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CHAPTER I 

INTRODUCTION 

The last days of the Restoration and the early eighteenth centiiry 

marked a sudden development in Journalism. Beginning around 1700^ in 

London, "the ruling place of publication . . . for journal and pamphlet 

and book,"-'- the number of newspapers and periodicals published increased 

yearly.^ Causes for this trend have been noted by students of Augustan 

literature. In Studies in the Early English Periodical Richard P. Bond 

has included a fairly comprehensive and concise account of many of the 

factors contributing to the rise of periodic publication. Intellectual 

stimulus from " . . . the Enlightenment promulgated a strong emphasis on 

rational processes, tolerance, universality, progress, scientific search, 

individual freedom, and practical enterprise." Translated into the essay 

form itself, the influence of science and rationalism " . . . bestowed new 

subjects and attitudes on the poet and the proseman, . . .[and] it de

manded . . . a more precise composition of the clearest words in their 

logical places--a simplification of word and syntax which had a ready 

agent in the periodic press."3 

Richard P. Bond, ed.. Studies in the Early English Periodical 
(Chapel Hill: University of North Carolina Press, 1957), p. 5 (Herein-
after referred to as Early English Periodical.). 

^Walter Graham, English Literary Periodicals (New Yorr:: Thomas 
Nelson & Sons, 1930), pp. 15-1^^ 

3R. P. Bond, Early English Periodical, pp. 6-7. 



other influences aiding in the shaping of the periodical and the 

newspaper were the lessening of government censorship (now a "strong con

trol" rather than the "strenuous suppression" of before^), an emphasis 

on the politic€Ll,5 and the expansion of the middle class." Public edu

cation, increased wealth and leisure time, and a desire for news and 

culture allowed more material to be printed and circulated. Clubs and 

coffeehouse gatherings promoted discussions of the items in the newspapers 

and periodicals. Because of the demand for more reading material of a 

timely nature, authors of any ability were able to find an easy outlet 

for their work, work that did not need to be polished or intellectual but 

rather filled with the latest gossip of the town. Fortunately, however, 

the early eighteenth century was not the producer of only an abundance of 

poor writers. Concurrent with the surge of periodic publication was the 

appearance of many excellent essayists, who were able to enjoy the rise 

in the position of the contemporary author, a position once held to be a 

leisurely pastime occupation for gentler-en but which now had become one 

7 
of respect and, perhaps, high esteem.' 

The main contribution of the age to Journalism was the periodical 

^Ibid., p. 9. 

5john Loftis. The Politics of Drama in Augustan England (Oxford: 
Clarendon Press, I963), discusses politics in the drama with sone refer
ence to the periodical. William Thomas Laprade, Public Opinion and 
Politics in Eighteenth Century England: to the Fall cf Walpole T--e'« 
York: Macmillan Company, 193^)» also mentions the role of the periodical 
in English politics. 

6R . P. Bond, Early English Periodical, pp. 9, 11-12. 

'''jLohnJ W[illiara] H[ey] Atkins, En.TJish Literary Criticism: 17th 
and l̂ .th Centuries (London: Methuen & Co Ltd, 1^51), p. 1̂ .7. 



essay, a form complete in itself, printable on one folio halfsheet, and 

o 
containing a discussion of one subject. According to George S. Marr, 

the periodical essay " . . . answered the needs of that somewhat arti

ficial society so well; it was discussed in the drawing-rooms and in the 

coffee-houses with such a feeling of satisfaction for its daily contribu

tion to the little round of their life, that the form remained unques

tioned for well-nigh a century."9 The style was generally simple and 

concise, and the subject matter ranged over diverse topics. "By the 

middle of the century periodical essays might deal with any subject in 

any tone; . . . they were personal organs unless guided by party poli

tics; and . . • their interest depended on the compelling power of the 

author's personality and style."•'•̂  

The best representatives of the periodical essay were found in the 

Tatler (April 12, 1709-January 2, I7II) hy Richard Steele"̂ "'- and the 

Q 

George Sherburn and Donald F. Bond, The Restoration and Eighteenth 
Century (166O-I789), Vol. Ill of A Literary History of England, 2nd ed., 
ed. by Albert C. Baugh (New York: Appleton-Century-Crofts Division of 
Meredith Publishing Company, I967), P- 87O (Hereinafter refeired to as 
Restoration and Eighteenth Century.). See also George Carver, ed., 
Periodical Essays of the Eighteenth Century (Garden City, ri.Y.: 
Doubleday, Doran u Company, 1950)» PP« xiii-xxxii, and j[arLes] A[lfred] 
Stone, ed.. Periodical Essays of the Eighteenth Century, The Sheldonian 
English Series (London: Oxford University Press, 195^)> PP« 9-l6. 

^George S. Marr, The Periodical Essayists of the Eighteenth 
Century: with Illustrative Extracts fror. the Rarer Periodicals (il'sw 
York: D. Appleton and Company, 1924), p. 11. 

Sherburn and Bond, Restoration dnd Eighteenth Century, p. 532. 

^^atler. Vols. I-V of The British Essiyists: with Fr̂ L'face_3: Bio
graphical, Historical, and Critical, ed. by Lionel Thomas Berjjer (̂ 5 
vols.; London: T. and J. Allman, lt̂ 23) . For rr.ore inf crrr.Ation on this 
periodical see ^er-^uer's '"Biô ra.Mrical, Historical, and Critical Pref:ice 
to the Tatler," Vol. I, pp. i-xl. 



Spectator (March I, 1711-December 6, 1712; Jime l8, 171^-December 20, 

171^) by Steele and Joseph Addison.-̂ ^ In addition to their effective 

style, these two works gave excellent descriptions of the taste of the 

early eighteenth century. Beginning with the assumption that society, 

especially the middle classes, should be improved, these papers provided 

in a simple and sophisticated style gentle comments on society, liter

ature, fads, fashion, politics, and morals. Generally, each number con

tained a main essay and, possibly, letters and advertisements. The 

Tatler's and Spectator's merit and popularity were evident in the numer

ous contemporary imitations.-̂ 3 imaginary editors resembling Isaac 

Bickerstaff and Mr. Spectator abounded as did journals of similar style, 

outlook, length, and organization. But no other periodical approached 

" . . . with any consistency the excellence of those [journals] produced 

by Steele and Addison."^^ 

Throughout the above discussion the terms "pamphlet," "newspaper," 

"periodical," and "periodical essay" have appeared frequently. It was 

necessary for the purpose of this study to define the manner in which the 

terms were to be employed. A pamphlet (a type not included for consider

ation here) was a publication prompted by one specific occasion and void 

The Spectator, ed. by Donald F. Bond (5 vols.; Oxford: Clarendon 
Press, 1965)• For more information on this periodical see D. F. Bond's 
"Introduction," Vol. I, pp. xiii-cix. 

-̂ For examples see Contemporaries of the "Tatler" and "Spectator," 
with an Introduction by Richmond P. Bond, Publications of the Augustan 
Reprint Society, No. ̂ 7 (Los Angeles: Augustan Reprint Society, 195^) 
(Hereinafter referred to as Contemporaries of the "Tatler."). 

•̂ Ŝherburn and Bond, Restoration and Eighteenth Century, p. 882. 



of any statement of intent for regular publication in the future. The 

newspaper and the periodical were distinguished, according to Richmond 

P. Bond, in the following manner: 

The periodical is usually a series of numbered and dated 
issues produced under a continuing title on a definite 
frequency for an indefinite period. It differs from a 
collection of related pamphlets or allied books in its 
very periodicity, and from its older, often mercurial, 
brother-in-print the newspaper in that the latter is more 
concerned with momentary matters and proceeds on a less 
leisurely course.^5 

The difference between these two forms, then, was ascertained from the 

overall purpose of the publication, its tone, and general content. 

Further distinction was made among the various types of periodicals: 

. . . in the periodical the most satisfactory process of 
division is one founded on literary foroi and reinforced by 
a consideration of subject matter. In the eighteenth 
century the essay Journal, the rrdscellany-magazine, and the 
review became the principal types of periodicals, and the 
journals of learned articles, historical summary, dialogue, 
questions and answers, poetry, fiction, and letters acted 
the lesser parts.-'-̂  

This brief explanation establishes the fact that each term defied a pre

cise definition, for every category that was created had at least one 

exception. A study cf early eighteenth-century periodicals to determine 

the exact type of each is not the intent of the present discussion. 

Rather, the four terms are used simply to label, in general, the material 

under consideration. 

The value of the English newspaper and periodical in the early 

eighteenth century cannot be measui-ed. There is no doubt that the place 

•'-̂ R. P. Bor.d, Early English Periodical, p. 3. 

l^Icid., p. 15. 



of journalism and essay-writing has been firmly established in the 

literary world as a distinct style of writing as well as a source for 

information about the period. Several studies have emphasized the merits 

of the newspaper and the periodical or journal. In I92U George S. Marr 

published The Periodical Essayists of the Eighteenth Century; •̂'̂  Walter 

Graham's English Literary Periodicals appeared in I93O.I® Both of these 

works contained helpful surveys of the subject, but because such a large 

amount of material was covered, they were often lacking specific detail. 

The Old English Newspaper by tfrs. Herbert Richardson (1933)-^^ and The 

English Newspaper by Stanley Morison (1932) provided information on 

the development of the newspaper. Later studies also surveyed the field 

of both the periodical and the newspaper. Bonamy Dobree in English 

Literature in the Early Eighteenth Century, 1700-17^0 (1959)^^ presented 

a brief account of the major Augustan periodic works. Harold Herd in 

The March of Journalism (1952) gave a survey and history up to the time 

•For full bibliographic information see above, n. 9» 

^or full bibliographic information see above, n. 2. 

19 
Mrs. Herbert Richardson, The Old English Newspaper, The English 

Association Pamphlets, No. 86 (n.p.: English Association, 1933)• 
OQ 

Stanley Morison, The English Newspaper: Some Account of the 
Physical Development of Journals Printed in London between 1&62 & the 
Present Day (Cambridge, England: University Press, 1932). 

Bonamy Dobree, English Literature in the Early Eighteenth Century, 
I7OO-I7U0, Oxford History of English Literature, Vol. VII (Oxford: 
Clarendon Press, 1959). 

^^Harold Herd, The ?!arch of Journalism: the Story of the British 
Press from l622 to the Present Day (London: George Allen & Unwin Ltd, 
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of his study; R. V. Symonds in The Rise ^ English Journalism (1952)^3 

printed extracts from various publications through Daniel DeFoe's Review. 

Rogues, Royalty, and Reporters: the Age of Queen Anne through Its News

papers by William Bragg Ewald, Jr. (1956)^^ included a chapter on 

"Entertainment," and this work had as an appendix a "Descriptive List of 

Periodicals" used in Ewald*s study. In 1957^5 Richmond P. Bond edited a 

collection of essays on six particular journals with a general introduc

tion discussing the development of periodical literature. George 

Sherburn and Donald F. Bond in The Restoration and Eighteenth Century, 

(1660-1789) (1967)^° devoted part of two chapters to the subject. Three 

older works furnished supplementary material: An Historical View of the 

. . . Political Writers in Great Britain (1740)̂ *7 contained sketches on 

various individuals associated with English journalism; The History of 

British Journalism by Alexander Andrews (1859) presented a viewpoint 

^^lobertj VlincentJ Symonds, The Rise of English Journalism, 
English Inheritance Series (Exeter, England: A. Wheaton & Company, Ltd., 

1952). 

^^illiam Bragg Ewald, Jr., Rogues, Royalty, and Reporters: the 
Age of Queen- Anne through Its Newspapers (Boston: Houghton Mifflin 
Company, I956; Cambridge, England: Riverside Press, 1956) (Hereinafter 
referred to as Rogues, Royalty, and Reporters.). 

^^For full bibliographic information see above, n. 1. 

^"For full bibliographic information see above, n. 8. The edition 
cited there is a revision of the original edition of 19^0. 

'̂̂ An Historical View of the . . . Politicsl Writers in Great 
Britain Tl740), ed. by Robert Haig, Publications of the Augustan Peprint 
Society, No. 69 (Los Angeles: Augustan Reprir.t Society, 195^). 

^"Alexander Andrews, The History of British Journalisrr., froiTi tha 
Foundation of the Newspaper Press in England, t_£ the Repeal cf the Sta-..-.p 
Act in 1855^ with Sketches cf Press Celebrities (2 vols.; .iev Yor.-:: 
Haskell House Publishers Ltd., l,̂ o-:) vlhis is a reprint :f the original 
work which was first published in 1:59»)» 
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more contemporary to the eighteenth century; and The Newspaper Press; 

Its Origin—Progress--and Present Position by James Grant (l87l)^9 was 

likewise a history of British journalism. In addition, there were 

studies of Individual persons and journals, some of which have been 

cited later in this study. 

In all of the above sources, there is no extended study devoted to 

an analysis of early eighteenth-century periodicals and newspapers 

arranged according to subject matter. In addition, the influence of the 

Tatler and Spectator and a few other works seems to have overshadowed re

search into the more minor publications. When the area cf investigation 

Is narrowed to the field of criticism of the theater and of drama, the 

supply of specific sources is severely limited. Only one study in this 

area has been made: Theatrical Criticism in London to 179^ by Charles 

Harold Gray (1931).^^ Although the title is appealing, this work is dis

appointing in that Gray appears to discuss publications which he has never 

seen. 

It is the contention of this study, based on primary research and 

a study of the scholarship on the subject, that many of the periodicals 

and newspapers published between I698 and 1737 contain worthwhile informa

tion relating to the development of English drama and reflecting the in

fluence of neoclassicism, the moral atmosphere as found in the work of 

29jajiies Grant, The Newspaper Press: Its Origin--Progress--and 
Present Position (2 vols.; London: Tinsley Brothers, I87I)• 

^^Charles Harold Gray, Theatrical Criticism in London to 1795, 
Columbia University Studies in English and Comparative Literature (New 
York: Benjamin Blom, Inc., 196*+) (This is a reissue of the original 
work which was copyrighted in 1931 by Columbia University Press.). 



such men as Jeremy Collier, and a plea for common sense that existed in 

much of the literature of the early eighteenth century. Theiefore, an 

Investigation was made of £L11 available publications between the inclu

sive dates of March 5, 1698 and June 21, 1737.3^ Under consideration 

were both theatrical (pertaining to all aspects of the art of producing 

plays) and dramatic (pertaining to theoretical discussions of plays and 

play-writing) criticism. The findings were arranged by subject matter. 

The above dates were used because they represented two significant 

occasions in the history of the British stage. In 1698 Jeremy Collier's 

famous attack appeared; although not the first moral censure of the the

ater, this severe critique caught the attention of the public and prompt

ed many replies concerning the function of plays and the theater.32 The 

exact date of this work has not been firmly established. However, the 

date of the preface to the first edition, March 5t I698, was verifiable,^3 

and it was used to designate the beginning of this study. The second 

3^Because the Tatler and the Spectator have received such a great 
deal of attention from scholars, these two periodicals are omitted from 
this study. 

•^^eorge Henry Nettleton, English Drama of the Eighteenth Century 
(16^2-1780) (New York: Macmillan Company, 191^, pp. li+if-45. (Herein
after referred to as English Drama.). 

33see Jeremy Collier, A Short View of the Profaneness and Immoral
ity of the English Stage (1730), Anglistica 8c Americana, No. 46 
Hildesheim, Germany: Georg Olms Verlag, I969), fourth p. of "The 
Preface" (The publisher notes that: "The present facsimile is a repro
duction of the 1730 edition {the fifth edition, corrected], which con
tains Collier's replies to the attacks made upon him during the contro
versy following the publication of the first edition in I698.") (Here
inafter referred to as A Short View.), and Sister Rose Anthony, The 
Jeremy Collier Stage Controversy 1698-17^6 (New York: Benjamin Blom, 
1966), pp. 26-27. 
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date, June 21, 1131, marked the passage of the Stage Licensing Act̂ *̂  

which restricted dramatic activity in London by allowing stronger govern

mental control over the theaters. 

This study began with a survey of theatrical and dramatic history 

and criticism published between March 5, I698 and June 21, 1737. In 

studying the material, it was soon discovered that what occurred during 

the Restoration (1660 to about I7OO) was of major significance to the 

following period. Therefore, theatrical activities and dramatic criti

cism of the Restoration were included in the survey. The information 

obtained from this study has been used, whenever applicable, as a stand

ard for comparison with the material appearing in the newspapers and peri

odicals investigated. For identification of the periodic publications, 

"A Census of British Newspapers and Periodicals, I62O-I8OO" by Ronald 

Salmon Crane and Frederick Benjamin Kaye (l927)-35 was the main guide. 

Also consulted was the Tercentenary Handlist of English & Welsh News

papers, Magazines & Reviews by The Times of London (1920).3" Any dis

crepancies which arose either in dating a work or in its correct full 

title were reconciled by the use of two other sources: Union List of 

Serials in Libraries of the United States and Canada edited by Edna Titus 

3 P. J. Crean, "The Stage Licensing Act of 1737/' Modern Philolo^, 
XXXV (February, 1938), pp. 252-53 (Hereinafter referred to as "Stage 
Licensing Act."). 

^^R [onald] S [almon ] Crane and F[rederick] B[enjar.ii:] Kaye, "A 
Census of British Newspapers and Periodicals, 162O-ISOO," ::orth Carolina 
University Studies in Philology, XXIV (January, 1927), ??• 1-205. 

3^ercentenar:^^ Handlist of English & Welsh •:e»spa.:ers, Majazines 
8e Revises (London: T̂he Times, 1920). 
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Brown (I965) and British Museum General Catalogue of Printed Books 

(1963)• A list of all newspapers and periodicals available in the 

Texas Tech University Library has been included as an appendix. 

37union List of Serials i£ Libraries of the United States and 
Canada, ed. by Edna Titus Brown (5 vols., 3rd ed.; New York: K. W. 
Wilson Company, I965). 

British Museum General Catalogue of Printed Books (263 vols.; 
London: Trustees of the British Museum, I963)• 



CHAPTER II 

THEATRICAL CRITICISM 

The restoration in I660 of Charles II marked the beginning of a 

period of increased dramatic activity. Charles' issuance in the year 

of his return of royal patents for the establishment of two permanent 

acting companies in London provided official sanction for the growth of 

public entertainment. A desire to cast aside the restrictions of the 

Puritan Commonwealth, the influence of the French court, and an English 

tradition of high dram.atic achievement contributed to the atmosphere of 

Innovation and excitement found in the late seventeenth-century theater. 

At this time the foundations of eighteenth-century drama were firmly 

established, for dramatic and theatrical practices seen by Charles and 

his court were still found, with some modifications of course, on the 

Augustan stage. Instead of a continuation into the Augustan Age of out

standing dramatic accomplishment, the opening decades of the new century 

experienced a general decline in dramatic taste, caused in part, by an 

expansion of the middle class with little interest in the aesthetic 

qualities of fine drama, a renewed concern for moral questions, and a 

chaotic political arena. This fall of English dramatic achievement be

low previous heights did not signify a cessation in theatrical activity, 

only a dearth of good, new material. 

Although often eluding present-day analyses of Augustan belles 

lettres, the various aspects in-/olved in staging a drarr.atic worr: were an 

12 
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important part of the early eighteenth-century theater and, therefore, 

received considerable attention in the London newspapers and periodical 

essays between I698 and 1737. When one considered the stage as the 

area designated for the performance of a play,- several problems arose. 

The stage had to be decorated; the actors and actresses had to adjust 

their work to the limitations of the stage and its scenery. Finally, 

the effects of the stage decorations and the players required coordina

tion. Financial and legal matters further complicated a performance I 

The Augustan periodical essayists and journalists showed an awareness of 

the difficulties of producing a night's entertainment, for they treated 

this subject with a great deal of care. 

Of all theatrical details, the physical appearance of the stage 

received the least attention from the Augustan periodical writers. Per

haps a reason for this lay in the fact that the stage setting as devel

oped during the Restoration changed little in the opening decades of the 

1700's. The scenery was still ornate and changeable with continental 

Influence evident in its design. An evening performance of an opera 

provided the author of the Visions of Sir Heister Ryley, January 24, 

1710/11, with a visual delight. Included with the opera was the pre

sentation of several interludes with elaborately designed settings: 

The first Interlude was Three Virgins, Theodosia, Jacyntha 
and Aurelia, seated upon a Rock in the midst of the Sea 
with a pair of artificial Globes before them, turning round 
as the groat World moves upon its Axis. Every time 
Theodosia saw Europe come up, she drew with a Pencil one 
Line exactly as it appear'd in the Globe. Then . . . 
Jacyntha rose up and took the Scroll out of her Hand and 
pointed out a City near the Head of the Line. After that 
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Aurelia wrote on the same Paper over the City these Words, 
Tumiilt Fire and Pestilence . . . .39 

It Is obvious from this description that the sceneri"- had to be elaborate 

to create the impression of a body of water and a small island able to 

accommodate three girls and two globes. Besides suggesting the imagi

nativeness of the set maker, the above passage demonstrates the variety 

that co\ild be foiind on the eighteenth-century stage. An ornate back

ground supplied only part of the glamor. A machine of some sort caused 

the globes to revolve. This machinery, an integral and very popular 

part of the stage, was often used " . . . for creating rapid and some

times startling illusions and eye-catching risings and descents of 

chariots, angels, tables, and other objects."^^ 

Completing the scene were the costumes and properties, only gener

ally mentioned by the above journalist but actually of as great an in

terest to the audience as the scenes and machines. The costumes worn by 

the actors oftentimes stressed current fashion. A letter written more 

than twelve years before its publication in the Craftsman, August 13, 

1737, recorded the distress of the author over the gaudy clothes seen at 

the theater: 

39visions of Sir Heister Ryley: with Other Entertainments No. 80, 
In Ewald, Rogues, Royalty, and Reporters, p. I76. 

^^illiam Van Lennep, ed.. The London Stage I66O-I7OO, Pt. 1 of 
The London Stage I66O-I8OO: a Calendar of Plays, Entertainr.ents & 
Afterpieces Together with Casts, Box-Receipts and Contemporary Cor.~ient 
Compiled from the Playbills, Newspapers and Theatrical Diaries of the 
Period ^Carbondale, 111.: Southern Illinois University Press, I965), 
p. Ixxxiv (Hereinafter referred to as The London Stage l660-l500.). 
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. . . I have observ'd, . . • that our Manners are in a great 
Measure Influenced by the Characters, which are presented 
to us upon the Stage; and I am afraid, that the grotesque 
Habits, . . . [of 'the pretty Gentlemen of the Town'] are 
copied from these Models; for methinks their light trip
ping Pumps, and large Harness Buckles, their short Mop 
Whigs, black Bags, and Windmill Sweeps, favour strongly of 
such an Imitation; and I can impute it to nothing else that 
so many fine Gentlemen, now-a-days, look more like 
Harlequins and Scaramouches than Persons of Fortune and 
Distinction.^^ 

While he blamed theatrical costumes for corrupting finer taste in wear

ing apparel, this author unintentionally described the trappings of 

Augustan costuming: fancy shoes, wigs, different hair styles, and elab

orate and probably unnecessary accessories. Exquisite scenes and dress 

along with the correct properties were capable of creating a strong 

effect, as the Observator, July 27, I709, explained. The production of 

a tragedy at Whitehall one Sunday evening 

. . . represented Hell Broke loose, and from the Suburbs of 
it, came forth 'One with a Viol, the rest with Taber and 
Pipe, . . . a Porter laden, a Vinter's Boy, a Kitchen-maid 
with a Hand-basket, . . . a Cryer of Mouse-traps, a Seller 
of Tinderboxes, a Master of two Baboons and an Ape, a Monte-
bank in the Habit of a grave Doctor, a Zany, a Harlequin 
. . . , an old, lame Chair-woman, . . . four old-fashion'd 
. . . Courtiers, rebellious Leaders in War . . . , and their 
Soldiers.'^2 

Outfitting this large group required time and skill. It was no wonder 

that Nestor Ironside declared in No. 82 of the Guardian that the posi

tion of "Property-Man" was ". . . so important to the Conduct of the 

^^Craftsman No. 579, in London Magazine: or. Gentleman's Monthly 
Intelligencer, VI (August, 1737), p. 441 (Hereinafter referred to as 
London Magazine.). 

