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Aboutthe University

RajivGandhiUniversity(formerly Arunachaluniversity)is a premierinstitution for highereducation

in the state of Arunachal Pradesh and has completed twefiyg years of its existence. Late Smt.
Indira Gandhi, the the®rimeMinister of India, laid the foundationstone of the universityon 4th
February1984at RonoHills,wherethe present campus is located.

Eversince itsinception, theuniversityhas been tryindo achieveexcellence andulfill the
objectives as envisaged in theniversity Act. The university received academic recognition
under Section 2(f) from théJniversity Grants Commission or28th March, 1985 andstarted
functioningfrom 1stApril, 1985.1t gotfinancialrecognition under sction 12B of the UGC on 25th
March, 1994. Since then Rajiv Gandhi University, (then Arunachal University) has carved a niche
for itself in the educational scenario of the country following its selectisa Universitywith
potential for excellenceby a highlevel expert committee of the UniversityGrants Commission
from among universities in India.

TheUniversitywasconvertedinto a Central Universityith effectfrom 9th April,2007asper
notification of the Ministry of Human Resouréevelopment, Government of India.

The University is located atop Rono Hills on a picturesque tableland of 302 acres
overlooking the river Dikronglt is6.5kmfrom the NationalHighway52-Aand25kmfrom
Itanagar the Statecapital. Thecampus is linked with the National Highway by the Dikrong bridge.

Theteachingandresearchprogrammef the Universityare designedwith aviewto playa
positiverole in the socieeconomic and cultural development of the StafEhe University offers
Undergraduate, Postgraduate, M.Phil and Ph.D. programmes. The Department of Education
also offers the B.Ed. programme.

There are fifteen colleges affiliated to the Universiffhe University has been extending
educational facilities to students from the dibouring states, particularly Assarnthe strength
of students in different departments of the University and in affiliated colleges has been steadily
increasing.

The facultymembers have been actively engaged in research activities with financial
support fromUGC andther funding agenciesSince inception, aumber ofproposals on
researchprojects havébeensanctioned byariousfundingagenciego the University. Various
departmentshaveorganizechumerousseminarsyorkshopsandconferences.Manyfaculty
membershaveparticipatedin nationalandinternationalconferencesandseminars helavithinthe
countryandabroad. Eminentscholarsaanddistinguishegersonalitiehavevisitedthe University
and delivered lectures on variodssciplines.

Theacademicyear 20002001 was a year of consolidationfor the University. The switch
over from the annual to the semester system took off smoothly and the performance of the
students registered a marked improvement. Various syllabi desigydgbards of Posijraduate
Studies (BPGS) have been implemented. VSAT facility installed by the ERNET India, New Delhi
under the UG@nfonet program, provides Internetccess.

In spite ofinfrastructural constraintsthe Universityhas been maintainingts academic
excellence. The Universityhas strictly adhered to the academiccalendar, conducted the
examinationsand declaredthe resultson time. The students from the University have found



placements not only in State and Central Government Senditgslso in variousinstitutions,
industriesand organizations. Many studentshaveemergedsuccessful in the National Eligibility
Test (NET).

Sincenception,the Universityhasmadesignificantprogressn teaching researchjnnovations
in curriculumdevelopment and developing infrastructure.



AboutIDE

Theformal systemof highereducationin our countryisfacingthe problemsof accesslimitation of
seats,lack of facilities and infrastructure. Academiciangrom various discipline®pine that it is
learning which is more important and not the channel of education. The education through
distance mode is an alternative mode of imparting instruction to overcome the problems of
access, infrastructure and soegonomc¢ barriers. This will meet thdemandfor qualitative
highereducationof millionsof peoplewho cannotgetadmissionin the regularsystemandwishto
pursuetheir education. It alsohelpsinterestedemployedand unemployedmen andwomento
continuewith their higher educationDistanceeducationis adistinct approactio impart education

to learners whoremained away in the space and/or time from the teachers and teaching
institutions on account of economic, social and othensiderationsOurmainaimisto provide
highereducationopportunitiesto thosewho are unableto join regular academic and vocational
education programmes in the affiliated colleges of the University and nhitkeer education

reach to the doorsteps in rural and geoghécallyremote areas ofArunachal Pradesh in particular

and Northeastern part of India in general. In 2008, the Centre for Distance Education has been
NBYlYSR |4 aLyaidAiddziS 2F 5AaGFy0S 9RdzOF A2y

Continuingthe endeavorto expandthe learningopportunitiesfor distantlearners,IDEhas
introducedPostGraduate Courses in 5 subjects (Education, English, Hindi, History and Political
Science) from thécademic Sessi@91314.

Thelnstitute of DistanceEducationis housedin the PhysicaScience$-acultyBuilding(first
floor) next to the University Library. The University campus is 6 kms from NERIST point on
National Highway 52A. The University buses ply to NERIST point regularly.

Outstanding Features of Institute of Distance Education:

() At Parwith RegularMode

Eligibilityrequirements,curricularcontent, mode of examinationandthe award of degrees
are on par with the colleges affiliated to the RajiGGandhi Universityand the
Department(s) of the University.

(i) SelfInstructionalStudyMaterial (SISM)

The students are provided SISM preparedthy Institute and approved byistance
Education Council (DE®)ew Delhi. Thiswill be providedat the time of admissionat the
IDEor its StudyCentres SISM iprovided onlyin English except Hindi subject.

(i) ContactandCounsellingProgrammegCCP)

The course curriculumof every programme involvesounsellingin the form of personal
contact programme ofluration of approximately7-15 days.The CCRhallnot be compulsory
for BA.However foiprofessionatourses and MA the attendance in CCP will be mandatory.

(iv) FieldTrainingandProject

For professional course(shere shallbe provisionof field training and project writingin
the concernedsubject.

(v) Mediumof InstructionandExamination
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(vi)

Themediumof instructionand examinationwill be Englishfor all the subjectsexceptfor
thosesubjects where the learners will need to write in the respective languages.

