper-
ious Temper, o
This continues +to be one of Rowe's guide lines in his career.

He does not hesitate to punish the imnocent, although it

never again results in quite such a devastating display of

slaughter. Indeed the emphasis shifts somewhat from punishment
to pathos, from terror to pity as the plays progress, in the
same way as they move from the heroic to the pathetic. Rowe
proves his point later in his dranatic writings as he shows
the "other sort" of tragedy iwm Ulysses. Whether or not this
play is good has been a matter of some debate;, but the point
remains that there the virtuous characters are rewarded, and

ever one touch of sorrcow om the part of Telemachus does not

1 Epistle Decicatory.
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really spoil the play's heppy ending.

Prologue and Epilogue

It is interesting to find thus early in Rowe's plays.
an emphasis on the pathetiec. In the Prologue he is aiming at
the "fair onmes" in the audience as he justifies the inclusion
of a strong element of pathos in the play:s

Those Tearms, their Art5 not Weakness has confest,

Their Griel aporov'd the Niceness of their Tast,
And they wept most, because they Judg'd the best,

The idea of the '"she tragedy! is already in the poet's mind:

For in the Account of every Age we find
The best and fairest of that sex were kind,
To Pity Always and to Love inclin'd.

This element, however, is not the most interesting feature
of the Prologue., The reference to former dramatists leads

Pt e pinl o }

Rowe to take stock of the present state of drama end of the

.

theatre. The new 8m0h00 on entertainments and music is
saltirised:

The Stage would need no Farce, nor Song nor Dance,
Nor Capering Honsieur brought from active Irance.
Clinch and his Organ~Pipe, his Dogs and Bear,

To native Barnet might again repailr,

Or breath with Captawn Otter Bankside Air,

Rowe utters the hope that once again true tragedy might take
the place of all these basterd entertainments. The rivalry of
the London companies had led to a certain degeneration in the
fare offered in the theatre, and 1t is likely thalt all these
listed by Rowe were seen on the stage aboutl this time. The
dramatist is asking for the reinstatemernt of true drama, but he
he ig at the same time making clear that what the audience is
to see in the future is going to sppeal increasingly to the
"Pair' members amongst them.

e

Prologue, 11.15-17.
Thide, 11.37=39.
Thid,, 1La20-2l.

e
St rcereoa =
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The final cry here is to the audience to lead a change
in general theatrical taste, a topiec which Addison was later
to take up, but which never really caught on because of the
measures taken by the London theatres to try to lncreasge
their audiences:
Assers, yve fair ones, who in Judgmenlt sit,
Your Ancient Empire over Love and Wit:
Reform our Sense, and teach the Men to Obey;
They '11 leave their Tumbling if you lead the way.
Be but what those hefore to Otway were; y
0 were you but as kind, we know you are as falr.
Thus Rowe ends with a gentle but persuasive tribute to the
earlierdramatist to whom he owed a good deal.
The Ipllogue reflects the same concerns. It is clear
that Rowe's: appeal to clear the stage of light entertainments
is meant seriously, Ffor it is to this which ke returns, The

rebuke is directed here more strongly to the audiences

Musick in vaiﬂz unpuﬁts with friendly Ald

Her Sister Poeltry's declining Head.,

Show Dut a Mimick Agog or rrench Buffoon,

You to the other House in Shoals are gone,

And leave us nere to tune our Crowds alone,2
The ténz of the Ipilogue secems to be more skilfully maintained
and developed than that of the Prologue, There is a clever
mixtore of the lighi-hearted and the serious, and the tone
noves from rebuke to exaggeration and satirve as taste is
seen to hold potent yet rapilaly changing attractions:

Bells shall po more be rung, nor Graves be made,

I'ne Hearse and Six no longer be in Fshion,

Since all the mraithful may expec% TranSlation.

What think you of the Proje:t? I W rfor trying,

L1 lay aside these foolish Thoughts of Dying:

Preserve my Youth and Vigour for the Stagc

And be Translated in a good Old Age, S
Prologues aud Epilogues Were very often written in: a
different style from the play itself, but rerely is the

1 Prolosue, 11..0-45.

2 FEpilogue, 11.,22-26,
3 Ihides 11,3642
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discepancy s0 successful as here, The joke which begins the

Epilogue is very effective:

The Spleen and Vapours, and this adoleful Play,

tHave Mortify'd me to the Height to day,

That I am almogt in the Mortsl Mind,

fmIWeimmagzmdlaweymlau1mhmﬁﬂ ;
The asudience is taken by surprise with the seriousness of the
ensuing message, even though it is couched by seemingly inn-
ocuous language. It is a good touch that the speaker shoula
start with her own projected death when the real intention is
to indicate the possibility of ceath to the theatre as a

medivm forr serious drama.

Structure ,

Lhe most striking Teature of the play is that each
of the maimn characters nas an opposite number. The play is
constructed on a series of oppositions. Only the Step-MHothier
herselr aoes not have a balancing pumber, and this ils sppropriate
as she it 1s who sparks ouy the entire action of the pley.

The basiec situation is the competition of Artaxerxes
and Artabern for the crown. Artemisa tries to englneer the
events: so that her son, Artaban, can gain the throne instead
of the rightful helr, Artaxzerxes, son of the king by his
previous marriage. It is establishea early in the play whose
vroint of view we are to adopt. The means Howe employs recur
in later plays, for they are based on integrity and attitudes
towards religion. It is soon seen that the party $ﬁpporﬁing
Artelran usesthe wrong kind of diplomacy, which later comes
to be seen as: wicked scheming. Chief among these supporters
is Mirzs, a characteristic villain, who aoes not hesitate to
use high ranking members of th state for his own selfish enas.
Counterbalancing him is Memnon, a chieyr minisler of state

mow disgraceou, and of advanced age. He at ilrst seems vVery

1 Ipilogue, llei-d.
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like Mirza, but his integrity is socon established a@nd his
kinaness apparent.

7 the other main strand iu the arama is the search for
love By the two young princes. Avtaxerxes 1s in love wiltly
and early in tae play marries, Amestris, the daaughter of
Memndne Artaban is in love witn the daughier of Mirza; but
she will not accept him, although he aoes nol relent in his
pursuit of her. She isg in fact secretly in love with Artaxerxes,
but recognising the claim of Amestris is not preparea te right
ror her way. She accepts the marriasge without bitterness, and
ig in fact the only person Lo render the hero practical aida
when he is in aanger at the end of the play. ‘

There are, then, three pairs, a pair of princes, each
with his  hoped for father-in-law as advisor, ana each loving
the daughter of his advisor, Our sympathies are easily
sign-posted, for we ad;pt the viewpoint that had Artaban been -
Bright® Aumestris would have accepted him, Charscter traiﬁs
sre 0ot so iwmportant early in the play as the correct idene
tification of the '“good" and the "bad"® characters,

The first sct shows how Kowe presents the situaetion
in the same terms of simple opposition. ‘the Tirst scene,
betveen Mirza and Magasgrevealg not only the customery
background to the action, bubt alsce the "pretence" which they
are on the point of practicing. Mirzae damns himself by ovred-
ictiog the downiall of Magas, whom he uses but at the same
time is not willing to assist. The second nalf of the sct is
concerned with the other parity, andi Artaxerxes and MemnOn.aré
given the chance to develop the opposite view of the Qucen

and ner machinations, Just as Cleone's melancholy had been

aevelopea earlier, so here the attention fixes om Amestris
who comes on stage in person. She, like her counterpart, is
unhappy with present events; her melancholy is uppermost asg

she dreams of obscurity, but she steels herself for the

haraships which she is sure that "AnmbitionMwill bring.

(S5
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It is a little ironic that Rowe should have complained
so bitterly in the Prologue about the entertainments being
presented on the stage, for it certainly appears that ne is
joining forces with this element in the thirda Act. The Bong
adds the sense of variety and slackens the tension, but 1t
is heraly dramatically justifiable., This element is very
deliberately introauced as a preparation for the scene in the
Temnle of the Suwn later in the Act, and some dramatic effect
igs obtained from the latiter. Music is traditionally the art -
of harmony and peaee, and Iits juxtaposition with the vying
and argumentS'of the two factions brings the cqnfused.prioritm
ies governing the actions of the characters to a head. Both
music and religion are bheing proilsned before our very eyes,
Just as the rightful heir to the throne is being out-manoeu-
vred and cheated by his half-brother,
The total efrect of the third Act is of choppiness;
there are too many scenes, and they are not sufficiently linked,
The dramatic tension increases as the play progresses,
and Rowe seems to gain a surer touch as he proceeds. Good
contrast is maintained between haste and meditation, but it
was rightly pointed out in the eighteenth century thalt there
is rather too much action in the last act; culminating in a
very weak eumaing. Memnon's sulcide, as he throws himself .
head rirst into a wall just off stage ils unnecessarily gory;
it seems a rather unlikely action for an eighty year old, and
although Rowe saves us from the sight of this, we are still
shocked by it as the Queen describes the event, Yhe aramatbist
does not seem to have been able to fina a neat way of rounding
ofif his play, for Artaban's lame comment that justice has been
done in the end rings very false. He has certainly gained the
crown after all, but not im the way in which Ire wished; he

P ]

had campaigned to T

ight the succession out with Artaxerxzes,
and.instead of winning this battle, he rinally comes to the

throne through a ghastly series of murders and suicides,
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Rowe appears to have been pandering to the popular taste for
blood and horror as he first presents one of the vgliest scenes
of attempted rape, and then caps it by killing off all bub
two of the cagt. Pity and fear have heen inculcated to ‘the
fullest degree, but there is nothing positive offered at the
end. Artaban has achieved a measure of nobility in standing
against his mother, but we know that he does not really deserve
‘the throne. Despite Rowe's attempted justificaticon of this

in the Ipistle Dedicatoryv, Poetic Jugtice has not been adhered
t0., The Step-lHother's smbition has not been thoroughly thwarted
for she has gained her pyincipal objective of seeing her son
become king. _

There ig another problem at the end of the play, 100,
We are told of the increasing public riot and disorder in the
finsl act as the people support the cause of Artsxerxes. |
Artaban is reagonably cdonfident that he will be able to gaiun
common supyort, bubt there 1s no evidence to sugsest théﬁ this
will happen. What, thein, are we left with alt the close of the
play? A1l the good characters are dead. The wrong son is on
the throne. Public dissatisfaotién might iondicate that even
mig crown is in a precarious pogition. The woman who hag
coaused all the trounle is still alive, tonough subdued., A1l
the forces of hope are dead, and even the nmisguided repres-
entative of religion has been lynched by the mobh. The view
geems 1O be wholly pessimigtic. It ig likely that Rowe was
not totally aware of this, and that his only purpose was to
close the play as guickly as he could during the Tinsl sct.

Ixcitement is present to & very large degree, bulb bhecause
the viewpoint is wholly negative i

T i8 somcething short of
satisfactory.
The basic weakness in the climax ig structura
There ls no balance to the evil actiong and the terrible
nhappens too gquickly, Larly in the play Rowe was often in control
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but the central and final acts indicate that he had certain
lapses in consistency, mainly because he oid not, at this stage,
fully work out the consequences of what he was presenting

through. the structure of the playe.

Dramatic Action ' . ‘

The play opens with unliversal imaggs of carkness.
The king's aeath is imminent, and lsgas's deseription of the
dying king mixes regal majesty with the sense of weep regretb
and even despair which at first scems IlbL¢ng9 but which
later is ironical in view of the scheming for his successor,
the focus of the interest throughout the rest of the play.

Good contrast is obtained between the due regret of Magas
and the brusque way in which Mirza suggests his fubture plans:
Mag. The balls of sight, dim and depriv'd of motion,

sparklea no more with that Majestick rire,

At which ev'n Kings have trembled; but had lost
Their common useful office, and were shaded

with an:ctﬂvuaT night; skMrugﬁ witih a sight,

That shew'd me humane nature faln so low,
T hastily retir'd. '

He dyes too soong

And fate il p0051bLo must be delay'dy

The thought that labcurs in my formlnj bra
Yet crude and immature, demands more time,

3 ni

1

His wish to see the king live longer yet has nothing t¢ do
with his duty or respect to the crown. His motives are entireiy
sellish.

The péople concerned in the plan are revealed almost
immediately, and there is more than s hint that Mirza is
~going to cloak his actions under the mantle of religion, a
sure way for the dramatist to indicate the falsely scheming
nature of his designs:

The yearly F=ast
Devoted to our glorious God the Sun,
Hides their designs under & hoWy veils
And thus religion is the mask for Factio
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But let their Guardian Genij, still be watchful,
For if they chance Lo nod, my waking vengeance
Shall surely catch the moment to destroy 'em ,1

One of the objects of Mirza's scheming is to get rid of the
hera, Artaxerxes, in order to ravish the latter's fiancébo
Mirza is full of grudges, against the kxing who was slow in
giving him satisfaction when his brother had been killed hy-
Memnon, and agalnst Artaxerxes on two counts, first for
refusing the hand of his own daughter, and secohd Tfor avowing
love for Amestris. It was the Queen who had been of service to
him, by getting Memnon banished, since when Mirza thoroughly
ingratiated himself with her. A neat character sketch 1is
given of the Queens

Cautious in good success, in bad unshaken;

Still arm'd against the uncertain turng of Chance,
JUntoucht by any weakness of her Sex,

Their Superstition, Pity, or their Fear;

And is a Woman only in her Cunning.<

Mirza constantly reflers to the place of fate in events, as
do other characters later. The first example of this is.
in connexion with her cleverness 1In enticing the king to
marry her: '

Certainly Fate,

Or somewhat like the force of Fate were in it
And stil1l whene're remembrance sets that scene
Before my eyves, I view it with Amazement.?

Mirza embarks on a set description of that scene which he has
Just recalled to mind. The movement of the verse is slow and
controlled, but alfter an interruption by Magas the tone
“changes as the language becomes sensuous. The kingfs delight
in excess in the bridal Ped is well described9 but Rowe's
conventional and sometimes Puritanical views on the supremacy
of reascn over the emotions sets this piece ags a deliberate

attempt to lower the Eing and Queen in our estimation:

Ip iy pego
Ty, pe2.

NN



In short,
After some faint resistance, like a Bride _
That strives awhile, tho' eager for the bliss,
The furious King enjoy'd her,
" And to secure their Joys, a snare was laid
For her unthinking Lord, in which he fell.

1

Because Artemisa's plans to secure the throne for her son arve
juztaposed with this desgcription of her excessive sexual
indulgence, they are themselves undercut by Rowe's viewpoint
of her character, Artemisa appears to appreciate the diffice
vlties involved in the scheme, and Mirzs revesals himself

as a characteristically devious villain, in a play whose
framework depends much upon herole values, by declaring uhdt
Artaban's claim to the throne is not frought with insur-
mountable difficultiess

The wise and active conguer difficulties,
By daring to altempt ‘em; sloth and folly
Shiver and shrink at sight of toil and hazard,
And mske th'impossibility they fear.
Becguse Mirga is seen to some extent archetypal,; he adOpﬁs
The very charscteristics of a hero, using them as skilfully
as a hero, but for base motives and towards base ends. In -
this soxrt of play the gods confirm the "rigutnesgs" or
"yrongness" of the charscters. They ouly prosper il the
gods view them favourably, and those who fail do so bhecause
they lack the essentlal favour of tue deities. Hirza is
—~clearly deluded as he gecorng those who are working for
tright" ends with genuvinely neroic attributes:
S “Voliant Fools
Were made by Nature for the wise to work with:
They are the Tools, and 'tis the Sport of tatesmen,

‘When Heroes knock their k%ot%y Heads together,
And fall by one another. :

‘Mirza ubters views characteristic of the villain of an heroic
drama and there can be little doubt as to the nature of the
—action to follow; it will be a struggle bezweeﬁ the stronge
minded, judged according to the rules of heroic conduct, and
though Rowe may compl;cate the issue of motives, these

1 I, 4, ped. 53X, i, p.5.
2 Ibhid,.



will be readily apparent to the audience, and the fimal
outcome will establish the favour of the gods, Mirza has a
very low opinion of mankind as he continues to make dispar-
aging remarks on the nature of humarn friendship, and he

urges the priest on to tiry to renew his tles with Memnon, thus
making things far easier Tor future trickery. His terms are
still partly religious as he moves Smobﬁhly into the sort of
appeal which will gain the TaVOUT off the priest. He says that
a false show of friendship will "varmish o're ocur Arts/ And
sanctifie dissembling."” Mirza's enthusiastic greeting of his
friend who has now agreed to assist him reveals the power
which he holds and is prepared to share. It also, though,
contains a hint of the Schemiﬂg‘)l 13 of prients in general as
they aspire to stations of high eminence:

My worthy Priest. S5till De ny Mriend, and share
at

Le
- o i .
The utmost of my Power, by @r ness rais’d,
Tnouw like the God thou serv'et, shall shine aloft,
And with thy Influence rule the under World,

This rather long openling ascene is followed: by a
soliloquy by the Queen on the subject of weakness in women.
It is a set picce, though she appears to exhibit no sign of
weakness at all as dhe conresses how she managed to shake
off the control of her husbani.