^^Observator [Vol. VIII] No. 51, in Observator: 1702-1712, English 
Literary Periodicals, No. 27S (11 vols, in 2 reels; Ann Arbor, Mich.: 
University Microfilms, 1951) (Hereinafter referred to as Observator.). 
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whole Affair of the Stage . . . ,"^^ 

Although visual attractions interested the critics of the periodic 

press, the greatest proportion of theatrical criticism that was publish

ed deaO-t not with scenery or costumes but with the work of the actors 

and actresses. Of course, the players on stage presented the play, and 

for this reason they received more critical attention. Nevertheless, 

much of the comment dealing with the actors avoided direct discussion of 

the play itself and focused instead on the best methods of speaking and 

gesturing. Because there was often disagreement as to the proper way to 

portray an author's intent, the critics in their debates supplied a de

tailed description of the state of the art of acting along with many 

suggestions for improvement. 

Lol here in majesty a monarch comes. 
Usher'd by trumpets, and the beat of drums; 
The plumes around his head with martial pride 
Wave, as he sallies on from side to side: 
Bold in the stage's front he claims a place. 
And into posture screws his dismal face. 
As from a distant cart, a pond'rous load 
Of stones, prepar'd to mend a rugged road. 
With inarticxilate and dreadful sound. 
Our ears invading—rumble to the ground; 
So from his Lips a charge important breaks. 
And the scar'd Audience tremble as he speaks.^^ 

As comical as this verse and the scene it depicts may be, it summarized 

much of eighteenth-century acting. A typical stage figure, a king, was 

to appear only in the proper atmosphere. The costur.e had to immediately 

^Guardian No. 82, in The Guardian (2 vols.; London: J. Tonson, 
1714), Vol. I, p. 346 (Hereinafter referred to as Guardian.). 

Bee: or, Universal Weekly Pamphlet No. 6, in Bee Revived: 1733-
1735, English Literary Periodicals, No. IIE (9 vols, in 2 reels; Ann 
Arbor, Mich.: University Microfilms, 1951), Vol. I, ?. 257-
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suggest his noble birth; his movements and speeches were to be of a 

style befitting royalty. The total effect was one of exaggeration bor

dering on the ridiculous, but to the contemporary actor faced with repre

senting the monarch, the problems of action, speech, and character 

analysis had to be reconciled in such a fashion that the players " . . . 

gave a general Satisfaction, and were as generally applauded. They . . . 

[should also] present us to ourselves, by holding a Mirror, in which we 

see and may correct our own Follies."^5 

An important part of effective acting was the physical move

ment of the player while on stage: "Action is the Art of proper Gesture, 

expressing our Ideas and Conceptions in the most graceful and intelli

gible Manner . . . ."^" This essay from the Universal Spectator, and 

Weekly Journal for January 6, 1733 further described the way to trans

form thought into action. The actor had to 

• . . lay down the certain Principles by which he is to 
govern himself in the Representation: As thus: He con
siders that the Person of a King is attended with Magnifi
cence, Grandeur, and Majesty; his Speech wise, grave, and 
solemn; his Deportment stately and majestick; and his 
Actions great and heroic: But the same Man reduced to the 
calamitous Circumstances of a Beggar, speaks, acts, and 
behaves in a Manner suitable to such a Condition.^7 

Although unclear as to the exact method of gesturing magnanirLOUsly cr 

nobly, the essayist implied that a knowledge of character t̂ .pes was 

basic to acting. These character types had universal traits, easily 

' .~i "; '"^ « . 

^Universal Spectator, and Weekly Journal :;o. 179, in Gentler-.an's 
Magazine: or, Xonthly Intelligencer, II (March, 173^), :-• t-o (He; 
after referred to as Universal Spectator and Gentler.an's '"ajaz In^.). 

^^Universal Spectator To. ~-22, in 3entlei..an's :-:a.̂ azi"-̂ , III 
(January, 1733), ?• 7. 

"̂̂ Ibid. 
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recognizable by any audience, and their performance consisted of tradi

tional, standard gestures. Such an idea precluded much variety in act

ing style, precisely the case with a great deal of English acting: 

" . . . actors for centuries have been automatically gesturing with the 

up-stage hand, kneeling on the down-stage knee, making turns toward the 

UA audience, because the conventions of the theater so dictate." But the 

above passage went beyond stock movements by emphasizing the judgment of 

the player as the key to the best interpretation of a dramatic character. 

By application of an understanding of the kind of figure to be portrayed, 

the actor through the exercise of his judgment controlled his movements, 

preventing excesses that would misrepresent the intention of the play

wright. Success came when the player could almost " . . . persuade us, 

that that is real which we know to be Fiction, Representation, and 

Nature at second hand." When the audience was able to suspend disbelief, 

the actor had achieved ". . .a Propriety of Gesture, . . . [which 

possessed] the very Souls as well as the Eyes and Ears of . . . [the 

viewers], and [communicated] to them the same Fury and Passion by which 

he himself is agitated."^9 

The eighteenth-century actor who correctly portrayed a character 

from a play was forced to combine two contradictory approaches to acting. 

The tradition of the theater provided a ready-made set of gestures along 

with rules for their use. At the same time a new element, the exercise 

^^Alan S. Downer, "Nature to Advantage Dressed: Eighteenth-
Century Acting," PMLA, LVIII (December, 194-3), ?. 1002 (Hereinafter 
referred to as "Eighteenth-Century Acting."). 

Universal Spectator No. 222, in Gentleman's Ma.̂ azine, III 
(January, 1733), P« 7. 
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of individual judgment, conflicted with the custom. In part this di

chotomy between tradition and the exercise of judgment grew from the 

influence of neoclassicism on the English eighteenth century, and from 

this paradox the players tried to extract themselves by experimentation 

with new techniques. For example, Thomas Betterton played his roles in 

a ". . . restrained and grave [manner] . . . [with] his gestures . . . 

few and controlled." On the other hand, Colley Gibber, Barton Booth, 

and Robert V7ilks approached acting from another direction. "If the key

word of the older school in serious acting was restraint, the keyword of 

the new is exaggeration, although it is exaggeration gradually develop

ed. "5^ Excessive attention to details and intensification of motions 

generally characterized the latter. Of course, all actors could not be 

classed as following Betterton or Cibber-Booth-Wilks, but these repre

sented two basic and frequently used apporaches to the visual interpre

tation of a dramatic character. 

The periodical literature of the Augustan period reflected this un

settled conflict over acting technique. Exaggeration of style abounded, 

as the frequent comments demonstrated, but not every member of the audi

ence was pleased. Mr. Plain Dealer on December l4, 1724 satirized the 

ridiculous practices of gesturing without Judgment or control: 

I am rais'd to such a Height of Wonder, by the triumphant 
Posture, in which the Wit of this Generation is visible, 
almost every Night at one, or other, of our Theatres, in 
the Genius of our Actors Limbs, that there is nothing, 
which I cannot promise rr.yself, frorr. the mimic Readiness 

^'^owner, "Eighteenth-Century Acting," OT). IOO6-7. 
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of their Elastlck Capacity; and the Humour, which the Town 
Is In, of listening, to the Voice, of their Muscles 151 

The Grub-Street Journal, March 25, I736, likewise deplored the poor 

quedlty of much of the contemporary acting: ". . .1 own I am at a loss 

to frame a more disagreeable idea, than that of a young Gentleman . . . 

decked out in all the pomp of tinsel and dramatick finery, stalking 

about the Stage, sawing the air with his hands, and tearing a passion to 

rags . . . ."52 

Physical movement was only one part of the representation of a * 

dramatic character. Speech accompanied movement and conveyed to the 

audience as much or more about the personality being portrayed. As with 

action, the manner of speaking on stage inherited a traditional formula 

consisting of stock expressions and tones. Early eighteenth-century 

spectators were long accustomed to hearing cadence and rant in the 

speech of actors, as Prompter No. 104 related: 

Some . . . [actors] conceal the Sense of their Words, behind 
a loxid, unarticulate. Uproar, in the Sound of 'em: But, 
there is Another wrong Side of Distinction, whereby Players, 
who escape Ranting, affect to speak justly, by scarce speak
ing at all: and, are so EASY, so Round, and so Equal, in 
their Delivery, that they lull PAIN to Sleep, and administer 
OPIATES, auricularly.53 

5^Plain Dealer No. 77, in Plain Dealer: 1724-1725, English 
Literary Periodicals, No. 28E (Ann Arbor, Mich.: University Microfilms, 
1951)(Hereinafter referred to as Plain Dealer.). 

52Grub-Street Journal No. 326, in Grub-Street Journal, English 
Literary Periodicals, No. 6IE (2 reels; Ann Arbor, Mich.: University 
Microfilms, 1955). 

53prompter No. 104, in Prompter: 173̂ -̂1736, English Literary 
Periodicals, No. I3OE (Ann Arbor, Mich.: University Micrcfilmc, 1951) 
(Hereinafter referred to as Prompter.). 
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Throughout the theatrical criticism found in newspaper and Journal, 

there was a general understanding that vocal exaggeration should be re

duced. The Comedian, or Philosophical Enquirer, October, 1732, noted a 

common fault of stage speakers: "I have seen Alexander and Hotspur 

acted . . . [with] the Players . . . repeating their Words loud and pas

sionately; whereas if they observed the Foundation of good Elocution, 

viz. interesting themselves by Imagination, in the Fortunes of the Heroes 

whom they represent. Nature would improve their abilitys to perfection 

by Degrees . . . ."5^ The Prompter for October 21, 1735 provided a vivid 

image of unnatural elocution when he described a current fad among 

actresses: 

So successful an ART, of disappointing her own Purposes, must 
be considered as no easy Attainment I--Yet, such is the 
Effect, such are the Triumphs, and Consequences, of a my
sterious Kind of vocal CIRCUl'ICISION, which the Ladies of the 
Stage have applied to their Windpipes; known and distin
guish 'd . . . by the modem Name of WHINEING. . . . This 
elaborate Rarefaction of SOUT̂ D is an Attempt of their 
natural Philosophy, to refine, diminish, or wire-draw, the 
Voice into a Resemblance of INNOCENCE.55 

While the theatrical critics stressed reform of speaking style, 

there was no consensus as to the correct method of bringing improvement. 

A discussion in the Grub-Street Journal, February 13, 1735, acknowledged 

the importance of proper elocution, ". . .an article which merits the 

highest encouragements; and [which] has been always considered in that 

^Comedian, or Philosophical Enquirer No. 7, in Essays on the 
Theatre fro:n Eighteenth-Century- Periodicals, with an Introduction b̂ , 
John Loftis, Publications of the Augustan Reprint Society, No. 85-86 
(LOS Angeles: Augustan Reprint Society, i960), p. 10 (Hereinafter rê  
ferred to as Comedian and Essays on the Theatre.). 

55prompter uo / / 
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light amongst people of taste and politeness," but there was no account 

of how to achieve that " . . . certain propriety of diction, that never 

falls to affect the passions . . . ."5° The Censor, April 29, 1715, sug

gested that "the best way . . . to correct the Vices and Defects of 

Utterance, to put our Voices into a proper Tone, and give Weight or Air 

to what we have to say, is to set before us the best Speakers for a Pat

tern,"^' and he listed several popular contemporary players as examples. 

The author of the Comedian, or Philosophical Enquirer, No. 7, turned to 

the writings of Quintilian for instruction. The essayist maintained 

that "what Quinctilian [sic] says of the Orator may be justly sayed of the 

Tragedian, viz. unless he allures with the Charms of Speech, he cannot 

Interest the Passions in his Behalf . . . ." Included in proper diction 

were the " . . . silent Beautys of Elocution, . . . decent, and noble. 

Deportment of Body, . . . graceful Motion of the Head, . . . [and] pro

per Pauses according as the Passion dictates."^^ 

Some of the most detailed discussions of proper speech for the 

stage came from the Prompter, the first essay periodical devoted entirely 

to the theater. Issue No. 113, December 9, 1735, analyzed the art of 

pausing, considered an essential element of natural speech. The author 

of the essay found at the theater ". . .an out-of-breath Profusion of 

indistinct Sputtering ..." rather than proper diction for the stage. 

5/-

^Grub-StreeL Journal, Tic. 263. 

'̂̂ Censor 'lo. 9, in The Censor: 1715, 171V, English Literary leri-
odicals, No. l4s (3 vols, in 1 r~el; Ann Arbor, Xich.: University 
Microfilms, 1951) Vol. I, p. 65 (Hereinafter referred to as Oensor.). 

'''̂ Comedian Uo. 7, in Essays en the Tne at re, pp. >10. 
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part of the problem stemmed from the actors' misuse of the pause. If 

placed at the end of every few words, the effect was ". . .to speak, 

like the Minute Hand of a Clock, that measures TIME, not MEANING." But 

the pause placed correctly in one's speech " . . . shou'd, like the 

Pointings, in Reading, serve to mark out the Sense, and give Harmony and 

Force, to the Cadence . . . ." Furthermore, pauses correctly placed 

heightened any movement on stage by allowing a look or gesture to con

tinue through a meaningful silence. A pause gave both the actor and the 

spectator time to ponder a statement before another was made. Finally, 

"PAUSES are beautiful, because . . . [they] make the Actor appear in 

Earnest; that is, the CONCEIVER, of what he utters."59 Achieving a 

lifelike appearance was the player's end, and a pause used in a suitable 

fashion contributed to the ultimate goal. 

The art of pausing was not the only oral technique of the stage 

wanting improvement. To the Prompter the presentation of a soliloquy re

quired an intimate sense of the emotion of the moment. Neglect of the 

sentiments causing a character to speak to himself ruined key passages 

in the play. A frequent and disturbing habit among the contemporary 

London actors was that of facing the audience while delivering a solil

oquy. Concerning such a practice the Prompter asked: "What Man, who is 

able to think at all, does not immediately discern, that the only way to 

speak This, truly, is to THINK it?--That is--The Actor, (sometirr.es mov

ing, sometimes standing) shou'd seem Pensive, Busied, Doubtful." The 

effect should be such that the audience seenied to be intrudin,.: into a 

59prompter No. 113 



nmtt-i-

24 

private and personal occasion. The type of person capable of giving 

this impression was one familiar with the universal qualities of men. 

WHENEVER Actors, instead of skimming the Surface of Sense, 
shall enter, deep, into Meanings, They must, necessarily, 
. . . be possess'd of a Storehouse, in their Memory, of 
All, that is either sharp, salt, or diverting;—of All, that 
Is to learnt, in the Highest, and the Lowest, Converse, 
of Life:—of All, that is the Fruit of Reflexion, in the 
cool Applications of Reason; WARM'D into Practice, and 
Exercise, by the tumultuous Activity of the Passions.°Q 

To this critic, the study of acting consisted of practical instruction 

in the basic physical stances and of a detailed knowledge of the emotions 

or passions common to mankind. Here was a sophisticated and reasonable 

conclusion linking practice with the philosophical temper of neoclassi

cism. A suspension of disbelief was the goal, and nothing could be more 

simple if experience itself was consulted: ". . . if we miss Nature, we 

miss Pleasure; our Whole Expectation, from the Theatre, being That Decep

tion, which arises from APPEARANCE, mistaken for REALITY . . . ."^1 

Gesture and elocution were the elements comprising an actor's art, 

and they were best understood when united. Many considerations of theat

rical practices stemmed from attempts to explain in a logical way the 

relation between action and speech. Often the reasoning was strained, 

but in trying to systematize acting, the authors publicized an important 

aspect of stage presentation, and they also faced the problem of properly 

blending tradition and Judgment in their criticism. An approach lacking 

latitude stifled innovation, yet no censure would have accepted as suit

able techniques which were poor in quality. The varied critical 

^Qprcmpter No. 10^ 

^ Prompter No. 99-
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opinions testified that no resolution of the dilemma was found. 

An academic solution was offered in the Censor No. 87. Turning to 

the ancient Romans and Greeks, the author urged ". . .a view of writing 

and Action, as they stood in the Times of Miltlades, or Augustus." He 

lamented the contemporary situation where " . . . every Smatterer in 

Learning, with a little Portion of Spirit, and less Knowledge of the 

Stage, attempts a Composition, which he calls a Tragedy . . . ," and he 

quite nostalgically stated that " . . . the Art of Acting is shrunk to a 

very low Ebb." To correct such disrepair required " . . . the just Modula

tion of [an actor's] Voice, and his Propriety in raising and sinking the 

Passions.""2 This remedy was especially necessary because of the nature 

of the typical early eighteenth-century theatergoer: 

. . . few or no Audiences are made up all of Judgment, or 
have a Taste nice enough to distinguish the Poet's Art: 
Most come with a Partiality and Prepossession to some 
Actor's Character, the Notion they have from Report, or 
Experience, . . . ; and these generally confine all their 
Observations, and Passions, to what they hear him speak, 
and see him represent.63 

Thus, the actor had to be an intelligent and knowledgeable artisan as 

well as a man of taste. 

A similar goal was stressed by No. 327 of the Grub-Street Journal. 

Commenting in a letter upon the acting of Charles Hill in Aaron Hill's 

tregedy of Zara, the author found fault in his " . . . continually laying 

such strong Emphasis on single Words, . . . that destroy'd the sound of 

the remaining sentence, give pain to the Hearers, and make Himself appear 

Unnatural, and Conceited. He . . . [also kept] his Voice, for two, or 

^^Censor No. 87, Vol. Ill, pp. 175-77-

^3ibid., p. 179. 
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three Speeches together, upon an Unnatural Stretch, beyond what the 

Passion requir'd." Moreover, this actor " . . . kept, almost, a continual 

Profile to the Audience, . . . which threw his Voice, in, among the 

Scenes, and made it in some Places, come imperfect to the Audience.""^ 

The fitting modulation of the voice and the expression of the proper pas

sions favored by the Censor were the same cures for the poor performance 

of Mr. Hill. Both authors quoted above stressed a portrayal of universal 

human nature. The ability to do so depended equally upon the judgment 

and the skill of the actor. 

Such a neoclassical attitude formed an underlying emphasis in the 

majority of serious discussions of the actor's responsibilities. The 

Prompter for May 23, 1735 considered a play to be ". . . One, living 

GROUP of Figures, Each plac'd properly . . ."" according to, as the 

issue for September 26, 1735 asserted, a neoclassical decorum. Borrowing 

from Hamlet's advice to the roving players, the Prompter championed a 

" . . . Propriety, between the Sense, and the Action ..." and correct 

timing: ". . .an Action, however justly it paints, will be lost, if it 

begins TOO SOON; and but perplexes, if TOO LATE . . . ." In No. 64, 

June 20, 1735, the author added that decorum was possible because all men 

resemble one another. "The PASSIONS of Men are the same, in all Differ

ences of Place, Time, Custom, or Education: neither is it necessary, in 

order to fear, hope, hate, grieve, revenge, despise, or threaten, that we 

^Grub-Street Journal No. 327-

^5prompter No. 56. 

^"Prompter No. 92. 
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shou'd be Ministers of State, or Professors of polite Learning.""7 

Given that all men have similar characteristics, it was easy to 

advocate unknowingly a very limited pattern of acting style, even when 

attempting to create ". . . a regular SYSTEM of ACTING, by Effect where

of, from a few short, and comprehensive. Principles of Theory, may arise 

a plain practical, ART, to remove . . . all Uncertainity, or Difficulty; 

and lay the ROAD, TO Good Playing . . . ."^^ Combining the traditional 

belief in the humours, with each humour determining a peculiar person

ality, and a pseudo-scientific analysis. Prompter No. Il8, December 26, 

1735, explained the passions of men and how they occur: 

EVERY Passion has its peculiar, and appropriated, LOOK: and, 
every Look enforces an adapted, and particular TOM, in the 
Sound of the Voice; and a consequent, and necessary ACTION, 
in the Modification of the Body: because, when the Heart 
has communicated its Sensation, to the EYE, Every Muscle, 
and dependent Nerve, catching Impulse, in a Moment, must 
concur, to assist the In.pression: whence, as No Action can 
be proper, but One, that paints the IDEA: So, No Look can 
be Excusable, but That, which is the Result of i:̂ rrErjTI0N.69 

Universality permitted the acquisition of the proper passions or 

"emotions of the Will" that gained life " . . . in Desire of some con-

ceiv'd Advantage, or Evasion of some apprehended Evil." Expressing the 

emotion precipitated ". . .an Elastic Operation of the Muscles, by In

flux of the Animal Spirits, pressing through, with the Nervous Juice, and 

disposing them for Agitation." Imagination r\iled over the body, provid

ing the fuel for carrying out an action: 

'Prompter No. 64. 

^^rompter No. Il8. 

69ibid. 
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WITHOUT entering into the Disputes of Philosophers, concern
ing the SEAT of the Soul, It will suffice for my present In
tention, to assign a Throne to the IMAGINATION, upon her 
little Gland, in the Middle of the Brain: whence, the Animal 
Spirits . . . are detach'd, for Execution of her Orders, into 
Every Part of her Empire, the Body, by a Conveyance with the 
Blood, and the Humours.^0 

Thus, the imagination or creativity in man mingled with some idea and 

gave it to the will or mind which combined it with an ". . . Efflux, or 

Torrent, [of the heart] for conveying up the SPIRITS . . ."or passions. 

The passion proceeded to the brain, and, finailly, the brain reacted by 

sending impulses to the eyes and body: 

CROWDING on, into Every Part of the Body, with a Rapidity, 
as sudden as Thought, and. Swelling, as they go. Every 
Nerve, and adapted Fibre, They reduce the whole concurrent 
Frame, into one, brac'd, agitated, TENDENCY, to operate, 
for Execution of That Purpose, which is what we call the 
PASSION, to be acted.71 

The critical interpretation of the emotions used by actors in

cluded a brief lesson in psychology and physiology, but the analysis did 

not stop with the discussion of the simulation of a passion. Rather, 

the passions were considered as types (in the same manner as the neo-

classicist believed in universal qualities of man) which must be dif

ferentiated in order to be understood. Prompter No. 66 indicated that 

there were six major emotions from which all others were formed: 

THERE are but SIX Dramatic Passions, which are capable of 
being strongly express'd, by the LOOK: and which, inter
mingling their Differences, on the Visage, give us all the 
Soul-moving Variety, of Pain, Pleasure, or Suspension, 
which the HEART can be, strikingly, touched by--These Six 
Passions are JOY, SORROW, FEAR, SCORN, AN3ER, and A:.:^E-
MENT.72 

70Ibid. 

71Ibid. 