Subject/CounsellinGoordinators

Fordevelopingstudy material,the IDEappointssubjectcoordinatorsfrom within and outside

the University.In order to run the PCCRffectively CounsellingCoordinatorsare engaged

from the Departmentsof the University, TheCounsellingCoordinators do necessary
coordination for involving resource persons in contact and counselling programme and
assignment evaluation. The learners can also contact them for clarifying their difficulties
in then respective subjects.
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UNIT 1 ENGLISH DRAMA: THE
ELIZABETHAN PERIOD TO
THE MODERN WORLD

structure

1.0 Introduction
.1 Unit Ohjectives
1.2 Elizabethan Drama
1.3 Shakespearean Tragedy
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1.1l Summary
1.12 Key Terms
113 Answers o "Check Your Progress’
114 Questions and Exercises
1.15 Further Reading

.0 INTRODUCTION

e Elizabethan age refers to the reign of Queen Elizabeth of England. who ruled from
1558 to 1603. The genre of drama thnved during her reign. This was because the s pirit
of the Renaissance in the fourteenth and fifteenth centuries had given birth to a rich and
Jaried literature in Europe, There was a general interest among the public in reading
ibout real life situations and an inquisitive curiosity in the personal experiences of individuals
sther than themselves, Drama was the only medium which combined the brilliance of
soetry with the thrill and passion of real life situations. It was fused with the exuberan
mnergy that characterized the Elizabethan Age. The reign of Queen Elizabeth saw
enowned playwrights such as Christopher Marlowe and Ben Jonson. Howe ver,
indoubtedly, the master playwright of the Elizabethan Age was William Shakespeare,
Whether it was his ragedies, c_um-:dil:s or his historical plays, few authors have heen
ible to match Shakespeare’s universal appeal and his lyrical prose. Shakespeare’s plays
sontinue to be performed and enjoyed today with as much gusio as they were wh&.n
ey were written in the late sixteenth and early seventeenth centuries for asmall repertory
heatre, :
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Given these facts, drama in the Modern age underwent several changes. ".I'hal
which was fit for the Elizabethans was no longer appealing to the audience oI'd.Ic twentieth-
century. Playwrights no longer looked to the classics for inspiration or design. Instead,
the focus was on trying to grasp the changes that marked the twentieth century. Advances
made in the field of technology were prominent in contributing greatly to the ever

& ere interested in the loss or the memory of
the Golden Age of literature. Hercules and King Arthur were replaced by modem hcrOC_S
eal was not their daemonic stature but their

11 UNIT OBJECTIVES =
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Alfter going through this uni, you will be able 1o,

® Discuss the essence of Elizabethyy dramg
* Explain Shakespearean tragady

* Describe the different genres

* Identify the different com
* Discuss theatre in Shakes
* Explain various forms of Modern theatre

® Critique drama as 5 performing ar

* Interpret drama a5 4 tool for social Citicism

12 ELIZABETHAN DRAMA
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drama reflects the national sensibility and intellect as no form of art has done at any
other time.

The literature of the Elizabethan pericd is evidently the product of sociely more
complex and subject to a far wider range of influences than that of the Chaucerian or
0ld English period. It is therefore difficult to analyze all of its aspects in its entirery,
hecause life during this period had become multifaceted. The underlving sentiment and
a direct result of the Reformation movement was the perception of the personal
answerability of the individual soul to God. The implicit value system of the Renaissance
supported that the world is a beautiful place and that sensuous enjovment of the beautiful
is a rational and commendable act. In contrast, the doctrine of the Church stated that a
consecrated and authorized priesthood stood between man and the Maker; and the ideal
of medieval society was the man who repressed his passions and even his natural instincts,
and spent his life in self-denial of innocent enjoyment and ‘subdued the flesh’ by ohserving
fasts and indulging in self-inflicted wriures. These divergent standpoints imply aprofound
conflict of views. However, during the Elizabethan age, the Renaissance ideals had
begun o perforate down to the masses. The triumph of Renaissance ideals was
accompanied by an intellectual excitement which became the source of energy and life
for literature.

The drama of the period is written in the representative form, and in many of the
plays, the interest lingers not so much on the plot or story as in the representation of
human will in vigorous action. The characters are, in many cases, profoundly comnceived
as aclive agents, sometimes of exaggerated will and energy. This is in response to the
theory of the dignity and self-sufficiency of the individual soul which characterized the
Puritan belief system. Again, the love of luxurious ornamentation and variety which
marked the Renaissance art can also be observed in many of the Elizabethan dramas,

The position and value of classical literature also underwent a major change as
the Okl English period passed into the Elizabethan Age. The classic authors came 1o he
read far more than in the former period, since the arrival of the printing press made
these works accessible to all, and classical literature became known to a far larger
number of people. The old sense of the picturesque of social life resulting from the
contrasted orders of society remained, but men were conscious of living in a growing
and expanding world, both materially and intellectually, and did not fear to invent new
forms of expression. Chaucer had imported ltalian stanzas, but the Elizabethan lyricists
did not hesitate to invent a hundred new song forms, not initiative, but based on a natrg]
perception of the music of words,

Elizabethan literature is so extensive and the period was marked by so great an
advancement that specimens of many different types are present in it. Also, we can
surely say that its thoughts rest on a broader and profound philosophy and its form is
more varied, and the mental tone it expresses is more vigorous, than those found in any
other epoch. To quote Andrew Sanders, the author of The Short Otxford History of
English Literature, 'Inthe late sixteenth-century London. however, suburhan thestres,
outside the control of less than sympathetic City magistrates, had begun 1o establish
themselves as an essential, and internationally acknowledged part of popular metropolitan
culture. They were visited and deseribed and sketched by European visitors; companies
of English actors were, in wrn, to perform plays on the Continent. Such prestige, ever if
qualified by incomprehension of the English linguage as a medium,
flourish and flexibility of the public theatres and theatre COMmpanie
century London.

