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2.

TUCTION

Charles williems' Collegted i’lays, exoept for LHe Jhree

Temptations, were written for specific church groups., T Cx
of Canterbury was commimsioned for the 1930 Canterbury Festival, to

be performed in the cloistes of the cethedral. Judent at Chelmsford
(1939) was written to celelrate the centenary of the foundstion of the
diocege of Chelmsford and seed of idam (1936) is a iativity play
written for the ‘leligious Drems Society of the same dioc®se, liguse
By the Steble, The Death of Good Fortwne (both written in 1957) and
Greb and Grace (1941) ,elso Christmes plays were written for a wartime
towring srowp, the Pilgrim rlayers. 'he United Council for !iissionary
Hducation ssked williems to write !liouse of the Uctopus in 1845. The
comnissioning of plays played a large pert in determining subject, theme
and structure, e.g. Cropgmer's setting in the Church end main charecter,
the mein subject of The House of the Octopus (missionary), and
Chelmsford's whole pageant structure and subject matter - the eight
episodes from Chelmsford's history. Williams hed too to consider the
mumber, sex and acting cepacity of members of the groups he wrote for
end mﬁ@ for production. He spesks of this in relation to the chorus
in an erticle on "Religious Dreme”:"The Chorus is often, it seems, a metter
of necessity in which the author has (very willingly, to oblige the
produger. At least I know it hss been so in my own cese.” But he adde
"I am far from saying that one is not responsible, even so, for what one
makes of it.”

The subject of this essay is what ¥illiams makes of the
limitetions or possibilities of the occasions for, and traditions in,
whioh he wrote,
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'ﬂl’@mﬂa does not destroy art. Vissionsry plays (with
whatever mission) can yei be well written and effective., But there is
& condition end it is that the design must not be imposed from without.
eeoln art nothing is excitin: but ert.,..'ropaganda, if eny, of the

ides must arise from within...."l

Chopter 1 , eckground

7illiems' Collected Flays, in the trsaition of religious drems,?
are didsctic i.e. they are "designed to demonstrate, or to present in an
impressive end persussive form, 8 moral, religious, or ccher thesis or
doctrine.,. to be distinguished from purely imaginative works which ere
written, not to propose or enforoe a dootrine, but ss ends in themsslves
for their inherent intereat end mmmd.".5 Unlike his novels they ere
all explicitly Christien, Willisms "belongs to the tradition of
Christian trenscendentalism in English poetry - Spenser, Vsughan, the
later Wordsworth and Coleridge, end Pam.”“. Yet he was largely
responsible for the Oxford University Press’'s translations of
Kierkegsard, end Williasma' work shows the influence of E-’.hrl':ogaard.5

#illiams wos an Anglicen, combining a High Church love of
liturgy end emphasis on tradition - both seen in Crammer - with a
protestant individuslism emphasising the Bible and personsl experience.’
But his protestantism was romentic rsther then fundamentalist. “There's
no need to introduce Christ unless you wish., It's a fact of experience”
says Peter Stenhope in Descent into Hell, one of Williams' novels.
And in sn erticle celled "Natursl Goomul"/{wmhu wrote A"It is o
little unfortunate thet in ordinary English talk the words "natural®
and supernatursl® have come to be considered as opposed rather than
as complementary.” For his approach is sacramemtalist. In Crenmer, The
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Deathh of Good Fortune, and jeecd of idam, this approach is seen in his use
of the word "imege",