72pro":oter '.'o. 66, 
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Any other feeling was secondary or ". . .a Mixture, of Two> or more, of 

the Six Capital Dramatics--Such are JEALOUSY, REVENGE, LOVE, PITY . . . •" 

Formation of ". . . JEALOUSY . . . requires a Combination of Three Pas

sions, Fear, Scorn, and Anger."'^ It is a wonder that actors ever excel

led in their trade if they cdmitted only these few passions. Here, the 

effort of the theatrical critic was noble and somewhat enlightening as 

to human nature, but his six-fold system would be difficult to put into 

practice. 

The final technique which the actor had to master was the applica

tion of his understanding of human nature to a particular role. The 

Tory Tatler, December 2, I7IO, described the power of accomplished play

ers. Commenting upon a recent performance of Henry IV, the writer re

lated that 

. . . the just Decorum of . . . [the player's] Action gives 
a certain Pomp and Nobless [sic] to the Representation, that 
Insensibly leads a Man into the Pleasure of being rationally 
deceiv'd and so confirms the Imagination, that 'twere hard 
to recover one's self from the grave Composure one's in, 
did not Mr. Estcourt relieve the attention of the Mind by a 
admirable Dexterity in humouring Nature . - - -"'^ . . 

Decorum in speech and action, comic relief, and a genuine seriousness all 

combined to make a good performance. But most importantly, an actor 

carefully studied his part. For example, Shakespeare's Lear presented 

the problem of uncontrolled temper: 

73Ibid. 

74»i>ory T a t l e r No. 5, in Tory T a t l e r , English L i t e r a ry P e r i o d i c a l 
Ser ies , No. 38E (Ann Arbor, Mich.: Univers i ty Microfilms, n . d . K 
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It Is plain then, that an Actor, who wou'd represent him as 
the Poet has drawn him, shou'd preserve, with the Strictest 
Care, that chief Point of Likeness, His IMPATIENCE.--He 
shou'd be turbulent in his Passions,--sharp, and troubled. 
In his Voice;—torn, and anguish'd, in his Looks,--majesti
cally broken in his Air--and discompos'd, interrupted, and 
restless, in his Motions.75. 

Such advice seems quite modern, for even though a type of character is 

suggested, the actor is given the freedom to create a personal inter

pretation of Lear's weakness. 

Although not as carefully considered as the habits of the players, 

the activities surrounding the management of the acting companies com

manded a sizeable amount of critical attention. Such problems as the 

power of the theater managers, the legal status of the royal companies, 

and the relation among playwrights, actors, and managers were not re

solved easily or quickly. King Charles had failed to define legally the 

powers and restrictions binding the patentees and their companies. In 

addition, widespread political, social, and religious disapproval of the 

stage, joined with an interest in the effect of the theater as an insti

tution, resulted in an examination of the theaters of London to determine 

their addition, if any, to the improvement of mankind. The culmination 

of the public debate came with the passage of the Stage Licensing Act of 

1737. This law severely restricted theatrical activity,' yet the dis

cussion of the issues provided the members of the periodic press an 

opportunity to record in detail all sides of the controversy. 

The essays in the Journals revealed the hot tempers, adamant opin

ions, and general concern of those who sought to preserve the high 

75prompter Nc. 95. 

"̂ Ĉrean, "Stage Licensing Act," pp. 239-55. 
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quality of the London stage. One serious problem arose over the manage

ment of the patent companies. Basically, there were two forms of organ

ization used at the turn of the century. Theatre Royal, Drury Lane, had 

a group of proprietors or managers in charge with shares in the company 

distributed according to a hierarchy based upon value to the company. 

Profits were divided among the shareholders, after expenses and salaries 

had been paid, with the proprietors possessing more shares than any one 

Individual shareholder. On the other hand, the theater at Lincoln's Inn 

Fields was controlled by a small group of actors, each with equal shares. 

There was no proprietor. The arguments focused upon the qualities of 

the ideal manager, and discussions explored the advantages and disad

vantages of having a theatrical or nontheatrical person in the posi

tion. T7 

Richard Steele in the Theatre, January 23, 1720, urged management 

by actors because of training and experience: 

I . . . cannot but express my Admiration, why any Body of 
great Fortune and Quality should desire a Jurisdiction over 
Players, who cannot possibly be govern'd, as to their 
Oeconomy, their Accomodation on the Stage, their Salaries 
and Assignments of their Parts, but by themselves and those 
of acknowledg'd Superiority amongst them . . . -.70 

Alternately, Musaeus in the Grub-Street Journal No. I87 placed his con

fidence elsewhere, perhaps in the play.^rights: " . . . players are the 

most unfit to be managers of any set of people in the kingdom; and I am 

^^See Smmett L. Avery, ed.. The London Stage 1700-171^9, Ft. - of 
The London Stage I66O-I8OO (Carbondale, 111.: Southern Illinois Univer
sity Press, I90O), pp. xxxix-xliii, and Arthur H. Scouten, '='d.. The 
London Stage 1719-1747, Pt. 3 of The London Stage 166O-IS00 (Carbondale, 
111.: Southern Illinois University Press, I96I), pp. Ixxx-xcviii. 

• 78[Richard Steele], Theatre No. 7, in Richard Steele's "The 
Theatre" 17^0, ed. by John Loftis (Oxford: Clarendon Press, i.̂ oc:), p. 32 
(Hereinafter referred to as Theatre.). 
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morally assured, there is not an author living, who is not of the same 

opinion . . . .""̂ 9 

Occasionally an unusual scheme was proposed to end the management 

controversy. Craftsman No. l40 suggested a governing board in a super

visory position over the theaters: 

• • • a Committee of learned Gentlemen should be appointed 
. . . to Inspect and examine all dramatical Performances, 
ancient as well as modern, . . . and to obliterate or soften 
all such Passages as appear offensive; . . . . For this 
Purpose, I would have the Commissioners impowered to estab
lish a large INDEX EXPURGATORIUS; into which all such 
obnoxious Passages, as are too gross to bear any Alteration, 
shall be transcribed; and the Players shall be obliged, 
iinder severe Penalties, to omit them in their future Repre
sent at ions. 80 

But whatever the title held by the controlling agent of the company, it 

was generally agreed with Mr. Prompter that the " . . . Manager's Business 

is, to study the Characters he has to deal with, and . . . he may throw 

the Reins over the Necks of some, without Fear of Abuse, while others 

will require a very strong Arm to be kept in."°l Skill, experience, 

judgment, and persistence were, therefore, the universal qualities re

quired of a company manager regardless of occupation or social status. 

Often conflicting with the managers were the actors and authors. 

A typical complaint questioned the freedom of the individual player or 

author to represent a dramatic situation according to personal under

standing. Frequently, those in charge of the companies dictated the 

"̂ Ĝrub-Street Journal N0.I87. 

Craftsman No. l40, in The Craftsman (l4 vols.; London: R. 
Francklin, 1731-37), Vol. IV, p. I63 (Hereinafter referred to as 
Craftsman.). 

'h rompter No. 51* 
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sentiment to be expressed on stage, slighting authors and players. 

Authors refusing such an ultimatum found it difficult to sell their 

plays, and players found themselves Jobless. Prompter No. 35 summarized 

in a chiding but optimistic tone the possible effects of good theater 

management: 

WHEN I first heard a Gentleman had become Purchaser of the 
Patent, after the THEATRICK WAP., . . . I began to conceive 
Hopes, that the Stage, by a proper I^anagement, and by fall
ing into more LIBERAL Hands, might be restored to its 
ancient Dignity, Use, and Lustre. I thought Plays wou'd want 
no other Recommendation than their own WORTH; and good 
Authors, be look'd upon (V/HAT THEY REALLY ARE) as BENE
FACTORS TO THE STAGE, and not as Persons on whom Obligations 
were conferred in the Reception of their Pieces. I thought 
an End would at once be put to that MEAN SUBMISSION, that, 
for a long time, had been EXACTED by the PROUD yjJAOER, 
who, taking Advantage of the Poet's Necessity, has treated 
him with the Contempt, more justly due to HIMJSELF. I 
thought Gentlemen of Genius, and Fortune, would have been 
indue'd, by the Consideration, that they had not Actors, or 
Hereditary Managers, but an Equal to deal with, to ha/e 
employ'd their Talents for the Stage, and have attempted the 
Restoration of the Muses, whose Seat has been for a long time 
usurp'd by low Farce and absurd Pantomine.82 

^^Prompter No. 35-



CHAPTER III 

TRAGEDY 

To many who frequented the early eighteenth-century theaters, the

atrics were an Important segment of a performance, as Richard's Steele's 

"Prologue to The Funeral" noted: 

Natxire's deserted, and dramatick art. 
To dazzle now the eye, has left the heart; 
Gay lights and dresses, long extended scenes. 
Demons and angels moving in machines. 
All that can now, or please, or fright the fair. 
May be performed without a writer's care. 
And is the skill of carpenter, not player. 

Steele was referring primarily to the members of the pit and galaries, 

the representatives of the lower classes who found escape in the unre

ality of the stage settings. Fortunately not every spectator came only 

to see the fantastic scenes and ingenious machines attributed above to 

the carpenter. Within the diverse Augustan audience could be found the

atergoers with a love for serious drama. For them, the main-piece, the 

main event of the evening, was something to enjoy but also something to 

consider in terms of good playwriting. It was to this small group that 

the majority of dramatic critics addressed their comments. 

Although comedy was more frequently staged than tragedy, the early 

eighteenth century maintained an active interest in the tragic art. In 

^^Richard Steele, "Prologue to The Funeral: or. Grief a-la-Mode," 
In The Complete Plays of Richard Steele, ed. by G. A. Aitken, The Mer
maid Series, The Best of the Old Dramatists, Vol. XVIII (London: T. 
Fisher Unwin, I894), p. 8. 

3̂ ^ 
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an earnest. Intellectual manner dramatists and critics considered trag

edies as developments of the varied Influences of the past and present. 

Contemporary politics and religion were very important issues, permeat

ing the literature of the first three decades of the Augustan age. 

Blending with the topical was a reverence for masters of the past. The 

dignity of the tragic work of the classical poets captivated the more 

serious minded as did the proscriptions within which the Greek play

wrights operated. Shakespeare symbolized the excellent and the unor

thodox, and his influence crept into the drama of msmy others. French 

tragedy, such as that of Voltaire, reemphasized the classical, and Res

toration artists were both admired and damned for their innovations in

volving rhyme, blank verse, fustian, and the pathetic. The London stage 

reflected this variegated background by the inclusion in its tragic rep

ertories of old and new plays, foreign productions, and adaptations of 

all sorts. The critics reviewing current dramatic trends found a wide 

spectrum from which to gather material. In a bold, articulate style 

their critiques blended theories of tragedy, seemingly without any 

thought of inconsistencies or contradictions. The result was a complete 

and intimate view of the contemporary scene, where profit, ethics, and 

artistic ideals challenged one's attention. 

One of the most important considerations concerning a tragedy was 

its moral function, for some, the height of a play. Quite severely, the 

Universal Spectator, December 8, 1733, declared a tragic work to be "the 

flu 
noble Force . . . [which] excites in us an Ambition to be virtuous."°^ 

"Sjniversal Spectator No. 270, in Gentle.-nan's M^azirie, III 
(December, 1733), p. 635. 
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More specifically, 

the Spectator . . . must be presented with an Example, not 
more Criminal than he finds himself to be. He must be con-
vlnc'd, in spite of all the Insinuations of Self Love, that 
he Is equally culpable with the Person he sees involv'd in 
Misery, the natural Consequence of a Passion like his own. 
Without this Art of touching him with Remorse, 'tis impos
sible to make him Apprehensive of Misfortunes, and conse
quently to Reform his Morals."5 

Feelings of guilt dominated this critic's moral plan for tragedy, but 

others realized that severe training in ethical principles would not be 

popular with an audience seeking entertainment. A compromise solution 

appeared in No. 352 of the Universal Spectator: " . . . the Design of 

the Stage . . . is to convey a Moral in the most agreeable Manner, and 

to allure us into Virtue by flattering our Senses while it improves our 

Minds . . . .""" No matter how necessary to a religious or moral be

lief, virtue without enjoyment was no more appealing in the eighteenth 

century than it is today. 

Value judgments did not command the attention of all critics and 

playwrights. There were those who took a more secular attitude toward 

the theater. Tragedy had to be popular to be successful, and success de

termined profit. A formula from Richard Steele's Theatre for February 

2, 1720 offered instant fame to any aspiring playwright: 

"5Memoirs of Literature [Vol. Il No. 9, in Memoirs of Literature, 
1710-1714, English Literary Periodical Series, No. 23E (4 vols, in 1 
reel; Ann Arbor, Mich.: University Microfilms, 1954), Vol. I, p. 3^ 
(Hereinafter referred to as Memoirs of Literature.). 

Universal Spectator No. 35'̂ , in London Magazine, IV (July, 
1735), p. 3^6. 
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NAT. Lee—for Buskins fam'd—wou'd often say. 
To Stage—Success he had a certain way; 
Something for all the People must be done. 
And, in some Circumstance, each Order won: 
This he thought easy, as to make a Treat, 
And for a Tragedy gave this Receipt. 

Take me, said he, a Princess Young-and Fair, 
Then take a blooming Victor flush'd with War; 
Let him not owe, to vain Report, Renown, 
But in the Lady's sight cut squadrons down; 
Let him, whom they themselves saw win the Field, 
Him, to whose Sword, they saw whole Armies yield. 
Approach the Heroine--with dread surprize. 
And own no Valour Proof against bright Eyes 1̂ 7 

Nathaniel Lee, the Restoration playwright known for his tragedies filled 

with fustian and extravagance"" understood well the public taste, appeal-

ing in his work to the spectacular and to the sentimental. Not every 

critic, however, agreed with Lee's approach. The Prompter for August 

12, 1735 lamented the goals of many contemporary poets: "there is 

something so low, and so mercenary, in the Motive, and Pursuit, of too 

many Dramatic Writers . . . ."°9 por the theater to survive, it had to 

please the spectators; nevertheless, a total submission to current fads 

in taste without consideration for artistic principles seemed unethical 

to the majority of dramatic critics writing periodically. 

Perhaps the most significant influence upon the critics of the 

early eighteenth century was that of Aristotle and his principles of 

tragedy. Lewis Theobald carefully explained in his Censor the impor

tance of studying the ancient: 

°'̂ [Richard Steele], Theatre Nc. 10, p. 46. 

^^Nettleton, English Drama, pp. 96-99. 

^^Prompter No. 79. 



38 

There Is a Precept, which this Philosopher gives us 
In his Poeticks, that if we attempt the Writing of a Trag
edy, we ought first to draw the Plan of the Subject, to 
settle it as exactly as possible, and to overlook the 
whole, when settled, several Times; for in thus viewing 
carefully all its Parts; £s if we were concern'd in the 
Action, we shall certainly find what is.convenient and 
just, and see the least Defects, and the least Contra-• 
rleties which may have escap'd us. 'Tis for Want of ob
serving this Method, that we fall into considerable 
Faults . . . .90 

Theobald was emphasizing the ideas of decorum and of unity, much as 

Aristotle before him had recognized that the time, the place, the ac

tion, and all aspects of character and plot must fit together. Decorum 

and the three unities seemed to the Augustans of great importance, and 

the best tragedies were analyzed according to these theories. 

For a tragedy to be complete, the reason for its creation had to 

be absolutely clear: "the peculiar Province of Tragedy is to refine our 

Souls, to purge us of those Passions that hurry us into Misfortunes, and 

correct those Vices that make us incur the Wrath of Heaven, and Condem

nation of our Fellow-Great ures."̂ -'- The Prompter No. 79 further defined 

this cathartic end as a calming of ". . . the Passions by Terror, and 

Pity . . . ."^^ The purgation advocated by Aristotle resulted in a re

form in virtue by means of relief of any evil inclinations. This idea 

resembled the moral position taken by the authors of the Memoirs of Lit

erature and the Universal Spectator (cited above). While the ancient 

Greek predicted virtuous action following a purge of the passions, the 

9Qcensor No. 63, Vol. II, p. 225. 

licensor No. 7, Vol. I, p. 47. 

9 Prompter No. 79. 
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two English critics attributed reformation to fear of guilt. The Greek 

attitude toward man as a creature of dignity did not involve those 

Augustan authors who considered mankind in a baser light. 

The teachings of the classical Greeks were viewed by the early 

eighteenth century through neoclassical eyes. Centuries of translations 

and applications had somewhat distorted classical intent so that, for 

some, tragedy meant only the strictest obeyance of the "rules" of Aris

totle and the poets from whom he patterned his theories.93 As with the 

ancients, decorum was important to the neoclassicists who valued the uni

versal qualities of man's reason and of nature. The Censor, January 29, 

1717, analyzed contemporary tragedy in terms of its truth to the nature 

of man: 

This is the Reason why after a seeming Preparation for 
Grief and Sorrow, we often sit with dry Eyes in the Theatre 
at some Tragedies, the Poet either going contrary or beyond 
Nature . . . . Whereas, if People would draw from Circum
stances as they happen, without Regard to Paint or super
ficial Beauties; if they did not please us by their Expres
sions, yet their Thoughts, as being Copies of what we have 
felt in our Bosoms, must necessarily affect us.94 

Although what was common to mankind was the guideline for poets to 

follow, skill was still necessary, for example, in the presentation of 

emotion: "Tragedy demands a fine Genius, a true knowledge of the Pas

sions, a pure, untainted, virtuous Mind, a sublime Way of Thinking, a 

Purity, Strength, and Elegance of Expression, and with all these a great 

93ciarence C. Green, The Neo-Classic Theory of Tragedy in England 
during the Eighteenth Century-, Harvard Studies in English, Vol. XI ('Jew 
York: Benjamin Blom, I900), pp. d-o. 

^Censor No. 43, Vol. II, p. 66. 
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deal of Learning and unwearied Application."95 individual creativity 

maintained respect with the neoclassicists as long as universality re

mained. An extreme form of individuality coupled with a strict follow

ing of the common good developed from the writings of Thomas Rymer. In 

The Tragedies of the Last Age (1678) Rymer stated his belief in poetic 

justice or the correction of what may be true to what it should seem for 

the purpose of moral instruction and the preserving of the ideal,9" 

Rymer's rather limited view of the world persisted into the early eigh

teenth century as a letter in the Dally Gazetteer, June 13, 1737, attest

ed: " . . . Tragedy deals always in departed Kings and Statesmen, to whom 

the Author is obllg'd to do Poetical Justice; at least to all his vi

cious Characters, if he does not reward all his good ones. Every wicked 

Person must have his suitable Catastrophe, and he comes not into Tragedy 

to be exposed, but to be punished."97 

The application of moral, secular, classical, and neoclassical dra

matic theories in the periodical Journalism of the age provides students 

of Augustan literature with an intimate understanding of the history and 

development of the drama of the eighteenth century. The prevailing 

taste of the age comes through analysis of the entertainments found in 

London. Of the plays produced, those of Shakespeare and contemporary 

"^Universal Spectator No. 2l8, in London Magazine, I (December, 
1732), p. 460. 

9^homas Rymer, The Tragedies of the Last Age, in The Critical 
Works of Thomas Rymer, ed. by Curt A. Zimansky (New Haven: Yale Univer
sity Press, 1956), pp. 22, 32 (Hereinafter referred to as Critical 
Works.). 

9'̂ Daily Gazetteer No. 615 [613], in Daily Gazetteer, English Lit
erary Periodicals, No. I5OE (3 reels; Ann Arbor, Mich.: University 
Microfilms, n.d.). 
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authors were most often seen, but the influence of classical plays re

mained in the numerous brief comparisons scattered throughout the crit

ical commentaries of the periodical essayists. Aeschylus, Sophocles, 

and Euripides as well as Aristotle stood as final authorities in many 

discussions. To the dismay of the Augustans, English tragedy often 

failed, in their opinion, to equal that of the masters of the past. 

Throughout, there was a desire to praise current work, but at the same 

time an unwillingness to declare equality with revered examples produced 

a general harshness and displeasure with the theater. Typical of this 

attitude was a comment from the Censor: "I could wish heartily the 

Poets of our Times would follow the model of Sophocles, and rather lay 

their Distress on Incidents produc'd by some such uncontroulable Im

pulses, than to let the Dagger and poison'd Cup be at the Discression of 

a Villain . . . ."^^ 

Perhaps the most difficult of the classical guidelines was the se

lection of the correct type of character for the tragic hero. According 

to Lewis Theobald, Aristotle advised the choice of ". . . the Fable of 

some Illustrious Person who is become miserable by some involuntary 

Fault, as Oedipus . . . ." Furthermore, "the Greek Poet [Sophocles] 

meant not to propose his Hero [Oedipus] an Object of Horror . . . ; nei

ther does he involve him in Calamities merely as Judgments for those 

Crimes, which in him were involuntary, and rather the Guilt of his Fate 

than Nature."̂ -̂  The recognition of compassion and the understanding of 

9Qcensor No. 36, Vol. II, p. 40. 

^9ibid., p. 37. 
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blind human error emerged as the lessons gained from Sophocles' charac

ter. To create Oedipus' story required an author capable of balancing 

good and evil: " . . . the Ancients in Tragedy, where the Catastrophe is 

fatal, diminish the Vices of the Hero, so they proportionably heighten 

his Virtues in those Pieces which propose him to our Imitation." 

This critic emphasized the same understanding of human emotion as the 

essay (cited above) from the Universal Spectator which called for pleas

ure to be mixed with moral instruction. Here, a catharsis could never 

be achieved if the audience felt the hero was justly guilty of wrongdo

ing. 

Situation played a significant role in establishing the charac

teristics of a tragic figure, but equally important were meaningful dia

logue and realistic action. In a discussion of Aeschylus from the Censor 

tribute was paid to a passage in Prometheus Bound because 

the Description of his [Prometheus'] Massy Fetters, the Na
ture of his Punishment, and the Desolation and Inclemency 
of the Clime, are all Objects of the utmost Terror, and from 
these the Poet has struck out the strongest Pity. The Ad
dress of Vulcan to Prometheus, and his Concern for executing 
the Sentence, seem to me as pathetick as any thing I have 
found either in SOPHOCLES or EURIPIDES.1^1 

The suffering of Prometheus in his punishment was enough to cause corr.pas-

sion in the spectators, but the scene was heightened by the words of Vul

can which stressed the gruesome details of Prometheus' plight. For this 

critic, such a combination produced perfect tragedy and the desired audi

ence response. 

IQ^Memoirs of Literature [Vol. I] No. l4. Vol. I, p. 55-

^^^Censor No. 60, Vol. II, p. 206. 
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A more detailed explanation of the power of action appeared in No. 

70 of the Censor, by far the greatest source for commentary on classical 

subjects; Theobald found a scene from Iphigenia in Aulis by Euripides 

to be particularly effective: 

The Ground of the Dispute in Euripides is this; . . . he 
[Agamemnon] . . . resumes his Design of Sacrificing her 
[Iphigenia], which his Brother [Menelaus] as passionately 
contradicts, as he before promoted. The Scene is indeed 
very pathetically work'd, the general good of our Country, 
and the natural Love of our Children, are the main Topicks 
which the Discourse turns on: and the Passions on each 
Side sink by soft Degrees.102 

The position of a father having to kill his daughter in order to fulfill 

a divine order conflicted with feelings of protection that a parent would 

hold for his child. To such a struggle between parental love and reli

gious duty Theobald willingly allowed his emotions to respond, acknowl

edging Euripides' ability to achieve realism of emotion in his works. 