Mirza's public face is evident in his conversation
with the Queen, and this is produced by elevated language

rhe. Thoughts of Princes dwell in sacred Privasy,
Unknown and venerable to the Vulgar;

And like a Tempnles innermost recesses,

None enters, to behold the hallow'd Mysteries,
Unbidden of the God that dwells wi thit, 2

This mixture of elaborate compliment and Selfmdeprecation is
the language of diplomacy, but it also acts as a disgulise for
Mirza's true feelings. He will not show his true nature even 1o

nhis ally. N

4 I.‘? j—*g ,pn6e
2 1,1, pa7.
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A When. the conversation turns to Mirza's daughter, he
exhudes gratitude, for the Queen has decided that Aritaban
is to be given in marriage to her. The descripbion oi Cleone's
behaviour affords Rowe the opportumity to reveal his powers
of lyriclem in a fine speech. The movement of the verse is
neasured, and stately:

A melancholy Girl:

Such in her Infancy her Temper was oo

Her Closet ana the Gods share all her time,
kxcept when {only by some Maid attended)

She seeks some shady solitary Grove,

Or by the gentle murmers of some Brook

Bits sadly listning to a Tale of Sorwrow,

TilLl with her bears she swell the narrow streanm.]

The influence of Shakespeare cén.be found here as the action
slows for a memorable meditation. This sort of speech announ-
ces to the audience that Cleone’s melacholy is the result of
a profound sadness, most probsbly Drought aboul by frustrated
love. The pattern is conventicnal enough, but Rowe has endovied
it with a beauvy arm polgnancy whicﬁ.preventsit Trom belng
merely hackneyed, '

The Queen responds to this in a predictable manner,
reminiscent oI the way Gertrude reacted to the melancholy
sadness of Ophelia. In terns of conventional imagery the
Queern. hopes that her son will liven the gi¥l to new inverest
in life: .

That eating Canker Grief, with wastiul spight,
Preys on the Rosie bloom of Youth ana Beauly:

But love shall chase away these clouds of sadness;
My Son shall breathe so warm a gale of sighs,

As shall aissolve those Isicles, that hang
Like death about her heart,?

When the Quesn leaves Mirza slons; he returns te the
subject of the previous scene with Magas., He confesses that
the priest's action is liable to bring about his aefeat, but

18 quite unconcerned., If Magas fails Lo Torw a liason with

i Thide

2 L, 1,p-8.
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Hegnon, then the priest will be entirely in his power. He
expected failure but urged him on to it so that he could more
easily maninulate him, '

Tnis part of the Act is rather choppy. Rowe Iinds
difriculty in managing a smooth tra sition between the two halves
of the Act, and in the end aisﬁisses Mirza only by making
him refer back to something which has already been dealt with.

The same compliment which we saw Mirzs using returns
with Memnon. The two men are roughly correspondent. This time
it is used to gain the favour of a prospective som-in-law.
Again action is in tha air as Memmon guestions why they have
waited so long to do something about the sibtuation in view
01 the radiant majesty of Artaxerxes. All thosge who hsave
beern on stage earlier are pub in their rightful place:

Now basely aw'd by factious Priests and Women, :
They [The crowd] start at Majesty, and seem surprised,
As if a CGod had mel them. ~

The King and Queen are described in powerful terms which
reveal once again Rowe's powers when he has an extended
passage of aescription:

And all her Sex's Cunning, wrought the King,
01d, obvious to her Arts, decay'd in greatness,
Dead to the Memory of whait once he was,

Just crawling on the Verge of wretched Life,

A Burthen to himself and his rriends Pity;
Among his other Failings, to forget

All that a Father and a King coula owe

To such a Son as you were., @

A stylised deseription of Artaban follows, but those gualities
singled out by Hemnon for possible commendation are sharply
deflated by the young Prince:

Be that his Glory,

Let him with Pedants hunt for Praise in Books,
Pore out his Iire amongst the lazy Gown men,
Grow old and vainly proud in fancy'd Knowleldge,3
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The valorous man's life is to be spent in action.. Any show
of bookishness is ar open proclamation of weakness to the cause
to which one's Life should be devoted. |
The claims of love in a heroic society are well
set forth by Amestris: '

Love gives a Right superior ev'n to Nature;
Or Love is Nature, in the noblest meaning,
Yhe cause and the preserver of the Worla,

Tl

-

Ud
/

thus love is placea high on the scale of values, and this
to some extent a justificationafor-the »rominent place of
love in the nlay. rue following remarks by Amestris on
ambition are set to contrast with those on the same subject
by Artaxerxes shortly after the young woeman's entrance,
Artaxerxes had said: '

Aubition! The Desire of active Souls,

i1hat pushes 'em beyond tne Bounds of Nature,

ind elevates the Hero to the Gods,

But see! my ILove, your beauteous vaughter comes,
And ev'n Arbition sickens at the Sightng

Anestris sees lthis same Ambition as the chief danger to her
happiness:
Gurst Ambition!
why dost thou come to trouble my Repose,
who have even from my intancy disclaimed thee? O

Site has no interest in the possible greatness of position

which may await her, becsuse sghe knows that i1t must be

dogged by misfortune, she utters a cogent plea for peace and
quiet away from all the clamour of the struggles Tor power,

It is traditionally the lo¥ver oi the hero who wishes for +this
escape, bub in this case the sincerity is achieved through Rowe's
poise in the verse:

Had Fate allotted us some obscure Village,
Where only blesi with Life's Necessities,
we might have pass'd in Peace our happy Days,

1 Lhid.
2 Tbid.

3 1,1, pp,l0-l1l.



Free trom the Cares: which Urowns and msmpires bring;

There no Step-Mother, no Ambitiocus brother,

No wicked Statesman, would with lmpivus Arts,

Have strove to wrest from us our small Inheritance,.

Or stir the simple Hinds to nolisie Tactionﬁ1
The hint of the pastoral in Amestris's desire for a rural
life of retreat is taken up elftectively here in the refercnce
to the common people as "simple Hinds', There might be a hint
of danger to the hero in his response to this appeal:

The Joy of Conquest, and Immortal Triumph,

nonour and Greatness, all that fires the nero

To high Exploits, and everlasting Fane,

Grows vile in sight of thee. 2
Yhe true hero should be able to avoid this sort of temptation.

[

there is no doubt of his nobility, but this, in the weres of the

heroic code, s a sign of weskuness, The scene ends with an
aftirmation by both of the cause to which tney should be
(evotbed, Amestris is worried aboutbt the possible counsequénces
o the struggle for the throne, but resolves to pray. The
rinal speech or tune Aclt, by Artaxerxes, in verse to round
things ofr neatly, consists of high~flown nesrolc verse:
L.orlo Sun, the source of Light a leat
Our glorious Sun, the source of Light and H 5
Whose Influence chears the World he did create,
Shall smile on thee from his Meridian Skies,
And own the kindred Beasuties of the Eyes;
Thy Eyes, which, could his own fair Beams decay, .
Might shine for him, and bless the World with Day.-”?
The second Act bhegins with the interview Hetween
Magas and Memnon, but from the start Memnon shows that flattery
will get the other man nowheres

Flattery! the meanest kind of base dissembling,

And only us'd to catch the grossest fools:

Besides, 1t stains the honour of thy function,

Which like the CGods thou serv'sh, should be sincere.lt

"1 I, i, p.li. .
2 Ibid.
51, i, p.la.
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Magas was not prepared for this strong counter-attack, He

went to see Memnon because of his own great confidence of
success, Throughout the play he is unawére of the effect which
his actions will have, though he always seems to De acting in
good falth, Memnon is well aware of the value~0f his past
actions, and he is rightly scepltical of ever galining the
favour of the crown again. Iis actions are presentsd in terms
of seasonal labour, unregarded by the decayed heirarchy:

Full fifty Years harnest in rugged Steel,

I have endur'd the biting Winters Blast, -
And the severer Heatls of parching Sumnmer; -
While they who loll'd at home on lazy Couches

Amidst a Crew of Harlots and soft Eunuchs:,

Were at my Cost secure in Lu:f:uryfI

Magas: himself rather unwittingly suggests that there can be
some weaknesses in the kingship:

Unbounded Power, and height of Greatness, give
To Kings that Lastr,, which we think divine:
The Wise whd know ‘em, know they are but Men,
Nay, sometimes weak ones tooy the Crowd indeed,
Who kneel beifbre the Image, not the CGod,
Worship the Deity their Hands have made.?

Magas goes on to put fnrward the claims of Avrtaban to the throne,
and not surprisingly provokes the worst of Memnon's anger:

I tell thee, envious Priest, should the just Gods
Reguire severe Account of thy past Life,

And charge remembrance to dispose thy Crines,

In rank and hideous Order to thy View,

Horror and Guilt of Scul would make bhee Mad . 3

This powerful language ensures that the dramatic tension
during this argument is kept al a high level. After Magas has
-departed with his failure Memnom delivers & Speecﬁ.?ull of
invective at the corruption of those of the cWewgv like Magas:

Revenge your selves, your violated Altars,
That tliose who with unhallow'd Hands approach,
May tremble at your Justice, o

T I, i, p.l4.
2 IL, i, pp.la~lb.
3 I, 1, Dp.lS~L6.
Lo I, 4, p.l16



The seconé scene of the Act begins with strong words,
and the strength is aided by relatively short speeches,
Contenmpt is present everywhere, no mOPe-powerfully diéplayed
than by Artaban who is seen ag a very violent young man,
whose eagerness has to be rebuked by the Queen-whous schemnes
will only prosper if all is done with calm in the cunning.
There is a touch of edge in the Prince's aggréemen% to be more
calms

I obey:
And willingly regjgn-uh unmanly Task, -
Words are indeed your Province.l

All is not perfect harmony even in the pretender's oamp0 The
Queen delivers her threat quietly, but we are compelled to
take note of her promise:"A Woman's Vengeance waits 'em,"
Argemesa sciuemesSin her ensuing interchange that

Artaxerxes should be provoked onto the atbtack, and her desire
is guickly rewarded as the Prince is not in a mood to accept
insult calmly. By bringing Memnon into the conversation she
gets a little wmore than she bargained for. He does not take
being called a "hoary Ruffian” tbo kindly, and he defends
his past conduct eloquently. The Queen sccuses him of the
same sorl of deception: which is her particular speciality:

Didst thou not meet him with dissewmbled Friendship,
Hiding the Rancour of the Heart in Smiles cee?

The climax of the scene comes when Artaxerxes wishes o see
his dying father, and is forbidden entry. In a fine change
of harsh words with his mother, Artaxerxes forces her to’
~reveal her true sense of grisvances

Hast Lnou not
With thy false Arts poyson'd nis Peoples LnJaLtV¢
What meant thy pompous Progress thro' the Empire?
Thy vast Profusion tothe Factious Nobles,
Whose Interest sways the Croud, and stires up Mutiny® 2

1 I1,33,p.17.
2 1l,i1,p.19,
3 TL,41,p.20.
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Artemisa's chief motive, then, in wishing him to be cheatea

o

of the crown is very humarmr jJealousy - Jjealousy of his
popularity with all sectors of the people, not only the
hobles but also the common people whose affection Artaxerxes
hag managed to gain in no mean proportions. This explains why
such care is belng taken. The Queen must fear that if the people
hear of her plans too early they may interceae on this son's .
behalf. Provoked by Artaxerxzes's curse that his motner was
unfaithiul Artaban jumps to his sword, and ﬁhe two Princes
both exhibit their claims to honour,Somewhal surprisingly
Rowe does alloVw Arteban a measure of nobility. He does not
deny his half-brother's claims, but pits his streng th and
not his right, against the legal claim:

Proud and Ambitious Prince, I vare like theeg,
All that is great . and glorious. Like thine,
Immortal Thirst of Fmpire fires my Soul,

By Soul, which of superior Power impatient,
Disdains thy Eldership.’

Artaxerxes responds with the traditional heroic insult by
the elder brother:
O FEnergy aivine of gr at Ambiltlon,

That can inform the Souls of beardlesg Boys,

And ripen ‘em to Men in spight of Nature.,2

But nevertheless Artaban's declarabion to fight for the
succession stands, and is, in the circumstances, a reasonable
result. The two Princes are well-matched, for they ere both
men of nefoic seriousness, wishing to leave all rancour as
far out of the question as possible until after the death of
their fathero |

The tension of this powerful scene is broken by a
long speecn oi kagas, who describes the forthcoming Testival
in the Yemple of the Sun. He is basically a simple soul,

very much delighting in all the pageantry that such a Festival
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ofrers. Mirza, however, sees here the opportunity for further
devilment 'as he projects the slaughtier of the rightful heir
during the ceremonies. He is cleverly put in the wrong by
his reaction to Magas's scruples:

Art thou (who aost inspire their Oracles,

And teach fem to deceive the easie Crowd

I doubtful phrase) afrald of thy own Gous? .ece

The Gods shall certainly befriend our Cause;

At least not be our koes
He has revealed the corruptiom of the religious set-up, but
he has equated this with his own corruption. Magas has true
insight into the popular supporters of this religion when he
says: -

But more I fear the superstitious Vulgar,

Who tho' unknowing what Religiom means,

Yet nothing moves 'em more than zealous Rage

For its Defense, when they believe it violated.,?

Mirzea ignores the import of this message, and merely smoothes
_matteré with the vpriest whom he cismisses ag basicallyﬁoverm
come by misguided scruples. Mirza's speech which closes‘the
Act moves into a loftier realm of rhetoric. In an epic
comparison of Memnon to the hunted lion Rowe introduces a
pastoral element {("while the surrounding Swains at pleasure
wound him") before finishing on heroic imagery ol the stalesman
who finally cheats the fighter of his expected spoils.
Pastoral retiremant was assocliated with Cleone when
she was mentioned in the first Act, and so it is with =some
dramatic justification thatlt Rowe begins the third Act with
a picture of her melancholy retreat with her maid, as the
song, a rather stilted pastoral lyric,is heard, the song
warns lest the mald should court despair, and at Tirst 1t
appears that Cleone has not taken enough notice of this,
Cleone is full of tears and sighs, indeed the prototype of

most of Rowe's later heroines., The maid has a fruitless task

N

1 IT,41, D23
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cheering her up, for Cleone is aware or The presence of love
in every feature of daily life:

In vain we hope by Llying to avola it
In: Courts and Temples 1t pursues us stillﬁ
Ana in the loudest Clamours will be heara. '

Its presence in "Courts and Temples" is one ot the themes of
the play, and we cannot but recognise that Cleone has a
neasare of courage in escaping; after all, this is what two of
the other lovers have saild thet wished they could do, Cleone
ageees that it was because ghe gave in to love too easily at
the start that she faces these problems now, But thisg is no
encouragement to her. The sensual sice of love is not neglec-
ted, for shne describes the Teelings she had when she wag Tirst
in love. She is also able to realise that her self-pity will
do her no good, and she rinally ailsmisses all her complalnts
in impressive terms:

But whither coes my roving Tancy wander?

These are the sick dreams of vantastick Love.
Bo in a Calenture, the Sea man fancles

Green Flelds and Flovwry Headows on the Ocean,
Till leaping in, the wretch is lost Tor everoz

1his is a good example of Rowe's uwoper-miuale fligh¢ of poelry.
Terse, highly imagistic, elevated, yet remarkably relevant,

it conveys a thoughtful dilemma well. when Artaban arrives to
pursue his love suillt once again, Cleone is able to step out

of the introversion 1o attack. She is seductively attractive
as she once again refuses his edvances with a comparison of her
own feelings to ths= general state of mankind:

Lvo but survey
The miserable bState of humane Xind,
where wreibches are the general #ncrease, .
And tell me if tnere be not Cause tor Grief.-”
This is a human touch; when in grealt distress it is helpiul

to Teel that one is merely a reflection of a universal state.

1 ITL,i, D25
O TTL,i, DPe27.
3 ITL,4, p.28,
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There is good use of irony in her reply to Artaban's plea:

Oh., name not Love, the worst of all MisTortunes,
The common Ruin of my easie Sex,

¥Which I have sworn for ever to avoid,

In Memory of all those hapless Haids,

That Love has plung’'d in unexampled Woes,1

Even more ironical is Artaban's certainty that she has never
had any experience of matters of love. Artsban is adamant in
his aenand:

I swear I would prefer thee, 6 Clecone

wWith all thy Scorn and cold Jndirlrerence,
Woula choose to languish and ©o aye ror thee,
Much rather than be blest, and live for them.”