An imege is something through which God cen be knmown. In Williams !
novel The i‘lece of the idon hutterflies are éne imsge. Demaris Tighe
sees them merely as butterfiies, but to her father they are transfigured.
le aifirms the image. “illisms' use of the word "imsger is more than
Pmentic nature mysticism, however, just as John in Terror of Light
vehenently denies being "wnat the literery people call a wpiwe - mystic.”
(pe 328). In Crspmer imsges include weelth, admiration, the English
Bible, iioman Catholécism, Protestantism and Anne Boleyn. Zoch & these
is valusble, esach, in sore way, and to a greater or lesser extent, images
Gode But when they become ends in themselves, they are "digeased”.
«illiamg' distinotive theology of romantic love is a development of this
view. I'e interprets Dente's Living Comedy in terms of the ime e, and
there explains what he mesns by that word., "The imege of Beatrice" existed
in his thought, it remained tiuere and was deliberstely renewed. The
word image ie convenient for two ressoms. First, the subjective recollection
within him was of something objectively outside him; it wes an image of an
exterior fact and not of an interior desire. 1t was sight snd not invention,
'ente's whole assertion was that he could not have invented ieatrice.
3econdly, the outer exterior shepe was understood to be an image of
things beyond itself. Coleridge seid that a symbol must have three
charsoteristics. (1) It must exist in itself, (ii) it must derive from
something greater than itself, (i4i) it must represent in itself that
greatness from which it derives. I have preferred the word image to the
word symbol, becsuse it seems to me doubtful if the word symbol nowadays
sufficiently expresses the vivid individusl essence of the lesser thing.
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Beatrice was, in her degree, an image of nobility, of virtue, of the
kedecmed Life, and, in some sense of Almighty God himself, But she also
remeined Jeatrice right to the end, But as the mental knowledge or image
of hor is the only way by which she herself csn be known 55 she berself
is (for Dante) the only way hy which that other Power cen be KNOWN e
since in fect, it was known so. The maxim of his study, as regerds the
finsl Pover was : "This also is thou, neither is this thou."*©* In his
article "The Theology of Romentic lLove" «illiams stresses that Love is
not persomsl in that "Love does mot belong to the Lowers but they to it"°,
So lery, in his play Seed of Adem , explains to Joseph that being in love
is a literal statement : "to be in love is to be in lowe,
no more, no less, Love is only itself
everywhere, et ail times, and to all objects"(p.159).

In common with Ellot, ¥illiams speaks of the division in the
history of Christendom between the affirmative way and the negative way.
He points out that although "the Way of the Hejection of Images has been
far more conaidered throughout Christendom, the two ways have the same
maxinm and the same aim -"to love everything because God loves it." This
is their union and, this laid down, one way is not superior to the other
nor perheps more difficult.” 10 Amne Rl dler guotes e letter Williams
wrote in 1945 which shows the relstion of the two weys more clearly.
"The essentials of the one Wey are the sccidents of the other...There must
be sooner or later even in the Way of Affirmation, some sort of seclusion
of the soul to the Ommipotence... the Hejection asims at this as a
continuel method,..the affirmation endures it when it comes., As the
Rejection has always to allow its debt to its parents, its teschers, its
food and shelter, perhsps its love....ie call it the Way and the other Vay,
but esch is included in the othey "1 7o enphasise the equality of the

Affirmative tay Williams quotes the criticism of Christ - that he was



"s ;1ut¥Inous men end a wine-bibber,"

shrist hinself issof course, the image par excellence. And
the presence of God, in some way, in people and things is "the principle
of Incammstion.” it is for example by virtue of the Incernation that
Lros and Agape srxe no longer divided." Incarnation is central to
#illisma' thought, and is the besis of another key idea of his, This is,
in his idiomrthe Way of Exchange. '"The ioly Ghost moves us to be, by
every meens t0 which we are called, the Images of Christ... It is the
intercourse of these free imeges which is the union of the City, The
neme of the City is Union.... the process of that union is the method
of free exchanze." 12 uilliams here speaks of the oity becsuse of the
matual &epe@za of the citizens of sny city. The city is an image
of the City of God, "Our whole social system exists by en unformed
agreement thet one person shall do one Job while another does asnother.
loney is the means by which these Jobs are brought into relation, the
'means of exchenge'. It is usually the medium in which particular
contracts are formed. And contract, or agreement, is the social fact
of 'living by each other.' This is the evident sense of social exchange.”
It is the seme exchange as thet of the Churcih when it "declsred a union
of existences. It proclaimed that our own lives depended on the lives
of our neighbour. 3St. Anthony of Egypt laid down the doctrine in so
many words : "Your life and death are with your neighbour,"