During the early eighteenth century the status of English tragedy 

remained unclear. The debates of the strict Restoration neoclassicists 

were still remembered by the Augustan critics who likewise judged British 

plays by classical principles. Such a procedure created the problem of 

the position to be accorded to Shakespeare. For men who Judged in an

cient Greek terms, this English playwright of outstanding ability was in

deed a puzzle. The narrow limits of strict neoclassical tradition argued 

his rejection as Thomas Rymer and others had done. ̂ -̂  But in the opening 

"'•̂ Ĉensor No. 70, Vol. Ill, pp. 46-47. 

^^One of the strongest statements concerning Shakeopeare's faults 
comes from Thomas R̂ oner, A Short View of Tragedy, in Critical Works, pp. 
82-I75, in which Othello is especially attacked. 
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decades of the eighteenth century a new Interest in Shakespeare emerged 

challenging the classical past. Joseph Addison asked the readers of the 

Spectator to judge Shakespeare for his effectiveness. "Our inimitable 

Shakespear is a Stumbling-block to the whole Tribe of these rigid crit-

Icks. Who would not rather read one of his Plays, where there is not a 

single Rule of the Stage observed, than any Production of a modern Crit-

Ick, where there is not one of them violated?"10^ Alexander Pope viewed 

Shakespeare's tragedies as products of a peculiar environment, not 

wrong, only different: 

. . . with all his faults, and with all the irregularity of 
his Drama, one may look upon . . . [Shakespeare's] works, 
in comparison of those that are more finish'd and regular, 
as upon an ancient majestick piece of Gothick Architecture, 
compar'd with a neat Modern building: The latter is more 
elegant and glaring, but the former is more strong and 
solemn.105 

To the dramatic critics publishing in journals and newspapers Shakespeare 

was generally held to be an artist worthy of praise. The Censor voiced 

in No. 60 the prevailing attitude, similar to Pope's declaration: "I 

can find some Things in him I could wish had been temper'd by a softer 

Hand; but must own at the same Time, that where he is most harsh and ob

solete he is still Majestick."10^ Throughout the critiques of Shake

speare's dramas there was a clash between classical dogma and universal 

104spectator No. 592, in The Spectator, ed. by D. F. Bond, Vol. V, 
pp. 27-28. 

•̂ 5̂Alexander Pope, "Preface to The Works of Shakespear," in Eigh
teenth Century Essays on Shakespeare, ed. by D. Nichol Smith (2nd ed.; 
Oxford: Clarendon Press, I963), p. 5̂ .̂ 

lO^Censor No. 60, Vol. II, p. 204. 
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human feeling, a battle marking an expansion of aesthetic understanding 

during the Augustan age. 

For the English, sensitive of their heritage, Shakespeare's histo

ry plays had special significance. Pride mixed with the magic of seeing 

the past come alive captured the imaginations cf the spectators. A let

ter in the Craftsman No. 72 explained the emotions felt while viewing a 

performance of The Famous History of the Life of King Henry the Eighth: 

" . . . while I am present at the Action, I cannot help believing my self 

a real Spectator and Contemporary with our old Huff-bluff English Mon

arch, Henry VIII. so much does the useful Delusion of a well-written 

Play delight and instruct us, beyond the cold Narrations of a dry Histo

rian. "107 Shakespeare received praise for his ability to give life and 

reality to his characters. Good writing style accompanied an emphasis 

in the plot so as to present a lesson in Justice and proper conduct. 

Exactly how the moral came forth was implicit in an unfavorable descrip

tion of Cardinal Wolsey, advisor to the youthful Henry: 

There you see an ambitious, proud, bad Man of Parts, in the 
Possession of a wife and brave Prince, amassing Wealth, tax
ing the griev'd Commons, and abusing his Trust and Power to 
support his Vanity and Luxury. As it is usual with this 
Sort of great Men, all the Errors He commits are his Mas
ter's, and every Thing, that may be praise-worthy, his 
^ . 1 ^ 8 

By watching the evil deeds of a powerful man, one becar̂ e aware cf the 

perils of kingship, an important consideration for Henry VIII as well as 

for George II. Retribution caused Wolsey the loss of his authority and 

107craftsman No. 72, Vol. II, pp. 202-3. 

lO^ibid., p. 203. 
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the seizure of his wealth, a fair punishment for a greedy man. "Reflect

ing People may observe from this Picture how like human Nature is in her 

Workings at all Times."^09 

Shakespeare's use of political situations for the basis of his dra

mas was not limited to his history plays. In Julius Caesar the Roman re

public began its decline with the conspiracy against Caesar. Amidst this 

tense political situation Shakespeare used personal conflict to heighten 

character development and to serve as a clue to the conclusion of the 

drama. The argument between Cassius and Brutus over the bribes accepted 

by Lucius Pella pitted Brutus against the love of his friend at the mo

ment Brutus most needed it. Lewis Theobald applauded the effect of the 

quarrel in Censor No. 70: ". . .he [Shakespeare] has not only chosen 

Two of the greatest Heroes of their Age; but has likewise interested the 

Liberty of Rome, and their own Honour, who were the Redeemers of It, in 

the Debate."110 Qassius and Brutus had participated in Caesar's death 

in order to save Rome from an ambitious ruler. Now in Brutus' tent be

fore an important battle, the talk should have been of strategy or the 

perilous position of Rome, but, instead, the argument involved a rather 

Insignificant occurrence. The scene was necessary for its revelation of 

the mood of Brutus, who was first filled with anger, then reconcilation, 

and finally Stoic resignation. 

I09ibid., p. 206. 

llOcensor No. 70, Vol. Ill, pp. 44-45. 



7̂ 

In Shakespear, there is a Beauty which is not in any of the 
Others from the Original of the Quarrel, which is, that Two 
Wise Men commence a Dispute about a Trifle: And in the 
Sequel of it a great many severe Truths, which they never 
Intended to tell one another, are naturally introduc'd from 
the violent Working of their Passions. . . . we see it 
[this type of situation] every Day in Life; and know what 
Lengths Warmth of Temper will carry the best of us all to 
. . . . Cassius, unknowing of the Occasion that the calm 
Brutus had to stir his Nature, enters in a Heat, is receiv'd 
with a noble Resentment, which is work'd mutually to a 
height by Aggravations easie and natural; til the Provoker 
submits, the Provok'd forgives, and each fondly excuse the 
Other of his Rashness. But there is another Beauty in 
Shakespear's Reconcilement, which is, that the Cause of 
Brutus's giving way to his Choler, does not appear till af
ter they are reconcil'd: to which Shakespear gives the most 
excellent Turn imaginable: . . . .IH 

The subtleties attractive to the critic were Cassius' love for 

Brutus (in the fact that Cassius deferred to his friend) and the indi

rect portrayal of Brutus' distraught state of mind (brought about by the 

suicide of his wife, Portia). The unbelieveable calmness of Brutus was 

shattered by the cheating of Lucius Pella, but the obvious cause lay 

with Portia. Only after the outbreak of Brutus' passion did Shake

speare explain the underlying feeling, reflecting his knowledge of the 

type of person who has hidden deep grief behind coolness only to have 

it appear unexpectedly in an unrelated situation. The delight of 

Theobald for this scene was thorough, and he adm'.red talent even when 

mixed with error: 

. . . it is not to be expected that a Genius like Shake-
spear's should be Judg'd by the Laws of Aristotle . . . ; 
it will be sufficient to fix a Character of Excellence to 
his Performances, if there are in them a Number of beauti
ful Incidents, true and exquisite Turns of Nature and 
Passion, fine and delicate Sentiments, uncommon Images, 
and great Boldness of Expression. 11=̂  

llllbid., pp. 47-4^. 

112lbid., p. 43. 
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Two of Shakespeare's greatest and most popular tragedies involved 

human destruction through excess of a particular passion. Pity was 

evoked by an intimate picture of human weakness, showing the universal 

domain of tragedy. For King Lear a successful reign and the satisfac

tion of personal praise should have marked the end of his happy life. 

Number 10 of the Censor analyzed Lear's character to determine the 

cause of his downfall: 

He proposes to represent an Old Man, o'ergone with Infirmi
ties as well as Years; One who was fond of Flattery and be
ing fair spoken, of a hot and impetuous Temper, and impa
tient of Controul or Contradiction. 

His Fondness of Flattery is sufficiently evidenc'd in 
the parcelling out his Dominions, and immediate discarding 
of Cordelia for not striking in with this Frailty of his; 
His Impatience of being contradicted appears in his Wrath 
to Kent, who would have disswaded him from so rash an Ac-
tionTII3 

Lear's banishing of Cordelia to France and his anger with his faithful 

Kent for warning against such action demonstrated his foolish judgment 

of his daughters and friends. 

But the king's irrational behavior was not the only event causing 

his end: 

The good old King is, by the Barbarity of his Daughters, 
forc'd to relinquish their Roof at Night, and in a Storm. 
Never was a Description wrought up with a more Masterly 
Hand, then the Poet has here done on the Inclemency of the 
Season; nor could Pity be well mov'd from a better Incident, 
than by introducing a poor injur'd old Monarch, bare-headed 
in the midst of the Tempest, and tortur'd even to Distrac
tion with his Daughters Ingratitude. How exquisitely fine 
are his Expostulations with the Heavens, that seem to take 
part against Him with his Children, and how artful, yet 
natural, are his Sentiments on this Occasioning 

113censor No. 10, Vol. I, p. 73. 

ll̂ Ibid., pp. 66-69. 
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Els mental deterioration climaxed with Cordelia's death. Totally mad, 

the king died of grief over unfair treatment of his loyal daughter. The 

resolution heightened Lear's irrationality, and Shakespeare knew the 

tale could end no other way without destroying the terrible tragedy of 

the royal family. Lewis Theobald, however, viewed the deaths of Lear 

and Cordelia in strict neoclassical terms. Rymer's poetic justice dic

tated death to Regan and Goneril and their husbands as well as to Edmund 

but not to victims of their greed: the king and his disinherited daugh

ter. Theobald stated: " . . . Cordilia and Lear ought to have surviv'd, 

as Mr. Tate has made them in his Alteration of this Tragedy; Virtue 

ought to be rewarded, as well as Vice punish'd; but in their Deaths this 

Moral is broke through . . . ." The obvious overlooking of Lear's poor 

behavior denied the emotion of the tragedy and violated Theobald's plea 

in the same essay to judge Shakespeare by effect rather than by compar

ison: " . . . had Shakespear read all that Aristotle, Horace, and Crit-

icks have wrote on this Score, he could not have wrought more happi-

A strong desire for personal flattery ruined Lear because he sub

mitted to his weakness; similarly, yielding to a weakness destroyed 

Othello, whose passion extended to utter Jealousy of the one he most 

loved: 

n5ibid., pp. 7^-73-
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. . . with what a curious Happiness he [Shakespeare] has 
trac'd this Passion, what little Baits he has laid to feed 
Othello's Suspicion, and what Sentiments of Resentment he 
has flr'd him with, at every new Suggestion of being in
jur 'd. His very Resolution against Jealously speaks him 
prepar'd for Doubts, and bent to sift the Truth.Il6 

The growth of Othello's excessive distrust of Desdemona was explained 

psychologically in the Guardian for April 23, 1713: 

IT Is a Remark, as I remember, of a Modern Writer, who is 
thought to have penetrated deeply into the Nature of the 
Passions, that the most extravagent Love is nearest to the 
strongest Hatred. The Moor is furious in both these~Ex-
tremes. His Love is tempestuous, and mingled with a Wild-
ness peculiar to his Character, which seems very artfully 
to prepare for the Change which is to follow.117 

This critic found an inherent trait contributory to Othello's tragic 

end. The strong love of the Moor allowed him to experience strong hate 

for his wife, enough to murder her. Theobald found a similar charac

teristic in his interpretation of the tragedy: "For the Crimes and Mis

fortunes of the Moor are owing to an impetuous Desire of having his 

Doubts clear'd, and a Jealousie and Rage, native to him, which he cannot 

controul and which push him on to Revenge."H" Theobald's willingness 

to forgive Lear did not apply to the Moor. Othello was pitied for his 

jealousy, and he remained guilty; but as a representative of Shake

speare's genius in character portrayal Othello was, of course, greatly 

admired. "The Torments which the Moor suffers are so exquisitely drawn, 

as to render him as much an Object of Compassion, even in the barbarous 

Action of murdering Desdemona as the innocent Person her self who falls 

l^^Censor No. l6. Vol. I, p. 117-

^^Tcuardian No. 37, Vol. I, p. l48. 

ll^Censor No. 36, Vol. II, p. 40. 
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under his Hand."^^^ 

Receiving the most critical attention, Hamlet, Prince of Denmark 

also received more unqualified praise than any other Shakespearean work. 

For some, like Richard Steele, this masterpiece offered advice on virtue, 

namely devotion and family honor: 

. . . a Play, If not promoting Virtue, yet written in Analogy 
to the Principles of it; nay, of Religion. The Entertainment 
I mean is Hamlet, in which there are innumerable Incidents 
which strongly strike the Mind of the Spectator, with Mes
sages of Horror, Revenge upon unjust Actions undertaken from . 
Ambition, with many other laudable Circumstances . . . .120 

Whether or not moral Instruction was Included in the discussion, almost 

every critic praised the play for its effectiveness. "Here are Touches 

of Nature, so numerous, and mark'd, with so expressive a Force, that 

Every Heart confesses their Energy: and in spite of Errors, and Absurdi

ties, . . . This Play has always pleas'd, still pleases; and will for

ever continue to please . . . ."121 

The character of Hamlet pleased early eighteenth-century audiences 

who especially liked his gentleness and nobility even when plotting re

venge . 

119Guardian No. 37, Vol. I, p. l49. 

•̂ Ôrown-Talk in a Letter to a Lady in the Country No. 1, in Richard 
Steele's Periodical Journalism 171^-1^T~ the Lover, the Reader, Town-Talk 
in a Letter to a Lady in the Country, Chit-Chat in a Letter to a Lady in 
the Country, ed. by Rae Blanchard (Oxford: Clarendon Press, 1959), p. 
190 (Hereinafter referred to as Richard Steele's Periodical Journalisir..). 

121prompter No. 100. 
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THE characteristic Distinction, that marks the Temper 
of Hamlet, is a pensive yet genteel, HUMANITY.—He is, by-
Nature, of a melancholy Cast: but. His polite Education has 
Illuminated the Sable; and, like the Sun, through a wet MAY 
Morning, mlx'd a Gleam, with his Sadness.--When he grieves, 
he is never Sullen: When he trifles, he is never light.--
When, alone. He is seriously solid: When in Company, design
edly flexible.—He assumes, what he pleases: but he ±s^, what 
He ought to be;—the Lamenter of his murder'd Father;—the 
Dlscerner of his Mother's Levity: and the Suspecter of his 
Uncle's Baseness.122 

There was no censure of Hamlet as for Lear and Othello, for Hamlet re

sponded to the greed of others, and not to any excess in his own pas

sions. 

Of course, this drama received some criticism, but it concerned 

rather trivial matters of the plot, instead of defects of character or 

theme. A review in the Literary Magazine for May, 1736 analyzed an un

known critic's preface to a copy of Hamlet. The composition contained an 

explanation of every flaw in the play and suggestions for improvement. 

For example, Hamlet's delay in seeking revenge from his uncle was only 

because Shakespeare needed to extend his thin plot. "'Had Hamlet gone 

naturally to work, there would have been an end of the play. The poet 

. . . was obliged to delay his hero's revenge; but then . . . he should 

have contrived some good reason for it.'" In a more neoclassical light, 

decorum and universality did not persist throughout as the r-oles for 

good tragedy dictated. The few instances of humor violated the tragic 

intent because " . . . comic circumstances, and whatever tends to raise a 

laugh, are highly offensive in tragedies, to good Judges: they degrade 

the majesty and dignity of tragedy, and destroy the effect of the 

^^^Ibid. 
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Intention . . . ."123 The scene between Hamlet and the players was deem

ed Inappropriate In that the topical rather than the universal dominated: 

The poet's stepping out of his subject, to lash the custom of 
plays being acted by the children of the chappel, is not al
lowable In a tragedy; which is never to be a satire upon any 
modern particular foible or vice that prevails; but is to be 
severe upon crimes and immoralities of all ages and of all 
countrles.^^^ 

But even when criticized, Shakespeare remained always popular, for his 

tragedies portrayed the deep suffering of his characters, an element 

lacking in Atigustan work and yet appealing to those who could never com

pletely accept the cold reason and universal nature emphasized by the neo

classicists. 

Throughout the early eighteenth century, classical and Shake

spearean tragedies were discussed and produced alongside drama of a more 

contemporary nature. Late Restoration tragedy still flourished with pro

ductions of Lee and Otway. The rant and pathos of these two non-heroic 

tragedians especially pleased the middle classes, now coming to the the

ater in greater numbers. In addition to the revivals from the past, 

these opening decades witnessed a great deal of new dramatic activity. 

Contemporary plays reflected not only English background but also the pre

cepts of neoclassicism and current foreign influences from France, Italy, 

and Spain. The result was a considerable amount of Augustan tragedy of 

inferior quality, oftentimes imitative while at the same time being 

123Lit£rary Magazine; or, the History of the Works cf the Learned, 
May, 1736, in Literary Magazine; or, the History of the* V/orks of the 
Learned, 1735-173o, English Literary Periodical Series, No. l^E (2 vols. 
in 1 reel; Ann Arbor, Mich.: University Microfilms, 195^), Vol. II, 
pp. 169, 171. 

l^^Ibid., p. 171. 
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Innovative. Because of the diverse trends affecting the London stage, 

playwrights could not clearly define their art. They did not equal the 

high tragedy of Shakespeare and the ancients, but they did produce a few 

successes despite the unsettled state of tragic art.^^5 

The most classical of the new tragedies generally met with ill suc

cess, being limited by the unities and a lack of suitable dialogue. The 

one exception came from Joseph Addison, whose Cato (1713) captivated audi

ences of the day. Samuel Johnson in Lives of the English Poets explained 

part of the appeal of Addison's work. "The whole nation was at that time 

on fire with faction. The Whigs applauded every line in which liberty 

was mentioned, as a satire on the Tories; and the Tories echoed every 

clap, to shew that the satire was unfelt."126 yor Cato to please the po

litical viewpoints of both Whigs and Tories was indeed unusual, but this 

aspect of the tragedy only added to its popularity. 

Cato graphically dramatized sentiments important to neoclassical 

England. With a calculated reasonableness, the hero, Cato, took his life 

because he though Rome had fallen to the corruption and ambition of Cae

sar. Such an action expressed the epitome of devotion to the ideal, in 

this case, the state. 

•̂ 5̂see Allardyce Nicoll, A History of English Dram.a 166O-I9OO, Vol. 
II: Early Eighteenth Century Drama (3rd ed.; Cambridge, England: 
University Press, 1952), pp. 51-124 (Hereinafter referred to as History 
of English Drama, Vol. II.), for a discussion of early eighteenth-century 
tragedy. 

^26samuel Johnson, Lives of the English Poets, ed. by George 
Birkbeck Hill (3 Vols.; Oxford: Clarendon Press, 1905), Vol. II, pp. 
100-1. 
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Virtue confess'd in human Shape he draws. 
What Plato thought, and God-like Cato was. 
No common Object to your Sight displays; 
But what with Pleasure Heav'n itself surveys. 
A brave Man struggling in the Storms of Fate, 
And greatly falling with a falling State.127 

Besides representing the perfect patriot, Addison carefully followed prin

ciples of decorum in the speech of his characters; 

There are peculiar Graces which ordinary Readers ought to be 
instructed how to admire; among others, I am charmed with his 
artificial Expressions in well adapted Similies; There is no 
part of Writing in which it is more difficult to succeed, for 
on sublime Occasions it requires at once the utmost strength 
of the Imagination, and the severest Correction of the Judg
ment. Thus Syphax, when he is forming to himself the sudden 
and unexpected Destruction which is to befal the Man he hates, 
expresses himself in an Image which none out a Numidian could 
have a lively Sense of; but yet if the Author had ranged over 
all the Objects upon the face of the Earth he could not have 
found a Representation of a Disaster so great, so sudden, 
and so dreadful as this; 

So where our wide Numidian Wastes extend. 
Sudden th' Impetuous Hurricanes descend. 
Wheel thro' the Air, in circling Eddies play. 
Tear up the Sands, and sweep whole Plains away: 
The helpless Traveller, with wild Surprize, 
Sees the dry Desart all around him rise. 
And smother'd in the dusty Whirlwind dies.l^^ 

The metaphor com.pared a helpless traveller dying in a terrible storm to 

the destructive force of a Numidian army. Like a good neoclassicist, 

Addison followed the "rules" of classical tragedy because he allowed his 

imagination or creative impulse (here producing the metaphor) to be tamed 

by his reason and understanding of the universal traits of all men and 

the particular traits of types of men (limiting the metaphor to something 

127Guardian No. 33, Vol. I, p. 133-

12%uardian No. 64, Vol. I, pp. 273-7^-
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viewed by the eighteenth century as typical of a Numidian warrior). 

Much of the above criticism came from Richard Steele, Addison's 

close friend; its bias must be noted in an analysis of the contemporary 

criticism of the play. To the twentieth century Cato seems unemotional, 

tritely patriotic, and entirely too dependent upon the unities. To the 

eighteenth century these faults were inconceivable. Stoic resignation to 

one's fate, a noble and virtuous life, and a glimpse of universal nature 

comprised a goal worthy of any man but obtainable by few. For the Eng

lish the character of Cato was enough to intellectually stimulate the 

spectators. An Aristotelian purge, of course, remained the ultimate 

function of fine tragedy, but the awe and admiration explicit in Cato 

fully satisfied enthusiasts of classical style drama. The Lover, March 6, 

1714, paid an eighteenth-century tribute to one of the period's serious 

dramatists: 

But in our degenerate Age the Poet must have more than ordi
nary Skill to raise the Admiration of the Audience so high in 
the more great and publick Parts of his Drama, to make a 
loose People attend to a Passion which they never, or that 
very faintly, felt in their own Bosoms. That perfect Piece, 
which has done so great Honour to our Nation and Language, 
called Cato, excels as much in the Passion of its Lovers, as 
in the sublime Sentiments of its Hero; their generous Love, 
which is more Heroick than any Concern in the Chief Charac
ters of most Dramas, makes but subordinate Characters in 
this . . . .129 

Classical influence did not dominate all early eighteenth-century 

tragedy to the degree that it did in Cato. A great many dranatists bor

rowed from the ancients only when they thought it necessary, and they 

used techniques of other approaches to tragedy Just as frequently. 