In a way this scene is gppealing in its pathetic deadlock,
Rowe has not done anything new here, bult he has presented
very conventional material in qﬁiﬁe pleasing colours. Al
least this:peaceful struggle is a good centrast to the more
bitter variety which we saw earlier,
Attaxerzesn's tremenious excitement shortly after
his marriage is once again a contrast to what went before,
but. his ecstasy savours something or tiat of the King which
was related at the beginning of the play. Rowe does not hesitate,

in this play at least, 1o represent the sexual delignts of love,

b

Amestris responda to his "furious Bliss" with "chilling Fears!
continuing the careful balance of emotions., Artaxerxes is at
times rather irritatingly optimistic, but his attenpts to

varry nis wife's remarks are unsucessiul for she reiterates

aer fears., They are as yet unspecified = just fear of "the
malice of our fate" and the dread of separation. Her greatest
concerr is that her hushand will either grow tired of Lier or
rorget nei. Yuls gilves rise to anobher fine universal statement
ghout the nature of love:

Love shall survive, immortal as our beings,
And when at ounce we cliald yon azure Skies,

1 ITT,1, D.28.
2 TIT,%, D.29,



We will be shown to all the blestl above,

For the most constant pair that, e‘re deserv'd

To mingle with their Stars,’ '
This is tue hope or mouse ucirolce loversy they alone have the
power to he fully constant. The sentimentality in some of the
Prince'd remarks is mawkish., The reference to his wife as

2

"My soft complaining Fair" is not oo happy, bult worse is:

Oh thou aelicious perfect Angel ¥Woman.
+houw art too much for mortal sence to bear.

2
Pernaps it is being a little over-sensitive tohpoint-to
lines such as these, but Rowe does run tie risk of railing
to win sympathy by oversbepping tinc mark, ana verging on
the trite anu luvicrous, ' -

Bo far in the Act the scencs have matched each other,
Bach Prince has been scen with the woman he loves, and the
success of Artaxerxes and Ffallure of Artaban might be-seen
as pointers to their relative merit. A .

Memnon enters fuvll of heroic valour, as he wishes
he could jJjust tight one last battle for his S0N-~in-1aW,
Both men make a lot oi the heroic aeeds of the past, bhuc
toneir supreme coniiuvence seems a little premature, There
Tollows a very brieit scene where the GQueen ang Mirza talk
or the tuture events at the Tenple. Mirza, in appearing to
be rationél, is in efiect uénying one partc of the neroic
COtle

Befll e convinced that only fools would lose
A croun for notionary Principles,

Honour is the unthinking oouldicr's Boast,
whose dull Head cannot. reach jhose rineriArts,
By which Mankind is governe&oj '

The Iymn teo Light is iull oy rather cull convermrtional

images, and pretentious phrases which sound most impressive

but mean very liivles

-

TIT,11, pasle
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what is the woul of Man but Light,
vrawn agown from thy transcencant hevgh3¢
What but an intellectual Beam?

A Spark of thy immortal Hlame?

This does have the effect of thoroughly desilating the religion
0i° sun-worship, but iv nardly justifies its inclusion here,
Tor most people did not need to be tola thalt worship or tne
sun was essentlially a bdd thing.

mivzaf hLSTLaL]Ou is 10 acuieve aramatic intensity,
badly needed after the lapse curing the wong, but it is not
very well done, The language is forced and stilted, and
melodranatic:

And now like Oyl my flaming Spirits blaze;
My Arteries, my Heart, my Brain is ocorchfﬁs
And L am all one fary. Feeble HMirz

Can'st thou give way to dotagc9 and beoome
The jest of Fools? Nol 'tis impossible:
Revenge shall TOUSE, o o @

Not that it is feer of what he has to do which has caused
this «- apparently it is the thought of Amestris which has
again sapped all his energy.

Some good short speeches follow ag Magas is roused
by the prophanaticn which is taking place within his Temple,
and ag Artaxerxes is captured by the guvard. The language is
again elevated a 1ittle more as the Tfate of the captives is
lamented, and as Mirza cannot help but rub salt into the
woundg, gloaling over his success, PFilrst MHemnon rails, and he
is followed by Artaxerxes in a fine ezample of heroic rants:

Oh death to Greatness. Can we fall so low

To Pe the slavish objects of his Mirth?e

Shall my Jist Rage and violated Honour

Play the Buffoon and Minlster to laughter?

Down, down my swelling Heart, hide thy Resentments,
Nor prostitute the ruffled Majesty

Of injur'd Princes to the gazing Crowd.

1 IIT,iii, po3l.
2 IIT,iii, p.35.

A LIT, i34, p.37.
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It is Amestris even more than her hushband who 1s prepared 1o
meet true adversity with calmness. As long as they are to be
together she will Be his strength. Inserted here isg a ghastly
Speech by Mirza which, one can imagine, night even have been
met with hisses had&h%?%ept the stage a little longer. He

is a thorough villsin, and as he watches their misfortunes,
he can only think of his own desires:

With a malignant Joy my BEars drink in,

Hear esch Hasrmonious accent every glance,
Goes to my Heart and stirs, alternate Motions.
Of Heat and Cold, a lazy Pleasure now

Thrills all my Veins, anon Desire grows Hot,

- And my old Sinews shrink before the Flame.

This ghastly effort is capped. by an extremzly beautiful,
lyrical and melancholy utterance by Amestris. It is certainly
both a "set-plece" and a "purple passage'" but ilts quality is
hardly matched by anything else by Rowe: '

Since this is all our wreltched Consoilation,

Let us indulge cur Grief, till by long usc,

It grows Hszbitual, and we lose the Paing

Here, on the marble Pavement will we sit

Thy Head upon my Breast; and 1T remembramce

Of cruel Werongs, shall vex Thy noble Heart,

The murmer of my Sighs shall charm the Tumult,
And Fat e shall find us Calm; nor will the Gods,
Wha here inhabit and behold our Sufferings,
Delay to end our Woes in ITmmortality.

»

-l

The calm brought about by this does not last long as th

.

Ac
ends in a great hurry of activity. Artaxerzes is once again
taken captive, and Amestris is ushered off Lo Mirza's palace,

Mirza's closing soliloquy is not particularly effec-
tive. He foretells what is going to happen to those taken
away, and once again repeats what he is going to do with, or
rather to, Amestris. In villain Tfashion he is goimng to feast
himself on the young woman and then cast her away uwoltil he

needs to use her again. It would have been more effective to
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end on the parting of husband and wife. Rowe iscertainly
managlaﬁ to instil the emotion of fear into the audience, but
one feels that pity might have been a more £itting close to
an Act which saw great diversity of acLLou and concerns. Some
sort of unifying element, differentiating between the principal
elements . in the action of the play scems to be called for at
this Jjuncture. ' , ,
The fourth Act begims strongly w lth. the general
disorder which has sel in among the popula Artaban sees .
this as the just and direct result of his owm.actionsg and &
tone of gloom creeps into the language:

The sacred Power of Majesty., which should
Forbid, owns and protects the Violence;

It must not, shall not be; Who steals a Crown
By Arts like these, wears 1t unworﬁhilyv1

Artaban further grows in stature and nobility in the way in
which he reacts to the news of his father’s death, brought by
his mother:

Peace to hisg Ashes, and Fiernal Fame

Look Dack with Emulation on his Greatness,
And with. Laborious Steps strive to ascend
Thet Height where once he sat,?

This is deliberately formalised, and its use of biblical
reference is irowmic in that the Queen is trying to deny the
rightful inheritance to Artaxerxes, This is the turning point
in the fortunes of the Queen; she is not always goling to get
her own way. She has: no sense of emotion at her husband's
death, but her son is too idealistic ~= too herolc ~— 1O sece
' the death as a mere piece of good luck. Artaban feels that
some sort of tribute is called for, and is not so corrupted
that he neglects the common decenciesof life.
Artaban is eager to take the throne, but only within

the limits which his creed suggest are reasonable. While the

v, i, p.L0.
2 IV, i, pt,



capture of the throne would clearly be "wrong'" the important
considerations are seversl:

I cannot take a Crown upon these Terms

Tho ' even from your Hands: The Comscious Virtue
That witnesses within my Breast for Glory,
Points me to CGreatness by the Paths of Honour,
And urges me to do as a King ought,

That would not wear his Purple as the GiftT

Of impious Treachery and base Deceit.]

Artaban must not only have the acclaim of the people; the
gods nmust also be satisefied that his claim to the crown has.
in some measure been justified. There is no sense in which
theéueen,can be said to be in control here, She tries light
insult, taunts, and more obvious scorn to impose her views,
but these are met firmly bult calmly. Her language is elevated
from time to time as in the following passage:

In Battles with
Unecertain Wings the wavering Goddess flies,
And oft with partial hand bestows her Favour
On Fools and Scull'd Heroes; seize her now
While She is thine, or She is lost Tor Ever, 2

This has no effect, Artaban's attack on her is on her sore
point. She is very conscious of her superiority as a woman,
and her son here casts doubts on her gpititude for the affairs
of state., This is a good dramatic device, for the Queen is
unable to see the very heavy sarcasm is Artaban's

The World would be well govern'd, should the God's
Depute their Providence to Women's Care -
And trust them with the Fate of Kings and Impires.>

Wherr her son has gone Artemisa unburdens her soul and utters
her extreme ambition. It is her great sorrow that she might
have to gilve way to & man. She has been dble to control the
actions and even the ﬁhoughté of the King. but now he is dead
a worse threat has come to her command when her son displays

the independence of his mind. Mirza as usual makes the best

ibid.
2 IV, i, p.l2.
3 IV, i, volfs.
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of an opportunity Ffor devilment, and suggests that they should
effect an early execution of the other faction.In almost
innecuous fashion Rowe ends this scene with a brief command
indicating once agaln the degeneracy of the Queen. Im making
her ask for her eunuch the dramatist is confirming our impres-
sion of her in even the most insignificant details.

Cleone in the next scene confirms her sensitivity ﬁo,th@
sufferings of others in her concern for Amestris, Her confidante
isvery chary of allowing her mistress to put herself into any
kind of danger, but Cleone's plan of campaign has been fully
worked out. Cleone's soliloquy reveals the rest of the details
of her plan. It is only insertel to give the audience detalls
off future events, but it also heightens the pathos of the play,
and is well contrasted to the previous scene. Her thoughts are
wholly engaged on her helplessness; she eannot live to be haﬁpy
with Artaxerxes and so death is the only solace. Rowe has
managed. to find an expedient way of furthering his plot at the
game btime as giving her nobility. She will be the instrument
of the hero's liberation even though she herself cannot benefit
by ite.

Pathos is the key-note of the ensuing scene between
the hero and Memnon, as they meditate on their hopeless plight.
Even in the older man's growing acknowledgement of fatality
there is suppressed wviolence aml strength, He ralls against his
fate in languege coming clese to rantbe

- , Shall a Dog tell me

Thus didst thou once, and now thou art my Slave;
My Foot shall spurn thee, tikead upon thy Neck,
And trample in the Dust thy Silver Halrs?

Shall I not rather choak? Hold in my Breatlh?

Or smear some Wall or Pillar with my DBrains?

This is so near to the traditional language of rant in a state
of frustration that we do not relly pay much sttention to the

vords themselves., In fact Rowe isg preparing us for the old

1 IV, iii, p.L8.
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man's horrible sulcide at the end. This is interesting on two
counts, first that the end is foreseen.by the drematist and
not a sudden inspirvation, and sécondg that Rowe is conforming
to one of the often used heroic devices of preparing the
audience foxr the main events in advance, so that our concern

is not primarily with the events themselves, but with the
manner of execution. One might object that this particular
instance is neglected because of its context, but it i clear
that evern this esrly in his careceer wae intended us Lo pay more
attention to the content of the speeches than was often the
case in this sort of play.

Melodrama often goes hand in hand with rant and this
scene is no exception., Artaxerxzes is perilously nesr melodrsma
once or twice, and hisg comments on Amestris are inserted Tor
thelir value in provoking tears:

Was she no
!/
\

: .
Forc'd from my panting Bosom (yet T livel)
¢l

Ev'n on our Bridal Day? Then, when our Flames
Were kindly joyn'd, amd made but one desire...
To lose her then! Ohi —wmee ;
And yet you bid me think of her no more? |

Memon discloses the fact that Mirza is only interested in
raping Amestris, and this provokes yel another strongly worded
outburst from the prince, and the scene is invested with a
further example of the domestic nature of the dilemma ot the
play. Cleone's entrance with the "lanthoran", appropriately
used for dramatic --— even melodramatic -- effect, beging a
most effectively executed scene. It is still pathetic, but
there is good psychological realism in the men's doubt and
relentless questioning of their visitor's honesty and motiv-
ation,

Gloom soon gives way to an atmosphere of distruste

Ha! as T live a Boy! a blushing Boy!
Yhou wert not form'd sure tor a Murderer's Officeoz

1 IV, iii, pp.L48-49.
2 IV, iii, .50,



Cleone's "Gleam of Light' assumes symbolic inportance as it
is first of all seen as possible salvatione but the mention
of Mirza's name dispels all hopeful interpretations of the
purposes of the visitor. The suspicion is, of course, natural-
istic enough, for by normal standards Cleone's intentions are
extraordinary.

Rowe takes the fullest advantage possible of this

ercounter, by letting Artexerxes doubt the fact that the giwzlls

-

'mistress" would Still wish him well even after he had refused
to marry her. Thus irony and pathos together crealte one of the

dramatist *s most tense and exciting scenes. Cleone's suicide,
to try to convince Artexerxes. that she is honest in her request,
is well portrayed, and the ensuing words of the dying mald
are full of self-sacrifice:

May every God assist and gusrd your Xlight:

And oh when all your Hopes of Life and Glory

Are Crown'd with just Successy will you be good,

And think with Pity on the lost Cleone,
Her liie closes with gratltuse that ner beloved prince has
uttered kind words to her. She will be remembered, and this is
all she nad hoped ror. Uhere is a touch of the over-sentimental
as Artazerxes: sayss

The Tron Hand of beath is on her Beauties,

And see like Lillies nipp'd with rrost they languishcg
Yet one FLeels that these words are justifiea —-- and the nature
of the acoompanying sentiment. Tt iz the most difficult thing
to portray inmnocent honesty well, and Rowe has been succegsiul
in this case. In later plays he relles more heavily on ithe
rather mawkish kind of' tear-jerking, and nowhere does he quite
so simply convey this very exacting kind of feeling. The high-
quality of the verse 1s maintained to the very end of the Act,

for Artaxerxes finishes with a majestic statement:

Or one rix'd Day in each returning Year,
Cypress and Myrtle for thy sSake T'll wear,

T IV, iii, p.bi.s

2 IV, iil, pebh.



Ev'n my Amestris thy hard rate shall mourn,
And with fresh wnoses Crown thy Viegin urn.
i1l in mlysium blest thy gentle Shade
Shall own my Vows or borrow justly paidg.'i

oo al the end, this scenme has turned rrom gloom and decay to
hope and brightness with the~imagéry of light and flowers,
Nor is the religious aspect of the play neglected, Tor the
final confident hope is that the dead maildem will experience
something of paradise, albeit a pagan one,

The winal busy Act begins with the two schemers in
another recapitulation scene where we are reminded of the
general public aisorder, but Magas has some good insight:

? — 5 o 5 -

weml, Arm! they Cry, Keligion 1s no more,

Our uods are slighted, whom if we revenge not

War, Pestilence and Famine will enstue;

And Universal ruin swallows all.?
Indeed, the affront to wreligiom, not the dishonest dcalings
of the pretenuers, is what doos provoke the peopleg this
emphasises the particular interest of Rowe in a time when
the insults to religion mey not have sparked off as strong a
protest as the dramatist might have liked to see. This element
is given further emphasis when MHirza finally dismisses religion:

'"Tis a most apt Amusement for a Crowd,

They '11l gaze, and gather round the gaudy Shew
) . y ) : PO 9

And quite forget the Thoughts of Mutiny.-

Yet for once Mirza has entlrely misunderstcod the crowd, and
hig final "May all your Gods assist you', with its sneering
ridicule, becomes truly ironic at the end.

. The next scene, whefe Mirgza tries to entice Amestris
to his bed, and finally begins to rape her, is full of hideous
and ghastly speeches. It may be thatl Rowe is going too far,

He has already fully developed the atrocities of the old
statesman, and this scene adds little. It develops fear in

+the audience, but its insertionis not, perhaps, dramatically

2 -V‘Sf i 9 P‘ 3 55 ©
3
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justifiable. It does, however, afford the playwright ample
cpportunity to displey the "fireworks"' of language, Tor the
tension is high throughout the scene, and the speeches hoth
gtrong and powerful. There are also one or two fine examples
of dramatic irony in Mirza's ubterances, for example:

I wage not War with fair ones;
But wish you would efface those ugly Thoughts,
That live in your Remembrance to perplex you; L
Let Joy, the native of your Soul return,
And Tove's gay God sit smiling in your EWeSgﬁ

Rowe excels in imagistic lahguage heres with a great variety
of metaphors and similes which, although conventional, add to
the potency of the contrast between Mirza, the would-be lover,
and Mirza, the evil, Machiavellian schemer, whomwe saw before.
His best attempt to put his feelings of "love" into words
debases the whole system of conVention319 courtly complimenty

Frame not thy levely Mouth then to Blaspheme
Thy great Creator, thouw art his, and made for
His more peculiar Servicey thy bright Lyes,

Thy moist red Lip, thy rising snowy Bosom,

Thy every Part was made to furnish Joy,

Bv'n to a riotous Rzcess of Huppiness:

Oh give me but to taste thy blissful Charms,
Ard take my Wealth, my Honour, Power, take all,
All, A1l Tor Recompence.