August es that doctrine masy hawe been, it is clear that it
very soon became modified., It is regerded ss Clwristian to live 'for'
others; it is not so often repgarded ss Christian doctrine that we live
'from' others. There hss been, everywhere, a doctrine of unselfishness,
but that the self everywhere lives only within oth&s has been iess
familiar. The "bear one enother's burdens” beceme, on the whole
an ext¥¥1® thing," But Willisms olaims thet ewchenge in the Christien
Church differs from ordinary social exchange, mot in kind but in power?
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for an inner substitution cen be made. "Subatitution can be practised
by bearing one another's burdens interiorly as well as exteriorly, by
the turning of the genersl sympsthy into samething of immnediate use;

by 8 compact of substiiution... Compacts can be made for the taking over
of the suffering of troubles and worries and distresses as simply as an

assent is given to the carrying of a parcel.”"”In lhe lio

Alayu end Anthony discover this depth of exchange., 4As is seen in this
play Williams held that exchenge over-rides barriers of time, place and
death. The Christisn stress on substitution is besed on the Incarmation
and Atonement of which Williams held s substitutionary view. “All life
is to be vicarious" he insisted, because "it is in the exchange of
burdens that they become light... "He saved others; himself he cannot
save” is an exsot definition of the Kingdom of Heaven in cperation."ls

The kingdom of hesven, the oity, the republic, wWilliams contressts
with "the Infamy". #illiams continuelly discusses the nature of good
and evil and their relstion. His besic view of evil as the perversion
of good is orthodox. It is his presentation of good and evil that is
distinctive, Anne Ridler suggests that the central point of all his
wordd is the possibility of seeing all the universe as good. This was
"a possibility” something he would not have thought of unaided by Revelation.
It wes experienced at certain rare moments only, and could--snd should ==
be questioned., "A grest curiosity should exist about divine things. llan
was intended to argue with God, Humility has never consisted in not
asking questions...."* "Christian drems v,.must...recover the spectulstive
intellect....consider the nature of God"'®, Williems does this in some
of his plays, centering his discussion in s central symbolic figure,

For any sort of comuunicetion, the reader, listener, or member of
the sudience must perceive some relstion between what he reads, hears or
sees and his own experience, Comunication depends on shared owerlm}
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The suther drews Ifrom his own experiencve (including literary experience)
certain conclusions or generslisstions. Le wilil, to & grester or lesser
extent, be able to express these, -r find espression of them,in a formula
common te scee treditlon, ®.pe realpious or culturss. Ii he is writing

for people whe share Lhis tredition, ocuamnicetion beccmes less difficult,
Ee has only Lo mention, or Wwriefly outiine the formule (o set in motion

& trein of asssociations in the mind of his sudience, @illiams uses the
Christisn tradition e.ge in Ihe Deeth of Good Fortune, where .ary intmiuces
hersalf quiokly and then sits silently on stape for much of the play. By
her mere presence she is an effective counterpoint to the sotion,
comaunicating st first the insulficiengy of Good Fortune, ang after his
death, resson for hope (the Nativity,, wiliiams does mot need to build up
the character of lary at length because he can rely on “prefabricated
asspociations”™ in tre sudienve., Limilerly e uses people or types from
Inglish hlstory=e=i{ing ieary VII1 and the rriest and ireacher in Crammer,

In the same pley ho uses the Communion Service from the Dook of Common Freyer
end the 1588 Sible, It 4s helpful to understand the literary tradition of
the suthor in the same way as it is helpiul to know his religious tradition.
The formuls mey be a particular rhythm, or type of imege, which helps

place the speaker in time or place or cheracterise him, Or the formuls may
be a stock cheracter. Stock choraoters sre pert of sny litersry tradition.
They arc more general then e.ge. King Henry, end their evostive power is
consequently lessened. They bave the sdvantage however of a more widespread
scoecptance, #illisms uses them extensively e.g. charecters in Death of
Good Fortupe include the Lover, and the old womsn who dislikes her dsughter
in lew, And in Jouse of the Cctopus there is the larshall who is the
exponent and practitione- >f peychologicel warfare. Stock characters are most
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prominent in literature which secks to show a generel pattern in life,
such as religious drema, satire, romence or expressiorkm. These
themselves ere formulee, In satire, such as The Importance of ieing
Larnest, tie typleal qualities of stock characters arc stressed)even
caricetured (e.g. the effusiveness of (wendolen and Cecily on their
first meeting) to evoke attitudes of amusement, contermpt, or ssc:m:u."j"3
In Crab and Grace the morslity figure of iride, who calls herself
Self-iespect, is similarly t@ad to show that self=-lespect is
merely s more subtle form of pri.d;. In romance, complexity of
cheracter is sacrificed %» "the truth of the humen heart."l7