•̂ Lover No. 5, in Richard Steele's PeriodLoal Jcurnalisr, pp. ?!-. . 
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Allardyce Nicoll declared the authors guilty of random blending of tragic 

styles to be ". . . men who knew not what they desired to furnish actable 

plays for the theater. They could give nothing definite to the stage; 

their plays are amorphous, chaotic in plot and undistinguished in charac

ter-drawing . . . ."I30 Thus, authors often appealed simultaneously to 

man's reason and to his susceptibility to the pathetic. For example, 

Nicholas Rowe's Tamerlane (17OI), an early panegyric dedicated to William 

III, attempted ". . .to strike out, in these two Great Princes [Tamer

lane's and Bajazet's] Characters, the strongest OPPOSITION, that Nature 

is able to furnish from the clashing Effects of the Passions."-^31 A 

handsome prince battling for virtue and country in a faraway setting, 

stock characters representing good and evil, and rant did not interfere 

with a typically Augustan neoclassical analysis in terms of decorum, rea

son, and control: 

THERE is in Tamerlane, as much, even of what PLAYERS 
call Spirit, as can rationally be found in Bajazet.--The 
QUANTITY of their Fire is Equal: But, in QUALITY, there is 
infinite Difference.--That of Bajazet, burns, EXPOS'D, as on 
some barren, and unshelter'd Height, to the Rains, and the 
Blasts, of his Fortune. That of Tamerlane shines, inclos'd, 
and defended; preserving itself, as in a LIGHT-HOUSE, for 
the Safety, and Service of OTHERS.132 

Tamerlane exhibited a restraint in his passions which was characteristic 

a neoclassical hero representing good. That Tamerlane defeated Bajazet 

was only expected of a prince who knev how to control his spirit -with his 

reason in order to triumph. 

•^^^Nicoll, History of English Drar.a, Vol. II, p. 96. 

^3-^Prompter No. 103. 

132ibid. 
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The heroic characteristics and unfamiliar setting of Rowe's tragedy 

kept Its final effect centered upon the virtue and nobleness of Tamerlane 

In a rather abstract way, for the hero did not resemble any figure in 

everyday life. The same type of main character transferred to a less 

spectac\ilar situation would have shifted the overall effect to the pathe

tic and sentimental, evoking empathy from an audience intimately familiar 

with the story. In George Lillo's The London Merchant; or. The History 

of George Barnwell (l73l) such a shift occiurred. The play had for the 

basis of its plot a domestic situation, the ruin of an innocent young man. 

Virtue triumphed in a fashion after a close struggle with evil, and the 

audiences of the day readily responded with tears and praise. Although 

this type of drama, often called domestic or bourgeois tragedy, did not 

flourish except with Lillo and a few others, it remained a successful and 

notable experiment aiming to combine the increasing popularity of senti

ment with the elements of high tragedy.133 

Lillo's efforts did not go unnoticed by the critics writing for the 

periodic press. They well recognized the difficulty of turning an every

day scene into one of tragic proportions. 

It had been objected to this Play that the Characters were too 
low for the Stage.—I answer, that 'tis Lowness of Action, not 
Lowness of Character, that is not to be allow'd there; the 
Circumstances, I have mention'd, are all of them of the utmost 
Importance, and rise as high in the Action, as any we shall 
meet with in Stories of more Pon and Ostentation.--'Tis a 
Tragedy of a new Kind, it must be own'd; but while it pleases 
in so just and reasonable a Manner, 'tis to be presum'd, the 
Novelty will hardly be thought an Objection.l̂ *̂  

133Nettleton, English Drama, pp. 202-10. 

13^Weekly Register, or Uni-/ersal Journal No. 71, in Essays on the 
Theatre, p. 34. 



59 

This critic Judiciously avoided any comparisons of The London Merchant 

with other types of tragedy. Rather, he limited his criticism to what he 

saw in the play itself. Even though the characters were members of the 

lower class, some of their problems were not uncommon to all men. Lillo 

made his main figure, Barnwell, victim of the treachery of a harlot. The 

fact that Barnwell murdered his uncle for the influential woman was seri

ous indeed. A discussion of ruined innocence provided an important sub

ject for his lowly characters, and the conclusion of the play offered 

hope for Barnwell and others like him. The last-minute return to vows of 

virtue gave the young apprentice a truly pathetic fate while warning the 

audience against a similar outcome: ". . . 1 could be content to com

pound with the young City Gentry, that they should go to this Play once a 

Year, if they would condition, not to desire to go oftener, 'till another 

Play of an equally good Moral and Design were acted."135 in the twentieth 

century the work is weak, for Barnwell's repentence tempers his tragedy 

too much. In addition, the obvious moral lesson detracts from the devel

opment of the main figure who more resembles a convenient device than a 

real person. But to the Augustan middle class, steeped in religion and 

business. The London Merchant was a tragedy with a valuable warning and 

with characters resenibling themselves, a recognition of their new posi

tion in English society. 

135yeekly Miscellany No. 52, in London ?-!a.ra:!ine II (Decerber, 1733), 
p. 619. 



CHAPTER IV 

COMEDY 

In early eighteenth-century London the comic muse enjoyed a tre

mendous popularity at the theater. Night after night members of all 

the social classes flocked to see favorite productions. Shakespeare 

€md the humours of Ben Jonson and Thomas Shadwell pleased spectators 

who also enjoyed in a season's repertory com̂ edies of manners, works 

centering around intrigue, and plays filled with sentiment and virtue. 

Ancient Greek and Roman comic tradition and the foreign influences of 

the Spanish and the French contributed elements to native English comic 

style, while political and moral forces of the day emphasized current 

issues.130 The keyword of Augustan comedy was excitement. With comic 

theory unclear, playwrights were forced to experiment and to study the 

past. The resulting products were not equal to the works of such mas

ters as Jonson or Congreve or Wycherley, but the dearth of great comic 

poets did not diminish the dram.atic activity of the period. 

Journals and newspapers published during the period reflected the 

public interest by many references to the com.edies being produced. The 

popularity of comedy, however, exceeded the amount of critical commen

tary published periodically. Only a few of the critics discussed comic 

works in an analytical manner. Perhaps the indefiniteness of Augustan 

136see Nicoll, History of English Drama, Vol. II, pp. 125--I7, 
for a discussion of early eighteenth-century cor.edy. 
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comic theory prevented some authors from mentioning current produc

tions. Whatever the reason, the critics of comedy in the early eigh

teenth century did not consider popular plays as frequently as their 

contemporaries who concentrated on tragic productions, and unlike the 

critics of tragedy who maintained an intimate knowledge and admiration 

of classical and Elizabethan practices, the critics of comic works de

pended less upon past dramatic achievements. Tradition occasionally 

entered into the comic critiques but usually without the nostalgia of 

those who idealized Shakespeare or the Greeks. Rather, the critical 

emphasis rested upon the present, and in particular, on the sentimen

tal successes of the age wherein virtue and goodness triumphed over 

evil. 

As with all drama, the overall purpose of comedy in the Augustan 

age was declared by the critics to be instruction. For some, the 

proper lesson consisted in providing patterns of acceptable social 

behavior. Richard Steele in the Lover, March 6, 17l4, explained the 

power of a comedy. "It is not every Youth that can behold the fine 

Gentleman of the Comedy represented with a good Grace, leading a loose 

and profligate Life, and condemning Virtuous Affection as insipid, and 

not be secretly Emulous of what appears so amiable to a whole audi

ence." Probably referring to the risque scenes of the Restoration 

comedies of manners, Steele argued that an undesirable freedom in sex

ual relationships had been made too attractive. The young and naive 

sector of the audience was credited with little common sense or judg

ment in the area of ethical behavior. 
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These gay Pictures strike strong and lasting Impressions on 
the Fancy and Imagination of Youth, and are hardly to be 
erased in riper Years, unless a Commerce between Virtuous 
and Innocent Lovers be painted with the same Advantage, and 
with as lovely Colours by the most Masterly Hands on the 
Theatre.137 

Others considered the comic stage as a school for teaching the 

masses their proper social position. Plays that caricatured a particu

lar class or occupation only caused a misunderstanding of society, as 

the Universal Journal for July 4, 1724 explained; ". . .of all the 

characters generally drawn in our modern Comedies, we find none more 

falsely represented than that of the Citizens. People that know nothing 

more of 'em than what they see in Plays, think that of Course an Alder

man must be an old, lecherous, griping Userer, or a doting Cuckold."13" 

Stereotyped figures may have produced the hilarity necessary for the 

success of a play, but the exaggeration of a type of person for the sake 

of satire or laughter detracted from the play's honesty and reality. In 

such a false atmosphere the instruction offered to the audience was of 

no consequence because it was untrue. Comedy was required by the critic 

quoted above to present truth before prompting laughter, a stricture not 

always followed by Augustan playwrights: 

. . . our Comick Poets often turn their Backs upon Decency 
and Morality, and sometimes give us Scenes fitter to be 
represented before a Nation of Hottentots, than a sober 
and civilized People. 

There is nothing more common, and at the sai.ie time 
nothing m.ore dangerous, than for People to form their 
Notions of the World according to what they see repre
sented upon the Stage; for there all the fine Gentlemen 

•̂ 37Lover No. 5, in Richard Steele's Periodical Journalisr., p. 23. 

138univer3al Journal, July 4, 17-^, in Essays on the Theatre. 
p. 12. 
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are profess'd Rakes, and all the Ladies arrant . . . 
Jilts and Coquets; the former in the most impudent manner 
are perpetually aiming at and asking Favours, and such 
are their taking Ways and their bewitching Eloquence, 
that the other have never Power to withstand them.139 

A reformation of the moral principles an4 social attitudes found 

In comedy was not, however, the only goal of the critics. For some, the 

comic dramatist often appeared to exercise poor judgment in choosing the 

topics for producing laughter in his plays. "A stupid Ideot, or a down

right distracted Man, are objects of Compassion, not Raillery and Deri

sion. "-̂ 0̂ This essayist recognized the fine line that separated merri

ment from cruelty. Unfortunately, the writers of the early eighteenth 

century seemed unaware of this precept, as an author in the Craftsman 

declared: "Comick Poets, . . . are apt to turn the gravest Things into 

Ridicule."1^1 There persisted in the comic criticism a strong belief 

that Improvement of comedy was necessary. The Lay Monk, December 4, 

1713^ sadly condemned the practices of his contemporaries who sacrificed 

quality for success. "If ever Mirth can lay claim to a full Scope and 

Indulgence, it is in the Business of Comedy; and yet I will venture to 

say, that a Comick Poet who shou'd only propose to himself the raising 

of Laughter, whatever might be his Success in that wou'd be but a 

wretched Writer."^^^ 

139rDid., pp. 11-12. 

^ Lay-Monk No. 26, in Lay Monk, English Literary Periodical 
Series, Nor'l32E (Ann Arbor, Mich.: University Microfilms, 195̂ )̂ 
(Hereinafter referred to as Lay-Monk.). 

l^^Craftsman No. 104, Vol. Ill, p. I3I. 

•*• Lay-Monk No. 9' 
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The desired balance in comedy, falling somewhere within the bound

aries between licentiousness and ethical concern and between gentle, but 

effective humor and caustic satire, had a distinctly neoclassical cast. 

The effect of a good comic production was to be ". . .a just Represen

tation of Nature and the Passions, or true Comick Humour, consistent 

with the Character drawn, . . . [and] strongly and judiciously relished 

by the FEW ONLY, whose Tastes are not to be corrupted by the Corruption 

of the Stage, and persist only to admire where Admiration is due."1^3 

Although Mr. Prompter's opinion of the taste of the town was not very 

high, he outlined two important elements of a proper play. Universality 

In character portrayal along with the maintenance of decorum gave a work 

its lifelike qualities and strengthened the stated goal of comedy, that 

of the exposure of the ills of society. But no matter how instructive, 

a play could never be effective without pleasing the spectators. Achiev-

the correct tone required the author to use his reason and judgment and 

his feeling for laughter. 

Thus the Theatre is as it were the School of the 
People, where we learn to correct our Follies thro' the 
Fear of being ridiculed; but it must be observed that it 
cannot correct without pleasing at the same Time, for it 
is the Diversion which the People expect to find, which 
draws them to the Theatre to be instructed; it is there
fore the ancient Writers very judiciously made Delight to 
be one of the Ends of Comedy.--To which Purpose the Charac
ters must be supported with Wit and Humour, and Care must 
be taken to avoid being feint and languid on one Side, or 
running into Buffoonry on the other; there must be a Design 
and Plot in the Fable, abounding with Incidents at once 

^^Prompter No. 4l. 
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natural and surprizing.—All which will require a fine 
Imagination and a most excellent Judgment in the Poet.l^^ 

The belief in the moral value of comedy permeated the writings of 

the early eighteenth-century critics using the periodic press. There 

was an unwillingness to accept any comic work.that did not stress a les

son in proper behavior. The unqualified praise given the ancient trage

dians had no influence upon the Augustan analyses of Greek and Roman 

comedy. Considered especially immoral were the oldest Greek works, for 

they contained improperly directed satire. Lewis Theobald detailed the 

faults of these ancient comedies: 

. . . I shall take the Liberty to begin with Old Comedy. 
This sort of Poesy, when it first started, was like Man, 
unciviliz'd by Notions of Humanity, rude and barbarous. 
It wanted not its Graces of Thought or Diction, but its 
Satire was so harsh and unpolite, that, like playing at 
rough Game with a Gyant, you were sure to be knock'd down 
whenever the Blow reach'd you. It was a Glass indeed that 
set Vice and Folly to View, but it had a pernicious Property 
of shewing particular Faces. . . . Old Comedy contented it 
self with Ridicule, and a barefac'd Exposing of Persons in 
Being.1^5 

The object of picturing to the audience its foibles was fulfilled, but 

the goal was achieved in such a fashion that the satire failed to be con

structive. 

Another fault of ancient comedy was the expos ;re of the mistakes of 

specifically named individuals, a practice which served to encourage 

among the townspeople gossip and scandal rather than rê or;:!. An essay

ist in the Daily Gazetteer considered the plays of Aristoohanoo the heijh^ 

l^Vist's Vfeerily Journal, Cctocer 29, I'̂ Eb, in Essays on th_ 
Theatre, p. 41. 

^^5censor No. 3:̂ ,̂ Vol. II, p. 56. 
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of misdirected satire. 

One need but read the first Comedies of Aristophanes, to 
see how he mixes the Interests of the Actors with those 
of the Spectators; the Fable of his Pieces, with the History 
of the Times; and that the Railleries of his Theatre were 
built on the Lives of those he had a Mind to pull to Pieces. 
In a Word, they were nothing but defamatory Libels, contain
ing the Names, Qualities, Actions, nay, the very Faces of 
those, whom the Poet, authoriz'd only by his Caprice and 
Spleen, took upon him to attack, and not the Productions of 
Wit, reduced to a reasonable Species of Poetry, founded 
upon Rule.1^6 

This critic found Aristophanes guilty of not following his reason and 

his knowledge of mankind. Personal feeling dominated when personal dis

likes should have been tempered by judgment and controlled by a desire 

to present universal characters common to all men. By assuming this 

attitude, the Augustan critics of comedy did not accord to Aristophanes 

the same respect that the critics of tragedy held for Shakespeare, who 

was considered a genius in his own right. 

To the critics of the early eighteenth century, the more closely 

ancient comedy approached the universal the more it deserved praise. 

In a discussion of the development of ancient comedy, the Censor for 

January 19, 1717 declared: "Characters of Men and Manners drawn from. 

Nature, and a just Decorum of the Stage were Improvements of later 

Ages . . . ."1^7 The reason why comedy finally reformed was attributed 

to governmental pressure. Referring to later Greek and Roman comedy, 

the essay stated: 

^^^aily Gazetteer No. 6l4 [6l2 ]. 

^̂ '̂ Censor No. 39, Vol. II, p. 56. 
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This License of the Scene soon alarmed the Magistracy, who 
found their own Names and Actions were not spar'd; but the 
private Blemishes of their Lives made publick, and censured 
with Virulence. This soon drew down the Artillery of Law 
on the Comick poets, and personal Defamation was made Capi
tal by the Statutes. . . . Had the Liberty of this Custom 
of traducing gone on unpunish'd, the most Virtuous and In
offensive would have suffer'd in the Libel.1^8 

Here Lewis Theobald endorsed governmental censorship as a valid restraint 

upon art because he considered the individual Judgment of the ancient 

poets to be faulty. For a staunch neoclassicist such a position seems 

paradoxical, especially in light of the neoclassical belief that reason 

and control are available to all men. 

Thus, ancient comedy finally gained its proper perspective: 

" . . . the true Spirit of Comedy, . . . consists not in painting par

ticular Men, but particular Follies and Vices in their Just Light."1^9 

Specifically, the work of Terence demonstrated the proper amounts of 

imagination, control, and universality. 

The End of Comedy should be to improve; therefore Terence, 
tho' in most of his Plays he may produce a Laugh froi.i the 
Artifices or Repartees of a cunning impudent Slave, the 
Flattery of a Parasite, or the Bombast of a bragging Soldier, 
yet he always introduces Characters of a more serious Cast, 
which by their natural Representation of the Manners and 
Passions of Mankind, and by the fine m.oral Reflections they 
convey, give a stronger end more lasting Pleasure than the 
lighter Characters of his Drama.150 

This analysis of Terence reveals much about Augustan cor.iic theory-. 

Repartee and foolishness were tolerated if the oversll purpose of the 

148_ ., ,„ 
Ibid., p. 57. 

^^>^Daily Gazet teer No. 6 l3 [6ll] . 

^50rjniversal Epectatoo No. 339, in :^entle:::an's ya.-^zino, V (Apr i l , 
1735), p . 1^^.' 
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work was a moral one and if the universal nature of all men was apparent. 

Surprisingly, even though the ancient Greek and Roman comedies were 

not produced on the eighteenth-century London stage, they received more 

critical attention than the extremely popular Restoration comedies of 

manners. A reason for this look of concern for Restoration dram.a has 

been suggested by Allardyce Nicoll who noted the way in which these Res

toration works had been altered by imitators in the early eighteenth 

century. 

While the immorality was there as of old, the free untram
melled cynicism had disappeared. There was no dominant 
tradition . . . to guide the steps of the dramatists in one 
direction. The comedy of manners, therefore, slowly died 
away as a creative element in dramatic productivity, even 
at the very time when Congreve and Wycherley were most 
popular in the theatre.151 

The element destroying the manners comedy was sentiment, an espe

cially important quality in the taste of the middle classes. When sen

timental themes becam.e the end of comedy, the appreciation of the sharp 

wit and boldness of the Restoration works disappeared. A letter in the 

Universal Spectator voiced a typical complaint, here concerning Con

greve 's Love for Love (l695)« 

I was present, says he, last Saturday/ at the cele
brated Comedy of Love for Love, which is generally allow'd 
to be wrote with the true Spirit cf Comedy: yet, in ray 
Opinion, there are some Expressions in it too loose for 
a Female Audience, and yet never was the House fuller cf 
Women.152 

•^5lNicoll, History of English Drama, Vol. II, ?. I6I. 

•^52universal Spectator No. 213, in London Magazine, I (Nover.'oer, 

1732), p. 3 3 ^ 
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The author of the letter knew that Congreve's comedy had received praise, 

but he was unwilling to sanction the work completely. 

Such an attitude could be found in a typical Augustan review of a 

Restoration comedy of manners. The Prompter for November 11, I735 con

tained a lengthy discussion of Congreve's Double Dealer (1693). The 

critic recognized the dominating evil of Maskwell, the "double dealer." 

. . . the Play is fundamentally bad . . . . 
THE principal Character, that of Maskwell, or the 

Double Dealer, is out of the Province of Comedy: No Vice 
can be introduced there, that does not result from some 
Passion--A cold, deliberate, thinking Villain, that pre
ponderates every Stroke, and consults his Understanding, 
how best to perpetrate it, and laughs at the very Notion 
of Virtue, is only to be corrected by TYBURN.--Maskwell 
Is the most consummate Villain that can be painted, 
without one single Passion that might soften his original 
Deformity.153 

Because nothing of benefit to the spectator could be gained from the 

deeds of Maskwell, the character did not belong in the play. He taught 

men nothing about their faults, and his excessive treachery had nc ap

parent cause which could have served as a warning to others. 

Comedy had to be instructive, and the lesson had to be one in 

which virtue triumphed over evil. Concerning the Double Dealer Mr. 

Prompter relied on the reasoning behind Rymer's concept of poetic Jus

tice to explain the guidelines for presenting villianous characters: 

THE Word therefore . . .is, henceforward not to 
represent Vicious Characters because they may be indulged 
by the Corruption of the Times, but to reform the Corrup
tion of the Times by Scenes adapted to that Purpose. Now 
the Stage is not to punish such Vices as are cognizable 
by Course of Law, and punitively terminable at Tyburn: 
Poetical Justice extends only to such as the Law cannot 

^53prompter No. I05. 
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lay hold off [sic], such as are to be tried in FORO CONSCIE-
ENTIAE [sic], where the Delinquent, being strongly touched 
by a Resemblance of Himself, may amend.^5^ 

Maskwell could not have reformed, for his conscience was Incapable of 

being affected by any feelings of remorse for past deeds. Thus, by 

these standards he was unsuitable for a comedy. 

As harshly as Mr. Prompter treated the Double Dealer, he could not 

completely condemn the work. 

The Double Dealer, like all Congreve's Plays, abounds 
In Wit; It has, besides, the Advantage of a Plot, which, 
tho* very intricate, is not in the least confused, and is 
conducted in so masterly a Manner, that it thickens natu
rally from Circumstances in which the Characters of the 
Drama are placed, and is unravelled by the same Interven
tion of probable and expected Incidents. Each Light Char
acter has likewise a pleasing Vein of Humour running through 
It, strongly distinguished, yet theatrically PLAYING into 
each other. 15'5 

The Intricate plot and the several types of characters were artfully 

done so as to complement one another. Moreover, the ability of Congreve 

to create the complicated situation of the play increased its effective

ness. The recognition of Congreve's merit showed a prevailing under

standing of good comedy even if immoral, and it presented a glimpse into 

the dilemma of many of the early eighteenth-century critics, who were 

torn between a love for the wit of the Restoration and a sense of duty 

for the moral concerns of the Augustan age. "Genteel Comedy has left 

the Stage, as well as the nobler Tragic Muse, . . . The celebrated 

Congreve's Niky, Horner, and others were detestable Charaters; but then 

there was so much Wit mingled with the Immorality, as made it pass when 

155ibid. 
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we could get no better."^56 

Although the ancient poets and the Restoration artists interested 

the Augustan critical theoreticians of the periodic press, their crit

icism most often centered arotmd comic productions contemporary to the 

early eighteenth century. The names of many new comedies and the char

acters in them were scattered throughout the journals printed for imme

diate reading with the criticism of the plays reflecting current public 

taste. Frequently the critical emphasis was on moral concerns. For 

example, an author in the Entertainer for December 25, I717 after con

demning Colley Gibber's The Non-Juror (I717) because of its introducing 

" . . . the Christian Priesthood . . . [as] the sportive Theme of Rakes 

and Courtezans,"^57 lashed this sentimental, political work very harshly. 

When with his Apish Gesticulation he endeavours to excite 
the most Mirth, he plays the most naturally, and brightens 
in his own Colours; for he's most wretchedly Lewd, and 
intolerably Foolish; and the Air and Dress he assumes, has 
more the resemblance of a Pickpocket than a Priest of the 
Church of England. This Poetical Pirate stands obliged 
to a French Author for the whole Model of the Play, and 
the best Turns of the Plot; but he has work'd them up 
after a different Nature, and yet has not the least Gleam 
of Modesty, either in Prologue or Epilogue to confess 
them, but tops it upon the Town, as if the Beat owed its 
Being to his own Imagination. The Froth and Ribaldr;>-
that's contained in it, are the Vermin of his own Produc
tion; and some of the Figures, in the light he has shewn 
them, are unnatural and over-strain'd; in short, the Ccm-
position is a preposterous J^omble, and entirely of the 
Gothick Extraction.158 

•̂ 5ô ./eekly Miscellany No. 52, in Gentleman's Magazine, III 
(December, 1733), p. 639-

'''Entertainer: Containing Remarks upon Men, y.anners, Religicn 
o in '̂  »a >• :" and Policy No. 6, in Entertainer, Oontaininj Remarris or. Men, ^ 

Religion, and Policy, English Literary Periodical 39ri^s, No. 5-1 (Ann 
Arbor, Kich.: University Microfil-s, 1957), p. ̂ 5-

158 Ibid., p. 50. 



72 

Based upon Moliere's Tartuffe, Cibber's comedy offended this sensitive 

critic who found only immorality and poor playwriting. 

