1. Comedy.

Al'iS.tOlle’S Poetics makes only. some incidental comments on comedy.
Accordlﬁg to Aristotle, comedy originated in crude rustic entertainment. The
broad distinction that Aristotle draws between Tragedy and Comedy-is that
Tragedy represents noble actions of noble personages and Comedy holds hp
to ridicule ignoble actions of ignoble people. The point that is stressed in the
Poetics is that the comic springs from a sense of inferiority. The Ridiculous
is defined “as a mistake or deformity not productive of pain or harm to others;
the mask, for instance, that excites laughter, is something ugly and distorted
without causing pain.” In the Ethica Nicomachea Aristotle speaks of
exaggerated traits in human character—of boastfulness, buffoonery, even of
deficiency, as in the boor. These traits were exploited by the comic poets. Some
critics find in the Aristotelian analysis of the alaron, the eiron, and-the
buffoon an anticipation of the comedy of humours, but what needs to be
emphasised here is that excess as well as deficiency is mark of inferiority,
indicating a departure from the norm. This idea of comedy has been accepted
by most critics from Ben Jonson and Bacon to Bergson and Freud, though they
~differ from one another in defining the nature of comic inferiority or in the
way comic genius operates. Hobbes enunciates the formula of ‘a sudden glory,
arising from a sudden conception of some eminency in ourselves, by
comparison of the inferiority of others or with our own formerly.”

This is, however, a superficial estimate of comedy. Don Quixote commits
blunder—it brings us.a sudden glory. But Don Quixote is not a buffoon. Our
impression is not one of unmixed superiority. We laugh at him and at the same
time love him for his simplicity and idealism. Snodgrass, Tupman and Winkle
excite laughter by arousing in us a sense of superiority. But Pickwick’s
adventures have the sense of the ridiculous. But the comic impression
produced by him is a mixture of our superiority to him and his superiority to
us. Falstaff and Micawber create a world of their own with their freedom from
the norms of conduct of our world and with their self-complacency about
themselves.

Comedy at first was a ‘dramatic invective’, possibly a persF)nal abl.Jse
the form of dialogue. But gradually it became depersonalised into a picture
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The individual’s variation from the norm of thought of behaviour is the source

for much of the dramatic tension in both tragedy and comedy. In comedy this

variation is without serious or fatal consequences. We are delighted to see
persons acting stupidly, oddly or recklessly with relative impunity.

Henry Bergson in his essay, Laughter propounds a theory of the comic
which takes inelasticity of mind or body as the starting point of the laughable.
A comic character, according to this theory, is one who fails to adapt himself
to a situalion.. Continued failure in adaptation leads to a permanent lack of
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others. Falstaff behaves in complete jndifference to the reactions of others. He
makes us happy and at ease because he is happy and at ease. Humour enables
us to escape for a time from the strain of living. Meredith’s assertion that the
test of true comedy is that it shall awaken thoughtful laughter places a

_restriction upon comedy.

There are thus various theories of comic laughter. Meredith stresses folly
and sentimentalism as the source of comic laughter. Kant traces comic laughter
to a “strained expectation being suddenly reduced to nothing.” Bergson
contends that the starting point of comedy “is something mechanical encrusted
upon the living”. Freud notes that there is a good deal of similarity between
dreams and the comic. But no theories of comedy are all-embracing. A
comedian may write his plays for a variety of reasons. He may find human
Jife or a part of it amusing or absurd ; he may wish to satirise, mock or ridicule
the spectacle ; he may seek to correct or reform it. As readers, we laugh when
we perceive that the relationship of any one to himself, to society and its
conventions is very different from our own, or from what we pretend is true
for ourselves. We laugh when established mores or patterns are altered, and
someone behaves like a god, animal, an inanimate object. We may laugh at
a comic character, in detachment or scom, or we may feel somehow allied
with him, and laugh with him, recognising common human feelings. A fusion
of sympathy and laughter is possibly the most pervasive kind in comedy in
which there is a union between the mocker and the mocked, and in which art
holds the mirror, however exaggerated, up to our natures.

2. Comedy of Humours.

The comedy of humours was an outgrowth of the Renaissance stress on
decorum in life which required a well-balanced personality unmarked by any
grave eccentricities. The concept of humours was derived from a traditional
theory of physiology in which the state of health—and by extension the state
of mind, of character depended on a balance among the four elemental fluids—
black and yellow bile, blood and phlegm. Though perhaps first applied to
drama by Chapman, the notion was seized and fully developed into a theory
of comedy by Ben Jonson, whose bent toward a satiric drama is clearly shown
in his first play, Everyman in His Humour (1598).

Ben Jonson revolied against the crudities of Elizabethan romantic drama.
He was a classicist, a moralist and a reformer of the drama. He turned his back
upon romance and presented the London of his own day with strenuous effort
towards realism and an attempt to confine the action of the drama within the
unities of time, place and theme. His characters conformed to a theory based
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The inner reality of characters may be overlooked, but all that appears
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presented with a vivid force which drives the ridicule home.