Gexy F, Weller sees Williams' novels in the light of the romence
genre and some of Chase's comments are spplicable to he House of the
Ugtopus and others of ¥illisms' plays :thc oharecters and events have
a kind of abstracted simplicity about them,..character may be deep but
it is narrow and predictable. fvents toke place with e formalised clerityee.
the characters, probably two-dimensional types, will not be complexly
relsted to each other or to society or to the past. Human beings will
on the whole be shown in idesl relstion === that is they will share
emotions only after these have become abstrect and symbolic...Cheracters
may become profaundly involved in some way,... but it will be a deep and
narrow, an obsessive involvement...the plot we may expect to be highly
coloured. Astonishing events may ooccur and these are likely to hsve a
aymbolic or ideological, rether than s reelistic plausibility...the
romence wiil more freely veer towerd mythic, sllegoricel and symbolistic
farms, "

Expressionism moves further than romance from"a realistic
plausibility.” Strindberg, often regsrded as the founder of expressionism,
introduces Dresuplay with the comments : "time and space do not exist,

on a slight groundwork

LIBRARY
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of reality, imegination spins snd weaves new patterms mede wp of memorios,
experience ,unfettored fancles, absurditiecs end Liprovisstions, The
characters are split, double end muliiply, they evsporate, criastellise
scatter and converge., But s singlc consociousnses holds sway over them

8ll === that of the dresmer. For him there sre no secrets, no incon.ruities,
no scruples and no law, ie neither condeme nor scquits, but only
relotesse.td Villisms takes expressionist liberties with plsoce end time
especislly in jesd of iAdem, in which, for emssple, sdam is the father

of 'ary, andof the tiaee iings; he is Joseph's lord and me:ges into Cecsar
sugustus, ‘his expressionism is not as abstrect es . trindbery's; sillisnms'
charaotepa are definite hystoricel/mythical figures. ixpressionism es
“4lliems uses it is in some wey a treditional device of religious drems,
speaks of the "medieval

penchant for mingling expressioniem with reelism,” ziving es en empmple
Joseph in Lgypt stending & few feet swey from his ixetiren in :siestine.
“he compression of time snud spece sre tresditional in e dreme thst erose
before the "historicsl sense” Jdominated :estern views of history.
‘erging of charecters hss » basis in tredition in the merging of sbstract
aaslities and historicsl characters, or in the progressive revelstion of
character ss in sgnivicence. 4nd a theological besis in for exmmple,
typrology, But the extent of thecompression is far grester im o play
such es 3ged of idam. Roston tekes too en exsmple from pictoricel art.
"In the femous ‘ertymden of St, tremms' st St. feter’s, Louvajy , idzk Boutds,
for exssple, portrays the mertyr ss gasing ot his own disembowelment

with slmost undisturbed trenuillity., As in the York Crucifixion, the
physicel torture itself is depioted with vivid reslisms, the saint's entreils
being slowly extrected on a spit, but there is mo ettenpt to provide any
reelistic coherence bLetween the Zruseome scene and the victim's celm, slmoat



detached response, #or the artist here is stylistically superimposing

the spiritual content of the scene upon the physiocelly realistic setting,
so that by transcending the limits of chrorology he permits us an

advance glimpse of the ssint's Joyful acoeytarce into heaven ."(p.p.16~17)
This 43 similar to the doukile perspective provided in Willisms’ glays

by a symbolic figure such es the skeleton in Oranmer.

The Hativity play, like medieval expressionism, belongs both to

8 literary and 2 religious tredition, “oston netes that "behind the
Nativity Flays ... may be perceived tie tradition of the 'praseepe’ or
créchg” He points out the widesyread practice(in almost every church
and chapel ) of heving e mudel of the mengeryoften life-sime, snd concludes
that the earliest shepherd plays were probably an outgrowth of the
liturgical office [ e:formed at this 'praesepe'. Hoston then su gests
that, medieval art being weil established before the rebirth of dremas,
"no medievel asudience would be impressed by a iativity play which feld
short of the anmual 'pracsepe’ model in visusl impact. [he play provided
in 2 sense & live version of a model familiar to every spectator in
which haloed figures in gorgeous robes offered and received the gifts

of the ilagi in a setiing glimmering with Jewels and glowing with richly
coloured tapestry. It was this 'pracsepe’ tradition, coupled wiih the
supreme sanctity of the theme for the Clwristian spectator, which lent

a8 ceremonial and almost static gquality to the plays of the Lpiphany, with
the emphesis upon daszszling spectacle rether then emotional realismn.