15 testimony 1o {he
s of late sixteenth-
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1.3 SHAKESPEAREAN TRAGEDY

One can simply describe ‘tragedy” as a play with an unhappy ending. The word 'U‘QEJ;]dzf

has its origin in Greek ‘tragodia’, meaning “goat song’, which accompanied the ritu

offering goats to Dioaysus, the Greek god of vineyards and wine. The genre of tragedy

is rooted in the Greek dramas of Aeschylus, Euripides and Sophocles who had written

their epoch-making works Oresteia and Prometheys Bound, Medea and The Trojan
Women and Oedipus Rex and Antigone respectively, One of the earliest works of
. ficism, the Greek P
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Bradley also writes that ‘tragedy with Shakespeare is eoncerned always with
persons of high degree: often with kings or princes: if not, with leaders in the state like
Coriolanus, Brutus, Antony; &t the least, as in Romeo and Juliet, with members of great
houwses, whose quarrels are of public moment.’ Shakespeare’s conception of tragedy is
medieval. Unlike the modemns, he is not concerned with the fate of the common man,
their sorrows and sufferings, The exalted personages suffer greatly: thus Hamlet’s soul
is torn within. Their suffering is contrasted with their previous happiness, The hero is
such an important personality that his fall affects the welfare of a whole nation or
empire, and when he falls suddenly from the height of earthly greatness to the dust, his
fall produces a sense of the powerlessness of man and omnipotence of fate. This is one
of the ways in which the playwright introduces an element of universality in his ragedies,

The tragic hero is not only a person of high degree but he also has an exceptional
nature. He has some passion which attains in him a terrible force. He has a marked one-
sidedness, a strong tendency to act in a particular way. They are all driven in one direction
by some peculiar interest, object, passion or habit of mind. Bradley refers to this trait as
the ‘tragic flaw.” Thus, Macheth has *vaulting ambition”, Hamlet "noble inaction’, Othello
‘credulity and rashness in action”, and Lear ‘the folly of old age’.

Orwing 1o the fault of his character, the tragic hero falls from greamess. He errs,
and his ermor - joining with other causes - brings ruin on him. In other words, the action
issues out of his character, Tt is in this sense that the statement "Character is Destiny” is
true of a Shakespearean tragedy. The character of the hero is responsible for his actions
and from this point of view Shakespeare’s tragic heroes appear 1o be shaping their own
destiny. As Bradley says, *“The calamities and catastrophe follow inevitably from the
deeds of man, and the main source of these deeds is character.”

The tragic hero, no doubt, has the particular flaw which spells his doom, but
otherwise he is an admirable character — a genius, a great warrior, or an honest and
virtuous person. But this exceptional human being suffers and is wasted, Hence it is that
a Shakespearean tragedy leaves behind a very strong impression of waste, At the close
of the tragedy the evil is expelled, but at the cost of much that is good and admirable.
There is no tragedy in the expulsion of evil; the tragedy is that it involves the waste of
good. As Bradley puts it, “The hero may die, but that is not the real tragedy, for man is
mortal and death is unavoidable. The real tragedy is that so much good and nobility is

wasted.”

Although, character is destiny in Shakespeare, his tragedics are not mere tragedies

of character, but, ‘tragedies of character and destiny’. There is a tragic relationship
between the hero and his environment. Fate places him in just those circumstances and

situations with which he is incapable of dealing. In Hamler, swift action would have

* saved the situation, but the hero is given to brooding thoughts and noble inaction. In other
" words, the flaw in the character of the hero proves fatal for him only in the peculiar

circumstances in which cruel destiny has placed him. As a matter of fact, the

. characteristic deeds of the hero issuing from his character are influenced and complicated

by some additional factors, the first being an abnormal condition of the mind, There is

' some abnormal condition of mind, such as insanity or an excitable imagination resulting

in hallucinations which affect the hero. Thus, King Lear suffers from insanity, Macheth
has hallucinations, and Lady Macbeth walks in her skeep. Such abnmmﬂtymmigm
deeds of any dramatic importance, though it may influence the course of action and
precipitate the fall of the hero.
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" The second important factor influencing the action is the supamamrallelemﬂﬂl- |
The ghosts and witches or any other supernatural element is not 2 mere illus_mﬂﬂfﬂ“ _
hero. The witches in Macheth and the ghost in Hamlet have an objective existenceas |
they are seen by othess also. Further, the supematural does contribute to the action, and |

is often an indispensable part of it. But it is always placed in close relation with the
relative character. It gives confirmation

on and distinct form to the working of the hero’s |
mind. The ghost in Hamlet results from suspicion already present in his mind, But its |
influence is never of a compulsive kind: it is merely suggestive; the hero is quite freet0 |
acceptthe suggestion ar o reject it. But the hero follows is suggestion and from there |
the tragic course of events begins and hasiens the downfall of the hero, In the play |
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Shakespeare was during this period revising old plays, working in collaboration English Drama: The
with other playwrights or imitating other models. Lyly inspired him to write the ~ Sebhen Period io he
social play Love 'y Labour Lost. The plays such as Comedy of Errors, The Two "
Gentlemen of Verona, A Midsummer Night's Dream, and Romee and Julier

belong to this period. The treatment of life in these plays is superficial: there is MNOTES

little depth of thought and characterization. Rhyme predominates and the blank
wverse is stiff, The plays are full of puns, conceits and other affectations. Richard
411, his only historical experiment in this period, resembles Marlowe's Tamburlaine
the Great and Doctor Faustus. Shekespeare demonstrated great originality in
his comedies from the very beginning and his comedies are singular and unigue,
As the playwright Ben Johnson has remarked, ‘Shakespeare’s tragedy seems to
be skill, his comedy to be instinet,” There is something original and fresh even in
his earliest comedies. They show his dexterity, delight in beauty and a quick wit.