. Jonson’s *humour comedy’ is closely related both to comedy of character,
since he deals with peculiarity of character as a root of action, and to comedy
of manners, since he goes to contemporary society for his norm. Though he
had ardent followers in later generations—Shadwell, even Congreve, and

Sheridan in the drama, Smollett and Dickens in the novel—this type of comedy |
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3, Romantic Comedy,

Romantic comed oy
Y was essayed principally by Shakespeare. He drew his

influence certainly from Lyly, Greene and Peel : 2
Friar Bacon and Friar Bun , e. Lyly's Endymion, Greene's
et e
romantic fancy soars on an idealistic plane. His plays mz-ve o yt’l hs
Mmosp!lt?re. Peele and Greene evolve 2 dramatic form in which":ea].rare P 4
romanth1§II} blend. Romantic love is treated in a realistic mann 'a ik

and romantic setting. er in pastoral

Romantlc.cci?edz is, howeyer, given a distinct form and character by
ShaKespeare in his early comedies like Love’s Labour’s Lost A Midsummer

Wﬂdﬁhﬂighn As You Like it_and Much Ado About Nothing,
hakespeare’s comic plays are essentially different from traditional

classical comf:dy. The main interest of classical comedy is the exposure of
offenﬁe}rls gg:m“- common practice and against unquestioned propriety in the
established fitness of things.(The purpose of classical comedy is to correct

manners an(_l morals~ and its weapon is ridicule)Its manner is satire and its
standpoint is public commonsense. (Shakespearean comedy is a more)

venturesome and a mord imaginative undertaking) As Charlton has pointed out
that Shakespearean comedies inspire us to be happy with them.(“Shakespearean
comedy is not finally satiric, it is poet@ It is not conservative, it is creative.
The way of it is that of the imagination rather than of pure reason. It is an
artist’s vision, not a critic’s exposition.”

Shakespeare in his comedies creates a climate of romance. Love—romantic
love is the principal theme of Shakespeare’s comedies. It is almost the rule
that all the lovers should love at once and love absolutely. But true love alone
can never make a comedy. True love is serious, and comedy must amuse.
Gordon comments : “Comedy is a plump figure and hold its sides ; love is
lean and hold a hand upon its heart.” Shakespeare makes a compromise
between romance and comedy@romamic comedy, the laughter and the sigher
live side by side) on one condition that neither shall commit excess or compete
for attention at the expense of the other. The solemnity of love is relieved by

" the generosity of laughter, and the irresponsibility of laughter by the

seriousness of love. Thus comedy is raised to a higher realm.

Love is the central theme of Twelfth Night, As You Like It and Much Ado
About Nothing. The Duke who is enraptured by music loves Olivia. The proud
Olivia is entangled by the modest and insinuating messenger of the Duke. The
Duke’s love for Orsino is deep and true. Her love which is quiet and deep
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Dramatisation of love-making has 2 tendency u.) .
You Like It, Twelfth Night and Much Ado About Nothing, Shakespe.are provides
entertainment to the audience;with a.dramatised story of courtship. In asking
Orlando-to woo her in ma§qucrade, Rosalind-hits upon thc~n9_ve] me[hod‘o\f

love-marking.- This camouflaged- wooing is ggeatjexperience for both the
: ¢t of every-spectator for the comicality

Jovers. This appeals to the comic instine

of the situation and at the same time (0 the romantic scene. The realistic and
satiric elements in the comedy are supplied-by the .gulling-of Malvolio, the
salt humour of Touchstone, sentimental exaggeration of Silvius and Phebe and

the humour of Dogberry.
tcher and in the later plays of Shakespeare,

the romantic comedy became what is known as-Tragi-Comedy. These plays
(Philaster by Bcaumont/amf Fletcher and The Winter’s Tale, Cymbeline and
The Tempest by Shakespeare) are characterised by an atmosphere of
improbability, stock types, irresponsibility of hero and artificiality.
4. Comedy of Manners.
The Comedy. of Manners is a type of ¢

practised in the Restoration period. This type of drama had risen with Ben,
“Jonson who made the presentation of ‘humours’ the mode of satirical and

sometimes ludicrous portraiture in his comedies. It was revived with
extraordinary brilliance and cynical witticism by the dramatists of the
Restoration. It is called the comedy of manners because it presented the
suPerﬁcial habits and manners of only a section of the society——the elegant
ans‘tocracy with their fashionable vices, intrigues and outward glamour of
polished behaviour. The Comedy of manners is almost wholly intellectual and

omedy which was successfully

It has been said that Restoration comedi
George Etherege, William Wycherley WillialesCOf Manner§ T pneser &Y
and George Farquhar are artificja| ar;d obsc::1 O;ff o Jc?hn Yanhpe)
artificial partly because of the tricks and dev'e. - poruedies are galked
contriYed to give the plot the turn invented b]c:l: “:ihmh A O g
because such comedy “shows us a state ofma,m{, . t’;h r;matlsts, b}]t more s
in itself, requires defining—the court, the fashiona,bl 5 -le]d of which, nz.ilTOW
but the example of which radi “ Giioles of the capial