The haloes dissoursged that identification of audience with charecter so
necessar; to naturalistic drema,.. but served t enhance hy the distance
they crested between mortal and divine figures the solemnity of the
semi~liturgicel scene represented.” (pp 20-1). 3Sg@ed of Adsm in perticular
belongs to this tradition.




The wmorelity play is snother ilterary-religious tradition
that Williams drews on. The stock chsracter here is used to express
abstract cuslities - the fat man is Glutt ny. xlggorxy is the essential
characteristic. And the situation, presented in "perfucily generel teims”
is described by 'Jraig:"ln conseguence of the fall of idam, men is Zsestined
to die in sin unless he be saved Ly the iutervention of divine grece end
by repentance.” (p. 551) /, Character is often forualised witn the Lveryman
figure yielding to temptatien wituout a strusgle, awd repenting for o
reason exoept ...epontmoo's recuest, Joue morality plays arv sustere, but
in many there is hunour : Craig spea«s of "the briliient and amusing
Lygheaglinar, en oldish play puinted seseobout 1012 in which ity
acts as upire snd sdwocate of peace in tix warfare between Virtues and
Vices snd gets put in the atocks for her peins, but after her roiesse
converts Free %ill sad Imaginetion.” (p.344). «4liiams' Orsb and (rece
contains sinmilar incidents in raith's iluprisorment in fell's bag, and liell's
attempt to down Grace.

teligious drame in general can be secn as a tradition., Audiences
sre more disposed to accept poetry in religious drams, ss !'liot points out
in Eoetry and Drema. One finel tredition thet wmay be helpful as bacigrourd
to Williams' plays is the mesque. Villisms uwrote several masques before
he wrote plays, snd two were enthusisstically reccived by the group for
whom they were written snd sujoyed when later produced elsewhere.>® Abrams
desaribes the masque as "an elaborate fomm of court entertaimvent,
combining poetic drsma, music, song, dance, costuming and spectacie, which
flourighed in the reins of Elimabeth, James I anéd Charles I. A plot
often slight, and for the main pert mythological and allegaricel -~ served to
bind together these various elements. The play proper wes climexed
by the event that gave the form its name - the dance of the masked
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figures in which the audience often Jomed..."(p.w)/a Vasque
elements are prominent in Crammer ir Chelmsford , snd jeed of
Adam.

There 18 a danger in the use of formulas from sany tradition,
end it is that the suthor will rely too much on stook responsea.
Celeridge noted tlLat "semeness mus® be reconecile’ or balanced with
difference, old and femiliar objects witn novelty a«l fresnness;
the representagive, the gensrel and the idefle e.g0 aldgerrical
cheracters or the way of exchange - must be hsrmonissd wiih, respectively,
the individuwsl, the conorete, amd the images, And the reason ke gave
for this wes that the poet should, ideally; bring the whole soul of
men inte play." 2,0‘

dAs, xichards similaxly critises"withdrowal from experience”,
no new outlook, mo new direction of feclingy This is comwon in religious
plays which rely heavily on the experience and kmowledze of the audience.
Rogsr 3ale, in "ingland': larnassus : C.5. Lewis, Cherdes williems and
J.Re% Tolkien' oritioises #illiams for this in terms of "imepography"32
An icon (or religious symbol) differs from e literery symbol in that
in the case of the icon, the veihicle is coherent only because of the
tenor. In the case of » symbol the tenor is built up by the vehicle;
the wehicle docs not depend on the tenor) williams... uses his symbols
as ioons. lie knows,Lewis knows, and good Curistisn knowa, without
going further, that... But I do not know this, end 4t is the province of
the imegination to meke me understand thet & thing is 80 regardless of
vhat I peraonslly believe.... an icon is not meant to be understood
imaginativelyses it is only & veminder of & truth elready believed in...
For even if we sttempt to move within Williems inner circle and try to sce
Just what he tells us tc see, the result is imsginatively defeating. The
system, os Lewis presents it and insofar as I can discover it in the
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poems themselves, is thorougily worked out so Hhat after the recder
has gotten used to plugging the rigit mesnings in the right ploces,
he can snugly careen through the universe, secure in the knovledgs
that what would baffle someone on the outside is resily ir perisul,
workine order. His final essertion is the apliome of cultist
declavations : I praise the vehicle btecause it is &c hard v cperste
but I have mastered it. But if Willlems ruet be clessificd os
iconography, it rust be added thet the foult is endemis to mch of
modern litersture.... The difference betwecn ~illisma and the other
writers mtionedg;lmil end I’ulk:'.c::j iies .rimerily in the rigidity
of his intellectual symbelic system. The reader detexmin:d to exploxe
sympatheticelly :nd yet not sive himself away i3 more essily defealead
by %“illiams because the only way to resd «illiams at all is
unresponsively an' unimaginativelye..iliot, on the other hanc, tceses
his reader in and out of belief, in and out of' time, in and cal or tue
stifline clarity of ionogrephy... it is possible to read jour . uertgs
at least without giving in. The Rose Gaerden, unlike isroceliande :i_.,'the
cmwntry of williams' poa;’,oon be walked in by axwuno.":::’.

