Satire on stage: Venice Preserved Reconsidered

Can satire be on stage—is it possible as mode? As a genre? How would it fit? This issue
arose in my recent course on Restoration and 18" century drama....Otway’s V.P. was
categorized as menippean satire in the Broadview Anthology. Canfied’s approach has
value but it seems like an overstep. Munn’s intro about political satire etc....

But what is the effect of the mode?

Need to look at Weinbrot's book on 18" century satire.

Something to ork with—intellect versus passion. Tragedy presumes emotional
engagement. Can tragedy have been decentered?



When Satire Traipses Across the Boards: Venice Preserved Reconsidered

Teaching Otway’s well known tragedy this past semester, | encountered a student who
was puzzled by Canfield’s categorization of the play as a menippean satire in the
Broadview Anthology......... “But it isn’t funny.” the student explained, offering the
well known response of a Restoration novitiate who has been weaned on Family Guy.
We discussed the emerging hybridization occurring on the London stage at the time, how
tragedies and comedies alike were beginning to push against their historical and generic
delineations. Indeed. Jessica Munn’s definition of the play as a tragic political satire
speaks to the complex status of dramatic genre at the end of the seventeenth century. The
student’s question does raise an important question which, to this point has not been
adequately answered: what is the effect on the satiric mode as it shifts from one genre to
another? [SEE Weinbrot Intro] What becomes of the mode that normally presumes
intellectual distance when embedded in pathetic circumstances?
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Teaching Otway’s well known tragedy this past semester, I encountered a student who
was puzzled by Canfield’s categorization of the play as a menippean satire in the
Broadview Anthology......... “But it isn’t funny.” the student explained, offering the
well known response of a Restoration novitiate who has been weaned on Family Guy.
We discussed the emerging hybridization occurring on the London stage at the time, how
tragedies and comedies alike were beginning to push against their historical and generic
delineations. Indeed, Jessica Munn’s definition of the play as a tragic political satire
speaks to the complex status of dramatic genre at the end of the seventeenth century. The
student’s question does raise an important question, which to this point has only been
cursorily answered: what is the effect on the satiric mode as it shifts from one genre to
another? [SEE Weinbrot Intro] What becomes of the mode that normally presumes
intellectual distance when embedded in pathetic circumstances?



When Satire Traipses Across the Boards: Reconsidering Otway’s Venice Preserved

Teaching Otway’s well known tragedy this past semester, | encountered a student
who was puzzled by Canfield’s categorization of the play as a menippean satire in the
Broadview Anthology of Restoration and Eighteenth-Century Drama. “But it isn’t
funny,” the student explained, offering the well known response of a Restoration
novitiate who has been weaned on Family Guy. We discussed the emerging
hybridization occurring on the London stage at the time, how tragedies and comedies
alike were beginning to push against their historical and generic delineations. In fact,
Jessica Munn’s ambiguous label for the play—a “tragic political satire”—speaks to the
complex status of dramatic genres at the end of the seventeenth century. It was the age of
satire, certainly, but how pervasive was the satiric mode outside of verse satire? Does
satire venture to invade all genres of drama as well—even a tragedy like Venice
Preserv’'d? What becomes of the satiric mode that normally presumes intellectual
distance when embedded within pathetic spectacle? That Otway eyes the satiric bluntness
of comedy is hardly disputable given the (in) famous “nicky-nacky™ scenes.

Munns’ Restoration Politics and Drama. The Plays of Thomas Otway approaches
such a consideration by arguing that Otway’s dramas “subvert the languages and
symbolic enactments of traditional, monarchical, and non-consent power.” But Munns is
most concerned with the playwright’s transitional position as one critical of vapid
paternalism yet suspicious of the emerging progressive ideology. As such, her important
work avoids to a great extent the generic ramifications of Otway’s play. More recently,
Derek Hughes. ..

Bla blab la

Add note about new historicism and human sacrifice?
Include gender notes? Go through 3 writers....?

NEED to check previous categorizations....
Canfield’s earlier essays? Books?



When Satire Traipses Across the Boards: Reconsidering Otway’s Venice Preserved

Teaching Otway’s well known tragedy this past semester, [ encountered a student
who was puzzled by Canfield’s categorization of the play as a menippean satire in the
Broadview Anthology of Restoration and Eighteenth-Century Drama. “But it isn’t
funny,” the student explained, offering the well known response of a Restoration
novitiate who has been weaned on Family Guy. We discussed the emerging
hybridization occurring on the London stage at the time, how tragedies and comedies
alike were beginning to push against their historical and generic delineations. In fact,
Jessica Munn’s ambiguous label for the play—a “tragic political satire”—speaks to the
complex status of dramatic genres at the end of the seventeenth century. It was the age of
satire, certainly. but how pervasive was the satiric mode outside of verse satire? Does
satire venture to invade all genres of drama as well—even a tragedy like Venice
Preserv’d? What becomes of the satiric mode that normally presumes intellectual
distance when embedded within pathetic spectacle?