. ates to the farther-most parts of the provinces
and the.re c.:rez?tes., as 1t were, superficial contagians.” It was limited i ’
and artificial in its choice of theme. The life depicted was an e]nfll S
of ple?sures and amusements, intrigues and social appoimmenfsss ;‘;}“55
comedies of manners are thus artificial both in plot-constructi d i e'se‘
limited section of the society of the time. PR RS o

Many critics condemn the Restoration comedies as immoral and indecent
In 1698, Jeremy Collier wrote : “A short view of the Immoralit anci
Profaneness of the English Stage”. This had an immense effect on the li);erar
critics. But if we condemn the society of the Restoration Court we need noyt
thereby condemn the dramatists of that period. Comedy is “the mocking image
of 2.1 carefree life”. Restoration comedy of manners represents, its diletlancl,e
society, and this society was lewd and cavalier. At the sametime Restoration
comedies had to be studied not in the light of present day beliefs in the spirit
of the age in which they were produced.

Macaulay attacked Charles Lamb for his essay"‘On the Artificial Comedy
of the Last Century”. According to Lamb, “Restoration commedies are a world
of themselves almost as much as fairy land”. Macaulay had not properly
understood Lamb’s point. Lamb meant to say that he would laugh at the utopia
of gallantry without having his morals corrupted or undermined. Dobree
argued that the distinguishing characteristic of the Restoration comedy down

to Congreve is that it is concerned with the attempt to rationaliase sexual
relationship. L. C. Knights, however, condemns the comedy of manners
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- nental Comedy- . .
’f‘hcs ;:;‘Tning of the 18th century saW the birth of a sort of comedy which

is usually called uSentimental”. It OWeS jts origin to @ react.ion to the
;:estomﬁon drama of manners which was cynical and witty portraiture of the
courtly or aristocratic society of the later seventeenth century. The gay,

e lead to manners, while the

immoral life of the licentious court gave th ;
puritanic middle class with its traditions of morality and aurstenty loqked. upon
the court and the courtly manners with bitter contempt. On the reopening of
the theatre at the Restoration after its closure by the Puritans in 1642, the
comedians of the age, Etherege, Wycherley, Vanbrugh, Farquharand Congreve
gave to the theatre dramas which were witty, full of intrigues and rivalries in
Jove-making, sparkling with fun and frivolity and at times grossly immoral.

Towards the close of the century, great social and economic changes were
at work which ultimately affected the fortune of the comedy. With the
departure of the Stuarts on the Revolution of 1688, there followed a great decay
in the powers and privileges of the aristocratic society and the rise of the middle
f:lass. Wealth brought into the country by trade and commerce gave (0 the
industrious middle class a social position which they never enjoyed before.
On the other hand, the age-long puritanic hostility to the theatre, in fact, 10
all sorts of amusements, wore of yielding place to a rational desire for innocen!
amusement. All these factors combined with daring- criticism of the licence

on ! is change gradu :
chﬂ"ge' Thi ) dg' g zflly 'mamfested itself in the ad ibili
jace wit and immorality in the comedy, vent of sensibility

to 1 dies of Colley Ci
comedl olley Cib
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aug _ 1 sentimentality i eir comedies there was conventional
orality an ?en tmen '_ty in place of grossness of the Restorat
These dramathtS dealt with the problems of conduct, famil ZT;‘On C(?m,ed?'
, tone that will no l'onger shock decorum, and by v; e 03f’ . m:mage in
| flows they contnbufed to the edification of souls. In ma::rs :j ety
Se,151'bi]ity degenerated '!"0 sentimentalism, that is exce'ss of pathis a?czz:ﬁgz]
uations: These dramghst aimed at preaching some moral lessons by restorin
suffering innocent virtue to happiness and converting rogues )i{nto oog
characters- "I'hus these comedies lost the true spirit of comedy Tﬁey indfl ed
in mock sentiment.?, and admitted the tension of emotional situations Tt;gere
are 10 gaiety and innocent mirth created by wit and fun. Thus senti.mental
comedy sprang from a mistaken view of drama. In place of laughter, there were
fears ; in place of intrigue, there were-melodramatic and distressing’ situations
in place of gallants and witty damsels, there were pathetic heroines and seriou;
jovers and honest servants. These plays served the false morality of the middle
class. The sentimental comedy held the stage for more than half a century at
the beginning of the 18th century.

Some of the exponents of this type are Colley Cibber, Richard Steele, Hugh
Kelly and Richard Cumberland. Some of the notable plays of this kind are
Love’s Last Shaft (1696) by Cibber, The Conscious Lovers (1722) by Steele
False-Delicacy (1768) by Kelly and West Indian (1771) by Cumberland.