1t seems thet Sale is raising three objections ¥o Wiiiimns’
writing, The first is that only a seleot growp (“eny good vhristisn',
can respond to his work, This reminder of the limited appes. of wiliisms'
writing may be helpful, though in itseif it is not a welid objection %o
the plays. They were written for specifis occesions ror this seleci group.
The second objection is that iconogrephy is not meant to be understood
imaginatively, somewhat cquelified by the refercnce to sliot's imeginative
use of iconography. The third is that Williams' iconogrephy is so
thoroughly worked out as to be an end in itself. This tnird cricvichm,



if levelled at the plays, is only partly true. Willisms, in most of his
plays, uses iconogresphy to convey e vivid impression of some aspeot
"a truth already believed in", Often his idess are in some way new and
distinctive. The excitement of the plays is often sn intellectual
excitement, but he does "start, elaborate and sustaein a pattern of
mhmt."m’ By oceremony and spectacle, poctry and dfence and other
masque elements he builds up and intensifies his impression of some
truthe This is & velid form in the tradition of the masque of romence
which sacrifices veryisimilitude to "the truth of the humanheart"
(flawthorne), expressionism whose dreamer "only relates”(Strindberg)
and the Nativity "lay whose "dagzzling spectacle discoursged...
identification of asudience with character...but...served to enhance
by the distance they creasted between mortal and divine figures, the
solemnity of the semi-~-liturgicel scene represented " ( ioston). The
"life-blood” of this drema, as of the morality play is "Religion and
its success depends on its awakening and releasing a pent-up body of
religious knowledge end religious feeling,"Zd

Dewson cuotes ¥illiams' view of tie role of reMBious literature:
it should express "not doctrine, but exist®hce, or onl; doctrine s
exist®nce”.?® This is presumably why the chsracters in his novels are
often not explicitly Christian, The plays, as Sale points out, are
rigidly Christisn, Yet, in several of the plays, the focus is on one
person; ideas sre embodies in his conflict and development which is the
central sction of the play. In these plays doctrine is seen "ag
existence”, and an imeginetive experience is at least possible, Sale
is demanding from Willisms the "sensuous apprehensb n of thought"
that Eliot praised in the Metaphysical poets and in Shakespeare. Eliot,
comparing Milton with Shekespeare speaks of two qualities that lNilton
lacks. The first is "perticularity” == "the feeling of being in a
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particular place st & particular time. "The second cuality is "p.rpetual
novelty"; words developed in significance! These qualities arvse from
certain combinations of words, such as “rooky wood".2”7 Llsewhere he
speaks of "that perpetual slight alteration of language, words perpetually
encased into meanings....which evidences a very high development of the
senses."%8 Iliot is referring specifically to sensuous imasgery, which

he maintains iilton lacks. hie relies instead on the sound effects of words,
on"auditory imagery". #Williems tends to do this too? to build up another
world, whereas sensuous imapery relates the subject to the audience by

the interaction of two meanings, of two groups of associations., DBut

this sort of interaction is not limited to sensuous imagery. This effect
is possible by other powerful combinations.