We are aware that the greater part of this is a lie. From the
Beginning of this quoted passage we know that Mirza's advances
are bullt uvupon sham, Tor he rencunced the very religlon he now
appeals to not five minutes before. The keynote to his behaviour
is in "piotous excess of Happiness'. This sort of phraseology
has been used twice before in the play, and is assoclated with
disreputable behaviour., Amestris is almost hysterical in her
replies to all this, for shrseveral times cries out for veng-
eance, while recognising that there is little that she can do
to stave off her éttackero Mirza's tone abruptly changes when

he sees that she is not geing %o give in to his desires, and

o 57
2V, ii, p-59,
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he throws insults at her as he announces his intention to use
force, Their fight ig full of "rough and FTumble" but the sense
off climax ard tension does not let up. In the end she is able
to break away from his lecherous advances in time to stab hime.
This end to the action comes as an immediate relief, and the
tensiondrops sharply as Mirza's words are almost humorous

Oh Ideot, Ideot! 1o be caught so poorlys
Where are tay fine Arts now? Unxﬁvell‘d all,
Mangl'd and cut to Pieces by a Glf]

Oh Shame of Wisdomf

The entry of the guard is rather éngineered. His reason for
entering is to give the news that the prisoners have escaped
and that Mirgze 's daughter is dead. Mirza's dying concern,
however, 1is not with his daughter, for he says that the "Death
of my Revenge' is much more important. Pamt of this is that
Amestris should be killed by his own hand, and she meets. her
end as she is held down by Orchanes. It 1s a good touch thatA
Mirza should die incoherant, not having had any time to give
thought to his own death becausge he has been too busy trying
to bring about the extermination-of his enemlies. Thus he is
not able to "form one Thought/That pleases" him ebout his own
end, )

Amestris ié not dead yet; she stiuggles off stage to
look for her husband as he hinself walks on the other side of
the stage. This cotld hardly be described as good management,
and Rowe falls into the trap of confusion at this point by
allowing too much to happen in too short a space of time.

When Memnonlsees:thé body of his old rival he is
moved to a touch of sardonic humour in§

Damnatlion them 1s now to himn, _

And if there bhe one deeper Pit of Sepulchre,

One Plague sbove the rest in those dark Regions,
He as the most abandon'd Dog may claim 1%,

And vie for Preference with Devils themse 2lves, 2

1V, ii, p.6l,
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Thig is particularly effective as they see the dying fmestris
coming towards them at this moment. Artazerzes realises that
there is now no future for him with his wife so savagely killed,
and after he has lamented his fate, been offered temporary cheer
by the dying maid,he adopts a tone of stoiciem. There is no hope
left for him, bult this does not leadl to a great tirade on his’
fate, Indeed Rowe has menaged to maintalin a calm and ﬁﬁrength\
in his hero’'s suffering which makes the scene memorable not
for its violence or excess, but for its heroic nobility and
calm, Beeing that Memnon has beern so stunned by the Sighi that
he is no longer fully eware of what 1s happening, Artaxerxes _
stabs himself in order to avall himself "OFf Death, the gentlest
- surest way to Peace." This leads directly to ome of the
mnost poignent moments of the plays _

[ Memnon gtands looking on the Bodies some Lime,

and. then snesks.]

Yet will T gazef Yet!i Tho' my Eyves grow stiff

And turn to Steel or Marble; here's a sight
To Bless a Father! Thesel! These were your Gifts,

Ye Bounteous Gods, you'll spare my Thanks for ‘em.'

One can imagine how effective thig would be in the theatre,
Gone are all the passages of rant and here is a slow, calm,
yet bewildered speech by a once-valiant warrior, suddenly
become a very old man. The thoughts of battle recur to him as
he gazes on the sight, and involved in a memory of byegone days
he rushes off stage. This is, perhaps, the most satisfactory
way to regard this scene. If the suicide, as the eighty-year
old rushes head~first into a wall, is baken in this way, then
it might be satisfactory, At its face-value, as suggesited at
the beginning of this chapter, it is wildly extravagant, and
uncalled for. There is the hint, which has been pointed out,
that Rowe intended thé old man to be cut of his right mind.
If this is the case, then we might be wrong in accusing the

aramatist of a gross lapse of taste.

1V, ii, p.66. [ 1he cdition used here erroncously reads
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The remaining few moments of tne play are devoﬁéd to
tidying up and commenting on the action. The Queen's sudaen
arrival 1s unexpected and unprepared. It is clear here that
Rowe now wishes to finish the plece as soon as possible, Thus
Artemisa is rather over-—hasty in dismissing the deaths. But
she is herselr confronted with real danger when the Ofiricer-
announces that there is a state of affairs outsice comparable
to civil war. Artemisa 1s supremely confidentz

Let 'em come omn, : : -
I cannot fear; this Storm is rais'd too late,
I stand secur'd of all I wish alreadye]

Artaban hags beem working to ensure the popular support of his
own regime, as far as possible, His words to his mother are
surprising, Tor they confirm his own resgolve to be an indepen-
aent agent, and show his marked aistaste of his mother's
behaviour: '

well has that Care been shewn, :
Have you not Ffouly stain'd my sacred Fame?
Look on ivhat Scene of Blood: the aire Effects
Of Cruel remale Arts. But oh what Recampence.

-

What can you give me for my murder'd Iove? 2
Tne Queen leaves in great anger, but this Goes not dissuade
the new King from ordering her tce be kept under surveillance.
Cleanthes recounts the deatn of lages who was seb upon by the
crowd, and thus the list of the slaughitered is conpleie,

The final speech of the play, though, is hardly
satisfactory. Artaban asks his companion to Yconfess/The Gods
are treat and Just" yet~£he'whole action of the play indicates
the falseness of ihis. All the "good" characters are dead,
eitnher killed orf, or stimulated to take their own lives,

The only characters remaining are those of the "evil party'.
The Queen herself is still at large even though. she has not
exhibited a single redeeming feaﬁﬁre thi-oughout the entire

action. Rowe has done his best to give Artaban some measure

1V, ii, p68.
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of nobility, but one ecamnot help but remember that the "wrong"
man igs now on the throne, There is no solution to this. Rove
¢learly wanted to send the audience away with "pity and fear',
and to do this he wanted also to present catastrophic events
at the rinish. One does feel, though, that Artemlisa, who had,
afber all, orgamised all {the evil machinations, should have
deserved considersably more harsh treatment. The Linal palr of
triplets ig designed to round the play off neatly, bul Tthe end
not satisfactory ; Rowe has in his first plsy revealed many
signs of future mastery, but the final Act 1s not really
thought out well enoughe.

Let Honour, Truth and Justice crown my Reign,

Ne'er let my Kingly Word be giv'n in vain,

But ever sacred with my foes remalil. ,

On these Foundations shall my Empire stand,

The Gods shall vindicate my just Command,

And guard that Power they trusted to my Hand, 1

Gildon 2 is not the best critic of wowe because it is
his intention to uraw attention to as many Faults as he can
in order to dampen Rowe's reputation. He is, nevertheless,
intercsting as some sort of gauvge to popular taste, for the
things he singles out are all likely to have been suggésted
at the time in some degree or other. Many of +the criticisms

tevelled against The Ambitious Step~Mother reflect the ideals

of the day. and comments relating to the Unities and flie use

of source material, Tor example, can readily be deduced iron

a knowledge of contemporary criticism. What is most interesting
are the general observations, Gildon (through the persona of
Freeman: in this instance) says: '

In short, the Huruvering of so many, shows the
Weakness of the Poet's Geniusy the Dagger being
at hand to help oul every Bungler. And it

. farther justiries the Reproach thrown on our
Country by Hapin end some others, that we

4
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Insularies are delighied with Blood in our
Sports, and to our Shame, our rragic Poels
every Lay confirm it; but none more, than
wmrwﬁ%MrEﬁmﬂ}wu§§ﬁ5”meg

This criticiesm seems to be justified. Indeed, it would seen
that this is not the only example in the play of the dramatist
panaering to popular taste. The songs in the third Act rather
suggest thal Rowe was not prepared, or, had not enough confid-
ence in his sbilities as a daramatist, to purge the play of tue
‘sort of entertainment condemnmed in both Prologue and Epilogue. .
The heroies if the play have been pointed out in
the rore-going pages. They stretch into all aspects of the
art ~- into characterisation, setting, action and even
language, which itselfl depends on the upper-middle Ilight
for the lyricism, rant for the more Violent sceﬂes, and
frequent reference to and use of conventional imagery.
There are no really original creations among the

dramatis personae , but Cleone is endowed with rather more

life than the traditional scorned mald. Indeed, it Is she

who wins the majority of the audience's sympathy. Amestris

is rather thinly develOped; she is Tar less the heroine than

her more unfortunate counterpart. Artaban and Artaxerxes are

thoroughly conventional, though the older men, Memnon and

the villain Mirza, are painted in stronger eolours: than usual,
The action is, on the whole,well regulated. By breaking

the play up into different scenes (as is the case in the

edition used for this study) the necessity forr good connections

‘between scenes is to some extent lessened, If; however, these

divisions were not. present, there would often be insufficient

bridges between one part of the Act and the next. The first

and fourth Acts are particularly well constructed, though this

is not a consistent feature in the rest of the play. The

breaks in the central Act are too conspicuous, and the result

is choppiness. The final Act seems to be illmmanégede There

1 .O,E;° gél;pﬂog p035°
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is tbtoo much business coming on top of itself, so that there
is a certain amount of confusion. The last Tew moments of‘th;_

play are very unsatisfactory, as has a:

ready been pointed

¥

out, and the sentiments alt the close are out of keeping with
the action of the whole, ' o
There are touches of the pathetic and the sentimental,
and. from time to time a suggestion that the action is domestic.
Thése elements are not as marked as in the rest of Rowe's '
dramatic output, but they can be seen as experiments in this
sort of form. The play gives promise of greatness. At its
best it is tightly knit, and carefully contrdlled, The herolc
tends to argue with the sentimental fdfom time to time, but
there are exemples of each working well. By the time of
Ulysses Rowe has perfected the balance between these two
elements; and the play suceeds in the study in a way thaf
Rowe's first play does not. The vlays in the hercic velin were
never popular; the time for this sort of drama seems to have
passed by the beginning of the eighteeath century. Thevway

te Rowe's popular sucesses is not really through The Ambitious

Step~lMother at all. For this first play i1s an heroic play.

It is the sentimental and domestic thalt later auvdiences liked
in Rowe. There is not enough moral message jet, anl the sense
of total negation with which we sxe left at the end is out

off keeping with the way in which serious drama is 1o progress

during ‘the elghteenth century.
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Ulysses, first periormed in 1705, is Rowe's most
neglected play, and the nature of the few lines which have
been written on it would indicate that this neglect is just.
Despite the description on the title-page, it is a heroic
play with o happy ending, and not a tragedy in the Shakésueatw
ian sense. Ag far as I can ascertain, only one study of the
play has bheen made, and that in German at the beginning of
the twentieth cenmtury.l Allardyce Wicoll's comments may be
seen as a typical attitude towards it: A

One wonders, because it is again heroic in character,
whether it was not pemmed at the time of Tamerlane

and deferred until now. Portents and heroic love and

and . disgulisings and rant are all in the %Ldea,style,

with only a touch of pathetic sentiment.
These qualitieg are certalnly apparent, but the play should
not so hastily be dismissed. The piece harks back to the days
of heroic drama, bult Rowe has brought his own particular

strengths to bear, The rhetoric is nicely shaded, snd the

language moves frem the colloquial to the elevated in not

Lo )

2

only freguent, but convincing, menner. Jur abtention is

£

not focussed on the love affair of Telemachus and Semanthe,
but on the actions of the herc. It seems To the present
writer Tthat FP.S.Boas's remarks on the focus of interest in
the play are not altogether true:

It is a highly equivocal close to the tortuous story
of the love between her Semanthe and Telemachus,
which on the stage goes far to Vgteal the show" from
Ulysses and Penelope.

Ulysses remains the centre of interest because Rowe does

not show on stage geveral of the scenes which would allow

ovr focus of interest to sympathise with the yeung lavers completely.
Rowe's main strength in this play is in dramatic

method. Structurally it is a very good play, and the constant

" e

1 By Alfred Hilde, 190%,
2 Nicoll, p.100.
Boas, p.21.
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hurry of eveuts ensures interest throughout. The climaxes
are well regulated and the sequence of events in the latex
part of the play brings a consbant flow of surprises and,-
dramatic tension. Rowe's energy does not seem to flag at
all and there are far fewer passages of meditation which
slow the action. |

Cf course, there is 1Little point in making great
claims for Ulysseg. It was very nearly a flop, for after its
first run 1t was rarely performed. However, the following
pages may indicate why I feel it isg, and was then, unjustly
neglected. Audiences in the eighteenth century wewre much
more likely to go to see a play which made them feel sent-
imentally involved. Rowe at this juncture is not really
writing with this popular taste in mind. His steps towards
the sentimental and the domestic are here very tentatlve,

but for an fold-fasghioned® play Ulysses is very good!

Publication History . i

The first edition was printed for Jacob Tonson in
1706, and the second edition did not appear until after
Rowe'lg death -~ 1719. Further editions came out in- 1720, ‘_3
1726, (with a Dublin printing that year too) 1733, 1735
and 1764. These seem to be the only occasions when it was
printed alone. It was included in all the collections of
Rowe's Dramatic Works —- in 1720, 1728, 1733 and'1736g
and in the edition by Anne Devenish in 1747 and 1756,

The only complete editions thereafter seem to have been in
1764 (in Dublin) 1766 and 1792. One wonders, though, if it
were not included merely for the sake of completeness, and

it seems more than likely that left over coples from previous
printings were included in the later issues. Ulysses is
Junigue among Howe'!s serilous plays in that it hardly ever

came out in asnthologies. The only case of this happening is

in Bell's Britisn Theatre where it was included in the

177678 issue and again in that of 1780, In each case it is
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in volume 18, and it is possible that the sanme printing

was used for both. There are no editions of the play after
1792, so it was the first of this dramatist's serious plays
to disappear from the scene,

Performance History

The catalogue of performance dates is even legs
voluminous. Given ten times in Wovember and December 1705
it should, perhaps, be regarded as a reasonably successful
play, but its popularity came to an end thenm. I% was played
once in PFebruary 1706, andthen not again for a half a
century, in March 1756. The lebter printed in the Daily
Advertiser for Wednesday 1 February, 1749 apparently went
unheededs

To Hr.G === You will very much oblige many of your
friends by weviving the play of Ulysses wrote by the
oelgbr%tbd HMr.Rowe; we apprehend there are fouwr
characters in which yourself, Mr,Barry, Mrs.Cibbew,
and Hrs.Pritchard would shine inimitably. If you
think this hint worthy your motice, we make no doubt
it will in every Respect answer your expectations,

as well as gratify the town in general. S.W.,S5.%.;etc.

It seems that the actors concerned were not so enthusiastic
about the prospéct as the authors of the letter, but at a
time when some of Rowe'!'s other plays were at the height of
their popularity the play may have had something of a revival.
The performance of 1756, however, suggests that Ulysses was
just not the soxrt of thing that the Town wanlted.-

Downes notes that this play was not as popular as

his on the

ct+

its two predecessors, though he does not blame
actorss
this T., being dressed and excellently performed,
had a run of 9 nJﬁnLu9 but was not so succegsful
as the Ambitious Step-lother and famerlane, |

*What exactly "dressed" means is not clear, but it may refer

1 Downes, p.48.
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to period costume. With Betterton in the title role and Hrs.
Barry as Penelope the play should have got off to a good
gtart,; particularly as Booth was backing up in the part of
Pelemachus. It is somewhalt surprising that Mrs. Woffington, -
who had been a great hit in some of Rowe's more popular
dramas should have presented Ulysses Tor her benefit in 1756,
but perhaps she was among those who lamented its long absence
from the London stage. It was the occasion for a hitherto-
unknown actress to make her debulbt. Hhe London Stage ident-

ifies the "Young Geantlewoman who never appeared on any stage?®
as possibly Miss Condill,! who took her part on the stage '

later in %the year in Hovember. T ’
Sources

The main source for Rowe's play is, of course,
Homewr'a The Odyssey, but Rowe makes substantial changes.