Against these sentimental comedies with their false conventions, Goldsmith
and Sheridan made a strong reaction. Of course, they were preceded in their
task by others like Samuel Foote, George Colman who in their farces and
comedies gave the counterblast to the ‘weeping sentimental comedy’ and
brought back the spirit of the Restoration comedy with its realism, wit and
humour, laughter and racy brilliant dialogues. In the Prologue to She"Stoops
o Conguer Goldsmith denounces sentimental comedy as “the mawkish drab
of spurious breed, which deals in sentimentals’, He worte two comedies—The

in

(% Scanned with OKEN Scanner



STUDIES IN LITERARY TYPES

i ops fo Conquer in PU

r Sto X :

Good-Natured Man an: 's},,’im T oripelpl aim’. In these c,on?cdlzs he

thlpeallsd Chamct:r :: it':nd t;i;llnguc of the Restoration comedies, but We
c Wit ¢

k :os. Thus he evoly

only brought bac .. pearean comedies. s
spirit of Shakespea , ;

bey(;l;d thc:;dllﬂ l::p:[:slcs a return to nature along with a reaction frop

Com )I‘ “’ N

entimentality.”

s Sheridan in his The Rivals and Th: Sgﬁ::;?ty"z: :(; false morality by wit a

g )
true Splr“ ofcomCd)’ b_yrc acing senll “The gOddCSS Ofl Q

'u" I" Lhc llo]oﬁue to 7/:6 R“al.ﬁ Shc”da" Cll(ICISeS
& i
“W’UI COUlllellallCC——(he Scn(lmen(al IﬂUSC Ihe Chala

i —primly portrayed
o k like flesh and blood—prim a
words are “too chaste to look 11 comedy of manners full of fun ang

- vood.” The Rivals is ajoyous .
emblematic wood.” The Rivals 12 8) Sheridan’s comedy is modelleq o,

< ith wit and humour.
and sparkles with wit an . .S . |
but it is free from its cynicism and immorality. Ke

eir respective eccentricities and draws from the;,
fun and mirth. As in the Restoration comedy

peal of The Rivals lies in its dialogue-_wmy,
ivacity. Yet Sheridan introduces the

rsuance of his plan

gaiety
the Restoration drama
presents characters in th
interaction materials for
manners, the most effective ap

humorous, sparkling with intellectual v idan
sentimental episode of Faulkland and Julia partly for satisfying the appetj,

of the audience in the sentimentality and partly for satirising the sentimentali(y
of the sentimental comedy. In The School for Scandal, wit axld dialogue
as sparkling as those of Congreve’s The Way of the World. The play i‘s funny
because of the scandal element in it. The scandal gives rise to complication
which heighten the comic possibilities. But nothing disturbs the constant glitte
of its wit and the situations are never exaggerated. The satire of the senitimenty
strain in the person of Joseph Surface is subordinated to the expression of fre
wit which irradiates all the characters. The subtle delicacy of Goldsmith’
comedies is however missing in the plays of Sheridan.

6. Comedy of Ideas.

Bernard Shaw calls his plays Sui-generis. They are wrilten in a light
hearted manner full of wit and humour, but they deal with serious ideas. Hi
plays are realistic and they deal with the pressing problems of the society i
relation to the individuals. It was Bernard Shaw’s aim to focus the publi
attention on the social problems and expose the sham and follies that li
beneath them.

Bemard Shaw popularised a new type of comedy. Robertson’s Sociel
heralded this type. He was followed by A. W. Pinero and H. A. Jones wi
made the drama a vehicle of social criticism. But the most powerful influent

ied to revive th ’J
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of the burning topics and the ideas are Presented in an objective manner. Shaw

found all these materials readymade in Thsen ang utilised them to the fullest

extent in his plays.

But Shaw is different from Ibsen in temperament and outlook. The Ibseni
drama is filled with the chilling atmosphere of Scandinavian 1;)01: Hsem?n
the language of Chesterton, “a very depressing person”. His plagys Bavé aetrl: 112
undertone. It is due to his earnest preoccupation with social and moral evfls
ADoll’s House has adepressing end ; the Ghosts isatragedy. But Shaw brings;
to the drama a radiant cheerfulness. Hjs plays are aglow with wit and humour
Laughter is the weapon with which h: castigates the contemiporary socicly:
He makes us laugh all through, but behind laughter lurks his serious mind
dissecting the t)avils of the society and drawing the people’s mind to the pressing
problems. His plays are genial comedies, but they shake the audience out of
their complacency and make them think of the problems that plague them in

the society. His dramas thus do not offer recreation for idle moments ; they

provide food for thought in serious moments. He has said : “T write plays with
the deliberate object of converting the nation to my opinions on sexual and
social matters.” His plays stimulate thinking on and revaluation of the old,
conventional traditions and faiths. But his plays are not mere propaganda or
tracts ; they are full of humour and wit which are their enduring charms.
Shaw deals with social problems like prostitution and slums in Mrs.
Warren's Profession and Widower's Houses. These plays are satires on
capitalistic society. He deals with the questions of marriage in Getting Married
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da. The Devil'’s Disciple, The Doctor's Dilemma, Major B,arba,q