(b) The Second Period (1594-1600): This is the period of Shakespeare's fine
comedies and history plays. It is the period when he became a man of the world,
for he now came in contact with the concerns and affairs of the real world. His
early plays are slight or fanciful: now his imagination began to lay hold of real life.
He took up the subject matter of history. The compression of the large and rough
matter of history into a dramatic form demanded vigorous exercise of his
imagination. The fact that he was dealing with reality and a close interaction with
the public sphere taught him the nature of the real world. In Henry IV, he shows
how a man may succeed in attaining a practical mastery of the world. Henry Vis
a national anthem in five acts, but Henry IV is far richer in humour and
psychological power. It is in this play that we find the immortal character of
Falstaff. The Merchant of Venice 15 unparalleled in plot-construction and
characterization. It has a sombre background of tragic irony relived by the charm
of romantic love. Much Ado abowt Nothing is on a higher plane of wit, while in
As You Like [t and Twelfth Nighe, there is a wonderful blend of humour and
romance. Shakespeare's work becomes original and independent and shows the
development of his power and technical skill, Characterization and humour become
deep and psychological in his plays. Thought and language are perfiectly balanced.
Rhwme gives way to free and flexible blank verse. It was the time when he was
prospering and accumulating the fortune on which he meant to retire as a country
gentleman. This is the period of his joyous comedies and the reorientation of
English history through Shakespeare's eyes.

(c) The Third Period (1600-1608): There came a strange turn 'II_'I Shakespeare’s
life around the year 1600, It was the period when his heart was ill at ease and he
seemed neither to be content with the world nor his own conscience. Several
misfortunes overtook him at this ime. His father died in debt and poverty. He lost
his brother and his only son. His patron and benefactor, Earl of Southampton, was
imprisoned for political intrigue, and a *black-eyed and pale-faced lady’, probably
Mary Fitton - the dark lady of the sonnets - disillusioned him by her inconstancy
and depravity. He had emptied upon her the passionate devotion of his nature
only to find her capricious and inconstant. Romeo is stabbed by a “white wench's
black eye’. Biron falls in love with a whitely wanton, but Shakespeare now produces
his astounding Cleopatra, with her hrnimvmufnmds*husmmmsuamy
and yet compelling powers. It is definite that Shakespeare at this slage passed
through a moral crisis. It is in the obscure confessions of the sonnets that we find
the key which unlocks the dramatist’s mental sufferings. The memories of hours
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dramatist or the other. His greatness lies in combining all these elements. and in
possessing equal command over diverse material. Like Lyly or Marlowe or Kyd,
he didd not adopt a distinet manner. His flexibility is marvellous. In every type of
play — comedy, tragedy, national history, romantic and fairy plays — he is supreme.
There is diversity even within these types. Shakespeare is as much at home in a
comedy of wits like Love's Labours Lost as in a comedy of fantasy like 4

Midsumer Night's Dream or a comedy of romance like Tivelfih Night or a
farce of the classical type like The Comedy of Errors. Shakespeare is never
found twice at the same point. He shows equal aptitude for the tragic and the
comic, the sentimental and the burlesque, lyrical fantasy and character-study,
portraits of men and women, of kings and clowns. No other dramatist possesses

such diverse gifts or has given such various and colourful scenes of life,

. Shakespeare's plot-construction: Plot is the soul of drama, and character
comes next, thought Aristotle. But this classical doctrine was found to be inadequate
in the Renaissance, because the matier which the playwrights took usually came
from storybooks of romance. Romantic drama swayed the public mind and swept
away all limitations of the classical drama, Tragedy was mingled with comedy;
scenes were multiplied, with long intervals between scenes; the unity of place
was disreganded: in fact the whole story was sought 1o be represented on the
stage. The Romantic drama was based on complex plots. In Shakespeare’s plays
also, there are two or three or four plots running together. Shakespeare’s supreme
skill lies in weaving these different plots into a harmonious design, He did not tie
himselt down to any theory, His first concern was to acquire a story, He kept to
the old road, and sought first for the story. When we compare his plays with the
ill-shaped and ill-constructed romances or novellas, we realize his magnificent
skill in plot-construction. He rendered the English drama a new form. NMone of hig
predecessors was a dramatic artist, Shakespeare’s plots are perfect in their own
wity — they have a good beginning, a good middle and a good end. Shakespeare
did et invent stories. He wook up popular stories, and by his dramatic genjns
transformed them into great drama. He shaped a bare outline of a story by clever
manipulation of plot and subplot, and produced dramatic effect, by interweaving
plot and character, by recreating original characters, by giving life-like impassioned
dialogues, and by such qualities as humour, pathos, passion and poetry. He starls
every dramatic story with a conflict. *“No conflict, no drama’ seems 1o be his
axiom. All his plots possess the Initial Exposition, the Rising Action or Complication,
the Climax or the Tuming Point, the Falling Action or Denouement and the
Conclusion or Catastrophe in which the conflict is brought to a close. His compact
plot-construction is revealed in the opening scenes of the plays themselves, which
strike the keynote of the dramas. In addition to a elever plat-construction,
Shakespeare, like a romantic artist, has also produced some immaonal individual
scencs that are imprinted on the mind, like the sleepwalking scene in Macbeth or
the trial scene in The Merchant of Venice or the Falstaff scenes in Henry fv
(Part 1}, or the Deposition scene in Richard If or the Dogberry and Verges®
scenes in Much Ade Abour Nothing or the scene in The Tempest in which
Ferdinand carries logs of wood for Miranda's sake.

- Shakespeare’s characterization: Shakespeare reversed the ideal of Aristotle,
The plot held the first place for the classical dramatists, and characterization held
the secondary place — ‘Tr_mgcdy canit subsist without Action, without character
it may.” Shakespeare shifted the centre of gravitation from plot 1o charagter
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longer his theme. But he keeps intact the glory of old Roman heroes — Brutus,
Tulius Caesar, Coriolanus, Antony, and Cleopatra. There is little historical realism
in his plays and little of local colour. But his study of human nature was so deep
and so true that his work can be said to have given the human side of history. The
historical drama reaches its apotheosis with Shakespeare. Janson alone among
his contemporaries knew history, but his knowledge was 50 exact that he was
preaccupied with the painting of curious customs and manners of the past. He did
not possess the breadth and epic depth of Shakespesare.