Munns® Restoration Politics and Drama: The Plays of Thomas Otway approaches
such a consideration by arguing that Otway’s dramas “subvert the languages and
symbolic enactments of traditional, monarchical, and non-consent power.” But Munns is
most concerned with the playwright’s transitional position as one critical of vapid
paternalism yet suspicious of the emerging progressive ideology. As such, her important
work avoids to a great extent the generic ramifications of Otway’s play. More recently,
Derek Hughes explores the play’s incorporation of human sacrifice in order to expose
patterns of ancient brutality in early modern society. Others like Roland Weikle,
Elizabeth Gruber, and Katherine Rogers consider Belvidera’s role in the play: Gruber
argues that Belvidera is a passive figure whose treatment exposes patriarchal exclusion,
while Rogers disagrees by asserting Belvidera’s demonstration of powerful feminine
values. Weikle, while agreeing to a certain extent with Gruber, asserts that the play
equally demonstrates how the Restoration perceives emotions as contributions to the
disintegration of self. Although these studies explore essential aspects of Restoration
drama, [ wish to further examine Otway’s intriguing manipulation and use of the satiric
mode.

That Otway eyes the satiric bluntness of comedy is hardly disputable given the
(in) famous “nicky-nacky™ scenes. But the play’s overwhelming reliance on emotional
impact reaffirms its categorization as tragedy. And, moreover, the play sublimates the
necessary intellectual recognition of irony so critical in the satiric mode; the audience, at
play’s end, is concerned more with the sensational deaths of Jaffeire, Pierre, and
Belvidera than the discordance between idealized language and the sado-masochism of
Antonio. In Otway’s tragedy. therefore, satire, while not the center of the play,
nonetheless contributes to the destabilization of any ideological underpinning.



When Satire Traipses Across the Boards: Reconsidering Otway’s Venice Preserved

Teaching Otway’s well known tragedy this past semester, | encountered a student
who was puzzled by Canfield’s categorization of the play as a menippean satire in the
Broadview Anthology of Restoration and Eighteenth-Century Drama. “But it isn’t
funny.” the student explained, offering the well known response of a Restoration
novitiate who has been weaned on Family Guy. We discussed the emerging
hybridization occurring on the London stage at the time, how tragedies and comedies
alike were beginning to push against their historical and generic delineations. In fact,
Jessica Munn’s ambiguous label for the play—a “tragic political satire”—speaks to the
complex status of dramatic genres at the end of the seventeenth century. It was the age of
satire, certainly, but how pervasive was the satiric mode outside of verse satire? Does
satire venture to invade all genres of drama as well—even a tragedy like Venice
Preserv’d? What becomes of the satiric mode that normally presumes intellectual
distance when embedded within pathetic spectacle?

Munns’ Restoration Politics and Drama: The Plays of Thomas Orway approaches
such a consideration by arguing that Otway’s dramas “subvert the languages and
symbolic enactments of traditional, monarchical, and non-consent power.” But Munns is
most concerned with the playwright’s transitional position as one critical of vapid
paternalism yet suspicious of the emerging progressive ideology. As such, her important
work avoids to a great extent the generic ramifications of Otway’s play. More recently,
Derek Hughes explores the play’s incorporation of human sacrifice in order to expose
patterns of ancient brutality in early modern society. Others like Roland Weikle,
Elizabeth Gruber, and Katherine Rogers consider Belvidera’s role in the play: Gruber
argues that Belvidera is a passive figure whose treatment exposes patriarchal exclusion,
while Rogers disagrees by asserting Belvidera’s demonstration of powerful feminine
values. Weikle, while agreeing to a certain extent with Gruber, asserts that the play
equally demonstrates how the Restoration perceives emotions as contributions to the
disintegration of self. Although these studies explore essential aspects of Restoration
drama, I wish to further examine Otway’s intriguing manipulation and use of the satiric
mode.

That Otway eyes the satiric bluntness of comedy is hardly disputable given the
(in) famous “nicky-nacky” scenes. But the play’s overwhelming reliance on emotional
impact reaffirms its categorization as tragedy. As a result. the play sublimates the
intellectual recognition of irony—an essential element of the satiric mode. The audience,
at play’s end, is concerned more with the sensational deaths of Jaffeire, Pierre. and
Belvidera than the discordance between idealized language and the sado-masochism of
Antonio. In Otway’s tragedy, therefore, satire is moved away from the rhetorical center
of the play. In this paper I argue that, while on the periphery, satire in Otway’s Venice
Preserved nonetheless contributes to the destabilization of any ideological underpinning.