Remarks have heen made on the appropriateness of Rowe's
alterations since Genest, from whom Boas borrowed his idea
noted on p.75, Mogt helpful of Genest's remarks is: "he has
made the story somewhat more probable than in Homer, but
less interesting”szowe certainly intended to humanise
Ulysses, and he makes his conduct more ”probable”g'giving
him genuine motivation for his actions, and taking away the
vindictive, bloodthirsty element which avpears in Homer.
The opportunity which Homer'sg material gave the dramatist
for domestic portrayal was only partly taken, bub the events
are nevertheless made credible as a family situatbtion.
Ulysses's testing of Peneleope is seen as 1egitimatc—29s
all the more so because the hero steps in just where it
looks ag 1f her fidelity is beginning to falter., The gods
and hero work togebther Lo preserve the Queen's honour in

a way thalt is attractive but hardly Homewric,.
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Telemachus is a very attractive character. His
yduthful energy and vigour are well portrayed, and he is
given more prominence than he had in the source. The love
affair with Semanthe seems to be Rowe's owa invention, and
is handled carefully. This part of the play is not an
"Episodef as Genest says, but rather an integral part of
the main plot. We are prevented from seeing things too
much from the young lovers! point of view because much is
filled in for us by Ulysses's observations while the pair
are off gtage., In the disguise of Aethon, the hereo tells
us that Antonious, the confidant of the prince, is not to
be trusted. We take Ulysses's pointof view early in the
play, and though we are sorry that the love story is
frustrated we gtill realise thalt the most important focus
is that on Ulyssges and Penelope. Pecause it is Telemachus
who kills Semanthe®s father there is an element of tragic
pathos in the situvation, but filial duty is moxre important.

Although not modelled ciosely'on its source, the
play derives its bhasis from Homer just as it'deriveg much
of its dramatic method from French Classical drama. Theatre--
goers were bound to feel that the play was old--fashioned
in that it rested on the old conflict of feeling and duty,
of love and honour,

Books 17-23 of The Odyssey serve only as a

-

o

L.

ok

background on which Rowe can superimpose his own interes

{

Thus the nurse, and the paraphanalia regarding the recog-
nition of the hero as he returns home can be dispensed with.
Tragedy is averted not through the interference of the

gods, or through chance, but because Rowe allows his hero

$0o behave like & modern man. When real danger approaches

he saves the situation by revealing himself, and by fighting
off the enemies. Careful balance is maintained throughout
regarding the hexro's charvacter traits and it is in this
gay thalt we can sccept the result, far more easily than

=1

he events of the old Homeric tale. Rowe has tried to

o =
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bring the old myth up to date., That he failed is evident
from the response, bub the dramatist is in this play in line
with many of the early ecighteenth-century artists who wished
to purify and make "good taste® of a popular story from the
paste. ) o
Most critics have drawn attention to %The almost
independent nature of the two plots, and D.B.Clarke points
out that the sub-plot was taken from Corneille’ s £§m§$g¢1-
Je.R.Sutherland suggests that the play is an "attempt to
Graft the gentler scion of classicism onto the more buoyant
stock of Elizabethan drama." He also notes the influence of
Flizabethan tragedy in the indepenéenﬁ plots, the increassed
number of characters, the scene.where the clouds part to
reveal Pallas, the sound and-fury of the close of the play;
and the increased freedom of the versec. The main classical v
influence he sees in the strict adherance to the uvnities of
time and place, in an attempt Lo achieve "poetic justiée“,
and in the very long speeahesgz Some of these agsumptions
de not appear to be totally valid as will be indicated later;
in the discusgion of the dramatic action. Though there may
be in Rowe's mind these considerations, he does bring his
own ideas to bear in larger measure bthan Sutherland suggests.
Clearly Sutherland does not like the play at all for he goes
on to say that these two forms of drama which Rowe usges for
his sources fail him. He says that Rowe had not got the
Elizabethan exhuberance to reanimate a Ulysses, and be lacked
the imaginative sympathy to breathelife into his borrowed
characters. He tfound his characters dead and Left them so."
These are harsh strictures. The performance history would
indicate that the "Play is f00 remote from life to excite
any but a literary interest obut it secems to the present

—

P13
Ihree Plays.p.51.
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writer that in fact Rowe was trying to breathe life into the
characters, to make the story less remote, and to make the

personages into people with whom the audience could have a
certain degree of sympathy.

P.S.Boas makes a differeunt point, bulbt none the less
dam:fiinga He suggests that Rowe's style was mainly at Eaalf
but he is still saying that the choice of material was

Wrongs ) ‘
Rowe wasg misguided in going to "old Homer® for a
source. The noble simplicity of The Odyssey did
not lend itself to the gllttering embroidery o
heroic drama. And as so often it is not the tLtular
part which is the centre of interest.

Marther, the ma terlal which Rowe chose seemed to restrict

him, in that he could not reveal the best features of his
art given this material as a basiss"Nor did this Greek
tragedy contain many of the reflective passages in wthh
Rowe has previously shown to aavanbageoﬁi

The trouble with this sort of criticism is hiT
it has not been pointed out how unlike the original Rowe's
play is. It is essentially a heroic pldyﬁ but not in the
classical Greek sense; it is rather "hercic" in the way
that other Restoration and early eighteenth century plays
were, glorying in the celebrated and the high-principled,
and added to this were Rowe's tentalbively stated moral and
Christian philosophical assumpbtions. '

Dedication

The Dedication is an important document in that it

is one of the fireh examples of the use of the term "Augustan
Age" with reference to the state of poetry in England, and

in that it explores the situation of patronage, albeit in

T pe.18e )
2 Ibid., p.21.



general terms.l Rowe's confldence in the state of poetry
is tied in with his belief in enlightened.patronage and in
the religious uses of the art:

Poetry, which was so venerable to former Ages, as

in many Places to make a Part of thelr Religious
Worship, and every where to be had in the highest
Honour and Hsteem, has miserably Laﬂpu¢sa 4 and.

been despis'd, for waunt of that favour and Protection
which it found in the Famous Augustan Age. Since
then, it may be asserted, without any PalflaLluy to
Pregsent Time, it mever had a fairer Prospect of
1ifting wp its Head, and returning to its former
Reputation than now.?2 :

As Brskine~Hill says, the auvgury of the new Auvgustan age is
the old ideal of the union of intellect and strength$'wisdom
and power, understanding aﬂd_action; which harks back to the
idea of Plato's philosopher priﬁQGOB The reviwval can only
occur with the coincidence of "Taste", "Understanding",
and Power" in order to stimulate "Great Men" to action on
behalf of the arts. ,

Rowe is always ready to indicate an intermediate
stance for he noves that this happy state of affairs can
only be brought about with harmony,

when those uareasonable Feuds and Amimosities, which
keep Paction alive, shall be burytd in QLlence and
forgotbcng4

There is little doubt that the happy ending of the play,
with reconciliation foremost,; is in keeping with these
sentiments. There is a humanist note in "the Restoring and
Pregerving any Part of Learning.'" Rowe, in the Dédication,-

s

is very conscious of the part he isg trying to play in this
new birth of literature. _

As very often happens in these Dedications, the tone
is not consistent. The plece starts off modestly with #find

Frskine~Hill B, p.60.-
Dedicatbion.

—

Erskine-H111,8, p.60,
Dedication.
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an liouwr to Divert Your TLordship', bubt in the later stages.
the compliment, though conventional, is wmidiculously
extravagant: "the Patronage of so Great and Universal Genius
for Knowledge as Your Lordship's." This is somewhat ironic
in that oaly three or four years earlier Godolphin was one.
of the most hated politician& by the Whigs, and therefore by
Rowe. It may, however, be an attempt to bridge the gaps
"between political factions in owder to make possible the
safe arrival of the "new Augustan Age" of literature.

frologue and Epilogue.

The tone of these pieces is vastly different from
that of the play. Instead of the lofty heroics here is
collogquial chat. The main emphasis is that the play ought
to serve asg a sort of example to the WRair sext watching
the play, but Rowe's hi

O’a»

sh seriousness is missing. It is
here that we catch a glimpse of the man wno loved to Taugh
in cheerful company, and whe took great delight in making
jokes to keep his companions happy. The play itself is for
the mostpart temporarily forgotten as the author gently
chides the audience for their behavicur. Even the theme of
the play appears in debased foxm: '

Her Husbhand, still a #an of Sense reputed,
(Unless this Tale his Wisdom have confuted,)
Left her at ripe Eighteen, tc seek Renown;

The speaker draws the conventional moral from the play:

But all in vain, the Virtuous Dame stood Buff,
And let tem know That she was Coxcomb Proofy .
Hessieurs the Beaux, what think you of the Katter??

There is an attempt to link the action of the play to
contemporary events as the absent Ulysses is compared to

the many absent husbands fighting in the war against France,
winich gives rise to one patriotic cry, but this is not

2 3;?22.9(10 & .11.9 18"“209
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laboured. Some of the most important imagery is heralded at
the end of the Prologue, and a certain universal and timeless
application is suggested:

From Realm to Realm their Chief unweary'd goesg,
And restless Journies on, to give the World Repose.
Such are the constant Labours of the Sun,

Whose active, glorious Course is never done;

And tho', when hence he parts, with us 'tis Night,
Still he goes on, and-lends to other VWorlds hisg Lightu1

Light and dark, night and day and guiet and revose, together
with love and honour (which are mentioned in the last line)
are some of the key antitheses in the play, and it is good
that they are introduced before the play gets under viaye .

The tome of the Epilogue is even more relaxed and
chatty. Thew is a slight sense also of self-consciousness,
and perhaps apology, in the mention of the adherence to the
Unities:

You see how ill my Love has been repaid,
That I am like to live and die a Maild:
Poetic Rules aud Justice to maintain,

I to the ¥Woods am order'd back again,

To Hadem Cinthia, and her Virgin fTrain.

Much. is made of the various affectations and fopperies in
seciel living, especially regarding the use of cosmetics,
and the empty conversation of the drawing-room. This hardly

seens like Rowe at all, but it is rather charming, reminding
one a little of Pope:

There are no Indian Houses, to drop in,
And fancy Stuifs, and chuse a pretty Screen,

Po while away an Hour or so -~ I swear

These cups are pretty, bul they're deadly deagr:

And if some unexpected Friend appear,

The Dev'l! --= Who cou'd have Tthought to meet you here??

This is entertaning and harmless, probably designed to break
both thetension and the "unreality" developed in tne play,
before the audience leave the theatre. It scems to indicate

-

Prologue, 11.35-38,

N

I.’bid.o & 11628"”539

Bpilogue, 1137,
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that the dramatist was aware that some sort of different
impression was necessarys the heroics were not the right note
on which to send the audience away to the interval. At any
rate Rowe isg here very briefly seen in his lesgs familiar role
as soclal satirist. He is not all high-minded heroic rant!

Structure

The most striking feature of the play is its vitality.
This is achieved through careful manipulation of the characters,
g0 that there is continual contrast fto keep the interest at
~a high piteh. The cast list is larger than usual with Rowe,
and there are four maln strands to the plot. It does not,
though, give the impression of a sub-plot as has been suggested
by most critics of the play. Thig is because of the dramatist's
careful and insisbtent use of parallelism.

The marriage of Ulysses and Penclope, fraught by
great difficulties, is balanced by the secret marriage~af
Telemachus and Semamthe, which also experiences great hardship
before our eyes. The sullt of Burymachus for Penelope is
balanced by that of Antonious, and hoth are characterised by
the same sort of intrigue and ingratiation, Burymachus hoping
to manipulate the disguised Ulysses, and Antonious hoping
to do the same with Telemachus, The family of Ulysses is thus
brouvght into direct conflict with that of the King of Samos,
but both are opposed by the rebellious family of Ithaca,
symbolised by Antonious. As the hero eventually uses his son
to help him bring justice to bear, these strands become too
intricately woven to be separable, and so they should be
viewed as different facets of the whole.

It is not difficult to see bow many of the features
of the play would not have appealed to an audience in the
eighteenth century. First, the play is Ttoo busy. We may
appreciate the patterniﬁg and parallel situations, but this
is far from the dictum of simplicity which was gaining such

favour. Second, the author is mot faithiul to his source.
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The deviations from Homer are so many that Rowe has in fact
made the materisl his own. This is particularly apparent in
the matter of structure, for the events are often differently
placed, in order to retain some soxrt of credibility for the
actions of the characters. Thus the events surrounding the
revelation of the hero are completely altered, and the
battle at the end of the play bears no resemblance to that
in Homer. Rowe builds gradually to his climaxes, and can usually
maintain the high level of dramatic tension for a considerable
length of time. Thus the most exciting events are not fore~
seen, and they tend to come as surprises. '

Whalt Rowe gains in altering the sbtory in this way
he partly loses because he adheres strictly to the Unities.
As the century wears on the emphasis shifts +to naturalness
and credibility, thug the play would hardly be expected to
receive great acclaim. However,; the Unities are on the whole
very skilfully managed. There are somne occaslons when lhere
is not sufficient reason for a character fto appear , bubt this
is a weakness in all Rowe's plays. There appears to be a blunder
in the fourth Act where Semanthe comes on stage to witness
the death of her father. There seems to be no reason why
Semaenthe should be looking after the Queen at this moment,
particularly as her father is expected at any moment to
perform his ritual rape. Indeed, Rowe has here sacrificed
likelihood for a sentimental and pathetic scene., We would
have preferred a more agile handling at this point. The
other main difficuvlty in the use of the Unities is traditional
enough. It is hard to Dbelieve in the marriage of the two
young people, particularly as they are usually so resourceful
and level-headed. It 1s even more hard to believe in all the
turmoil which they experience on their wedding day. It would
perhaps have been better if Rowe had avoided the marriage
altogether for the play gains ncocthing from this element
which it would not have gained from a love relationship
outbtside marriage.
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The play is so congtructed thal the action keeps it
always busy, and that there is a sort of theme for the
business of each act, and this has its cwn flavour. The first
act deals with the background to the events, and sets out the
twiles" of each of the main characters. The second Act
catches the auvdience with the infection of the action, so
that impartiality is impossible after this stage. By now we
want to kunovw the results to the story, and we begin to get
something of the flavour of a myéteryG As Aethon/Ulysses
g by the end of the first Act become completely in charge
in his own sphere, so does Penelope in the second. The A »
third asct is the Act of reconciliation, and its flavour is
predominantly domestic. Within this a&ct is the pivot on which
theblay turng; from the testing of the faithfulness of ?eneldpe,
we move to the justification of Ulysses,; who begins to take
devoted to problems, both on the domestic and the national
fronts. Tt begins the killing, bul here ¥he death of Burymachus
is isolated. Thus the domestic prochlem comes to the fore before
the national. The last act turns to the whole family of
Ithaca, aand we see tragedy jist heing averted by the association
of the hero with the gods, and we see Telemachus proving
hig valour and worth by taking the attack in relieving his
mother. Finally there ig the sorting out of the various
elements. Tove has to be subgervient to Homour, and the
Domegtic has to give way Tto the Heroics

Rowe exhibits great mastery of technlique in the play.
His material is very carefuvlly organisecd, so that there are
constant echoes of previous scenes and speeches,; and when it
is deemed necessary, there are subtle presages of what is to
happen later. By dividing the imterest in the play between

about six characters, there is morve happening than the
eighteenth century liked, but for the mederm student of the
drama of -the periocd, there is a vitellity and wide scope in

the dramatic structure and met.od which is very appealing.
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Dramatic Action

The play opens with Telemachus lamenting his high
state to his tutor, Mentor. The mnote of stoicism is established
straight away with Mentor's reply: -

. to struggle with fdversity,
To wait the Leisure of the righteous Gods, !

“his is stoicism teampered with optimism, though, for Hentor
is sure that the gods are on the side of Ulyssesg and his
family. Thus the tone of the play is set in the opening lines,
for all the characters have to acceplt sooner or later that
they must allow the gods to control their actions. There is
also an occasional hint that the gods of Greece'may be intere
preted as bthe Christian God, so that the acceptance of tRate!
by the righteous characters is a reflection of the Christian
Faith necegsary for life. Telemachus hints subtly at this:

RPorgive my Traunsportss if I seem bto lose
The Rev'rence to the Sacred Precepbs.

SN

This opening scene is used to fill in all the details UL
rovading the action of the play, and it is done very well, -
with a short resume of past events and a heralding touch

of elevated rhetorice

Ten Years ran round e'er Troy was doom'd to fall,
Ten tedious Summers and ten Winters more

By turns have chang'd the SO“SOﬂS since it fgll,
And yet we mourn my Godlike Pather's Absence?

The Greek motlfs are used well; they do not receive undue
emphasis, but it is clear that Mentor's optimism is grounded
in the belief that "Oracles ave true."

T his speech of "Rage and honest Indignation' the
young Prince neatly capsulises the dangers confronting '
Ithaca, and the present state of wnwillingness to welcome

his father should he by chance return;
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Yhat Voice of Joy shall cry, Hail King of Ithaca?
Riot, and Wrong, and woful Desolation, :
Spread ofer the wretchad Land, shall blast his Byes
And make him curse the Day of his Return., !
Somewhat abruptly Telemachus annownces the entrance of Aelhon.