5. Shakespeare’s empiricism
(a) Scenic setting = Shakespeare’s greamess lies in the fact that he took the

)

actual conditions of the theatre into account and did not base his plays on
abstract theoties. He was aware of the poverty of the scenery and of the
birutal taste of the groundlings, who were “capable of nothing but inexplicable

_ durnb-shows and noise’. He was annoyed by the misuse of clowns, who

o

interrupted and held up the most pathetic scenes with ill-timed fooling. He
was pained by the declamations of tragic actors, whom he advises, *not to
saw the air top much with your hand® or 'tear a passion to tatters, to very
rags’. Yet Shakespeare did not look down upon stage conditions. He did not
return to classical simplicity that would soon have emptied the theatres. He
lacked scenery, but he depended on his spectators’ imagination, and on his
own poetic powers, and supplied the scenery that was lacking on the stage
in the text. He made the Capulet’s ball room, the moonlit balcony or the
tomb in which Juliet lay before she died more real and immortal than these
would have been by stage-setting. The trees of the Forest of Arden droop
and rustle about Rosalind. The storm blows upon the dishevelled Lear on
the deserted heath, Hamlet waits for the ghost on the platform at Elsinore.
Mowhere else is there more picturesque description of scenes than in
Shakespeare's plays.

The clown or fool figure — Shakespeare’s empiricism is revealed in his
treatment of the clown or the fool. Instead of contemptuously rejecting the
fool, Shakespeare undertook his instruction and changed a necessary evil
into good. Shakespeare allowed the fool figure to appear in his comedies
and even in his tragedies so long as be spoke “no more than is set down’,
Shakespeare makes the fool a king of popular philosopher wha says many
putit, “That, of course, is the great secret of the successful fool — that he is
no fool at all.” One of the most famous fool characters in Shakespeare is the
“Fool' in King Lear. Among all the characters in King Lear, only the Fool
eriticizes King Lear. He s wise enough to perceive the wrongs being done
to Cordelia and throughout his appearance in the play reproaches his master
Lear forhe:ing 'fﬂﬁﬁhriﬂ his treatment Ufhis )'Uungexl daumr The fool
takes various forms in Shakespeare’s plays, Sometimes he is a craftsm
like Botom, the weaver; sometimes he i apdiccmm[hghewwm
Verges, It is a sign of Shakespeare’s tolerance and sweet humanity that he
transforms the fool and makes him indispensabile for the play in which he is
introduced.

(€) The plots — Shakespearc’s eMPIACism is also evident by the fact that he did

not labour to invent his plots. He preferred subjects which had been tried by

others, He usually borrowed from storybooks and romances. All his plays
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brutal taste of the groundlings, who were *capable of nothing but inexplicable
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interrupted and held up the most pathetic scenes with ill-timed fooling. He
was pained by the declamations of tragic actors, whom he advises, ‘not to
eaw the air too much with your hand’ or ‘tear a passion to tatters, to very
rags”. Yet Shakespeare did not look down upon stage conditions. He did not
return to classical simplicity that would soon have emptied the theatres. He
lacked scenery, but he depended on his spectators’ imagination, and on his
own poetic powers, and supplied the scenery that was lacking on the stage
in the text. He made the Capulet’s ball room, the moonlit balcony or the
tomb in which Juliet lay before she died more real and immortal than these
would have been by stage-setting. The trees of the Forest of Arden droop
and rustle about Rosalind. The storm blows upon the dishevelled Lear on
the deserted heath, Hamlet waits for the ghost on the platform at Elsinore,
Nowhere else is there more picturesque description of scenes than in
Shakespeare's plays. ]

The clown or fool figure — Shakespeare's empiricism is revealed in his
treatment of the clown or the fool. Instead of contemptucusly rejecting the
fool, Shakespeare undertock his instruction and changed a necessary evil
into good. Shakespeare allowed the fool figure to appear in his comedies
and even in his tragedies so long s be spoke “no more than is set down'.
Shakespeare makes the fool a king of popular philosopher who says many
wise and practical things in the garb of stupidity. As the novelist Isaac Asimov
putit, “That, of course, is the great secret of the successful fog] — that he is
no fool at all.” One of the most famous fool characters in Shakespeare is the
“Fool' in King Lear. Among all the characters in King Lear, anly the Fool
eritcizes King Lear. Heis wise cnough toperceive the wrongs being done
to Cordelia and throughout his appearance in the play reproaches his master
Lear for being ‘footish' in his treatment of his youngest daughter. The fool
takes varfous forms in ShHJ{E.S[?caII:'E Plays. Sometimes he is a craft

like Bottom, the weaver; Somelimes he is a policeman like Dogberry o like
Verges. Itis asignofSh&kespﬂlI“-"ls “?Ber;mc:g and sweet humanity that he
transforms the fool and makes him indispensable for the play in which he is
introduced.

(¢} The plots — Shakespeare's empiricism is also evident by the fact that he did

not labour to invent his plots. He preferred subjects which had been tried by -
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Julius Caesar, Coriolanus, Antony, and Cleopatra. There is litthe historical realism
in his plays and little of local colour. But his study of human nature was so deep
and so true that his work can be said to have given the human side of history. The
historical drama reaches its apotheosis with Shakespeare. Jonson alone among
his contemporaries knew history, but his knowledge was so exact that he was
preoccupied with the painting of curious customs and manners of the past. He did
not possess the breadih and epic depth of Shakespeare.
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interrupted and held up the most pathetic scenes with ill-timed fooling. He
was pained by the declamations of tragic actors, whom he advises, ‘not to
saw the air too much with your hand' or ‘tear a passion to tatters, to very
rags". Yet Shakespeare did not look down upon stage conditions. He did not
rerurn to classical simplicity that would soon have emptied the theatres. He
lacked scenery, but he depended on his spectators’ imagination, and on his
own poetic powers, and supplied the scenery that was lacking on the stage
in the text. He made the Capulet’s ball room, the moonlit balcony or the
tomb in which Juliet lay before she died more real and immortal than these
would have been by stage-setting. The trees of the Forest of Arden droop
and rustle about Rosalind. The storm blows upon the dishevelled Lear on
the deserted heath. Hamlet waits for the ghost on the platform at Elsinore.
Nowhere else is there more picturesque description of scenes than in
Shakespeare's plays. N