Cands , i oortant social and mo
detain Brassbrow's Convemo;/l, thll"',O‘:"" ‘:; S;;:;’:;’::: You Never Can ;:‘2
ques Agens M‘"’- mafuic illusions about love and war, Marriag,
are pleasant plays shattering ro wusaleh, Shaw trench

. In Man and Superman and Back to Mat i “NiChey
and h.cmlsm" idea of creative Evolution. Thus Shaw deals with social ang
on.ph ﬂos?zllc?c:e;seaand raises fundamental questions 3'?0‘_“ tlf‘e basis of
rnl:::xs;f:lland social ideas. Shaw always draws portraits Ofdlnt::ﬂ;it:;::':;uﬂ,
of the contradictions between the profession of reason an il the

Inner Will. It is in this sense that the majority pf the dﬁ;mas}’ r Never (s.‘of

humour. The best illustration is found in the pleasant play, fou an
TelLShaw's method is always comic and sometimes farcical. He often mingl.es
comedy with farce. In Arms and the Man he ma.kcs us l:}ugh at ?’lf‘ms‘fhh’s‘
fear of death in the first Act. Sheer horse-play is seen in the dlsfmgmsl.]ed
barrister’s taking part in a carnival dance (You Never Can Tell) or in the liop
dancing with Androcles (Androcles and the Lion). ‘ .
Shaw’s dramas are propaganda plays, but they are reheved. by sparkling
wit and humour. He has made propaganda art by mingling seriousness with
mirth, philosophy with fun. His discussions are witty. He devel-ops h.lS theme
through the clash of ideas carried on through stimulating and w1tt).! dialogues.
Granville Barker in his The Marrying of Ann Leete tried the Shavian method,
The most characteristic Shavian quality is the ability to make people think by
compelling them to laugh. He has shattered the illusions and cherished ideas
in a light-hearted comedy scintillating with witty conversations. He has
discussed the propound philosophical ideas of creative Evolution in the manner
of hilarious fantasy.

7. Prose as the medium of drama.

Verse was the medium of drama in Greece and Elizabethan period. The
dramas in the classical period of Greece and in the romantic period of
Elizabethan England were of Greece and in the Elizabethans forged the supple
instrument of Blank verse which was eminently useful as a medium in the
plays. In the hands of Shakespeare, it was made flexible and pliant enough
to express all the moods and moments in the life of the characters. The switch-
over from verse to prose was very natural in Shakespeare’s plays.

Poetry is the language of emotion or passion, the expression of heightened

and e.le,vatcd moods and feelings. Prose is the language of ordinary work-a-
day life. No man in real life ever talks in varca ne macfe. a1

COMEDY
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dering of real life uses prose 55 th:,y. He'nce Modern dra
e

d : ium of ama, being a faithful
jisti than tragedy as it dealg direcuy with I'fexpressmn. Comedy is more

1te, wi
the langy, th manners and morals

clowns and comic characters speak prose

omantic love-making of Orlando and Rosalind in As You Like It s carried
on in verse the witty exchanges of love between Benedick and Beatrice in

Much Ado About Nothing are done in prose,

This gives the clue to the exclusive use of prose in modern dramas. The
realistic drama of the modern age uses prose as its natural medium. Both in
ragedy and comedy prose is the medium of modern drama. Bernard Shaw who
is the pioneer of modern realistic drama in England advocated prose as the
suitable medium of drama. Modern dramas are mostly discussional, Discussion
has replaced action in them. A clear, direct, conversational pose is considered
as the most natural medium of expression by both comedians and tragedians.
Shaw, James Barrie, Somerset Maugham, John Priestley handle prose in their
plays with consummate ease and flexibility. They are mostly comic writers.
John Galsworthy who wrote mainly tragedies like Justice, Strife etc. also uses
prose with superb dexterity. Their main argument s that prose is the natural
medium of conversation between individuals and through the use of prose, one
can come close to reality.