We know from the hint given in the Dramatis Persgonae list

that he is Ulysses in disguise, and 1n the anncuncement of his
person here, we note the high wenown with which he is known,
on account of his avowed friendship with the hero. After a
description of the decay in the state, there is a fund of
dramatic irony in Aethon's "He was my Friend;/I think I knew
him" which is effective.

Telemachus's rhétorical description which follows
is reminiscent of Miltomn: '

‘From Morm 'till Hoomn, Ivom Noom 'till the Shades darken,
From BEvening f'till the Morning davas again,

Lewdness, Confusion, Insolence and Uproar,

Are all the Bus'ness of their gulilty Hours.

There are gome fine lines and sentimeunts in the rest of.this
short scene;, culminating in Aethon's sound and fatherly advice
to his son, which becomes even more poignant as the deceitful
Auntoniovs is to enter forthwith: .

Learn thou, my Son, the cruel Arts of Courts;

Learn to dissemble Wrongs, to smile at Injuries,

And suffer Crimes, thouv want'st the Power to punish;
Be easie, affable, familiar, friendly,

Search, and know all MMankinds mysterious Yays,

But trust the Secret of thy Soul to none.

This advice is to enable Telemachus to be truly heroic, but
it carries with it the idea of stoicism and Princely super-
iority., Reminiscent of Polonius's advice %o Laertes, it is
a set speech.with all tThe dignity and accumulated experience
of a man of the world. The "Day of Recompense and Righlteous
Justice is Aethon's answer to his son's earlier "just Rage

and honegt Indignation®, and the play hinges on a balacce
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(or sometimes conflict) betweem these two,

Antonious beging with an outburst of patriotiém and
submission to the Prince, but there is effective irony in the
first phrase of Telemachus's reply —- "Thou greelb'st me like
a ¥riend." It is not at first apparvent why he.experienées
"Joy", "Relicity', ox "dear Delight" or why this man's entry
should give him an "Omen of Happiness?h, though some sgort of
amorous relationship'is implied in "thou know'st my fond
fond Heart." It transpires that the object of his love is
"the fair Sementhe”, but Telemachus wishes to discuss this
in private.

It ie a good dramatic touch that we do not learn of
intonious's wiles directly. It is from Aethon that we take
our viewpoint, and hereby RBowe makes clear whose point of
‘view we are to adopt. Aethon both sees the signs of love
and establishes distrust of Antonious; the latter is not to
be trusted; we are not to take his fri:mdély behaviour at face
values '

This smooth Speaker, .

This supple Courtier is in favour with you.

Harkt you the Prince? How at this Man's Approach,

The fiercenmess, Rage,and Pride of Youth declintd..,.]!

Mentor underlines the Prince's naivety; his "Pemper/Is open
as the Day, and Unsuspecting." Aethon quickly jumps tc the
right conclusion, even before the audience has completely
grasped the remark: "You sald he was a Woer," '

Mentor's remarks on the suitors, and the Queen's
reaction Tto them, allows Aethon to vent his disgust at the
changeable nature of the allegiances of the people:

Unthiukablesichangeabley ungrateful Ithacal.

But Mentor! say, the Queen! Could she forget

The Diiference 'twixt Ulysseg and his Slave??
Mtonious'gs vow to be humble and loyal is greeted with

contempt by Aethon. ihe speech serves as a Tine lament on
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the fickleness of men, and on the length of time that true
submisgion takes:

Deceit and Artifice! the Turn's too sudden;
Habitual evils seldom change so soon, -~
Bul many Days must pass, and many Sorrows,
Conscious Remorse and Anguish must be felt,

To curb Degire, to break the stubborn Will;

And work a second Nature in the Soul,

Eter Virbtue can resume the Place she losb. ]

This 1g dramatically effective because it establishes the
greater insight of the hero, and also because it is a valuable

comment on the "Nature of the Soul®", designed to point out to
the audlence the difference hetween genuine repenltance and
gsimulation.

The arrival of the sultors heralds a scene which
rises in tension. Aethon gradually works upea their passions
and thelr lack of reasomn becomes apparent, related to their
"Riot and Injustice.' The imagery at the beginning is good
for Polydamus and Agenor liken their condition to the melan-
choly of the dawn which does not enervate their spirits after
the "lazy, leaden Night." On the one hand, they intend this
to be taken as the Queen's "Beams" which do not lighten theix
day, but the audience can see thalt this state has been brought
about by their drunkenness, and a large hang-over., There is
pastoral imagexry, but it is here presented in negative terms.
They think they are love-sick, but they are really depraved.
Penelope is described as "the cruel Beauty¥, "the female
Artifice 1s plain' ~- significantly abstrect. She is enly a
figwent of their imagination, a drean.

Aethon replies to thelr declaration to "call on
Bacchus, the jolly God of laughing Pleasures" with derision:

Is this the Rev'rence due to sacred Beauty,
Or these the Rights the PVPIL&& Goddess claims?
These rude licentious Orgies are for Satvrs.

-
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The uvnpleasantness of the suitor becones clear in their
rude and uncultivated abuse of Aethon. As the attack mounts,
the speeches become shorter: o

Aeth. Why dos't thouw call me poor, and think me wretched?
Pol. Because thou art so.
Aebh. Auswer to thyseldf,
And let it serve for thee and for thy ¥riend.
Agen. He talks like Oracles, obscure and short.
lctha I wou'd be underst ood but Apprehension
Is no®- thy Talenf —- [

After the threats have died down a little, Furymachus enters,
making clear what Rowe intended earlier in the imagery of ﬂlﬁht
and days

What Daughter of 01d Chaos and the Uight,
~What Fury loiters yet behind the Shades, e
Tfo vex the peacerul lorn with Rage and Uproqr’z

Aethon as always takes the initiative, obsequious to the King
of Samos, but al the same time very strong in nis actusation:

Boldly T dare appeal - This King of Ssriphos
"his Tsland Lord. this Licnarch of a Rock,

7
He and his fellow Princes there, yon! Land

0f eating, drinking Lovers, have in Scorn

0f the Gods Lawvs, andthe Strangers Sacred Priveleg
Offer'd me foul offence and moqt wnmaenly Ingurleue

The scorn in "Honarch of a Rock™, the irony of "drinking
Tovers" and the righteous indignation of the hero combine to
make a dramatically powerful episode, Burymachus's reply is
ironic, for he refers to Aethon as 'a Thing beneath you."

Following the plea for peace, the pastorsl imagery
is used again, but the heralding of Peneclope sees bhrighltened
rhetoric. Penelope's heauty is described as "that sweet and
pleasant Influence/Breaks like the Day-Star from the chearful
East." Her attendants are seen as "a Crowd of Fair Ones',
and as soon as the Queen arrives on stage purymachug ubters
a fine epic simile:

Lipele
Ly, p.8.
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Diena thus on Cynthus shady Top

Or by BEurota's T Stream leads to the Chace

Her Virgin frain, a Thousand lovely Nymphs

Of TForm Cogestlal all, Trocp by her Side, '
Anidst a Thousand Nymphs the Goddess stands confest,
In Reauty, Magesty, and Port Divine,

Supreme and Emmianent.

She is, indeed, a goddess. Like all Rowe's heroines, however,
she is a melancholy figurve, at once seeing through Ythis humble
fawning Phrase, this faithless Flattery® and shifting the
emphasls to ¥Wthe Sighings of my lonely Hightg.®

2 g
it

) The scene is very well constructed, for the sultors all
make their claims one by one, and alt the end Penelope is left '
by far the grandest character vastly superior in her devotion
and constancy.she emerges as an immensely strong woman,
counteracting all fawning with attacks on the hypocrisy and
licentiouvsness of the adversaries. She, like Aethon, is
established ag living with a higher degree of insight than

the rest of the characters. Aethon joins her in condemmation
of the suitors and he gets lavish and enthusidstic offers of
protection from her.

Burymachus attempts to persuade the Queen of her
husbandt's death, following the common line of thought in the
people. Srrangely. he phrases this in fterms which reflect the
tglothful ease" of the minor kings themselves:

His honourtd Shade rests from the Woils of Life

In everlasting Indolence and ane,

Careless of your Pray'rs and vain Conplalnﬁxwﬁ

Which the Winds bear away, and scatter in the Jantonnessag

After Penelope has stated that she will only chose someone
to take her husoand's place who will prove as valiant as he,
and who will avenge all the insults done h@ls Aethon is left
to soliloquise upon her "matchless Proof of Paith and Love
unchang'd,. " Rowe does not miss the opportunity to make a ‘

.

contemporary comnent on-the wives left at home by theiwr




fighting spousess

tPis wonderful! and Wives in later Times

Shall think it all the Forgery of Wit,

A Fable curiously contriv'd {'upbraid :

Pheir ficlkle easie Faith, and mock them -for their Lighitness, !

There are, perhaps, too many exclamations in this scene,
but it is net out of keeping with the lofty heroic tone,
and the subtle use of ivony is such that the heightening of
emotion and style appears convincing. -
The final scene in the Act comsists ofen interview

between Aethon and Burymachus. We have just seen that the
latter is the most powerful of the kings, .and this scene
shows hisg superior cunning. He is the most unscrupulous of
the rivals, the smocthest, and therefore potentially the
rost dangerous. He provides a good contrast to Antonious?‘
and begins his wiles in the same fawning manner, thoroughly
prepared to compromise his stand in order to gain the favour
of the only man whom the Queen will listen to: .

This sullen Garb, this moody Discontent,

Sits on thee well!l and I applaud thy Anger;

Thy Jjust Disgdain of the licentious Rout:

Yet all are not like these,2
He means,; of course, that he is in a different clasgs. le
certainly has more daring and a more active and adaptadble
intelligence. Aethon for once is not too sure where the talk
is leading, and so uses the same sort of extravagsnt compl-
iment and hypocrisy. He is astonished to find that his aid
is being requested to persuade the Queen to marfy Hurymachus,
There ig a delightful touch of the sensuous in the XKing of
Samos's description of the idol of his love, a sense of
budding luxuriousnesss ’

The Beauteous Quecen,
That Summer—Sun in full #eridian Glory,-
Brighter than the faint Promise of the Spring,
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With Blessings ripen'd ©to the Galtherer's Eand,
Hature for Joy, and in Perfection lovely.]!

It is rather amusing that Eurymachus should be talking of
the death of Ulysses to the man himself, and this Rowe uses
to diminish the btension coming towards the end of the Act.
The conversation results in Aethon's declaration that the
Queen will be tested. DLittle does Burymachus lknow that he i

s}

testing her on his own account, maeking sure that she does
not finally fall prey to any of the suitors:

Yes S8ir, be certain ocn't, she shall be tryt'd;
Thro' all the winding liazes of her Thoughts,

Thro! all her Joys, her HSorrows and her Fears,
Throt all her Pruth and Palsehood I'11l pursue her.
She shall be subtler than Deceit itself,
And prosperously Wicked, if she 'scape me.

Thus the theme of Penelope's trial is set, at the expense of
Burymachus who is under the strong delusion that he is being

asslisted.

The first Act ends with a highly rhetorical passage,
invoking the gods o M"assislt my Purpose® and closes on *the

elevated tripletb:

Liet her no more from Hature's Liaws be free,
But learm Obedience to thy great Decree, o
Since Gods themselves submit to Pate, and Thee.”

With this change in tempo the audience is prepared for a
change in the focus of the dramatic action. Having seemed
to be in a ralher precarious position in the middle of the
Act, The hero is totally in command at its close.

The beginning of the gecond Act sees Antonious being
persuaded to ravish the Queen in order to prevent her capture
by hisg rival. Although it ig still a matter of rape rather
than Jove the Ithacans believe that if is dangerous for
Penelopa-to marry a foreign kinée The first scene implicates
the Ithacans in their desertion of Ulysses, and heightens

11 Iy 1)&1317
2 1, p.l14,
3 I, pelbe



96

1

the domestic element. Burymachus ‘tries to gain the Queen by
forecing the relationship of his daughter with.Telemachus

while Antonius emcourages this in order to gain the confidence
of the young Prince. Arcas takes it upbu kimself to impress
the ufgency of the matter by reiterating tne belief that
Ulysses is dead, and he connects this stroungly with the will
of the gods. Antonious is reluctant to press his sult hecause
he has already been rejected and does not want to face yet
another rebuff. Bven though she is absent'?enelope is the
force at work here; they are frightened of her because she
appears immoveable. She cannot be threatened if she is
confronted by falr means. Antonious hopes to ingratiate nim- -
gel.f eventually, though: .\

To favour my Design, .
With low Submlssions , with obseguious Duty,
And vows of Friendship fit to flatvter Boys with,
Itve wound ny sclf into the Prince's Heart.!

The snake-like impiicetbions are clear enoughy he has deﬁased
himzelf with fawning and is trying to capitalise by "Inspiring
lazy ¥ishes, Sighs, Languishingsg/ Unactive dreaming Sloth, '
and womanish Softmess” so that he might eventually satisfy
the same feelings within himself,

When Telemachus and Semanthe arrive on the sta%e, we
find that they have been secretly married. This act allows
g certain heightening of the domestic situation "at the end,
and adds to ‘the general atmosphere of frustration in the play,
but it does not seem dramatically justified, and creates
more problems for Rowe thaan it solves.

This scene is once agaln very rhetorical, containing
several odd features. After their marriage Semanthe,apparently,
has broken down in a f£it of weeping. '"he imagery moves fron
‘the domestic to the pasﬁpral(with the metaphors of fyernal
Jove", Wincrease", "spify grasst, Mpainted Flow'x!" and "Pearly

Drops of Heavenly Rain”z} to the mythical with the invocation’

1 TT, pelTe
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of "ye Virgin Dryads®, and the "Huntress Cynthia." Curiously,
there follows an interchange on the theme of foreboding.
Telemachus compares them to:

the careful, thrifty Hind
Who provident of Winter fills the Stores
With all the various Plenty of the Autumn,

Semanthe, . however, is full of "Angudsh', boding Dreans that
haunt my Slumbers? together with a "heavy Sigh and painful ‘
Thought."

Here follows an extended dream vision narrated by
Semanthe, very rhetorical both in tone and techniques,and
highly impressive. The first part is modelled on the epic
hunt by "great Latrona's Daughlter"with the traditional _
accompaniment of the "Golden Quiver at his Back!" and "sounding
of the Silver Bow." It is more convincing than séveral of
Semanthe's earliexr speeches because she is narratihg here
rather than asking hersgelf rhetorical questioﬁsc One wonders
why, though, she should be threcatened by the goddess in this
way s '

A Virgin at my Altar wert thou Vow'd, _
tpig fix'd by Fate, and thou art mine for ever.?

This pair of lines serves as a transition between the focus

on the hunt and that on the hunted; Semanthe has to. forgo the .

consumnmation of her marriage only because of the strictures
of the Unities which Rowe has impoazezd on the play. Her father,
whom she will see killed later in the day by her own beloved,
is now viewed as dead in her vision, and the premonition is
well done:
In my ¥light,

Backwards, methouvght I turn'd my Lyes to tThee,

But found thee not, for thou wert vanish'd from me,

And in thy Place my Father lay extended

Upon the Barth, a bloody lifeless Coarses

Struck to the very Heart, I shriek'd aloud,

- And waking, found my Years upon my Piliow.~

1 11,
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This is effective despite the clumsy Miltonic inversion at
the beginning. It is capped by Telemachus's mention of the.
Ngolden Sun® and "drowzy Eight”“again,'Th@se constant
references make us aware of the cosmic importence of the
events, and that both day and night have a good and evil
form and influence.

Telemachus invokes Care, Eelancholy, Disquiet and
Grief, crying on them to "Fly to your Native Seats.® His
function iw %o stave oIf his wife's melancholy which next
returns in a different forms: ‘

M ternate Heat and Cold shoot throt my Veins,

Now a chill Dew hangs faintly on my Brow...

'Tis Pain and Fleasure blended, both at once,

i7is Life and Death, or something more than either.]

Sexual frustration is here phrased finely and the last line
is pregnant wita meaning in the context of the actions which
are to ensue. Telemachus explains the nature of this "other-
Pain® but the “something more than either” remains in our
mninds. _

The first impression is that the scene hag been
highly lyrical, yet %his is the work of the rhetoric rather
than the sentiments. The violent close of the play has been
predicted so that all the fears ubttered will come true -—-
this is hardly a~tter For lyricism , bubt Rowe manages to geb
this end result.

' Tgnoring Aethon the couple leave the stage, and
another amorous interview follows -— yet how different from
the former. A certain parallelism 1is sﬁrely intended; the
happy young lovers are overcome with premonitions but still
make their preparations for the night; the Queen fights to
stave off the advances of her most powerful suitor but fails
in the end because of his evil. Aethon, playing pandar,

.is caught in a dangerous situation. He has gone too far to
reveal himself now and has to continue in his avowed mission
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to test the Queen, his wife. o

Penelope is tired of these continual advances; they
only add "Weight to the Sorrow of ny Days,/That drag too
slow, too heavily aloang.™ Eurymachus begins his attack like
a conventional suitor: -

what Sounds can move this fierce releuntless Taix,
This cruel Queen, that pityless beholds

My Heart that bleeds for her, my Humble Knee,

In abject low submission bent to Earth,

To deprecate her Scorn, and beg in vain

One gracious Vord, one favourable Looks‘}j

Aethon is summoned to her aid, but instead he and Burymachus
deliver a three-fold attack. First, he éppeals to her waste

of the past, using both epic and pastoral images, and brings
. Yo mind her lack of fertility: .