The clown or fool figure — Shakespeare’s empiricism is revealed in his
treatment of the clown or the fool. Instead of contemptuously rejecting the
fool, Shakespeare undertook his instruction and changed a necessary evil
into good. Shakespeare allowed the fool figure to appear in his comedies
and even in his tragedies so long as be spoke *no more than is set down'.
Shakespeare makes the foal aking DEWP_HII” philosopher who says many
wise and practical things in the garb of stupidity. As the novelist Isaac Asimoy
put it, “That, of course, is the great secret of the successful fool — that he is
no fool at all.” One of the most famous fool characters in Shakespeare is the
“Fool' in King Lear. Among all the characters in King Lear, anly the Fool
eriticizes King Lear. He is wise enough to petceive the wrongs being done
to Cordelia and throughout his appearance in the play reproaches his master
Lear for being ‘foolish” in his treatment of his youngest daughter. The fool
takes various forms in Shakespeare's plays. Sometimes he is a craftsman
like Bottom, the wedver, sometimes he is a policeman like Dogberry o like
Verges. Itis a sign of Shakespeare’s tolerance and sweet humanity that he
transforms the fool and makes him indispensable for the play in which he is
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. State the different elements of Elizabethan theatre.

. What was the underlying sentiment of the age? NOTES
. Describe the essence of Elizabethan drama.

. What is A.C. Bradley conclusion of Shakespearean iragedy?
. Give the chief characteristics of a tragic hero,

. Comment on Shakespeare's ploi construction,

. How is Shakespeare's empiricism revealed in the treatment of the clown or
the foal?

=1 & oLh o R ==

1.5 GENRES

1.5.1 Tragedy

One can simply describe “tragedy” as a play with an unhappy ending. The word *ragedy’
has its origin in Greek ‘tragodia’, meaning *goat sang’, which accompanied the ritual of
offering goats to Dionysus, the god of vineyards and wine. According to the philosopher
Hegel, the protagonist of a tragedy is someone who is caught in a “collision of equally
justified ethical aims.” Though over the years it has changed its mode of presentation,
during the Greek period tragedy mostly centered around the fall of a man of great -
fortune and stafus because of divine intervention of destiny, which was imeversible, |

Aristotle in Poetics

Aristotle’s main intent in his treatise Poetics was answering Plato’s argument that poetry
inflames the passions and weakens the moral fibre of man. Plate's in his work Republic |
had stated that all art is an imitation of the real world; for Plato, this imitation —calleq
mimesis — will always be subordinate and inferior to the real world, Plaig's theory of
mimesis then was mechanical. On the other hand, Aristotle’s theory of mimesis was far
meore creative, For Aristotle, art may be mimetic but this is not necessarily a had thing
Imitation is natural to humans as it helps us to learm, In his Foetics, Aristotle staw:i
tragedy is ‘the imitation of an action that is serious, complete, and of certain magnitude;
in language embellished with each of artistic oraments. ..in the form of action. ot of
narrative; with incidents arousing pity and fear, wherewith to accomplish its calh.;:sis of
such emotions.’ Thus, tragedy is the imitation of certain kinds of people and actions
Unlike Plato, Aristotle believed that tragedy can be a form of education at ons.
moral insight and fosters emotional growth. provides

In chapter 4 of Peetics, Aristotle discusses the origin and
poangﬁﬁsmuemantdramalj;:pm&y, ﬁﬂmrding 10 Arist
(i) Plot (human experience/action)
(i) Character
(iii) ‘Thought (intellectual qualities)
(iv) Diction

development of poetry. By
otle, tragedy has six parts:
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*(v) Melody (means of imitation)
(vi) Spectacle (mode of imitation by which the story is presented on stage)
- (vii) “Katharsis®, also written as catharsis (essentially meaning purification through
pity and fear)
‘Aristotle believed that the plot is the *life and source of tragedy’. In Poeticy, he continues

with a detailed description of plot till Chapier 18. According to Aristotle, an ideal plot is
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Aristotle says that the plot of a ragedy entails the following aspects: mﬂrﬂm mr .’J"H:
buetran ta

(i) Peripetia (reversal) : Modern World
{ii) Anagnorisis (recognition/ discovery)
(i) Suffering NOTES

{iv) Movement (from ignorance to knowledge about self)
In chapter 12, Aristotle deals with different parts of tragedy:

= Prologue

* Episode - organic unity of drama would depend on episode

 Exode - exode is the part of tragedy which has no choric song afier it, There is a

reciprocal relationship between part (I- IV) and the whole

* Chorus - divided into parode and stasimon
Parode is the entire part of the tragedy which is to be enacted or followed; and is to be
begun with 2 song. Stasimon is a choric ode.
Chapter 14 of Poetics emphasises spectacle - lgnorance to knowledge and knowledge
toignorance. Recognition can be done in following ways:

(i) Birth
{ii) Memory
(i) Reason
Tragedy after Aristotle

The medieval period saw tragedy being defined by the fall of a man of great stature
from grace becanse of a reversal of fortune. Tragedy in the medieval period started
underlining human follies, thus becoming didactic. With the emergence of the Elizabethan
age two prominent changes took place, Death was used as a device to bring in the
ultimate tragic end for the protagonist and adversity started being associated with the
original sin and moral ethics. Unlike Aristotle’s concept of a tragedy having unity of time
and place, Elizabethan tragedy compressed time and jumped from location to location
for different scenes. The greatest of all Elizabethan tragic playwrights was William
Shakespeare. His tragic plays include King Lear, Hamlet and Macbeth,

