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In reviewing the temporal modalities of Romantic Theatre, my purpose is 
to provide a typology and a representative sampling. Not a general typol-
ogy such as that attempted a century ago by Robert Metcalf Smith in Types 
of Romantic Drama (1928), but rather a typology of dramatic time. My 
intent is to draw attention to the ways in which the drama reflected the 
pervasive impact of increased temporal urgency in social and cultural 
behaviour. I acknowledge here the works of several colleagues, who have 
examined the time-obsessed characters and the time-driven plots, and who 
have raised critical awareness of British drama as a major genre of the 
Romantic period.

Among the many studies of time in the drama, I learned much from 
two richly insightful essays: Katherine Biers’s “Clock-Watching: Time in 
Romantic Drama” (2018) and Brian Richardson’s “‘Time Is Out of Joint’: 
Narrative Models and the Temporality of the Drama” (1987). To these I 
must add Marcus Tomalin’s Telling the Time in British Literature, 
1675–1830 (2020), which reminds us, chapter by chapter, that characters 
in books and on stage enlist, just as folk in the real world, a variety of 
means of measuring time. With varying habits and degrees of urgency, 
characters consult watches and clocks, observe the lengthening shadows, 
the shifting light on a sundial, the sifting sand in an hourglass, the flower 
opening and closing its petals, the church bell, the cannon blast, the cur-
few warning. Perhaps not dramatic in themselves, these phenomena can 
precipitate action and reveal character.

As a graduate student at the University of Wisconsin, I was a reader for 
Ricardo Quinones when he was writing on “Views of Time in Shakespeare.” 
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