But left unheeded, like a barren Hoor
Ties fenceless, wild uncultivate, and waste.?2

This evokes her pitying "Alas”, and he is set for the second

elemens, the appeal to carpe diem ideas:

Taste the good things of Life, yet e!er they perish,
Yet eter the hapyy eason pass away.

It is left to the King of Pamos To make the final appeal of
love. Aethon appears to support the suit, reiterating these
ideas, but he is met by a violemt rebuff, full of rejection,
full of temsion and vigour:

Traitol! no more ~-— at length thy wicked Arst

Thy false dissembled ﬁTLCﬂdShlp foxr my Luro,

Thy Pious Jouraey hither for his Sake,

Thy Care of me, my Son and of the State,

Thy Praise, thy Counsels, and thy shew of Vlrtueg
So holy, so adorn'd with Revirend Age,

Are all revecal'd, and thou confest a Villain. 4

The tension is at its height here, while she goes on to
suggest that he has changed sides for the love and allurement
of gold, She dismisses Aethon, but before he can go the gresat
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surprise of the play is unleashed. Eurymachus suddenly reveals
his plans replete with complete phange_of tone.le decides on
revenge and we later learn that is was ehtirely premeditated,
The threat to kill Telemachus seems to come to Aethon as an
even grealber surprise than to the Queen;Eurymaohus's reference
to Penelope as "Proud Queen', full of bitterness, contrasts
vividly with the playful, humble tone of "fierce relentless
Pair."! Phe words themselves are alike, but supplication has
given way to murder and rape. Penelope has little choice.

She is willing to sacrifice herself to save hér son, but still
pleads for his life with feeling: 7

Oh spare him, and let all thy Rage fall here;
Remember 'twas Tthis haughty, stubborn Queen
Refus'd thy Love, andlet her feel thy tiate.?

Even in the face of this extreme adversiity she is somehow
magnificents; her dignity and strength of purpose are not
really weakened, and she is able to thrust this last insult
at the pretence of offered love. _

Lamenting her fate, the gates of sentimentality are
opened,; though it is not mawkigh for her affliction is severe,
her tone fervent and her love for her son "truly affecting. "
Turymachus, not to be outdone by violent words, offers a
counterbalances | '

How have I mourn'd thy Scorn, unkind and cruel?

How have I melted in uvnmanly Weeping?

How have I taught the stubborn Rocks of Ithaca

And all the sounding Shore to eccho my Complainings?
And hast thou e'er Releunted? Now Mourn thou.? :

. . .0 . :
This highly tense, emotinal and bitter yet controlled sequence
/\ B
is rather marred by the Queen's
Death is too poor a Hame, for that means Rest,
But 'tis Despair -- 'ftis mad -- tormenting Rage,
tTig terrible —- 'tis bitter Pain —- it is
A Metherts Wourning for her only Son.™

»

1 11, p.22. -
2 Il, p25.
3 II, P.26.
4 II, p27.
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liore effective is Aethon's attempt at cosmic importance in
an aside; he uses epio simile to retain the heightened
rhetoric: o '

The Sea-Nymphs sate around, and Jjoyan'd their Tears,

While from his lowest Deep old Father Ocean,
Was heard to groan in pity of their Pain,

Eurymachus offers feigned comfori, bubt Rowe is not able to
maintain the poise between the epic and the tearful, and |
in Penelope's following speech the effect collapses as the
fears in the audience are jerked foxrth: '

Oh Shame! Oh Modesty! Comnubisl Truth

And spotless Purity! Ye Heavinly Train!

Have I preserv*d you in my secret Soul,

To give you up at lasgst, then plunge in Guilt,
Abandon'd to Dishonour. and Pollutiont?

BEven her resolve not to give in, and the mention of Prog-
racking Pain of secret Thought!" aside to th audience
together with the violent one word repartee, is too much,
destroying the epic qguality of whalt went before,

A good touch of characterisation, however, is ‘
- present. Overlain with irony, Eurymachus'sg melifluous lines
make us despise hin:

Hy Queen! iy CGoddess! Art thou kind at last?
Oh softly, softly breath the charming Sound,
And let it gently steal upon my Soul, .
Gently as falls the balmy Dew froin Heav'n,l

he religious references and "Art thou kind at. last? emp-
hasise the King's mali_g¢ious cunning. His description of

the bridal bed involves the excess To which he and his

rivals indulge in, and it culminates in an open lie:

The Gods of Marriage, and of Love invoking,
T will renew my Vows and at thy Teet
Devate evin &ll my Powers to thy Command . 4
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Clearly the only powers he will devote are his sexual ones.
In marked contrast, the simplicity and:pathos of Penelope's
request to be left alone are‘affecting; she compares her new
congueror unfavourably with Ulysses. The level of tension,
having previously sagged, has risen again by the time that
the heroine makes her exit and Aethon is left with BEurymachus
to round out the scene. It is shocking to find how callously
and unfeelingly the King of Samos dismisses the acts of the
last few minutes:

At length we have prevail'd: TFear, Doubt and Shame,
Those peevish PFemale Virtues, fly before us,
And the disputed field al last is ours.

It is clear how Rowe intends us to take this; he is on the -
! . s . ' .
pointof devoting the rest of his dramatic career to exploring
1
what are here dismissed as Upeevish Female Virtues.'" The
voice of "Right?® is seen in Acelthon's sneering tone:
Yes you have Conquer'd, have approvid your self
A Haster in the Xnowledge of the Sex. v
What then remains but to prepare for Triumph, .
To rifle all the Spoils of Captive Beauty,
And reap the sweet Reward of your past Labours.?
The juxtaposition of #Captive Beauty® with "Sweet Reward”
is good, especially as Aethon shortly attacks the revelers.
The preparation for jollification had apparently begun even
before the Queen had been "cepsured . This gives Aethon
every excuse for condemning the party with the vehemence of
a strong Puritan:
Portended witless i#irth, vain Laughter, Boasting,
Contentious Brawling, radness, iischief, and foul #urden,
¥hile to appease the Gluttons greedy liaw
Whole herds are slain, more than suffice for Hectacombs,
Even more than Zeal, with Pious Prodigality,
Bestows vpon the Gods to feed their Priests with.?

The religisous parallel is pertinent, for Rowe is not only

1 IT, P.29. ‘ .
Ibid.

Ibid.

I, p.30.
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‘condemming the pagan; he is hinting at Catholicism too. I+

is one of the virulent attacks in which he.delights, but
hardly enywhere else in his wrati“bs is it dome more pert-
inently. The final horror is revealed by Burymachus -- that

he will execute thorough revenge by drranglng for his warriors
to attack while he is consuvpmating his marriasge. Aethon's
utter amazement is combined with cynicism in

Ha! at a Blow! «— 'tis Just «~ Ttis greatly thoughti
By Jove, thtAvenger, 'twill be noble Slaughter;

Nor doubt the Hvent, I answer for ‘em all,

Evin to a Man, ] ’

It is, of course, Jove wiom he now invokes SPriously in hise
final short seliloquy, asking for "Revenge®, confident that
the gods are on his side.

Thus a fine act comes to an end. Rowe has exhibited
grealt mastery of tension and conflict. The stage for fubture
events is now fully set, and the evenls so far have been so
crowded that it ig hard fo see how an audience could help
but be Tthoroughly caught up in The events.

When the action resumes at the beginning of the third
Act, Aethon is half-angry, half-lamenting the supposed fall
of Penelope in the "Battel™ Ffor her honour. lientor and
FBumaeus, however, are far more tolerant, defending her on
grounds of "Yoman's Weakness"™ and the "wild Distraction®

esulding in her "bitterest Pangs of Sorrow". Aethon'sg epic
simile 1s based upon heroic exaggerabion: ‘

These Byes beheld her Vﬂlldlng - (ursed. Object!
Beneld her in the Samisn King's Bmbrace;

The sight of Hell, of baleful Achefon

That rowls his liv1d Waves around the Damn'd
Roaring and yelling on the farther Shore,

Was not so terrible, so irksome to me,

As when I saw his Arms infolad ggggigggoz

The Queen, however, 1is very "much unlike a Bride'" when she

appears immersed in sorrow, her condition aptly compared to
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that of the "guilty Wight." Great emphasis is placed on the

iomnent? -- the p01nt of time ~-- and this is picked up again
several btimes later ., This particular moment is full of evil
omens: '

The fatal Moment comes, ev'n that dread Tine,

Yhen Witches meet to gather Herbs on Graves,

When discontented Ghosts forsake their Tombs,

And ghastly roam abount, and doleful Groan,

And hark! The Screeoh?Owl screams, and beats the Window
With deadly Wings = '

Tull of portent, this is dramatically effective, invoking

the supernatural which is to appear later in the form of

Pallas. Here all is desolate, gloomy and hopeless. Bven

Aethon is seen as a "ilessenger of PFate!" and Ulysses's pret-

ended congratulations spark off one of Rowe's favourite images

of foreboding which is to reappear in Lady Jane Gray:

So the hoarse Raven :
Croaks o'er the mansion of the dy 4ig Man,
And often warns him with his dismal Rote,
Po think upon his Tomb.?2

Aethon picks up the theme of moment and asks about the

fauspicious Houxr' of the marriage.

The following interchange.is marked by conventional

use of asides to reveal tc the auvdience the mind of the

speaker. While Aethon thinks that she is totally lost the

reverse proves Lo be true when Penelope tries to stab herself

o g

an act full of control and dignity which is only averted

in the nick of time. Great excitement ig engendered in this

piece of dramatic business. The emotions are at. their height,

and because Aethon has prevented her death she cries out

Off! Ooff, thou Traitor! ' '

Give way to my just Rage! ~- Oh tardy land!

To what thou hast betra y'd me! et me go,

Oh let me, let me die, ox I will curse thee,

P11l Hell shall tremble at my Imprecations,

tPi1l Heav'n shall blast thee ——~ losh! —— uwndone for cveril

PN
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11T, p.32.
Ibid.

1TL, p.%3.



"he appearance of or and HEumaeus only incre eages her

1%
anguish though they offer her hope. Eumaeus tries to prepare
e ti

for the "moment™, LTh ime when all shall be set right.
This event is described in terms of purity and joy ("the
white, the smiling Minute") and also in partly religious

terms with a reference to the Book of Revelation:

To wipe the Tears from these fair Iyes for ever;
That Good we daily @ay'd for, but pray!td hopeless,
That Good which ev'n in fthe Prescience of tne Gods
(S0 doubtfully was it set down in Fate)
Uncertainly foresaw, and darkly promis'd

That Good one Day, the happ1asb of our Lives.1l

The parenthetical phrase does not help, but the tone of
optimism and hope is a good preparation for the scene of
divine interventlion when Pallas Athene descends. Hope after
gloom is tied in with imagery of Day and Nighu9 light anad
darke

fhe solid Gloom of Night is rent asunder
While Floods of daz'ling, pure Aetherial Light,
Brealk in upon the Shades, 2 '

This "Flood "of light counterbalances the floods of tears
in distress, while the language is further heightened with
"ajestic", "Celestial" and "ineffably effulgent'. '
Pallas in fact does not speak; she merely represents
the open intervention of the gods in human affairs. Ulysses
himself is a god, and his appearance without disguise is
heralded with the aid of the new machinery which was bec-
oming both elaborate and popular in the theatre during the
early years of the eighteeﬂth-oeatury. But it is not merely
an excuse for a spectacle; the delty's presence is in keeping
with the elevated tone at which the dramatist is continuvally
striving. Genest complains that Pallas has nothing to say3
but it is ell the more eifective that she is orly an introd-

uction to the greater god, Ulysses, the deug ex¥ machina of

1 IIT, p.34.
2 IIT, pp.34-35.
3 Genest, 1L, %45.
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the play. Mentor's statement "And to the left auspicious
‘rowls the Thunder!" is really a stage direction that leads
us to think that the particular device used was placed at:
the side of the stage, and not, as was often the case, over-
head.

T e Queen's amazement is particularly well expressed:

Nay 'tis most impossible to Reason.
But what have I to do with Thought or Reason?

In a way, the dramatist is here openly demanding our "suspen-
sion of disbelief", This is how the heroic action is taking
place, and we should accept it. A '

Rowe is distinctly in command ofi his Oltmaxeu and
pauscs; after a scene of violent exertions and great haste
there isg a temporary lull while the Queen and Ulysses med--
itate upon the situation in jey and expectation. The idea
of death in "Sea-green Neptune's Seats" spurs off a descrip~
tion -~ ox heroic episode -~ where Ulysses recounts his
adventures briefly and concisely. The reconciliation between
hushand and wife has thug been effected in the heart of the
play, half~way through the middle Act.These few speecheg
serve as another hinge. The testing is now ove and Hentor
urges the consequences of prolonged conversgylon at this
juncture, There are many dangers in the air, and Ulysses
dismisses Penelope so that the second half of the play, the
regolution, can begin with the enlistment of ielemachus' s
help. , '

‘Ihis business ss transacted so quickly that there is
hardly a breax in the tension between the fore-going and
thesecond reconciliation scene, That between father and son.
The emphasis spifts from marital love to hexoic valour again
where Telemachus has to alter his affiliations from love to
duty, from Semanthe to hLu father.ihus Ulysses is forced to

seem rather harsh in ajln”'

s —

1 11T, p.35.
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Thou hast not one, one dear selected Hate,

That ought to stand before me in thy neart. ,
Telemachus's insistence that the new stranger is a "harsh,
ungentle” version of Aethon is good, particularly as Ulysses
has changed rolesg, from passive investigator Lo active agent
of retribution. The Prince's "Soulis aw'd with reverential
Year"; his heart is prepared to receive his father. His
impressions are quickly modified from

Aethon, my Pather's Friend, thou art some God?2
to

And when my Tongue ror Hapture can 10 more,

Silent, with 1lifted Lyes, I'll praise the Godg,

Who gave me back my Xiug, my Lord, my PFather.”

Paternal. care is part of Ulysses Too. He is in control now.

Rowe gkilfully paints his character to reveal both heroic
vigour and kindly concern alt once., His effusion at his son's
declaration to help i1s a bit too much, however:

Qh NWobleness innate! Oh Worth divine!
Aetherial Sparks! that speak the Hero's lineage,
How are¢ Wu pleasing to me?

But this does place Telemachus strongly in the line of the
gods, and the speech i1s redeemed by the fine extended epic
simile of the eagle, hunting through the sheép and finally
lighting on and carrying off the dragon. In this way father
and son will attack at the point of most danger and end
victorious, , , ‘

Telemachus reveals his desire for valour but appears
to be far more mature than in Homexr's story. This is useful
to establish at this stage, for it allows credibility in his
heroism at the end of the play.

Ulysses reveals the plan of campaign and the tone
here is once again slightly Puritanical as he plansvto con-
guer those "Immerst in Riot, careless, and defying/The Gods

@

1 111, p.58. ' 4 Ibid.
2 Ibid.
5 IIT, p.39.
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as Fables. " A formal agreement is signified in 038531oa1
style by the kneeling and kissing the sword, and the Aut
ends with a statement of heroic intent:

No more, thouw hast thy Charge, look well to that;

Por these, these riotous Sons of Woise and Uproar,

I know thelir Force, and know I am Ulysses. .
The Ygod? will bring "Rair Hature, Form and order" into
"Discord end Confusion.! -He will bring peace and right to
bear even vaough the odds be heavily @gdlnut him. Like Jdove
at the'war of Afoms®:

Calm and serene, upon his Throne he sale,

®fix'd there by the eternal Law of Iate,

Safe in himsell, because he knew his Fow'zr.

And knowing Wh&b he was; he knew he wag secure, 2

This is & pagan version of milton's view of God, irtense
vet predicting a happy outcome. Though in the trrdulence
of the final action we may wonder if this remark was true,
Rowe has made 1t qguite clear that it will be happy.