Tragedy in the modern era deviated from ils predecessor in a major way by
portraying its protagonist as a common man, unlike the earlier ages when the onist
had to be a man of great fortune. But conceptually, tragedy i““*mﬂdmcmplm“mgamtd
the same because it narrated the story of a man who is unable to attain his desires for
various reasons despite his best attempts. An example of a modery tragedy is

Miller's Death of a Salesman. Arthur

Ancient Tragedies

The earliest Greek tragedies were conducted for the god Dj .
cansisted of the presentation of four successive pla onysus. The celebration

; i ¥ - three tragedies and one comedy.
EﬂchstoF}' had its roots in the m?rths.and Ifh.e tragedies ended in cutasl:rz;e t‘orui
protagonists. The most famous ancient ragedies are probably Aeschylus’ Oresteia trilogy,
Sophocles’ Qedipus Rex. and Trojan Women by Euripides,

Renaissance and Later Tragedy

Roman dramas Mﬁd as the archetype for such Renaissance dramas as Christopher
Marlowe's Tamburlaine (1587) and Thomas Kyd's The Spanish Tragedy (1594). The
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i i i i ish. Plays like
hTra iz often considered as the first revenge tragedy in English

?‘ﬁﬂ;&hfﬁﬂﬂ and The Spanish Tragedy in tum were the models for the great

tragedies of the period including Marlowe's Dy Faustus, Shakespeare's Ohello,

Macbeth, Hamei, and King Lear (1600-1607) and John Webster's The Duchess of
Malfi (1614).

Moral, Domestic, and Political Tragedy

The tragic happenings of the ordinary man and woman were also the subject
matter for later ages. George Lillo's London Merchant (1731) is 5 domestic tragedy.
Georg Buchner Danton’s Death (1835) is a0 example of a politiea] tragedy. Henrik
Ibsen’s Doll's House (1879) is 5 domestic tragedy and his 4 Enemy of the People
(1882) is a political tragedy.

Twentieth-Century Tragedy

mmﬂmmmumsw two world wars, which resulted in fragmented fives
became the subj;ct miatter of cq tragedies which expregsaq itself in works
of Eugene O Neil's Mourning Becomes Flecirg (1931) and Long Dy
Nighe (1956) and Bertolt Brecht’s Mother Courgge (1941}, In each of these warks the
prolagonist is, as always, defeated by OPpasing forces such g

family, ambition and jealousy: '
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four human types: phlegmatic, melancholic, choleric and sanguine. Ben Jonson's

Every Man in his Humour (1598) is based on this theory of humours.

Comedy of Tdeas: Mostly associated with the plays which discuss existing ideas

and notions from a critical perspective but in a subtle and humorous way. For

example, George Bernard Shaw's Arms and the Man (1894), Devil 5 Disciple

(1897), Man and Superman (1903), Pygmalion (1913), and 5. Jean (1923).

Comedy of Intrigue: This form took its birth in Spain before moving into the

English theatrical scene. In this kind of comedy, the plot is more important than

the characters. The detailed plot and the various surprises and planning that are

intertaced in the play are of vital significance. For example, Ben Jonson's Epicoene,

Middleton's A Trick to Catch the Old One, and Shaw's You Never Can Tell,

s Comedy of Manners: This kind of comedy gained prominence during the
Restoration period in England; that is why it is also known as Restoration Comedy.
These plays mostly dealt with the life of the aristocrats and the rich and their
amorous pursuits. The comedy resulted not from any lack of ethics but from
some aberration in intelligence and behaviour. An example of a restoration comedy
would be Wycherley's The Country Wife.

s Comedy of Morals: This rype of comedy is based on satire. It tries to rectify
negative human traits such as pride, hypocrisy and discrimination by highlighting
them through stories. For example, Moliere's Tartuffe (1664) is often considered
acomedy of morals.

High Comedy: High comedy is serious in nature and appeals to the intellect.
The laughter invoked 15 a result of ideas that are appealing to the mind, Tt talks
ahout the Inconsistencies of human nanre and displays the follies hidden behind
social manners. George Meredith reiterates in The Idea of Comedy that the
laughter aroused in High Comedy is due to intellectual triggering. The term can
be applied to works of Congreve, some Shakespearian plays such as As You Like
It and to the comedies of George Bernard Shaw,

» Low Comedy: Low comedy is also known as “clemental comedy’. It is not
serious, subtle or intellectually appealing. Some commeon characteristics of this
type of comedy are argumenis, ducls, noisy singing, rowdy behaviour, taf) talking
burlesque, trickery, buffoonery, clownishness, drunkenness, coarse jesting an p
low puns. Some exarnples from Shakespeare would include the porter scene in
Macheh, the Launcelot scene in As You Like It, the Trinculo-Stephano-Caliban
scene in The Tempest and the famous Falstaff scenes in King Henry the Fourth

The Evolution of Comedy

Dramatic Comedy grew out of the rowdy choruses and diajg ility £
associated with Greek god Dionysus. The Old Comedy of mf:;‘g:;;iﬂ;ﬂ;:
of flexibly linked scenes that had either or both chorus and individual characters. In
these scenes a specific situation was analysed and presenied through various means hk£
fantasy, satire, farce and parody. The series of episodes concluded with a lyrical
celebration of unity. Aristophanes was a master of the Qld Comedy plays.