The works receiving the closest examination, however, were those 

of a sentimental nature. Generally characterized by an overt emphasis 

on a lesson In virtue and a repentance near the last act of the play, ̂ 59 

the sentimental comedies usually pleased the critics. Dramaticus in No. 

117 of the Grub-Street Journal quite seriously explained that "the design 

and end of Comedy . . . is . . . to divert and Instruct mankind. . . . 

no Comedy that wants this fundamental point can be good." When enter

taining an audience, " . . . Comedy chuses such characters as, having 

nothing absolutely ill in them, render themselves nevertheless ridic

ulous bjr their follies." When instructing, " . . . this may be done 

either by drawing characters that may serve for models for our conduct in 

life; or else by shewing the Inconveniencies, under which the vicious 

bring themselves, and opening a gate for them to escape."^"0 rpĵg ^^^^ 

elusion to Dramaticus* essay offered several modern examples of good 

comic art: 

Thus comedy . . . may be either serious, or merry, or both. 
Our best Comedies are those that m.i:-: the serious and merry 
together: of this kind are The Careless Husband, The Con
scious Lovers, The Journey to London, etc. The decency of 
polite life is preserved in these pieces; and the whole 
interspersed with characters that enliven the scene, and 
feast the mind with an agreeable mixture of light and solid 
meats.161 

^59see Ernest Bernbaum, The Drama of Sensibility: a Sketch cf 
the History of English Sentimental Comedy and Domestic Tragedy I69o^l7-30 
(Glouchester, Mass.: Peter Smith, 195d), for a good discussion of 
sentimental drama in general. 

Orub-Street Journal No. 117-
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The three examples referred to here were all sentimental plays. Colley 

Gibber wrote the first one In 1704, and Richard Steele created the 

second. The third work was originally a fragment of a comedy by Sir 

John Vanbrugh which Gibber expanded into The Provok'd Husband; or, A 

Journey to London (1728).!°^ The use of three sentimental comedies as 

representatives of the best in all of comedy strongly suggests the tre

mendous Influence of this genre dtiring the early eighteenth century. 

One of the most popular and well-known of the sentimental comedies 

was the work by Richard Steele mentioned above. The Conscious Lovers 

(1722) had a successful career on the London stage. A letter in St. 

James's Journal, December 8, 1722, commented that the play " . . . expired 

upon the l8th Night; tho' it appear'd to the Town, that it might have 

flourished some Time longer, if, upon other Considerations, the Players 

had not thought proper to give it a violent Death, without waiting for 

its natural Expiration."1°3 But despite widespread public approval, the 

critical reception of Steele's drama was varied. The moral emphasis in 

the play was considered to be effective and desirable as an essayist in 

the Freeholder's Journal, November 28, 1722, confirmed. Defending the 

speech of a particular female character, he stated: 

We have observ'd. That the Current of the Play is 
Pious; but the Snake will peep beneath the Gr^ss, and 
discover a touch of Prcphaneness. It is smartly obcerv'd 
by a Lady in it, on a cei-tain Couple, that, like Ads::, ana 
Eve, they are only made for one another, and resemole 

•'•̂ -Nicoll, History of English Drama, Vol. II, ?. I90. 

-^"3st. James's Journal; with Menioirs •j'/ Litero.turr, Deo-moer 6, 
1722, in Essays on the Theatre, p. 31 (Hereinafter re:'errc;a tv̂  as St. 
James'^ Journal.). 
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none else in the World. So true it is, that many condemn 
prophane Wit, because their native Stupidity debars them 
from any at all. This is entirely virtuous, and suitable 
to the profound Moral of the whole Comedy.l6^ 

Chastising those who would call prophane a biblical reference on the 

stage by an innocent person, this critic concluded that " . . . the whole 

Is a very good Lecture, held forth by the most able and experienc'd 

Preacher of the Age."l65 

Being a good lesson in morality did not necessarily recommend The 

Conscious Lovers as a perfect play. For example, the Freeholder's Jour

nal for November 14, 1722 compared Steele's work with his model, 

Terence's Andria. Finding the Augustan version lacking in force, the 

critic concluded: 

Upon the whole, then, Bevil's Merit amounts to no more than 
this, that he relieved a fine Woman he fell in Love with, 
maintained her with the greatest Elegance, and never was 
made use of those Obligations to him, as a means to debauch 
her. So that all that can be said, is, that he was not 
vicious, when a fair Opportunity invited. . . . I think 
therefore our modern Poet, shou'd have laid his Gentlem.an 
under greater Difficulties, thereby to shew how much more 
powerful the Precepts of Religion are in the support of 
Virtue, than those of Morality.1^6 

Bevil's Christian religion gave him strong reasons for protecting 

Indiana's virtue, but according to this critic, Bevil's goodness de

tracted from his character, giving him the appearance of being stereo

typed. The explanation for this phenomenon came from the manner in 

Freeholder's Journal, November 28, 1722, in Essays on the Thê  
atre, p. 26^ 

^^5ibid., p. 27. 

l66Freeholder's Journal, November l4, 1722, in Essays on tne The 
atre, p. 22. 
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which Steele deviated from Bevil's prototype, Pamphilus. 

It may therefore be said in his Excuse, That it is no wonder 
he should fall in his Attempt of shewing a perfect Gentleman, 
when he deviated from a character, than which 'tis impossible 
humane Wit can form a finer. This is but a poor excuse. His 
[Steele's] Boldness is highly censurable, in placing his Hero 
near so glaring a Light [Pamphilus], and thus bringing him 
within the View of a Comparison.I67 

Steele violated classical decorum because he removed from the character 

of Bevil all but the virtuous traits. In so doing Steele left Bevil 

with a weak personality: unfortunately, the young man was too good. 

Another fault of Steele from the neoclassical standpoint was his 

use of Improbable situations in order for his plot to succeed. 

I do not at all meddle with the Probability of his 
Plot, nor shall enquire how the Parties came to be so well 
acquainted with the Characters, and yet did not know the 
Persons of their own Council; and how it could happen in 
Probability, that Simberton should never have seen his own 
Uncle before, nor two or three more Queries of the same 
nature.I68 

That Charles Myrtle could deceive Cimberton by impersonating the lat

ter 's uncle seemed too coincidental to be realistic, but this trick was 

necessary to the outcome of the story the way Steele wrote it. 

Although the Augustan critics attacked The Conscious Lovers as a 

piece of comedy, they could not condemn it completely. The same essay

ist, Dorimant, who commented upon the probability of the plot closed in 

the following manner: "His [Steele's] V7it seems now to flourish anew, 

to blossom even in old Age. He must always be agreeable, til he ceases 

to be at all. And yet I know not how it is, but whether he has been too 

liberal of his delicious Banquets, and cloy'd us with the rich Products 

l̂ '̂ Ibid. 

l ^^S t . James ' s Jou rna l No. 30, in Essays on the Thea t r e , p . 30. 
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of his Fancy ...."^69 Steele's creative wit allowed him to produce 

a delightful play. As a neoclassicist the above critic could appreciate 

those parts of The Conscious Lovers which exhibited reason and univer

sality. The sentimental elements, however, did not blend with the neo

classical ones, and the sentimental was disliked because of its extreme 

emotion, in the neoclassical view, its lack of control. 

Although The Conscious Lovers was a good representative of the 

sentimental comedy, it lacked one feature common to many plays of this 

type: the repentant rake. Usually, this character lived a life of 

adultery or some other wickedness until touched by the virtue of another 

character. Near the ending of the play, the evil character suddenly re

formed, and the drama closed on a happy and very proper note. For crit

ics who disapproved of contrivances in order to fulfill the theme or to 

complete the plot, the Grub-Street Journal for March 21, 173^ expressed 

a valid complaint: "What can be more ridiculous, than, in our modern 

writers, to make a debauch'd yoimg man, immers'd in all the vices of his 

age and time, in a few hours take up, confine himself in the way of hon

our to one woman, and moralize in good earnest on the follies of his 

past behavior?"1*^0 The unreality of extreme virtue and sentimental emo

tion had to contend with the logic and reason of the neoclassical crit

ics, and, more often than not, the sentimental, for all its popularity 

with the town, was considered inferior to the achievements of other 

times. 

169 Ibid. 

l^Oorub-Stree t Jou rna l No. 221 . 



CHAPTER V 

OTHER ENTERTAINMENT 

Tragedy and comedy dominated the repertories of the Augustan thea

ters, but these two types of drama were not the only forms which delight

ed audiences. In the early eighteenth century, an evening in the theater 

consisted of more than one entertainment. Besides the main-piece, usual

ly but not always a tragic or comic work, there were entr'acte pieces, 

singing and dancing, and, perhaps, an after-piece, acrobatics, puppetry, 

or specialty acts. The combinations comprising a night's production were 

endless. The public reception of this variety was mixed. Those inter

ested in serious presentations scorned all but the main-piece because 

they considered the other entertainments lowly. To others the various 

parts of a program were Judged as enhancing the pleasure of the evening. 

Both of these views were aired in the periodic press of the day, and a 

lively critical debate developed surrounding the worth of a particular en

tertainment. These discussions complete the early eighteenth-century 

critical views of specific dramatic forms, and, more importantly, they re

veal the prejudices current at the time concerning entertainment which was 

not English or which deviated from the traditional tragic and comic form.s. 

One of the most controversial issues troubling Augustans was the in

troduction of opera on the stages of London. During the Restoration, the 

dramatic opera, a variety of serious drama, developed with Sir William 

Davenant's The Siege of Rhodes (1656) being one of the first true 

77 
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expressions of this new genre. According to Allardyce Nicoll, prior to 

1670 English operas " . . . were with a few exceptions all dramatic operas, 

composed of dialogue in prose or verse interspersed with fragments of song 

with choruses. Anything indeed that was slightly more musical than ordi

nary and possessed an additional supply of airs appears in Restoration 

times to have gained for itself the title of opera."ITl These early Eng

lish attempts had questionable literary value, but they marked the begin

ning of the influence of opera in the London theaters. By the beginning 

of the eighteenth century, opera had become a permanent part of the reper

tories of the acting companies. The introduction of Italian opera at this 

time increased the popularity of musical productions, and a strong compe

tition emerged between proponents of English and foreign performances.1*^2 

The majority of critics in the periodic press considered operas to 

be of poor quality and to lack a moral purpose. An essayist in Fog's 

Weekly Journal, April 26, 1735> asked his readers to consider the influ

ence of opera to that date; "Will the finest Opera that ever was heard 

make a Man ashamed of his Follies, or teach him to leave off some silly 

Habits that might mâ -.e him ridiculous? I have seen hundreds of both 

Sexes that have become extremely ridiculous, and are almost turned to 

Fools, by frequenting Operas . . . ."173 Mr. Prompter declared that the 

'̂̂ "̂ Allardyce Nicoll, A History £f English Drama 166O-I9OO, Vol. I: 
Restoration Drama I66O-I7OO (4th ed.; Cambridge, England: University 
Press, 1952), p. 132. 

•'•'̂ Ŝee Nicoll, History of English Drama, Vol. II, pp. 225-51, '"or 
a discussion of operas produced in England during the early eighteenth 
century. 

l'73£ogJ_s Weekly Journal No. 333, in London Ma-a- ine, 17 (April, 

1735), p. ll*̂ -
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111 effects of opera were similar to harmful weeds in one's garden: 

The same Sun, that matures the most USEFUL, as well as DELIGHT
FUL Fruits and Herbs, makes Weeds flourish end spread, till 
they almost choak the good.--Shining on Mud, quickens it into 
monstrous Births, and Creatures that live but to hurt and de
stroy, to poison all they touch. ^ 

To consider Operas under this baneful Denomination may 
appear, at first View, extravagant to many of my Readers, for 
want of taking along with them a Coolness, and Depth of Reflec
tion.1^^ 

To remedy the worthless nature of the opera, the critics suggested 

that authors and composers remember the guidelines for good comedy and 

tragedy. The neoclassical preference for reason, judgment, control, and 

imagination in the proper proportions dominated the critical remarks: 

" . . . the Fable of an Opera ought to be as regularly conducted, and the 

Characters as Justly maintained, as in a Tragedy or Comedy; and the Poet 

ought to propose the same moral End in one as in the other; and one con

tains as large a Province for the Exercise of a fine Genius as either of 

the other. "̂'''5 Besides observing decorum of character and the unities, 

opera was to raise a particular feeling within every spectator. 

PUBLICK Spectacles are, by their very Essence, calcu
lated to reform the Abuses that creep into Society; to laugh 
at the Follies of the polite, as well as the lower Class of 
People; to instruct, by drawing Characters to be imitated, 
or avoided, which Instruction is convey'd tc the Spectator by 
a View of the Inconveniencies that attend the last, and the 
Happiness that is the natural Result of the first; or, finally, 
to move the Passions by such Im»ages as .̂mprint in the Mind 
Terror and Compassion, Grief and Joy.17° 

l^^rompter No. 106. 

"̂̂ B̂ritish Journal, or, the Traveller, January 9, 1731, in Essays 
on the Theatre, p. 44. 

17oprompter No. 7. 
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Mr. Prompter's catalog was simply a reference to the neoclassical and 

moral arguments f\irnished by the tragic and comic theoreticians. Such a 

combination would have proved overly demanding if all the qualities were 

meant to be included in the same work. 

Whether opera could actually succeed in its goal was questioned. 

The same issue of the Prompter which listed the desired ends of opera 

explained that 

OPERA'S, then, are to be consider'd only with regard to 
Sound; I hope the Distinction shocks No-body. The rational 
Part of this publick Spectacle must be given up, either be
cause they cannot be properly represented, since they excite 
Ridicule, or Indignation, instead of becoming Sentiments; or, 
because the Composers have no Regard to any thing but har
monious Words, that £o well to Musick.lYY 

The lack of faith both in the ability of the audience to understand rea

son and in the ineptness of contemporary authors and composers revealed 

a neoclassical snobishness on the part of this critic. His displeasure 

with opera did not parallel the enthusiasm and praise of an essayist in 

the Universal Spectator, July 5, 1735* 

If then an Opera, or a Poem set to Musick, gives us, in some 
pleasing Allegory, a Lesson of Morality, it must be preferable 
to the comick Vein or the tragick Stile; the first sets us 
too much upon the merry Vein to consider the Moral; the In
cidents of the latter too much affect us to let us consider 
the Design of the Poet; or, in attempting the Sublime, he of
ten becomes unintelligible: Neither of these Inconveniencies 
can be objected to the Pieces set to Musick, the Harm.ony of 
which keeps us attentive at the same Time, that more than one 
Sense is entertained; the Language intelligible, and in a just 
Mean between the Rant of Tragedy, and the low Wit cf Comedy 

178 
• • • • * 

l '77ibid . 

170universa l Snec ta to r No. 350, in Gentleman's y.a.zazine, V ( Ju ly , 
1735), P'1^' 
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Rejecting both excessive laughter and the catharsis theory, the author 

advocated a common-sense approach to musical drama with delight and in

struction in equitable proportions. His conclusion testified to the 

great power he found In music, and, in this respect, his views coincided 

with all Augustan critics of opera. 

The Influence of music appeared to the early eighteenth century to 

be the key in explaining the success or failure of opera. Some went so 

far as to blame music for all of the ills of society. Citing Cicero as 

his source, Mr. Plain Dealer testified 

That the Good or Evil, in a State, depends greatly on the 
MUSICK, that is most encouraged in it: For, j^ 1^ b£ too 
Light, and Wanton, the People are insensibly render'd fool
ish, and disorderly; and, on the contrary, i£ it be Grave, 
and Masculine, they become modest, by its Influence.lY"̂  

Fog's Weekly Journal, June l8, 1737, added that " . . . the Mind may as ef

fectually be debauch'd thro' the Eye, as through the Ear,"1^ while the 

Prompter condemned anyone who would alter good music or detract from the 

words of a song, especially if that composition contained sentimental 

passages. 

But while Sentiment shall have more intrinsick Merit than 
Sound, and strong Representations of Nature, be beyond the 
most exhalted Degree of unmeaning Harmony, he that perverts 
the Course of Admiration, takes it from its proper Object, 
and fixes it where it should not be, ought to be banished the 
Nation he intoxicates, in Prejudice of Virtue, manly Senti
ments, noble Passions, or true comick Humour.lol 

179piain Dealer No. 9̂ . 

^ ^ Q g ' s Weekly Journal , June l 8 , 1737, in London Magazine, VI 
(June, llWTV' 321. 

l8lprompter No. 37. 
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Attempts to explain specifically the power of music credited this 

art form with almost supernatural powers. Working somewhat like the six 

dramatic passions mentioned in Chapter II, musical compositions were 

thought to be able to control the mind of men. "MUSICK has something so 

peculiar in it, that it exerts a willing Tyranny over the Mind, and forms 

the ductil Soul into whatever Shape the Melody directs. Wise Nations 

have observed its Influence, and have therefore kept it under proper Reg-

ulations."-^ Music had this power because it appealed to one's irra

tional inclinations. 

MUSICK, directed to no Purpose, must create Passion AT LARGE. 
Passion, left to itself, acts like Passion, in an unrestrain
ed Manner. Where an Impression is received, and the Effect 
uncontrouled, by any attendant Preservative, the Consequence 
is evident; it is in the Power of Musick to RAISE EVERY PAS
SION in the Soul, but not ONE VIRTUE. That must be the Work 
of the Understanding.183 

Passion untempered by reason produced only evil according to this 

neoclassic interpretation, but when rationality, Judgment, and control 

joined with emotion, the result could be virtuous thoughts, for this 

blend should readily influence one's conscience. The traditional dramat

ic forms could provide this combination, but at least one critic thought 

operas did not. 

PASSIONS raised, but undirected, lead to Actions, with
out distinguishing Right or Wrong. Passions raised, and di
rected to some Purpose, are, oftentimes, Incentives to Virtue. 
This is the Difference between Operas and Plays. The rr>ost 
amorous Scene that ever was vrote, corrupts the Heart less 
than soft and passionate Airs; for this Reason, that Words, 
and Sentiments, however tender and delicate, which express. 

^Q^Craftom in No. 29, Vol. I, p. I76. 

1̂ 3pr(..[:-.oter No. I06. 
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or describe, with Warmth, an amorous Passion, convey, along 
with the Effect, a conscious Shame, into the Breast of the 
Fair Listner. The Passion finds Indeed a Way into the Heart; 
but she Is ashamed to appear to feel it, to the Auditors round 
her; and where Virtue but totters, and is not quite fallen, 
sometimes Reason takes the Advantage of the SHAME (as well as 
PLEASURE) Awaken'd, by the Description—A Pause is a strong 
Pô-Q'̂^ gain'd--Where one comes to a Conflict,, there is not 
only a Possibility, but a Hope of Victory.-'-ô  

Equally as important as the manner in which opera challenged one's 

reasonable sense of the virtuous was a description of the type of music 

which could conceivably cause the most damage. In a discussion of the 

degeneration of public taste since the days of the ancient Greeks and Ro

mans the Plain Dealer, February 12, 1725, detailed an example of corrup

tion in contemporary musical works. 

. . . if it is the Aim of Musick to please the Ear, the Com
positions of Italian Masters may deserve to be preferred, as 
forming sweeter Consorts than were known to the Ancients; 
among whom I find no Footsorts of what we call several Parts, 
or Voices (such as Base, Treble, Mean, &c. sung in Consort) 
answering each other, to diversify, and fill up, the Musick. 1̂ 5 

Admitting that popular music provided sensuous delight, this critic, nev

ertheless, insisted that the music played at the theaters of London had 

to be compatible with good moral conduct. As a typical eighteenth-century 

moralist and neoclassicist, he concluded that the " . . . kind of Harmony 

which is most powerful to excite particular Passions, or Dispositions, in 

the Mind, is the simple, natural, and uncompounded." Understanding the 

qualities of human nature aided an author to produce virtuous pieces. 

This universality included simplicity and a closeness with men of all so

cial positions. "But, if we mean, by Musick, to excite Passion, and, move 

is^ibid. 

•̂ 5̂piain Dealer No. 9̂ . 
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the Heart, to any moral or solid Purpose, we must apply a more touching 

Simplicity, and endeavour to act upon Nature, in a more natural, and un

affected Manner."^^^ 
r 

The critics who seemed willing to expound on the theory of opera 

and music were less interested in reviewing contemporary productions. 

Italian operas merited only slight consideration of the high costs of per

formances, the quarrels among the stars (particularly Signore Faustine and 

Cuzzoni), the use of castrati, and the intricate music. A typical remark 

appeared in No. 570 of the Craftsman. The author desired a cessation of 

Italian operas in England because " . . . they not only carry great Suras 

of Money out of the Kingdom, but soften and enervate the Minds of Peo

ple. "̂ "̂̂  Similarly, the influence of Handel was overlooked by the critics 

except for one passage in the Craftsman, April 7, 1733, which complained 

of Handel's popularity and dominance in London music circles and his in-

troduction of an oratorio judged to be of especially poor quality.-̂ ^ 

Serious opera fared little better. Mr. Plain Dealer nostaligically re

called the achievements of the Restoration dramatic operas where " . . . 

the Dignity of Reason was not sacrific'd, as it is now, to the Dissolute

ness of Sound; but the Force of Words and Meaning, was increas'd by Mu

sick, and Decoration, and impress'd upon the Soul, by the Mediation of the 

Senses. "-'•̂^ The only current work of this type reviewed in the periodi

cals was Addison's Rosamond, an opera filled " . . . with thoughts of 

186 Ibid. 

1^7crafts-an No. 570, in London Magazine, VI (June, 1737), P- 306. 

iQ^Craftsman No. 353, Vol. X, pp. 206-9. 

^^^Plain Dealer No. 9̂ . 
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patriotism and gain . . . ."190 A critic in the British Journal, or, the 

Traveller, January 9, 1731, briefly praised the opera because of its mor

al theme and because of its successful blend of tragic and comic elements 

" . . . In order to gain the Attention of Persons of different Tastes 

..191 
. . . . 

The type of opera which did receive considerable critical analysis 

In the Augustan newspapers and journals was the newly introduced ballad 

opera. Satiric in intent, this form intrigued the critics who accepted 

its wit but who debated its methods. In the case of John Gay's The Beg

gar^ Opera (1727/28), the foremost example of this genre, the periodical 

essayists did not completely accept the work even though it enjoyed suc

cess with the town. In fact, unqualified praise of Gay's opera proved 

unusual, and the author of an essay in the Comedian, or Philosophical 

Enquirer, October, 1732, had little support from his contemporaries when 

he stated that " . . . the Beggar's Opera, . . . is a truly reasonable en

tertaining Piece, and a just and good Satire on a prevailing ridiculous 

Taste . . . ."I92 

The Beggar's Opera parodied current politics, fashionable behavior, 

sentiment, and Italian opera. Generally, the satire was thought too of

fensive, as Phil-Harmonicus in Craftsman No. 85 declared. Sounding very 

much like those who chastized ancient comedy for its slander, he viewed 

Gay's ridicule as a violation of proper decorum: 

^̂ Ofjicoll, History of English Drama, Vol. II, p. 228. 