The play es e whole functions in & similar way to the imespe. A
ploy is, in & sense, sn imsge, bullt up by the irteraction of its
component parts in a "sequence of impressions.”® Just as the intersction
of "rooky" end "wood" results in pertioculsrity and new mesning, so the
interaction of different aspects of the play™ language, e.ge in rhythm and
imegery, people, scenery, silence, sctions™ bullds up, modifies and
varies the central impression.

Clichés are jJust es possible in the larger imege of the play
as in a phrese, by the use of stock situstions, charscters, rhytims and
idees. This is Sele's accusation. For this reason Williams' plays
are often better when he employs historicsl or semi-historicel
charascters; by telescoping of time too he is able to multiply associations
and significance, building up ocharacters in the same way as & symbol is
built up.

At the other extreme lies the fault that Dr, Johnson noted
in the Metaphysical poets (snd Eliot agrees that in the # of Cleveland, S
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this was Jjust): “the most heterogencous ideas are yoked by violence
together."w The different components oi' the play mey not hermonise.

’his does happen in Williems' work. It is perhaps most obvious in the
novels where the emotion appropriate to the symbolism and themes seems

too intense for the almost "cosy" style. Of the plays, it is most

obvious perhaps in Terror of Light, the prose play. ioetry enables
#tilliams to distance the play sufficiently for the introduction of
magiciang end spirits of the dead. Poetry builds up end expresses the
intensity of the situstion at the heart of the play. Murray Roston
criticises the verse, for exsmple, of Sged of Adam becsuse it "falls so
far short of the subject matter. It creates an impression of
scintillating originslity in its verbeal Justapositions and compressed
imegery, but the effect remains superficial and the besal internal

rhymes betray the doggerel beneath the alliterative cemouflaje,” He

goes on to speak of the "more recent Ierror of Light which moved

into prose and whose opening section has & simplicity and directness

more effective then any of his verse drama., The disciples a few days
after the rucification come alive as troubled humen beings unsure of their
next move but convinced that the world has in some way been profoundly
chenged., But Simon Magus enters with Luna and the play disintegrates

into scenes of ghosts and necromency "(p.202). It is presumably

becsuse of the lesser ability of prose to cerry weighty themes and

subject matter such as "ghosts end necromanay” thet Williams intended

the final draft to be in prose. : Poetry is, ideslly, of the essence
of & play in its theme end subject. In a letter Alice Hadfield writes
"I can certeinly tell you that none of the plays was written first in
prose and then in verse. OC.W.'s mind did not work that way. Foetry
wes thought of as poetry and grew es poetry. Frose did the same, in
its neture s prose. Both sre used in the plays, and within the plays,
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but each grew as itself and wes not worked as an siternative., Iexror
94 saight never got “worled” into verse. It would have had to be
complctely thought agein in poetyy - no doubt ore reason whv he never
daid it.”

Two moverents in Willisuws' plays, foilowing chrenological
sequence, ¢en be peeon, “he frsl concerns ohoioce of subject anc 43
clrcular., Uranmer certres on the conflict within sn historical cherscter,
Thomas Crommer. Judument st Chelmsferd seems histericel in thst,
between prologue and epilogue, eight aewi~historical scenes are
shown. Iut the concern 42 not with any of these soenes end the people
in them but rather with the spiritual stetes of which each is an example.
And the pageant ~ play focusses oa ¢ lightly-delinested and only
spasmodically seen personification- Chelmsford, There is a definite
progression, bLoth in tine snd in Chelmsfard, but the play is more of a

pagzant—play.az Sged of adam was actually written before Judgment at

Ghelmsford, though it is placed after Judgment ot Chelmsford in
C E o Seed of Adam 1is noted for "telescoping” of time and

charecter. Chermacters are historicsl or mythicel even if coalesced,

but attention moves from the historicsl and more widely acoepted mythical
characters, to the fictionslised or fictional characters of the Usar of
Caucesia, Sulten of Bogdad, Xing of Myrrh and Mother Myrrh (Hell). 1In
Death of Good Fortume din which Good Portune is the centrel chsreseter, ‘ary
is an historical figure, but the others sre sll generslised ("the
magician”, "the lover" etc.). louse by the Stoble, like Good Fortune,

is a Christmes ' lay but the conflict does rot focus on the Hativity.