Old Comedy soon paved the way 1o a new form of ¢ called the New
Comedy. New Comedy is generally considered to have started mm] s anord the
mid 400 BC, These plays were more litna:raqq usually ro tie in “M:‘ n mﬂ“ definitely
much milder and less satirical and critical. Menander was the most prominent writer of
New Comedy.
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1.5.4 Farce English Drama: The

Elizaberhan Period to the
The English word farce has its roots in Latin *farcire” which means ‘to stuff” or Old Mot Rbrid
French farce meaning ‘to show', In contemporary times, any play which relies on

buffoonery, crude funny situations and such low brow devices to create comedy is NOTES

labeled as a farce. One major difference between comedy and farce is that comedy is
more positive in its approach where as farce is more pessimistic. In farce, laughter is
aroused through mannerisms, loud behaviour and contrived and highly improbable
situations. Tt mostly turns into burlesque, apart from its tendency to point out larger
human problems. It portrays the stupidity of man while picturing his troubles. Farce is a
go-between the classical drama form and modern European form. _

Farce gained appreciation and retained popularity in France till the late seventeenth
century. The writer John Heywood was deeply influenced by the farce genre. In his
early life, Moliére too acted in farce, before he became established as a writer. During
the eighteenth and nineteenth centuries short, one-act farces gained popularity in England
and America. They were staged along with, five-act tragedies. Many of these
performances achieved great success mostly becanse of the acting of some particular
actor in a comic role. In today's contemporary usage, the word farce is associated to
any full-length play which deals with some absurd situations. They are mostly based on
extra-marital themes, hence they are also referred to as a ‘bedroom farce’. Pinero was
one of the early exponents of modem farce in England. A full-length farce which is still
popular is Charley'’s Aunt (1892) written by Brandon Thomas. In the 1920s and early
1930s, Ben Travers produced many successful farces that were staged at the Aldwch
Theatre.

1.5.5 Melodrama

The word is derived from the Greek word *melos” meaning *song” and French *d 5
meaning ‘drama’, translating into musical drama. During the eighteenth-century, French
playwrights compaosed plays which were full of spectacle, music and happy endings. But
by the nineteenth-century, the use of music gradually receded. Initially, melodrama
represented the encounter of good and evil, but gradually it referred o any play of
excessive emotional nature, Aceording to the noted eritic Heilman both melodrama and
tragedy are of equal seriousness. He states, “both offer different Perspectives on the
catastrophe that follows from human evil.” According to him, since modern man s a
common man and not at par with the great figures, modem plays cannot fit ingg A 5
model. Moreover ‘being small encourages self-pity, which works against tral gcdu mmﬂe? and
promotes its easy counterpart, melodrama, a drama of pathos centered on sick .

Melodrama was highly popular all over Europe in the nineteenth century, Thomas
Holcroft, who wrote A Tale of Mystery (1802), which was based on Pixecocomte
Coelina; L'Enfant de Mystére (1800) is considered to be the first melodrarma to be
producedin England.

The French ‘mélodrame’” influenced English melodrama in the inmitial neriod i
terms of themes that revalved around horrer and mystery, vice lzn“rvﬂui;lh:ltgl;m“:
most important authors of this period were Schiller, Kotzebye andhmmcm.ut The later
melodramas were less Gothic and musical, such as The Brigand (1829) by Planche.
Fifteen Years of @ Drunkard's Life (1828) was the foremost domestic melodramsa
produced around that period. Some melodramas of the mid-eighteenth century are Murder
in the Red Barn, Jonathan Bradford; or, Murder at the Roadside Inn (1823); and
Sweeney Todd; or, The Fiend of Fleet Streer (1847),
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Wood's East Lynne (1861) and Harriet Beecher Stowe's Uncle Tom s Cabin (1852). A

NOTES few other melodramas of note are The Corsican Brothers (1852), Trilby (1895), The

Only Way (1895), The Worst Woman in London (1899) and The Bad Girt of the
Family (1909).

L.5.6 Masque

Itis the French word for the English ‘mask’, Iy js 5 short form for masquerade. The
word was first used by Ben Jonson and appeared in printin Hall’s Chronicle for 1512
in the context of a dance which had maskeg figures. The history of the ‘masque’ as a
form of theatre goes back to ltaly from where iy travelled to England and got special
patroniage from Queen Elizabeth T and her two immediate successors James [ and
Charles I. Masque was a form of entertainment thge Was exclusive to the court, In fact,
maost of the actors were from nobility,

SOme even from royalty, It was al] g tacle
where both drama and setian revolved aroupd speciacle, ospee

atoring the arrival of guesys mostly in disgy; ing gi
: ar v EUISE, carmryi ifts.
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L.5.7 One-act Play

The term refers to one-act plays written in the late nineteenth century, though this form
existed much before the term emerged. The Little Theatre movement was a major
reason behind the popularity of these one-act plays because they supported and popularised
experimental drama. This form of play has a limited number of characters and very few
scenes. The play is short but comprehensive as it revolves around a single incident; it
has two or three characters and has no sub-plots or minor characters. Jeffrey Adams®
Shooting Tori (1996) is an example of a one-act play. The play is a ten-minute political
comedy which is set inside an elevator on a late afternoon in October.

1.5.8 Dramatic Monologue

In a monologue a single person carries on the conversation, unlike a dialogue which
requires the presence of at least two people. A monologue differs from a soliloquy
because a monologue implies the presence of one or many listeners whereas a soliloquy
implies a private conversation with oneself, without any listeners. Monologues help in
defining and shaping the atmosphere of the drama. An extreme example of monologue
is Strindberg's one-act play The Stranger: In the play the lines are spoken entirely by
one person, On the other hand, the most prominent example of soliloquy is Hamlet's “To
b or not to be...” soliloquy in Shakespeare’s Hamler.

ACTIVITY 2 —|

Using the Internet as your resource, find out the difference between a satire
and a farce. Draw a list of various farcical and satirical plays.

CHeck YoUur PROGRESS

8. Give the origins of the word ‘tragedy’.
9. Define catharsis.
I0. Give Aristotle’s explanation of ragedy.
11. Trace the etymology of the term *comedy’.
12, Define tragic-comedy.
13. Explain melodrama,
14. What is a dramatic monologue?

1.6 COMPONENTS OF A PLAY

1.6.1 Setting

Setting usually refers to the exact geographical and temporal location of the ¢

or the story. However, in thealre, sefting also refers to the external aids that are used to
create the scenery. In Europe, a person designated as 3 scenographer designs the sets,
costumes and lights. In the US, these are usually taken care of by three separate
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