T. S. Eliot revived verse drama as a reaction against modern realistic prose
drama. Eliot says in defence of verse drama : “The tendcn?y at any rate of
prose drama is to emphasise the ephemeral and superficial ; lf.WC Wa"l”lo get
at the permanent and universal we tend to express ou.rselves in verse.h Eh:t
further says : “Poetry is a natural and complete medium for drama, that the

prose play is a kind of abstraction giving you .onl)'l a part of \-vhafr ;he ;,lhe:l(;:
can give ¥ T Q Fliot revived verse in drama in his tragedy like The Mu
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The Cocktail Party and The C""ﬁdfnriq,

Party, deceptively comic in general handling complete)
arfy. of a precise, Jucid verse artfully 'f"C"dcd o
favour nce painfully conscious that

ino the audie .
hout mnkmicr Fry uses Verse, but his dramag “
Thor etc.) are mood piece,

at the modern reviva] of

&8
in the Cathedral and in his comedy
Clert. The G ockzail ‘
poctic effects
ess wil
J : Eliot, Christop :
hears poctry- After ' Y
Phoenix too Freguert, The Lady's no: f.'(;r al:)l;’zlrlc ng(' %
e a. Thus 1t 1
rather than structured drama Thss[ul. The prose drama has come o stay apg

postic Cta e Suc(;ccrs The verse dramas in the Romantic perjg d
sppeals to the e ”;f‘ “gfn rhis: genre have failed to establish themselve
and the essays of ‘W. B. cL:Ol been able to evolve a verse form that is flexib),
The verse dramauslsl f:"‘;c,-vc the purpose of conversations in modern realistj,
and adapiable eno.ug ]12011 of distancing and is suitable for the dramas dealip, g
d?:vzzm;ﬁz‘::s (;r high Tife. Prose which is the conversation.l ]f"?_gUch
;f‘ comr'non people is therefore the suitable medium for modern realistic plays,

8. Experimental Drama in the Modem.A.ge.‘

It is no longer possible to keep the old distinction between (r.agedy and
comedy—a distinction which had always been an unreal one."l’he Elizabethang
could not maintain the distinction in their dramaitc practices. The)./ Wrote

Shakespeare wrote dark comedies like

mingled drama and tragi-comedy. ote ' i
Measure for Measure and Troilus and Cressida in which there is happy ending

but the atmosphere of these plays is dark and gloomy.

The drama of the twentieth century is engaged in many experiments,
Dramatists like John Osborne, John Arden, Harold Pinter, Henry Livings, N.
F. Simpson, Arnold Wesker and Tom Stoppard cannot be classified as ‘tragic’
or ‘comic’ writers in the old sense. It is probable that the tragedy of the
Shakespearean or Schillerian type belongs to the past. It is, however, true that
Greek tragedies and Shakespearean tragedies still appeal to the modern theatre-
goers. The comedies of Aristophanes, Moliere, Congreve, Sheridan and Oscar
Wilde still retain their appeal to the imagination of the audience of the twentieth
century. But the modern writers of drama have different inheritances and write
in different social milieu. The ethos of modern age is one of boredom and
cynicism. So bright romantic comedies with an optimistic and happy note are
seldom written, Bernard Shaw wrote serious comedies ; Galsworthy; Ibsen,
Checkov showed the utter helplessness of modern tragic heroes. The tragedy
that exalts human personality even in his death and discomfiture is a thing of
the past. There is hardly any redeeming note in the stark tragedy of human
predicament in modern tragic drama,

avoids
stir poctic awaren
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John Osborne’s Look Bacy in A

i Engli nger mark .y

o the history of English drama, 1, immduce:daﬂ;ee be:!nnmg of a new age
W kind of drama to the

i ;
snglish stage- Itis a comedy, pyq ;0 "
wilde. In this play, storne dcpicl:slz l;:.l','ke the comedies of Sheridiiiaid
3 djuSwd contemporaries, The subject of ti}l]gcl)' Maturalistic picture of mal-
(ween those who have growp up in comfo © play is the hidden class-war
who have f"_”gh‘ .their Way up the socig] s::ia . b°“r§'¢0is homes and those
guposes the injustice and inequality yp: sti?ls by their own intelligence. It
gpite of the ‘Victory for democracy’, Tpe ol seemed to exist in Britain in
from England’s “Angry Young Man’. It underliy 15 the first 'signiﬁcam protest
man and his wife—a girl of higher social clasg,n_es the ?Onﬂlct between young
his anger and frustration. It s 4 comedy with 3 ‘S"tho' 15 unable to understand
Amold Wesker’s play, The Kitchep, showed the :2;:5’ f anger and protest.
mic, between the people working ¢h e relations, 'bolh tragic afld
;Zrley - Roots and I' talking abo ft J;l:;all-hs trilogy—Chicken Soup with
’ er— )
a group of people‘ who try to improve the world ;ndug:;;src:;:;:?;eha'lr:e“fleaos{
are an unusual mu'iturc of tragedy and comedy. The plays deal wit.h the gas)xlc
peed of human Vbcmgs. for satisfztctory living. Chicken Soup with Barley ends
in wretchedness. Yet in the play’s last words, Sarah urges on her son Ronnie
the need to care ab?ut what happens, to himself and 1o others, the need not
only to face _dlsu'lUSlon but to see it as irrelevant if one is to g0 on as a human
peing. Harold Pinter’s The Caretaker shows life as a comic absurdity. Its
setting is a room in an otherwise empty house—a room filled with an
accumulation of rubbish amassed over the years, whose ceiling leaks, whose
ownership is claimed by each of two brothers—a room where we find love
and pity, cruelty and forlorn solitude. We are often puzzled by the things that
happen there, but we have a sense that they correspond to things that do happen
in our world. Ionesco’s plays also produce mingled effects of tragedy and
comedy. The clinical study of depression and despair is set off by comedy.
He calls his plays ‘a comic drama’, ‘a tragic force'.