Prom the private world we move into the public
sphere at the beginning of the fourth Act, to the other
sultor. Antonious is using his Ifriendship with Telemachus
to try to take advantage of the situation. The Princets
words are full of irony as he pressges the older man to pres-
exrve the "fatal Secret", and he again noted the pressure of
the moment:

No, thou art true; such have I ever found tlhee;
But haste, my Friend, and summon to thy 8id
What Force the shortness of the Time allows.~

intonious is despatched to gain aid and Telemachus begins a
brief meditation on love. The tone 1s that of lament, but it
is at the same time very high-minded:

Malicious meddling Chance is ever busie
Ts bring us Fears, Disquiet and pelays...
Ambition calls us to 1its sullen Cares

1T 111, p.41
2 i1, p.d
5 IV, p.42.
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And Honour stern, impatient of Weglect,
Commands us to forget our Ease and Pleasures,

As if we had been made for maught but Toil, . -
And Tove were not the Bus'ness of our Lives, '

But Rowe does not allow his characters to countinuve in this
memorable vein, for the action becomes even more hurried.
Ho sooner than one suitor is dismissed, another arrives, this
time kurymachus, to be annoyed to find the Prince still at
his post, guarding his mother'$ doorway. | '
rurymachus begins gently, trying the arts of perse.
uasion. He wonders why the Prince should be alone while every
one else is enjoying themselves. He touches on the theme of
many of Rowe's plays:

And like the sighing Slave of Sorrows, wasting
The tedidUus Time in melancholy Thought.<

The sorrows and melancholy are only too appareht, but the
dramatic irony in "sighing slave" and Tedious Time" is very
good, for we are here watching a 1lull before the storm wnich
urymachus himself provokes. ] )

The Samian King appeals first of all to love, but
this is opposed by the young man's duty, and a series of
thrusts ensuesg, each of which is well parried. A gradual
climax builds throughout the scene, as the older man's
emotions change from from gentle questioning to violence,
Bven his insults fail to arrouse more than slight annoyance
and when violence is first offered it is met in this way:

Oh 'tis long since that I have learnt to hold
iy Life from none but from the Gods who gave it,
Hor mean to render it on any Terms,

Unless these Heav'mlyDonors ask it back.3

Telemachus, then,is a potentially great figure of serious-
ness and courage mixed with self-control and strength of

ruarpose. ¥Whern he is drawing his swoxd he is aware of the

-

IV, p.43.
ibid.

IV, pdb.
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conflict of his actions and love, but this is conquered by
fine Shakespearian sentiments and counter~insult:

I hear the sacred Hame of her that bore me

Traductd, dishonour'd by & Ruffian's Tongue,

And I am tame! -~ Love, and ye softer Thoughts,

T give you to the ¥Winds. -~ Know, King of Samos,

Thy Breath, like pestilential Beasts, infects

The Air, and grows offensive to the Gods.!
His righteous scorn alt Burymachus's emphasis on his youth
is reflected finely in "I laugh at all that Rage, and thus
I meet it.M

Interestingly,; the wounded King feels that this
has come about because of the gods. Rowe is only hinting
that here again is divine interveniion. Certainly the stress
which is placed on the "beardless Stripling" suggests that
this is a display of more than usual valcur.

Semanthe's sudden arrival on tue scene is nch
dramatically justifiable.There 1s no good reason why she
should be keeping Penelope cowpany at this time, particul-
arly as her father was expected to come to claim his bed.
It is a rather clumsy device to bring about the sentimental,
pathetic scene between the newly married couple.

One would expect that as soon as the killing was
effected the tension would drop markedly. This, however, is
not the case, for Semanthe brings with her an image of omen
even before she sees her dying father:

Just as I enter'd here the Bird of Night .
Ill-boading shriek'd and strait, methought, 1 heard

A low complaining Voice, that seem'd vo murmer
At some hard Fate, and groan to be reliev'd.Z

-

Her horror and distress is heightened by her father:s dying
plea for vengeance. The effect collapses for a few moments

as the speeches are too choppy:

(i :[Vg }_)946 © -
2 IV, p.47. '



Sem. What says my Father! ~- no! == it is impossible!
He could not -- would not -~ for Semanthe's sake,w-
Enter Telemachus -

Tel. Alag! -~ there is none near —- no Help ~- Semanthet]
Her faint ig traditional and sentimental, a device to be
exaggerated by less capable dramatists later in the century.
Her recovery, though, brings a fine picture of distraction .
with the welding of opposites:

Stand off, and let me fly from thee for ever,

Swifter than Light'ning, Winds or winged Tlme:

Fly from thee 'till there be whole VWorlds to part us,
'Pi11 Hature fix her Barriers to divide us,

Her frozen Regions, and her burning Zones,

'Till Danger,Death and Hell do stand between u 2

«

0

strangely, both characters grow in stabure in%he scenes
they are both resolute, both deeply afiected, both clear-
minded and both right. Both are compelled to act because of
their fathers. As the scene continues they cach try to
convince the other of the greater amount of misery they feel,
Semanthe increases the sentimental, pathetic note with "What
would not I have born for thee" while Telemachus bases his
justification of "iline was a harder, a severer Task" on the
concrete details of the situation. His appeal is to honour,
wnich his wife is unable to accept:

What is this vain, fantastick Pageant, Honour,
This busie, angry thing, that scatters Discord
Amongst the mighty Princes of fhe Earthj 9*3

Rowe is not, however, rejecting the claims of honour; he is
placing them against those of love for pathetic and "heroic-
tragic" effect; he 1s trying to make both noble so that the
happy ending has dark edges, but is nomne the less happy.

This kind of heroic situation does not have a right and wrolf
in this way, he suggests. Heally counterbalancing Semanthe's
outburst against Honour is this personsl emphasis by the

Princes
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Wor ever implore her Mercy --— for alas!
Cruel Semanthe has forgot to pardon:

Por Blood, Destruction and Revenge she calls
And Qentlene&o and Love are Strangers

further vying for the other's pity ensues, but the dramatist
knows how far he can take this., The scene ends with mubtual
accusation and self-pity. The most wasatisfactory feature

is that Bowe draws attention to his use of the Unities:

4.1

When warm, when languishing with sweet Delight,
Wishing she meets him, may he blast her Sight,
With such a Hurdér on her Bridal Nig ght.2

The trite triplet does not do justice to the rest of the
scene, full of tension and action. '

Telemachus 1s left to wrealise that the whole episode.
"is all the Work of Cruel Policy" when Antonious arrives.
Exhausted, and with his guard down, the Prince cannot smell
danger any longer, and he falls for all the lies, departing
to his father with grudging feelings of martial exploits.

The traitors are unmoved by the sight of the dead
rival, but gloat over their luck, and hasten on to abduct
the Queen., This itsell is & good dramatic touch. The action
appeared to be over, bubt in this brief scene is the most
calamitous incident of all, Perhans the scene is rather too
insignificantly placed, but Rowe manages to sgueeze one more
good climax before the Act ends; Arcas feels that they should
not have allowed the Frince to go, and Antonious seems
totally to underestimate him saying YA ILife like his is but
a single Stake." Antonious -ends the Act with classical,
mythological references and a return to the more obgoctjve
rhetoric of the earlier part of the pldya

Possess'd, like happy Paris, of the Pair,
1111 Jlengthen out my Joys with Ten Years Var, ,
And think the rest of Life beneath a Lover's Care,-

1 Ibid.
2 IV, p.51.
5 IV, p.b3.



Love and war are thus united in thought bere, and this is
a fitting touch for the conclusion of an. Act dealing with
the primacy of these elements.

FEumaeus's change of tone at the start of the last
Act seems to forecast disaster,'but.this is not to be the
case: 4

Where is the Joy, lthe Boast of Conquest now?...
Why reeks yon'! Harble Paverent with the Slaughter
0f rwival Kings that fell beueath his sword ?

Mentor's description of Telemachus's bitter sorrow at having
uwittingly helped in the abduction of Penelope is very
pathetic, buft we are doubtful whether in fact the Prince we
have seen could be like tﬁiu:

Now motionless as Death hie BEyes are fix't,
And then anon he starts and casts ‘em upwards,
And groaning cries, I am th'accurst of Heavin,
iy Mother! my Semanthe! and my HMother.?2

Rowe has spoiled his verisimilitude in ordexr to provoke
pity in the awdience. Mentor is really depressed about the
oubcoume, seeing no hope for anything except "Despair."

The picture of the warring crowds is good, particul-
arly the use of debased pastoral imagery:

A thousand blazing ¥Yires make bright the Streets,

Huge gabbling Crowds gather, and roul along

Like roaring Seas that enter at a Breachs;

The neighbfring Rocks, the Woods, the Hills, the Dales
Ring with the deaf'ning Sound while hold Rebellion
With impious Peak ol Acclamation greets

Her trait'rous Chief Antonious.”

Here several of the images scattered throughout the play are
gathered vogether., There is the emphasis on light, destruc-
tion (and its implied antithesis of darkness in their despair)
and the raucous merrymaking of the rival suitors, Minally, a
moral comment is implied in "impious" and "trait'rous.”

A1) the events of the last hours are now koown to the Ithacans
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who are out in force %o effect a result. One event swiftly
follows another. Lven the break with the interview of Semanthe,
now Queen of Semos, and Telemachus does little to impede the
sense of haste.

The tension in this interview consists in the debate
on what sacrifices they are going to make. Semanthe is under-
going an intense inner struggle, as is evident in her reluc-~
tance to name the murderer of her Tather. Rowe may be excused
the artifical way in which Telemachus comes'onto the scene
hecause the evenlts have now reached a pitéh where we are not
guite so concerned with plausibility, and when he does appear
he utters a fine, elevated lament which captures our interest:

Why was I borm? Why sent into the Vorld,
Ordein'd for mischievous #isdeeds, and fated

To be the CGurse of them that gave e Being? -
Why was this Hass ta'ne from the Heap of katter,
Where innocent and senselesg it had rested,

To be indu'd with Form, and vext with fotion? 1

There are few such meditations of this nature in the play,
and this soliloquy provides a good contrast to the business
of the play's conclusion. ._

Semanthe is splendidly balanced between knowledge of
her duty and love-longing. She appeals to Darkness as soon
as she sees her husbands

let Darkness
Still spread her gloomy mantle o'er thy Visage,
And hide thee from thése weeping Lyes for ever.~<

While she confesses her love in an aside, her direct speech
is chavacterised by a formal harshnessty

Whate'er the righteous Gods have made theg suffer,
Just is the Doom aund equal to thy Crimes.”

More rhetorical passages follow until the Queen feels comp~-
elled to admit that she "durst not, could not, wou'd not

once accuse thee'. Somehow the reaction is surprising, bringiag

1V, p.bbh.
2 V? }_)pe56“"57o

52 Vy p.57T.
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an unexpectedly realistic note to bear in the implied sexual
overtones of A

And wvherefore art thou merciful in vain?

..o Are Tears and Hourning
The bitterness of Grief, and these Lamentings,
Are these the Portion of our Nuptial Eight?f

It is strange to see them vying with each other for the third
time, to prove who is suffering the most, Semanthe combines.
weaknessg, in confessing her love, with moral strength in
declaring that this is vhe moment at which they must part for
ever. There is mno doubt in her mind at -all; the time is short
and the gods are definite in their wigh:

Oh sigh mnot, nor complain -~ Is not thy Hand

Stain'd with my father's Blood? . Justice and Nature,

The Gods demand it, and we must obey,
The bitterness has now gone; it is a case of love having to
suffer because of civcumstances. In this way Rowe can gain
sympathy Tfor them both. Here are the tragic consequences of
the conilict between love and honowr, but both parties can
take those comnsequences with equanimity. Telemachus makes
a final speech on the human condition which is affecting:

Let mighty Xings contend, ambitious Youth

Arm for the Battel, Seasons come and go;

Spring, Swmmer, Autumn, with their fruitful Pleasures,

And VWinter with its silver ¥Frost, let Hature

Display in vain her various Pomp before thee,

'Tia wretched all, 'tis all not worth thy Care,

1Mis all a Wilderness without Semanthe.?
- o . e . . s ' - .
His stoical acceptane implied in this compares Tavourably
with her vow to "Ily tothe pathless Wilds, and sacred Shades."
Both are of noble status, Telemachus by remaining in the
active world, and Semanthe by fleeing from it.

Paced with a possible confrontation with his father

Telemachus leaves to try to find some sort of refuge for nis
*sorrow. Ulysses, however strong the odds against him may be,

retains a godlike optimism. Bven the pessimishtic -observations

1V, p.58, 3 Thid.
2V, DPsH9.
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by Eumaeus camnnot deflate his confidence.

The confrountation between Ulysses and the fighting
forces is very formal, vastly unlike Homer. Exactly where
the fighting takes place is left deliberately vague so as
not to destroy the effect of the Unities. Wherever thei
battiewground isg, the main combatants meet Tto exchange
insults and patriotic cries. Ulysses not surprisingly is
the most formidable, uttering a most impressive harangue on
his own identity:

ind dost thou dare, dost thou, audacious Slave,
Thou rash Hiss-leader of this giddy Crowd,

Dost thou presume to match thy self with me,

To judge between a Honanrch and his People?

If Heav'n had not appointed me thy Haster,

Yet it had made me sometaing more than thou art,
Then whea it made me what I am -~ Ulysses.!

If he were not so godlike we would have to suggest that he
was immensely self-opinionated! Antonious replies to this
by means of & counter insult, followed by a stance of defiance.
Ulysses exerts his righteous anger at the sultor's audécity,
and the wounded Arcas enters to symbolise the carnmage which
is taking place nearby. He brings with him some startling
news. Telemachus has not been moping all the time.for he

has freed the Queen from her captivity. It is a good feature
of the play that the Prince can sel to rights his previocus
error. Lt is clear at this Juncture that the day is already
that of the Ithacan Royal Pamily, bub Antonioug refuses to
flee. He attempts to reach a certain wueasure of nobility

but he is left to his own defeat as the play closes on the
final reconciliation of Ulysses and Penelope. Mentor is

used in a Manner similar to the Greelk Chorus, filling in

the final gaps in the story. Semanthe apparently has lied

to save her husband, and has stated that Antonious was the
murdérer of her husband. This is a handy way of getting rid
of the last suitor, but despite Mentor's certainty we are

1w, p.61.
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left with the feeling that Rowe has sacrificed credibility
to tne satisfaction of having all the ends neatly tied
togebhefQ '

The play ends having confirmed the stature of Ulysses
as hero. He alone, apparently, seems 0 come unscathed from
the series of misfortunes. There is no hint of potential
happiness for Telemachus as we learn that the strangers are
setting off to bear "the sad Semantheé back to Samog., " His
only consolation is to be found in mourning her departure.

The hero's final speech seems to dismiss the human
misery of nls son rather too easily, butbt the play certainly
¢loses on aa heroic flourishs

Sigh not, nor of the coumon Lot complain,

Thou that art boirm a Man art boran to Paing

Poxr Proof, hehold my tedious Twenty Years

A1l spent in Toily aud exercis'd in Cares:

"Tis true, the gracious Godg are kind at last,
And well reward me here for all my Sorrows past.

Pogtscrint

'Abouﬁ the only critic to suggest that Ulysseg is
'among the bettexr ﬁlays in the Rowe canon is Gildon in A
New Rehearsal, or, Bays the Younger (L714). Admittédly, the
purpoge of this work is to discredit and satirise Rowe, and

for this reason the author may have picked out simply the
“play which was the leagt successful, and given it the most
praise (grudging though it is). It may be worthi while to look
first at the comments Dy Mr. Truewit before looking at the
play in canclusion: ‘

I shall be the more tender of Ulysses, because il
“is by much bhe best of hig, and has a sorlt of s
Face of a Tragedy. The Poelt indeed has left it
witnout any Moral; he nas made Semaubhe uvnfortui-
ate without any demer;bc He has taken all Ithaca
for his scene, which, by as good a Reason, might
have been exteuded to all @Greece, and so to all
furope, nay, indeed, +to the whole Barth. He has
introduc'd I kuow not how many Kings with the

1V, p.64.
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Manners of Scoundrels cr Porters; he has heen
fond, admiring Peneclope’s Beauly at Forbty odd.
He has made Ulysses put Penelope to an unneces-
sary and unjust Trysl, not at all conducive to
the Plot, nor agreeable to the Wisdom, or Grat-
itude of his Hero. But ithese, and a great many
more Absurdities of the Design, Conduct, and
indeed oi the sentiments and Diction, I will
sacrifice to your good Nature; and to the weak
Appearance of a Tragedy, wnich he has in no
other of his Performances, '

Some of the points raised arc interesting. Particularly so
is the fact that the play is being judged according to the
"rules" for herdic drama. Gildon notes the absence of
"Ppoetic Justice™ yet this is a point which Rowe stresses
in the Epilogue.To Rowe this term means something a little
difierent. It means that there must be some liklihood of the
events happeuning in character, and it means that there
should be no punishment without due cauge, The matter of the
lack of a "demerit" in Semanthe is interesting. HKowe seems
to be saying thav in this kind of heroic drama there is
often no Jjustice. This would seem bto fit in with his strong
beliefs in Christian sociebty, In & Pagan society anything
can happen, and to ask for true justice is fto ask Ior too
MMUC e

~ Although easily classifiable as "A Heroic FPlay®,
Ulysses marks a transition from the pure form to a hybrid
of the heroic, the glightly sentimental and the domestic.
There is even a touch here and there of the elements which
compose a "she-tragedy." The dramatic techniques displayed
here and the control of contrast, pause, haste and medit-
altion is as good as can be found anywhere else in the

drematist's works,

T Gildon,
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