19lBritish Journal, or, the Traveller, January 9, 1731, in Sssa; 
on the Theatre, p. 4o. 

l^^Comedian No. 7, in Essays on the Theatre, p. 3. 
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It will, I know be said, by these libertine Stage-Play
ers, that the Satire is general; and that it discovers a Con
sciousness of Guilt for any particular Man to apply it to 
Himself. But they seem to forget that there are such Things 
as. Innuendos, a never failing Method of explaining Libels; 
and that, when all the Town sees through their Design, it is 
unreasonable to suppose those Persons only incapable of under
standing it, to whom it belongs to punish such Enormities. 
Nay the very Title of this Piece and the principal Character, 
which is that of an Highvmyman, sufficiently discover the mis
chievous Design if it; since by this Character every Body will 
understand One, who makes it his Business arbitrarily to levy 
and collect Money on the People for his own Use; of which he 
always dreads to give e ^ Account.--Is not this squinting 
with a Vengeance and wounding Persons in Authority through 
the Sides of a common Malefactor?l9J 

Classical tragic theory dictated that persons of position should not be 

made to appear less than their prescribed role. Therefore, Gay's obvious 

references to the current government, for example to Walpole, seriously 

deviated from the traditional stricture. 

The story of Gay's opera centered around Captain Macheath and his 

experiences with romance and crime. After being captured and sentenced to 

die by the authorities for being a thief, Macheath received a last-minute 

reprieve, giving the piece a happy outcome. Here again. Gay ignored the 

rule of decorum; the success of so lowly a person definitely offended pro

priety. "Shame and Ignominy, say they, are great Checks even on the 

worst sort of Men; and when these Restraints are taken away, by setting 

forth publick Robbers as Heroes, and artfully recommending them to the Ap

plause of the -v̂ hole Town, how can we expect that Roguery should not pre

vail? "^^^ In addition to violating neoclassical decorum, Gay refused in 

^^3graftsman No. 85, Vol. II, p. 311. 

19^Craftsman No. 87, Vol. Ill, p. 10. 
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his plot to heed Thomas Rymer's principle of poetic justice: 

. . . the Poet is afraid of offending the Criticks, by making 
an Opera end with a tragical Catastrophe; for He plainly tells 
us, that this Observance of dramatick Rules, in one Point, 
hath made Him violate poetical Justice in another and spoil a 
very good Moral; viz. That the lower People have their Vices 
in a Degree as well as the Rich, and are punished for them.--
Innuendo, that rich People never are.195 

The author of the above passage was accusing Gay of deviating from good 

dramatic practices in order to satiate the spectators and, thus, gain pop

ularity. 

The lack of serious critical response to the individual operas 

staged in early eighteenth-century London was indicative of the slight 

attention given other entertainments. Although opera most often challeng

ed tragic and comic main-pieces, there were other types of drama that fre

quently served as the principal entertainments for the evening. The re

hearsal play, the burlesque, and the dramatic satire all sporadically 

delighted the audiences,!^ but few analytical discussions resulted from 

these productions. The critics by and large ignored even the best repre

sentatives of these dramatic forms except to consider occasionally the 

alms of the satire in the works and the possible consequences of allowing 

before the public performances of plays so different from tragedy and com

edy. 

In works whose chief end was satire of the follies of man, the 

critics writing in the periodic press felt that the presentation of exces

sive passion in a character destroyed his effectiveness as a representative 

^̂ ĉraftstuan No. 85, Vol. II, p. 312. 

^96see Nicoll, History of English Drama, Vol. II, pp. 262-69, and 
Nettleton, English Drama, pp. 213-216. 
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of all men. Henry Fielding's burlesque. The Covent-Garden Tragedy (1732) 

failed to give ". . .a just imitation of nature; and . . . characters 

. . . drawn from known realities"197 because Fielding did not follow the 

guidelines of decorum. His stage characters seemed distorted from what 

men are in real life, and because of this their ability to instruct the 

audience in the results of immoral and excessive behavior was lost. 

But humour is to represent the foibles of nature, not its 
most shocking deformities; and when anything becomes inde
cent, it is no longer humour, but ribaldry. BEN JOHNSON, 
the greatest hum-ourist, I believe, of any age, never makes 
any infringement on morals or good manners; That would be 
only to pretend to an excellence in which a Poet might be 
equalled if not excelled, by any rake or bawdy house bully 
. . . . "̂  X'"' 

Besides avoiding atypical stage characters, authors using satire 

were expected to refrain from attacking institutions created for the bet

terment of mankind. In a discussion of Fielding's dramatic satire The 

Historical Register, For the Year I736 .. . . to Which is Added a Very 

Merry Tragedy, Called, Eurydice Kiss'd, or, a Word to the Wise (1737), L̂ 

journalist in the Daily Gazetteer of May 7, I737 explained: 

Now to insinuate to the Vulgar, who must ever be led, that 
all Government is but a Farce (perhaps a dar.ned one too) 
is just as bad to Society, as it would be to tell the People, 
that their Religion is a Joke. There are Things v/hich, from 
the Good they dispense, ought to be Sacred; such are Govern
ment and Religion. No Society can subsist without 'em: To 
turn either into Ridicule, is to unloose the funda-nental 
Pillars of Society, and shake it from, its Basis. 199 

If one desired to satirize religion or morals, it had to be ncoe so -̂.s to 

•̂ '̂̂ Grub-Street Journal No. I38. 

198ibid. 

^^^Daily Gazetteer No. 548 [552]. 



89 
keep these basic parts of society virtuous. According to Mr. Prompter; 

SOME Persons have injudiciously thought, the Poet lev
els his Satire, (not against the Abuses of, but) against 
Religion, Law, and Physick, themselves, but if they would 
attend to the Characters of the Speakers, they would find, 
all that is said is only against the Abuse, and not the 
Foundation of each.200 

The Augustan dramatic critics were offended by much more than the 

misdirected or misunderstood satire found on the London stages at this 

time. The popular appeal of the various entertainments concerned those 

who considered serious drama to be a desirable characteristic of English 

dramatic tradition. Nearly every critic lamented the flourishing of danc

ing, pantomine, and the many gimmicks used to draw crowds: " . . . the 

readiest way to gain a full house, must be to offer such things as are 

relish'd by the crowd; with whom empty show, ridiculous activity, and im

modest action never fail to be very taking."201 Some essayists blamed 

French or Italian influence for the contemporary disregard for valuable 

drama;202 some described the cause in terms of a general decline in the 

moral sense and the intellectual nature of mankind.^03 Whatever was spe

cifically indicated as the source for London's dramatic decline, the 

critics of the periodic press shared a common concern for the vanishing 

quality in dramatic activities. Singling out pantomine as the responsible 

^^Qprompter No. l47. 

^^^Grub-Street Journal No. 202. 

202pQp discussions of French influences refer to Richard Steele's 
Theatre No. 21, pp. 90-93, and Grub-Street Journal No. 27^- For a dis
cussion of Italian practices see Mist's Weekly Journal, October 29, 19^6, 
in Essays on the Theatre, pp. 41-̂ +3"! Grub-Street Journal No. 311 dis
cusses foreign actors and singers in general. 

203This topic will be discussed in chap. vi. 
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culprit, Mr..Prompter on January 27, 1736 somberly warned the town to 

amend the theater before good taste was completely lost; 

THE CORRUPTION of the Stage is now arrived to such a 
Height, that unless some Stop is put to it, it must end in 
Its total Destruction. Pantomines are now no longer considered 
as only harmless, or ridiculous Entertainments, but as Usurp
ers that will entirely root out Tragedy and Comedy, by ren
dering both insipid to the Town, whose Taste will he reduc'd 
to a mere Habit, and be form'd to relish ONLY what it daily 
feeds on.20*f 

Prompter No. 127. Many other examples could have been given to 
illustrate the variety of entertainments before the audiences of London 
and to explain the critics' aversion toward them. It was felt that such 
.a catalog was unnecessary in light of the lack cf serious criticism of 
this aspect of Augustan drama. 



CHAPTER VI 

CONCLUSION 

The beginning of the eighteenth century witnessed the recurrence of 

a strong moral concern for mankind, a trend which had previously mani

fested itself during the Puritan Commonwealth. Characterized by a desire 

for virtue to rule men's actions, this moral consciousness gained support 

from those who found only corruption in contemporary London society. One 

such believer in the general decline of the age achieved public recogni

tion in 1698 by publishing a stinging condemnation of all current the

atrical activity. Jeremy Collier's A Short View of the Immorality and 

Profaneness of the English Stage startled the town by vividly explaining 

In detail the corruption which this nonjuring minister found in the the

aters. His lengthy discourse was divided into six chapters ranging from 

Immodesty on the stage to the abuse of the clergy in dramatic works with 

a conclusion offering little consolation to Augustan England: 

In short, nothing can be more disservicable to Probity 
and Religion, than the Management of the Stage; it cherishes 
those Passions, and rewards those Vices, which 'tis the Busi
ness of Reason to discountenance. It strikes at the Root of 
Principle, draws off the Inclinations from Virtue, and 
spoils good Education: 'Tis the most effectual Means to 
baffle the Force of Discipline, to em.asculate Peoples Spir
its, and debauch their Manners.205 

Collier's work prompted a tremendous written response, as Sister 

Rose Anthony pointed out in The Jeremy Collier Stage Controversy 

^^^Collier, A Short View, pp. 188-89. 
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1698-1726. For that reason, the date of the publication of A Short View 

was chosen to begin this study. It was found, however, that the debate 

over Collier's attack failed to become part of the interests of the ear

ly eighteenth-century periodic press.206 ^he critics acknowledged the 

111 consequences of witnessing a licentious play, and they frequently 

lectured the public on its lack of proper taste. But the severity of 

Collier had no counterpart in Augustan periodic publication. Instead, 

the critics expressed an optimistic belief that restoration of plays to 

their true purpose, "to Instruct Mankind by their Morality, and divert 

them by their Humour . . . ,"207 was possible even if public taste was 

presently at a low ebb, and their concern for reform persisted through

out the period under consideration. 

In discussion of the stage in ideal terms the early eighteenth-

century critics presented their m.ost unqualified expressions of the po

tential of the theater. The Prompter for February 21, 1735 stated; 

20QJI^Q exceptions were found in the periodical essays published be
tween 1698 and 1737. Occasional Paper No. 9, in "A Letter t^ A. H. 
Esq.; Concerning the Stage" (1^8y~and "The Occasional Paper: No. IX" 
(1698), with an Introduction by H. T. Swedenberg, Jr., The Augustan Re
print Society Series Three: Essays on the Stage, No. 1 (Los Angeles: 
Augustan Reprint Society, 1946), fully agreed with Collier but felt his 
work was too scholarly. Delphick Oracle, November, 1719, in Delphick 
Oracle, English Literar̂ ^ Periodical Series, No. 45E (Ann Arbor, Mich.: 
University Microfilms, 195^), p. 27, like Collier, saw :io value in the
aters: " . . . the Playhouses can be reckon'd no other than Schools of 
Iniquity, the Sinks of all Wickedness, and Markets for th.e Devil." 

207British Apollo, or, Curious Amuser.ents for the In.renious 
[Vol. I] No. Ilo, in British Apollo: T70-^-1711, En.̂ lisr, Literary Peri
odical Series, No. IZE (4 vols, in 1 reel; Ann Arbor, Mich.: Univer
sity Microfilms, 1957). 
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YET, how faint is all this Power of written arguments 

and persuasive oratory , when we weigh it against the 
Strength of the STAGE.--. . . We are no longer in Posses
sion of ourselves; but warm, and kindle into the Resem-
blance of the Character.—Vfe borrow Fortitude from the Firm; 
and transplant into our future Practice, the Fidelty of the 
Loyal.--We grow tender, with the Compassionate; and gener
ous, with the Grateful.--Where, our noblest Sentiments begin 
with our Pleasure, they enlarge, and maintain themselves, 
with our Reason.—\Je are taught, without Learning; become 
polish'd, without Travel; find ourselves humaniz'd, without 
Sufferings: and rise, insensibly by one and the same Prog
ress, into Life, and its Refinements. 

I HAVE been describing the stage not as it is, but as 
it might be . . . .208 — 

As the Prompter confirmed, the awakening of man's sensibilities expanded 

his perception of life. This increased awareness could easily be chan

neled toward an appreciation of the reason and truth found in nature. 

To the neoclassical Augustan Age the theater was given the responsibility 

of directing the attention of the public toward moral considerations and 

of instructing all of society in the universal qualities of mankind; 

namely, reason. Judgment, and control of the passions. An author in the 

Daily Gazetteer outlined these lessons obtainable from, a good play while 

specifically cautioning against the use of topical material in dramatic 

productions: 

TO encourage then Politicks on the Stage, is not only 
unjust in itself, and improper, but a most pernicious Ten
dency to the Stage itself, which instead of being a general 
Mirrour, where the Beauties and Deformities of hum.an Nature 
are represented Impartially: whence we either copy or re
ject, as we find our Resemblance good or bad, beccrr.es a 
private Looking-Glass, whence Spleen, Resentment, and in
considerate Levity, displays Objects without any Regarrl to 
Truth, Decency, Good manners, or true Judgrient.-̂ 09 

For the essayists and Journalists of London's periodic press, tho 

2Q^rompter Nc. 30. 

'̂ 0:t)-iily Oa-e-.e^r No. sS'i [5c_] . 
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Instructive function of the stage required that their critical inter

pretations promote an understanding and appreciation of good drama. The 

knowledge of the principles of tragedy or comedy or the goals of classi

cal literature was not enough to insure effective and worthwhile criti

cal analysis. For this reason, the theatrical and dramatic critics of 

the early eighteenth century inserted within the body of their work dis

cussions of the methods for achieving meaningful commentary on literary 

works. Foremost, it was necessary for the reviewer to become intimately 

familiar with the subject at hand. "THE best way to become acquainted 

with a Writer is, to look for him in his Writings:--His Soul, which is 

his Noblest Self, lives there, and is there discover'd."210 After deter

mining the spirit in which an author had written his work, the good crit

ic was to analyze the material in an objective manner, remembering 

Aristotle's golden mean: 

. . . the word criticize does not only mean to find fault: 
thus the best of critics, by discovering the beauties of 
an author, and making them more visible to the less judi
cious observer; and the worst of critics, by applying 
themselves to the defects of an author, and exposing them 
with ill-nature. I shall keep the middle way, and do Jus
tice to the beauties and defects of the author, without 
labouring to set off either with zeal or prejudice.211 

Bavlus' promise in the Grub-Street Journal, February 28, 173^, sounded 

reasonable, but as the comments in both newspaper and journal revealed. 

210piain Dealer No. 82. 

^̂ -̂ Grub-Street Journal No. 2l8. 
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objectivity was a difficult critical quality to develop.^^^ 

The achievement of effective and meaningful criticism was deter

mined, of course, by the theory on which the critic based his opinions. 

A critic who followed no guides except for his momentary pleasure was 

Incapable of Intelligently judging literature. Richard Steele labeled 

persons of this type "natural" critics who " . . . are generally Talkers, 

of glittering Fancies, and hurried Imaginations; who despise Art and 

Method, who admire what was never said before, and affect the Character 

of Wits. . . . If you ask the one his Opinion of a Tragedy, he will 

repeat a Rant with Rapture, and dwell with Delight on a Simile . . . ." 

The error of the natural critic was his failure to exercise judgment 

over his emotions; "A man who trusts entirely to his natural Talents, 

is often governed by Caprice, and can give no Reason why he is 

pleased."213 JQ. neoclassical Augustan England, uncontrolled fancy had 

no place, especially in critical interpretation. Critical theories were 

very important as the comments used for this study demonstrate. Rarely 

were there outbursts of unqualified praise for a work simply because of 

personal enjoyment of the moment. 

l^Concerning the critics, the most common type of discussion in 
London's periodic press considered the unfairness exhibited in some 
critics' work. For example, Lewis Theobald attacked John Dennis 
("Furius") in Censor No. 33, Vol. II, pp. l4-l3, because of Dennis' 
preference for the ancients, and London Zzy, .'̂"'igust, l699, in London Epy, 
English Literary Periodical Series, No. oC-i, (S vols, in 1 reel; Ann 
Arbor, Mich.: TJniversity Microfilms, 195'+);IVol. I], o. 4, '̂ etal̂ ed a 
typical critic as ". . . a Compound of 3or,e Learning, little Ju-ly..^^:\z, 
less Wit, much Conceit, and abundance or" Ill-Nature . . . ." 

3H;r̂ l̂i.3P.rran No. 7 [l-3t series], in The '̂n̂ xishr̂ .n: a PoT-̂  ti'̂ al 
Journal by Richard Steele, ed. cy Rae B Ian c h a rd ; Cx f : r ;: Clar-'nion 
Press, lv55), p. 31. 
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Rather, the dramatic and theatrical critics of early eighteenth-

century London depended upon tradition as the standard for analysis. 

The domination of neoclassicism cannot be denied. But the critics were 

not total slaves to the unities and decorum. Men like Thomas Rymer who 

confined their analyses within narrow limits were recognized as fools. 

Steele called them "rules" critics, 

. • . Men of little or no taste, who having read over the 
Mechanical Rules, and learned a few Terms of Art, are able 
to point out plapable Faults or Beauties in an Author, and 
gain a Reputation for Learning. . . . [They] will applaud 
the Strictness of the Unities, and discover that the Action 
hath a Beginning, a Middle, and an End . . . ."2l4 

For Steele, knowledge of the classical rules was not nearly enough to 

produce good criticism. Most of his contemporaries agreed, for few 

essays were found in which a play was weighed entirely by its close ad

herence to the unities of time, place, or action. 

Between the "natural" critic and the "rules" critic lay the ideal 

pathway to be followed by the "free" critic (to use Steele's term 

again). Taking the opportunity to puff England, Steele stated; ". . . 

the free Critick, like a free Briton, is governed by the Laws which he 

himself votes for; whose Liberty is checked by the Restraints of Truth, 

and the Monarchy of right Reason." In this expression of neoclassical 

beliefs Steele recognized the importance in criticism of blending dra

matic rules and careful Judgment based upon reason, common sense, and 

the material in question. The end product should possess depth and 

value. "But a true Judge of Writing is like a Painter . . . who doth 

not content himself with shewing fine Images of Nature, unless he 

21^Ibid. 
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likewise Informs the Spectator wherein the Beauties consist; whence 

arises the Propriety of Colouring, and Justness of Symmetry." Such a 

goal was not obtainable by every critic. To Richard Steele a critic had 

to be himself an artist with an imderstanding of past developments and 

trends as well as skill in using his reason and judgment. Even with the 

proper qualifications, to state the essence of a piece of literature was 

formidable: "Much more difficult is the Task to explain the perplexed 

Delicacies of Poetry, to present its secret Beauties to the Eye, to make 

the Majesty of it familiar, and account for its glorious Confusion."^^5 

The theatrical and dramatic critics of London's periodic press fre

quently failed to meet their own standards for excellence. To the twen

tieth century their work often seems haphazard, for they mixed critical 

theories without apparent notice of the inconsistencies that were pro

duced. Partial explanation for the unpolished quality of many of the 

critiques must be the strenuous demands of frequent publication. Style, 

unfortunately, had often to be sacrificed when meeting a daily deadline. 

Furthermore, the pervasive influence of neoclassicism. limited to a cer

tain extent exploration of new theoretical approaches. Middle class 

sentiments and political considerations placed their demands upon what 

was written for public consumption. But despite a clearly defined crit

ical temper, the criticism of the early eighteenth centur-y had a vital

ity about it, even in the most neoclassical discussions cf ancient 

plays. There persisted a love for the theater and a belief that this 

institution had a groat deal of value for English society. The rise of 

^^5ibid., pp. 31-32. 
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sentiment all sm, no doubt, encouraged the critics to expect good the

atrical achievements expressing this new trend, but sentiment alone can

not explain the Augustan critical outlook toward drama and the theater. 

Characterizing the theatrical criticism of the early eighteenth 

century was the uncertainity of the critics in Judging the various as

pects of staging a play. Theatrical problems v/ere new ones for Augustan 

critics, but their strong response to this area reflected a sincere de

sire to \mderstand an essential part of the theater. Corresponding to 

the expansion of critical concern was the experimentation in theatrical 

techniques beginning after the restoration of Charles II. Elaborate 

costumes, properties, fantastical machines, and detailed and changeable 

scenery were added to stage productions, creating for the spectators 

extraordinary performances. Understandably, these additions were not 

fully understood by the critics in the periodic press who were fre

quently guilty of marveling at a spectacular scene while, at the same 

time, damning the use of fancy costumes or intricate scenery to produce 

the breathtaking effect. 

The confusion over the physical appearance of the stage extended 

into the discussions of theater management. Having never before pub-

lically considered the question of proper managem.ent, the critics could 

not decide who was best qualified to receive the power. There was a 

general agreement that the theater needed some fora of censorship, but 

suggestions ranged from strcng governmental control to guidance by edu

cated gentlemen to internal control by r.embers of the acting conp.-̂ .nie;̂ . 

As important as good management and effective scones werr- to '̂-

stage producGion, these questions rightfully ooo:: - secondary position 

file:///mderstand
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to considerations of the conduct of the actors. The periodic press was 

keenly aware of the influence which actors had over the taste of Lon

don, and in respect to this influence the critics recognized the actor 

as an independent artist, a new attitude for the English who were in 

the habit of labeling actors as useless members of society's lower 

classes.--'-̂  But the rise in the status of the actor placed serious 

responsibilities upon the profession, for the critics expected realis

tic presentations of human nature in every performance. With such a 

goal in mind, the actor found himself confronting disparate theories on 

acting technique. Neoclassicism demanded individual Judgment and emo

tional control as well as a presentation of the universal qualities of 

mankind. But neoclassicism furnished little advice on the exact man

ner in which to achieve these goals. At the same time, stage tradition 

supplied a limited catalog of stock gestures and expressions and few 

meaningful guidelines for their use. The result was naturally one of 

confusion. Rant and monotone, over- and under-acting--the actor ap

proached his problem in a variety of ways. It is, however, no sign of 

failure that the early eighteenth-century actors could not blend tradi

tional practices and classical ideals, and perhaps the lack of success 

prompted such an extensive critical exploration of the art of acting as 

is found in the periodic press. 

A natural extension of the discussion of the kno'̂ -ledge necessary 

for an actor to portray skillfully a stage character led to considera

tions of the element with which an actor worked: human emotion. It 

21opQgtg ;7eekly Journal No. 277, in London ;iagazine, III 
(February, 1734), pp. 07-^9, detailed the history of the legal status 
of actors in England. 
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was Important for an actor to be able to simulate on stage the precise 

passion required by a part, and to assist the actors in this task, the 

critics seemed eager to detail the passions of man. For example, an 

author In the Prompter quite scientifically listed the "six" primary 

dramatic passions and the method for formulation from the original six 

all secondary passions.^1*^ Although such a discussion may seem curious 

to the twentieth century, this critic's attitude was similar to the out

look of the essayists and Journalists of the periodic press who ex

pressed a feeling that the correct explanation of acting and drama was 

possible and, therefore, attemptable. 

The willingness to consider in depth unfam.iliar theatrical ques

tions unfortunately did not apply to all areas of Augustan drama. 