Samuel Beckett is a leading exponent of the “theatre of the absurd”. His
Waiting for Godot concentrates on portraying the hopeless condition of
mankind by means of absurd happenings. The scene is a wasteland with the
remnant of a tree. At the beginning of the play Didi says, “And I resume the
struggle” : and at the end Didi and Gogo do not hang themselves. The tree

has leaves on it ; the rope is not used. The two tramps wait in the was(el;?nd
y or may not exist : “Nothing

ful”. It is grotesquely comic,
rd condition of man.

for an unidentified person, Godot who ma
happens, nobody comes, nobody goes, it's awe
yet it has a tragic undernote as it depicts the absu
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- er by OSbO ’
Back in Ang  Galswo

The plays like Look o
Grey ang Avery Hopwood: g ff‘g'{"‘w(;iring for
but the atmosphere s d:}rk. }?cc.l.\cﬂ‘*a de'laisseme
allegory .of whzft the h:i:::’c“r‘:nn ramatist Edward Albf:e (Who's Afraid of
Resounding Tinkle). ¢ S Rosencrantz nd Guildenstern are dead)
Virginia Woolf /) and Tom topp! eatre of the absurd. Their
wri dy. Checkov’s dramas are essentially
rtones. In Cherry Orchrd, he showg
pects of man’s folly. Humour anqd
¢ reading of human ineffectuality,
not be described in the time.
medy. They depict the basic predicament
tragic aspects of the life in the modem
tially serious. He evolved a new
nted in a comic manner. We

ters who US e ideas of the t
odern dark come

y have comic and ironic ove

f tragedy and cO

honoured categories 0 i
comic and

of modern men with the
age. Bernard Shaw's comiC plays ar¢ essen

type of comedy in which serious ideas are prese
Jaugh and at the same time We think.

9. Farce and Comedy.

Farce comes from Latin
in the church liturgy. Later,
carly liturgical plays.

The word now refe
as crude comic scenes, physica
ridiculous situations of characters.

wto stuff”. Originally it was any insertion

farcire
comic scenes interpolated in the

farces were the

s laughter by such devices

1 buffoonery, rough wit and the creation of
Farce is intended to provoke laughter, not

the reflective kind, but the uncomplicated response of simple enjoyment. It
employs highly exaggerated and Judicrous situations and makes free use of
broad verbal humour and physical horse play. A farce depends on exaggeration

a situation is created for the sake of

of characters and situations. In 2 farce,
laughter and sometimes characters are exaggerated in order to create hilarious

rs to any play which evoke

effect.
Comedy is rooted in farce as tragedy is rooted in melodrama. But a comedy
has melodrama and is not a

has farce, and is not a farce just as tragedy

melodrama. Brandon Thomas’s Charley’s Aunt is a farce, but Shakespeare’s
The Taming of the Shrew or Goldsmith’s She Stoops to Conquer have farcial
elements but they are comedies. The gulling of Malvolio in Shakespeare’s
Twelfth Night or the knock-about scenes in Shakespehere’s The Taming of the
Shrew.are farcial, but the plays have the logical sequence of incidents and
evolution of the plot through the interaction of characters and situations.

" enlightenment through recognili

. COMED
s trick to deceive hig N Y
0
71

Tony
.~al, but the inciden ; ther j ;
rcical, but the incident jsge Into going royng
joes not jar on realism, The Mevitably from the and round the house is
gtructure, nOt extraneous to iy Sg}l: l::ng of Malvolig (i:ha.mter and the plot. It
- Shakes s integrated to the
plot

arce. T i DU on farcicy| Peare’s 7
1cal sitygy e Comedy of Errors is a pure

o ion of
) istaken iders:
ituations 5 en identity. In comedy,

simply for amusement. It has no rely

X o o A FoLr tio .
puffoon appears to delight the audien " to the main plot. In many farces, a

. ce by physi .

etimes vulgar talk . Y physical a

somt & s. He is an autonomoug charac‘t::ro'nst, 5:!055 Essp A
introduced simply for

causing ‘belly laughs’. In Jonsop’

indulge in buffoonery as for exaslc::)li ;‘;m;dy %\ wours lanctess ofieg
Humour of subtle in The Alchemis; Arp en o’r Matthew in Everyman in his
¢iron and the buffoon is an anticip;ition ls[fotle " auglysi of the alarpn, 0

e omedy is meant for langhter and ]auoh thc‘ comedy of Humours.
dities and cccentricities. Thus farce s intf:r (;S produced by the ridicule of
But comedy is a drama and in a good dram;“ﬂ']Spens;}b]e pat of a comedy,
p::t a?:go;h?;ac:;r. Anything that comes s,udd(::r:l):’v ]zlllnge »:rli]fhgg?er:::'eo()f
i ; 3 ious
;1 ai)vo]io o 'e same is bon.md to .dlsturb the probability and prez\lism.