And two of the mein charecters sre allegorical-iiell and Fride. Grah

20d Crece is & sequel to liouse by the Stable, and all the charsoters
except for Gabriel, the angel-servent and Man are allegerical.
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with louse of the Octopus, the direction begins to turn: The play
is located in “a land in the outer seas” in the twentieth century. 4nd
the inhabitents ere recently - primitive islanders (distinguished by
name,, a twentieth century missionary priest, and oppressors who combine
elements of both. Ierror of Light is back with Cremmer with
historical charscters - this time in Jerusalem at i'entecost. The redio
play Zhe Three lenptations relies hesvily on telescoping but is
firmly based in history.

The other movement is linear : it is a movement towards
simplicity end naturalism with a less dense exploitation of languags
in such forms as slliteration, rhyme, strong end changing rhythm,
end of spectacls and octher masque elements., 7The writing of a prose
play end a radio play is perhsps indicetive of this change.

When Williens oreastes distence in his plays - distance from
the everyday snd the trite which can be achiewed by plecing characters
backward in time and by stylisation of lengusge and when he odds to
particularity by using definite historical cheracters, his ability to
ex; ress spiritusl truths, especially violent, unusual or powerful
spiritusl truths, effectively is greater. when sction is focused
on a conflicting and developing cheracter, end from this focus ideas
emerge, Williams most successfully drews his reeder into an understanding
of the play - end his ideas. For these ressons Cronmer is perhaps Williams'
most effective verse-play. gSeed of Adam, which uses similsr mssque elements
in & symbolic structure, is less successful The other Christmss plays
ere sinmpler, and particulerly in liouse by the Steble, Willioms Wses this
simplicity to effect. ouse of the Octopus combines s more normal
play structure then any of the other plays with the simplicity of
House hy the Stable, The limits of this simplicity in expressing Willisma®
idees can be seen both in some of the Nativity Plays and in fouse of the

Octopus.
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1. Imoge of the City p. 56.

2. "Religious drame” i,c, dreme drawing on the experience of ome
tradition ss expressed in its symboliam end doctrines.
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of Adam": The nﬁlt@ Flight from Desth", Christisn .icholar,
X1X/38, summer 1966,
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By Eigure of Destrice, p. 7. And in the introduction to Descent
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in the phrase "lhis also is thou - neither is this thou,”
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13. jee "The Way of Ixchange" and "The Redeemed City” in Image of the
Sity.

1ha lie Cope Down from licsven p. 33 .
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Sale is spesking more s ecif'icelly of the poetry but he does
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As Crenmer is also & festival play, with many similarities,
and Seed of Adem too is similsar, and because Chelmsford
is not as unified as one would expect drema to be, this play

will not be looked at closely.



“A play must stact, elsborate end sustain e pattern of interest
ses the "poctry” lies in the depth snd strength of the whole meaniny of
the stage action, and only indirectly in the words spoken....lasnguagze is
only one manifestation of the original imege of the play conceived in the
drenetist®’ mind., But the poetic dramatist uses langus;e as his
strongeat contributing instrument in the comunication of his idea.”

- John Styan.

Chapter Two: Ihomss Urommer of Canterbury
Writers on serious drsms, have traditionally insisted on unity

of aotion, action here bein; more than a "plot-line”. ‘rhomes Cremmer of
Cante - bury is sbout the rise to suthority, and subsequent fall from

pover, of Thomss Cranmer - the piay includes events from 1522«56 =

and his finding salwetion through these events. . hisjworked ocut in

the concept of the "image". aAn lmege, as used here, is an approach

to God , valid but limited end incomplete by itself, 1+In the symboliism
of the pley, each imsge is seen a&s & bone of the skeletm. in
isolation, i.e., when 1t becomes an end instesd of a mesns, thc bone
becomes "discased". The play oentrally presents Crammer discovering
thot his imege of knowledge and scholearship is incomplete and even
unimportent in itself, that "sll life is redemption”, And his acceptance
of this in an honesty which requires him to take back his recantation
and yet admit that "if the rope had bid me live, I should have served
him", In the symbolismm of the play, he runs to meet the sieleton,
Counterpointing this movement of Crammer in time snd towerd salvetion

is the Skeleton's leeding of Cremmer. The Skeleton desaribes himself
varicusly as "the devil or God", “necessity”, "necessery Love",

“figurs rerum” (i.e, the neture of things), le has e certain control
over events. . nd comments wryly or passiocnstely from leaven's

point of view, Cremmer develops; the Skeleton is graduslly revealed,