Comedy and tragedy remained the accepted dramatic forms with all other 

entertainments being slighted by the critics. Dancing acts, pantomine, 

acrobatics, and other similar productions received a few comm.ents, 

usually of a moral natvire, but more unexpected was the critics' lack of 

Interest in opera, an exceedingly popular genre with the town. The few 

critical considerations of this form seem, to stem only from its public 

appeal, for the points discussed centered around opera's poor quality 

and its strange ability to enchant all of London. The inferior nature 

of opera was explained by its deviance from neoclassical principles, 

especially decorum, regularity, and ethical instruction, and its amaz

ing musical powers were described pseudoscientifically as those which 

influenced the mind and misguided the Judgment of the spectator. 

217see Ti. 2&. 
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The dearth of critical interpretation of opera, especially de

tailed analysis of a particular one, finds some exception in the re

sponse given the ballad opera, then a new and entirely English form. 

John Gay's The Beggar's Opera prompted numerous comments on its lack of 

decorum (because of the characters being taken from low social posi

tions and because of its political satire) and its improper resolution 

with Macheath receiving a reprieve. But throughout the criticism of 

the ballad opera there was a reluctance to accept the genre as equal to 

the traditional dramatic forms. Perhaps neoclassicism was the cause of 

the attitude, which refused not only all but classical comedy or tragedy 

but also any foreign production, such as Italian opera or French panto

mine. V/hatever the reason, the prejudices of the critics severely 

limited their understanding of the Augustan operatic stage and prevented 

any radical experimentation in critical theory or technique in this 

area. 

The dependence upon neoclassical thought is noticeable in the the

atrical and dramatic criticism in London's newspapers and Journals ex

cept in the evaluations of comedy. The idea of decorum reniained signi

ficant to the comic critics who continually emphasized that certain 

types of characters did not belong on the stage. In this view the 

cripple, the sick, or the thoroughly evil have nothing beneficial to 

teach society and, therefore, must be excluded fron̂ : •zczdc productions. 

Likewise, specific individuals were ne/er tc be na-.ed before tho pub

lic, for such a practice was said to encourage possip; critics cin-

sured the works of Aristophanes because of the ancient ;cet'.̂  habit of 

identifying hiis sta./e charactors vith his oonte.-.poraries. 
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borrowings from classical dramatic principles constituted the bxilk of 

the neoclassical discussions of the comic art. Unlike tragic criticism, 

there were In the analyses of comedy no lengthy abstract considerations 

of an Intellectual nature which attempted to describe the subtleties of 

a comic work. 

Rather, the criticeuL evaluations of comedies took their emphasis 

primarily from moral questions. Works from any age received the same 

moral Inspection. A masterpiece lacking an explicit ethical design • 

merited condemnation along with plays of poor quality. The reverence 

for past achievements had no Influence on the comic critics who judged 

only in terms of the present. Their advice to the public and authors 

alike contained more than a simple statement that moralistic principles 

must guide the work. For the early eighteenth century goodness and vir

tue had to be overtly presented to the audience. Proper social conduct, 

recognition of one's place in society, and respect for religion and pol

itics were favourite lessons which it was felt should emanate from all 

comic presentations. It is assumed that the abundance of moral concerns 

in the dramatic criticism and the apparent rejection of neoclassicism 

reflects the assertion of middle class values in the theater, which tra

ditionally in England was a mirror of the tastes of the court. The re

sult in the periodic press of this new trend was a great volume of dra

matic criticism of an inferior quality, for instead of a close inspection 

of the elements comprising a comedy, the emphasis was on the proper mor

al theme of a play without much explanation as to why its dramatic char

acteristics should have produced moralistic feelings within the viewers. 

While the critics of com.edy were debating the degrees of an 
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Augustan moral lesson, the critics of tragedy were strengthening their 

ties with the past. There was a feeling in all of the criticism con

cerning the tragic art that the ancient poets were more able to produce 

good drama than anyone else. The essayists and journalists of Augustan 

London, therefore, studied the ancients carefully for guidance as to the 

purpose of life, the principles of the universe, and the essence of good 

drama. The profound influence of neoclassicism on the tragic critics 

forced a detailed comparison of the contemporary with the past, and, as 

might be expected, the contemporary was found to be inferior. Authors 

who refused to follow the unities of Aristotle, authors who violated rea

son or decorum, and authors who did not present a universal situation 

were judged harshly. But the dominance of neoclassicism did not destroy 

the criticism of the early eighteenth century; indeed, its influence can 

be credited with prompting the abstract, intellectual analyses of the 

essence of fine tragedy. From these attempts at clarifying the impre

cise emerged men sensitive to the subtleties of human emotion and eager 

to conquer their own misunderstanding of the genre. 

The most significant challenge to the critics' faith in neoclas

sicism was the position of Shakespeare within the Augustan critical 

scheme. Obviously, his "irregularity" in plot and his unusual charac

ters could not be reconciled with the dram.a of the ancients. But Shake

speare's merit as a dramatist was not to be denied. He was popular with 

both the town and with the critics, and he was generally accepted as 

England's best playwright but not necessarily equal to the ancients. 

His characters were cited for their realise, in portraying deep hu-.an 

suffering. The terrible tragedies of Othello, Lear, and Fa-nlet prompted 
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the critics to respond with in-depth evaluations of the psychological 

makeup of these men. But character-drawing was not the only aspect of 

Shakespeare's work which interested the critics. His use of comic re

lief and his atypical settings also came under* their scrutiny-. Despite 

Shakespeare's unorthodox dramatic practices the response of the authors 

in the periodic press was favorable. There persisted a desire to respond 

emotionally to the feelings produced in a Shakespearean tragedy. It must 

be remembered, however, that no matter how popular Shakespeare was, his 

work was still considered to be faiilty by neoclassical standards. The 

only recourse for the critics who loved both the ancients and this native 

genius was to appreciate Shakespeare's plays and to apologize for their 

Irregularity. The results of the present study clearly reveal this com

promise. 

In retrospect, the theatrical and dramatic criticism published in 

London's newspapers and Journals reveals much more than the prevailing 

attitude toward drama. The variety of material reflects the wide range 

of interests held by the critics, and the volume suggests an active body 

of men seriously devoted to an understanding of the theater. These men 

were, to a degree, educated and sophisticated, as evidenced in their con

stant commenting upon the principles of classical drama and Aristotle's 

Poetics, the details of Shakespeare's works, and the foreign influences 

upon London's stages. Their education seer.s to have added objectivity 

to their criticism which con-/eys a tone of honesty and sincerity even 

when considering th.e most limited point of view, .̂ th.oaph tnis study h-̂ s 

not included information on the identity, the political affiliation, or 

the religion of these authors, such an investigation was d-̂ ered 
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unnecessary to reveal the critical temper of the time. The criticism 

Itself contains much about the men who wrote it, but most importantly it 

reveals a neglected field for those students of Restoration and Augustan 

plays and dramatic history interested in an intimate view of drama and 

criticism while it was being formulated. 
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APPENDIX 

PERIODICALS AND NEWSPAPERS PUBLISHED FROM I698 THROUGH 1737 

AVAILABLE IN THE TEXAS TECH UNIVERSITY LIBRARY 

TITLE 

Athenian News; or, 
Dunton's Oracle 

KNOWN DATES OF 
PUBLICATION 

DATES AVAILABLE IN 
T.T.U. LIBRARYI 

Âuditor 

Tuesday, March 7, 
1710; through 
Sat\irday, September 
16, 1710 (twice 
weekly). 

1733 through 1743 
(twice weekly, then 
weekly). 

Complete. 

Reprints In Gentleman's 
Magazine. 

Bee: or. Universal Saturday, February 
Weekly Pamphlet 10, 1733; through 

Saturday, Juiie l4, 
1735 (weekly). 

Complete. 

British Apollo, or. 
Curious Amusements 
for the Ingenious 

Friday, February 
13, 1708; through 
Friday, May 11, I7II 
(thrice weekly). 

Complete 

^British Journal, 
or, the Traveller 

November 30, 1730; 
through 1731 
(weekly). 

Saturday, January 9, 
1731 (in Essays on the 
Theatre); and reprints 
in Gentleman's Magazine. 

Contains theatrical or dramatic criticism. 

Iphrough June 21, 1737, only. 
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TITLE 

•British Librarian 

•Censor 

•Chit-Chat in a 
Letter to a Lady 
In the Country 

KNOWN DATES OF 
PUBLICATION 

January, 1737; 
through June, I737 
(monthly). 

Monday, April 11, 
1715; through Fri
day, June 17, 1715. 
Tuesday, January 1, 
1715; through Satur
day, June 1, 1717 
(thrice weekly). 

DATES AVAILABLE IN 
T.T.U. LIBRARY 

Complete 

Complete 

March, I716 
(weekly). 

Saturday, March 10, 
1715/16; through Fri-
day, March I6, 
1715/16 (in Richard 
Steele's Periodical 
Journalism). 

•Comedian, or 
Philosophical 
Enquirer 

April, 1732; through October, I732 (in 
November, 1732 Essays on the 
(monthly). TheatreJT 

•Common Sense; or, 
the Englishman's 
Journal 

1737 through 17^3 
(weekly). 

Reprints in Gentle
man 's Magazine and 
London Magazine. 

•Craftsman Monday, December 5, 
1726; through Mon
day, May 8, 1727 
(twice weekly). 
Saturday, May I3, 
1727; thro'jgh 1747 
(weekly). 

Monday, December 5, 
1726; through Satur
day, April 17, 1736; 
and reprints in Gen
tleman ' s Ma.gazine and 
London Magaz ine. 

Cry from the Wil
derness; . . .or, 
the Voice cf the 
Herm.it 

January, 1712 
(weekly). 

Tuesday, January 8, 
1712 (in Centerpor:--r:e3 
of the "Tatler') . 

http://Herm.it
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TITLE 

•Daily Courant 

•Dally Gazetteer 

KNOWN DATES OF 
PUBLICATION 

DATES AVAILABLE IN 
T.T.U. LIBRARY 

1702 through 1735 
(daily). 

Reprints in Gentle
man's Magazine and 
London Magazine. 

Monday, June 30, 
1735; through 1748 
(daily). 

Monday, June 30, 1735; 
through Tuesday, June 
21, 1737. 

•Delphick Oracle September, 1719; 
through March, 
1720 (monthly). 

Complete 

Diverting Post Saturday, October 
28, 1704; through 
June 30, 1705 
(weekly). January, 
1706; through Febru
ary, 1706 (monthly). 

Complete. 

•Englishman: Being 
the Sequel of the 
Guardian 

Tuesday, October 6, Complete 
1713; through Mon
day, February 15, 
1714 (thrice weekly). 
Monday, July 11, 
1715; through Mon
day, Novem.ber 21, 
1715 (twice weekly). 

•Entertainer; Con- Wednesday, November 
taining Remarks 6, 1717; through 
upon Men, Manners, Wednesday, August 
Religion and Policy 27, 171c (wee.^ly). 

Complete 

Examiner Thursday, August 3, Complete 
1710: through Thurs
day, December I8, 
1712 (weekly). Mon
day, Decem.ber ̂ 2, 
1712; thrr'igh Monday, 
June 26, 1714 (twice 
weekly). 
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TITLE 

* Female Tatler 

•Flying Post 

•Fog's Weekly 
Journal 

Free-Holder, or 
Political Essays 

KNOWN DATES OF 
PUBLICATION 

Friday, July 8, 
1709; through Fri
day, March 31, 
1710 (thrice 
weekly). 

DATES AVAILABLE IN 
T.T.U. LIBRARY 

Complete 

1695 through 1731, Reprints in Ewald, 
Rogues, Royalty, and 
Reporters. 

September 28, I728; 
through October 22, 
1737 (weekly). 

Reprints in Gentle
man's Magaz ine and 
London Magazine. 

Friday, December 23, 
1715; through Fri
day, June 29, 1716 
(twice weekly). 

Complete. 

^Freeholder' s 
Journal 

January 31, 1722; 
through May I8, 
1723 (weekly). 

November l4, 1722; 
and November 28, 1722 
(in Essays on the 
Theatre). 

•̂ F̂ree-Thinker Saturday, November 
11, 1711; through 
Tuesday, December 
3, 1711 (twice 
weekly). 

Reprints in Contempo-
raries of the "Tatler." 

*F^ Gazette-A.-la-Mode 
or, Tom Brown's 
Ghost 

Thursday, May 12, 
1709; through Thurs
day, June 9, 1709 
(weekly). 

Reprints in Conter.po-
raries of the "Tatler." 

•Ge ntle man's Maga-
zine; or. Monthly 
Intelligencer 

January, 1731; 
through SepteiTiber, 
1907 (monthly). 

January*", 1731; through 
June, 1737-
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TITL: 

*Grouler ; o r , 
Diogenes 
Robb'd of His 
Tub 

*Grub-Street 
Jou rna l 

^Guardian 

History of the 
Reign of Queen 
Anne, Digested 
into Annals 

KNOWN DATES OF 
PUBLIĈ T̂ION 

Saturday, Januar̂ -
27, 1711; through 
Thursday, February 
15, 1711 (twice 
weekly). 

Thursday, January 
8, I73O; through 
Thursday, December 
29, 1737 (weekly). 

D/TSS kVAlLABlE IN 
T.T.U. LIBP.-RY 

Saturday, January/ 27, 
1711; and Thursdsy, 
February 1, I7II (in 
Contem.poraries of the 
"Tatler"). 

Thiirsday, January 8, 
I73O; through Thursday, 
June 16, 1737. 

Thursday, March 12, Com.plete. 
1713; through Thurs
day, October 1, I713 
(daily). 

1702 through 1712 
(annually). 

Jomplete 

or, an 

History of the 
Works of the 
Learned: 
Impartial Account 
of Books Lately 
Printed in All Parts 
of Europe 

January, I699; 
through March, 
1712 (monthly). 

Complete 

Inquisitor June 26, 1711 
(single issue). 

Complete (in Cootempo-
raries cf the "Tatler"). 

Lay-Monk Monday, November 
16, 1713; through 
Monday, February 
15, 1714 (thrice 
weekly), 

Comnlete. 
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TITLE 

•Literary Magazine: 
or, the History of 
the Works of the 
Learned 

KNOWN DATES OF 
PUBLICATION 

January, 1735; 
through December, 
1736 (monthly). 

DATES AVAILABLE IN 
T.T.U. LIBRARY 

Complete. 

•London Gazette 

•London Magazine: 
or. Gentleman's 
Monthly 
Intelligencer 

•London Spy 

February 5, I666; 
through present day 
(twice weekly). 

Reprints in Ewald, 
Rogues, Royalty, and 
Reporters. 

April, 1732; 
through June, I785 
(monthly). 

November, I698; 
through April, I700 
(monthly). 

April, 1732; through 
June, 1737. 

Complete. 

•Lover Thursday, February 
25, 1714; through 
Thursday, May 27, 
171^ (thrice 
weekly). 

Complete (in Richard 
Steele's Periodical 
Journalism). 

Medley 

Memoirs for the 
Curious 

Monday, October 5, 
1710; through Mon
day, August 6, 1711 
(weekly). Monday, 
March 3, 1712; 
through Monday, Au
gust 4, 1712 (twice 
weekly). 

Complete 

1701 (monthly--two 
issues only). 

Complete. 
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TITLE 

•Memoirs of Liter
ature 

Mercator; 
Commerce 
Retrieved 

or, 

KNOWN DATES OF 
PUBLICATION 

Monday, March 13, 
1710; through Mon
day, September 6, 
17l4 (irregularly). 
January, 1717; 
through April, I717 
(monthly). 

DATES AVAILABLE IN 
T.T.U. LIBRARY 

Monday, March I3, 
1710; through Monday, 
September 6, 17l4. 

Tuesday, May 26, 
1713; through Tues
day, July 20, 1714 
(thrice weekly). 

Complete. 

Mercurius Musicus January, l699; 
through October, 
1702 (monthly). 

January, l699; through 
January, 1702. 

Miscellany 

•Mist's Weekly 
Journal 

Saturday, April 28, 
I7II; through Satur
day, June 9, 1711 
(weekly). 

Saturday, April 28, 
1711; and Saturday, 
June 2, 1711 (in Contem
poraries of the 
"Tatler"). 

May 1, 1725; 
through September 
21, 1728 (weekly), 

Saturday, October 29, 
1726 (in Essays on the 
Theatre). 

Monthly Miscellany; January, 1707; 
or. Memoirs for the through September, 
C\irious 1710 (monthly). 

*New Memoirs of 
Literature 

January, 1725; 
through December, 
1727 (monthly). 

January, 1707; 
through October, 
1709. 

Complete. 
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TITLE 

•Observator 

Old Whig 

Pasquin 

KNOWN DATES OF 
PUBLICATION 

DATES AVAILABLE IN 
T.T.U. LIBRARY 

Wednesday, April 1, Complete 
1702; through Wednes-. 
day. May 20, I702 
(weekly). Saturday, 
May 23, 1702; through 
Wednesday, July 30, 
1712 (twice weekly). 

^Occasional Paper 1697 through I698. I698 (No. 9 only). 

Thursday, March I9, 
1718/19; through 
Thursday, April 2, 
1719 (irregularly). 

Pilgrim 

Complete (in The Town 
Talk, the Fish Pool, 
the Flebian, the Old 
Whig, . . . ) . 

November 28, 1722; 
through March 26, 
1724 (weekly, then 
twice weekly). 

Tuesday, July 9, 1723; 
and Friday, July 26, 
1723 (in Tracts and 
Pamphlet sY, 

Friday, June 22, Complete (in Contempo-
1711 (single issue), raries of the "Tatler") 

*Plain Dealer Monday, March 23, 
1723/24; through 
Friday, May 7, 
1725 (twice weekly). 

Complete. 

Plebian Saturday, March l4, 
1719; thro'ogh Mon
day, April 6, 
1719 (weekly). 

Complete (in Tracts and 
Pamohlets). 

Present State of 
the Republick cf 
Letters 

January, 17-̂ 5; 
through December, 
1736 (monthly). 

lor.plete 
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TITLE 

*Prompter 

Rambler 

Reader 

*Read's Weekly 
Journal; or 
British Gazetteer 

KNOWN DATES OF 
PUBLICATION 

Tuesday, November 
12, 173^; through 
Friday, July 2, 
1736 (twice weekly) 

DATES AVAILABLE IN 
T.T.U. LIBRARY 

Complete. 

Wednesday, March 
12, 1712; through 
Wednesday, March 
19, 1712 (thrice 
weekly). 

Thursday, April 22, 
171^; through Mon
day, May 10, 1714 
(thrice weekly). 

August 15, 1730; 
through 1761 
(weekly). 

Wednesday, March I9, 
1712 (in Conteranoraries 
of the 'tatler"). 

Complete (in Richard 
Steele's Periodical 
J ournali sm). 

Reprints in Gentleman's 
Magazine. 

Records of Love; 
or. Weekly Amuse
ments for the Fair 
Sex 

Saturday, January 7, 
1710; through Satur
day, March 25, I7IO 
(weekly). 

Complete. 

Restorer Friday, August 17, Complete (in Contempo-
1711 (single issue), raries of the "Tatler") 

St. James's Jour
nal; with Memoirs 
of Literature 

May 3, 1722; 
through May I8, 
1723 (weekly). 

November 22, 1722; and 
Saturday, December 8, 
1722 (in Essays on the 
Theatre). 

Serious Thoughts: 
or, a Golden Chain 
of Contemnlations 

Tuesday, August 15, Thursday, August I7,, 
I7IO; through Thurs- I7IO (in Contetr.porarie: 
day, August 17, 1710 of tne "Tatler"). 
(thrice weekly). 
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TITLE 
KNOWN DATES OF 
PUBLICATION 

DATES AVAILABLE IN 
T.T.U. LIBRARY 

Silent Monitor Thursday, January 
18, 1711; through 
Saturday, March 24, 
1711 (irregularly). 

•Spinster: in De- December I9, I719 
fence of the Woolen (single issue). 
Manufactures 

Surprize Thursday, August 
16, I7II; through 
Thursday, September 
6, 1711 (weekly). 

•Tatling Harlot, or, 
a Dialogue between 
Bess o' Bedlam and 
Her Brother Tom 

•Theatre (by 
Richard Steele) 

Monday, August 22, 
1709; through Mon
day, August 29, 
1709 (irregularly) 

Thursday, February 22, 
1711 (in Contemporaries 
of the "Tatler"). 

Complete (in Tracts and 
Pamphlets). 

Thursday, September 6, 
1711 (in Contemporaries 
of the "Tatler"). 

Monday, August 22, I709 
(in Contemporaries of 
the "Tatler"). 

Saturday, January 
2, 1720; through 
Tuesday, April 5, 
1720 (twice weekly). 

Complete. 

•Theatre (by "Sir 
John Falstaffe") 

Saturday, April 9, 
1720; through Sat
urday, May l4, 
1720 (twice weekly). 

Complete 

Titt for Tatt 

•>*Tory Tatler 

Thursday, March 2, 
1709; through Tues
day, March l4, I709 
(thrice weekly). 

Reprints in Contempo
raries of the "Tatler." 

Monday, November 
27, I7IO; through 
Wednesday, Januar>-
3, 1711 (thrice 
weekly). 

Complete 
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TITLE 

•Town-Talk in a 
L e t t e r t o a Lady 
in t he Country 

•Universal Journal 

KNOVLN DATES OF 
PUBLICATION 

DATES AVAILABLE IN 
T.T.U. LIBRARY 

Saturday, December 
17, 1715; through 
February 13, I716 
(weekly). 

December 11, 1723; 
through August 29, 
1724 (weekly). 

Complete. 

July 4, 1724 (in Essays 
on the Theatre). 

•Universal Specta
tor, and Weekly 
Journal 

1728 through 1746 
(weekly). 

Saturday, April 10, 
1731 (in Essays on the 
Theatre); and reprints 
in Gentlernan's Magazine 
and London .Magazine. 

•Visions of Sir 
Heister Ryley: 
with Other Enter
tainments 

•Weekly Miscellany 

•Weekly Register, 
or Universal 
Journal 

August 21, 1710; 
through February 
21, 1710/11 
(thrice weekly). 

Reprints in Ewald, 
Rogues, Royalty, and 

1732 through 1741 
(weekly). 

1730 through 1735 
(weekly). 

Reporters 

Reprints in Gentleman's 
Magazine and London 
Magazine. 

Reprints in Essays on 
the Theatre, Essays on 
Wit, Gentletnan's Maga
zine, and London Maga
zine. 
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TITLE 

•Weekly Review of 
the Affairs of 
France (continued 
successively as 
Review of the Af
fairs of France, 
Review of the State 
of the English Na
tion, Review of the 
State of the Brit
ish Nation, and 
Review) 

KNOWN DATES OF 
PUBLICATION 

Dî TES .AVAILABLE IN 
T.T.U. LIBRAĴ Y 

Saturday, February 
19, 1704; through 
Saturday, March 25, 
1704 (weekly). 
Tuesday, March 25, 
1704; through Tues
day, March 20, I705 
(twice weekly). 
Thursday, March 22, 
1705; through Thurs
day, June 11, 1713 
(thrice weekly). 

Complete in Defoe's 
"Review." 

Whig-Examiner Thursday, September 
14, 1710; through 
Thursday, October 
12, 1710 (weekly). 

Complete (in Addison, 
Works). 

Whisperer Tuesday, October 
11, 1709 (single 
issue). 

Complete (in Contempo
raries of the "Tatler") 

k 