lio s in a way that is convincing ;. Tony is true to his ch
Rosalind’s mock courtship in the forest of Arden is justified by th f‘racfef-
and characters. I.:arce creates fun, but comedy aims at wit andyhu:;:lma;mn
good' corr?edy,.dlalogues are witty, and characters exhibit their dddilicsr;lnge?'
thf: situations in which they are placed. There is ‘thoughtful laughter” in the
wx'tty conversations of Benedick and Beatrice and the bargain scene between
Mirabel and Millamant. A good comedy carries out rich suggestions and

provides a criticism of life.

10. Dark Comedy and Tragi-Comedy.
The rigid division of drama into tragedy and comedy does not always hold

good. Literature, and for that matter drama cannot always be bound in cast *
iron formula. The Greeks were drict in following rules in dramatic

composition. For them, tragedy is a spectacle of suffering leading to the
on, while comedy is meant for laughter, and"

sometimes intellectual laughter.
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others extended the scope of boy,
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Jaughter and seriousness, D;
\ + Shakespeare wrote The Merchant of
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Johnson calls ‘l : i.comedy. H
ice which ls‘known as tragl Cg “bout a happy ending. Some of the playg
y Philaster belongs to this group. Itis 4

n Ttaly. The typical tragi-comedy conceng

ers involved in improbable situations. Shakespeare’s ]as.t plays,
noble c}.lamCTh; winter’s Tale, The Tempest may be cal!ed tragi-comic
C)mbelmc'.m " arc romantic qualities like ideal love, music, supernatury]
romance- 11 ot in which hero apd heroine are

i ble situations, elaborate pl . -
elements, improbable Cgt[gc 2 ];&)lly' e

—rescaed trom imminent disaster so that the play may .
;S;pest Prospero brings his enemies under his control, subjects _thcm to
€ 3

ferings Ferdinand and Miranda suffer the torments of love. There are
z;nspimcies conflicts, pains and agonies. Ultimately Prospero by his magic’

power resolves all the complications into happy conclu?“ion . Fletcher in
defining the term tragi-comedy in his pereface to The Ff:ttl:ful Shfpflel'dess'
wrote : “A tragi-comedy is not SO called in respect of mirth and killing, but
in respect it wants deaths, which is enough to make it no tragedy, yet brings
some near it which is enough to make it no comedy........- ?

Dark or sombre_comedy 1s 2 peculiar product of Shakespeare’s genius.
ShaE_ are’s three plays—All's we
and Troilus and Cressida are ¢alled dark comedies because they have nothing

of the gay spirit of comedy and describe dark aspects of fife and reveal a mood
Cressida, we are

ere the action apparently leadi\ng

Il that ends well, Measure for Measure

COMEDY

{ ing Haml
l“"l“d.mg. Hamel ®e !‘"(’w“ as problem plays, §
1 artificial rotten society and he suggests 4  Shakespeare introduces us to

) : ts
the audience 1n a state of unresolved mys?ezOblem. But Shakespeare keeps

Modern plays are experimental dramas,” There il
a blend of darkness

73

ofucsd by e sense o sty s oo s
Znding- ohn Osborne’s Look Back in Ang <L cKistence andh_m

eris a com 3 .
sedies of Sheridan and Wilde. Tt depicts the con medyl,w but is unlike the
cen a youngman

d his wife—a woman of higher soci ;
-:?s anger mdm. The play is m}l]l :tl_?‘:’)s‘;\t‘;:o = ““.ablem
/s ociety where: an ec?ucated young man belonging to ‘;: l':“:chnents of modern
Jesirable social adjustment. There is, however, a forced her class cannot find
reunion of husband and wife. Arnold Wesker’s play, The ;I::) );x -
relations, both tragic and comic between the pc<;ple worii:n ;};ows thﬁe
Tri]ogy——Chicken Soup with Barley, Roots and I'm talking aboir p re. His
anderscore the hard life of a group of people who try to improve ;fusalem
and better their life. The plays are an unusual mixture of tragedy and gl
Chekov’s Chery Orchard underlines the mixture of tragedy and zzmegy.
There is a dark atmosphere created by the felling of the trees in the or:‘hcarz;-
There is agony in the destrugﬁon of the old order. But the rages of ages ar:;
cancelled by the acceptance of the new order. Tonesco’s plays also produce
mingled effects of tragedy and comedy. The clinical study of depression and
despair is set off by comedy. He calls his plays ‘a comic drama’, a tragic
farce'. These plays pose dark problems of life and create an atmosphere of
gloom and anxiety, but they end in acceptance and happiness.
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