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ABSTRACT

This study examines structural patterns in plays by Pinero,
Shaw, O'Casey, Eliot, Arden and Pinter, and proposes that there
are, in broad terms, two types of play structure - "enclosed" and "open" -
which may be usefully differentiated for this purpose. The first type
is characterised by its precise articulation of the action within a
regularly-shaped, often symmetrical framework, and the second by its
juxtaposition of strands of action or thematically illustrative episodes
within a comparatively loose framework, It is contended that a polarity
between these types of structure is demonstrable in modern English drama
and has been a s8ignificant factor in its development.

Part One of the study examines Pinero's social dramas and Shaw's
disquisitory plays, analysing the contrasting methods of theatrical
patterning used by these writers and discussing why they used these methods.
Shaw's opposition to the deterministic effect of Pinero's "well-made"
structures is emphasised, and his development of a much more fluid technique
whereby the play was allowed "to write and shape itself" is considered in
some detail. Part Two of the study considers later modifications and
developments of the structural approaches exemplified in the plays of
Pinero and Shaw. In the first chapter of Part Two, plays by O'Casey and
Arden are analysed to show how these writers have used "open" structure
techniques, comparable to those of Shaw, to express broadly similar points
of view, In the other chapter to Part Two, plays by Eliot and Pinter
are analysed to show the contribution of these writers to the development
of a new type of "enclosed" play, as precisely articulated as Pinero's but
without the explicit causality of the "well-made" play. It is suggested
that this type of structure, while basically "enclosed" in character,

represents a partial synthesis of "open'" and "enclosed" form.
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PREFACE

The aims, scope and methods of this thesis are set out in the
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The nature of this thesis has required a large number of
citations from the plays which I discuss. Documentation of these
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editions I have used. The editions are described fully at the end
of the chapter in which they have been cited. I have also listed all
notes at the ends of chapters (see Contents), partly for the sake of
presenting a relatively uncluttered text, and partly to facilitate
cross~reference between notes. Thirdly, the "scenario graphs" are
bound into the text facing the pages where they are first discussed
(see Table of Figures). The use of right-hand margins enables the
reader to refer easily from them to the discussions.

I would like to thank Professor S. Musgrove and Mr. S. Black,
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INTRODUCTION



Chapter 1
Scope and Method

This study sets out to examine structural patterns in plays by some
of the most significant modern English dramatists, and proposes that
there are, in broad terms, two types of play structure which may be
usefully differentiated for this purpose. The first type is characterised
by the tightness of its patterning, by its precise and detailed articulation
of the action within a regularly-shaped, often symmetrical, structural
framework, The second type is characterised by the diversity of its
patterning, by its free juxtaposition of strands of action or thematically-
illustrative episodes within a comparatively loose framework, We will
call the first type of structure "enclosed" and the second "open".

These terms will be used here mainly with reference to atructure,
but their connotations are also relevant to content., In an "enclosed"
play the writer seeks to clarify the essential pattern of the action by the
use of a narrow focus of attention and by eliminating peripheral details;
in modern drama this type of structure has often been used for plays
dealing with the private lives of individuals "enclosed", as it were, by
living-room walls., In an "open" play, on the other hand, the dramatic
focus is as broad as possible; this type of structure is clearly better
suited to the presentation of public conflicts. The terms "enclosed" and
"open" also suggest contrasting attitudes to the question of whether men's
actions are free or determined, and I hope to provide some evidence for
the contention that in modern English drama the use of "open" structural
patterns usually reflects a positive view of man and society by the play-
wright, while the use of "enclosed" structural patterns usually implies
a negative view,

The dissertation is in two main parts. Part One consists of
two long chapters on structural patterning in major plays by Arthur

Wing Pinero and Bernard Shaw. These chapters form the basis of the



2

dissertation bccause (1) serious modern kglish dremn effectively
begins with the later plays of Pinero und the early ones of Shaw, (2)
each of these playwrights in his characteristic work exemplifies one of
the broad types of dramatic structurc we are considering - Pinero
"enclosed" and Shaw “open", and (3) therc is a strong correlation
between structure, content and authoricl viewpoint in the plays of
each writer. Althouga these chapters ere full, considerations of
length and relevance have made it necessary to analyse some plays in
detail and to pass over others with little or no comment. Thus
Pinero's early plays arc barely touchcd on in Chapter 2 because they
are lightweight in content and less technicelly impressive than his
serious social dramas, 0f the latter particular emphasis is given to

the Second Mrs Tnqueray, Iris, The Thunderbolt and Mid-Channel on the

grounds that these arc the best and most influential of his weightier
plays. In Caapter 3 emphasis is given to Shaw's disquisitory drams

especially the "Don Juan in Hell" episode from }en and Supermarn, John

Bull's Other Island. Major Barbara Getting Married, Misalliance Heart—

break House and Too True to be Good. These  represent the quintessence

of Shavian technique, his mastery of polyphony. In addition some

detailed attention is given to Mrs Warren's Profession among the early

plays in order that contrasts with Pinero's social drama may be noted,
and attention is drawn to two structural characteristics shared by most
of Shaw's "Third Manner" plays.

In Part Two the terms "enclosed" and "open" are applied to the
analysis of structural patterns in plays by four later English writers.
The intention here is not to attempt a full historical account of "open"
and "elclosed" structures after Pinero and Shaw, but to demonstrate that
the terms can be uscfully applied to the anclysis of plays by more

recent dramatists. One play by each of the four is singled out for
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detniled examination snd the structural technique of their other major
plays is discussed more briefly. Chapter 4 thus considers the '"open"
structural methods of Sean C'Casey and John Arden, and analyses in

detail the patterning of 0'Casey's Cock-a--Doodle Dindy and John Arden's

The Workhouse Donkey. Chapter 5 similarly examines the dominantly

"enclosed" patterning of plays by T.S. Eliot and Harold Pinter, with

particular attention being paid to Eliot's The Cocktzil Party and

Pinter's The Homecoming.

Througho:'t the dissertation emphasis is placed on the means by
which the playwrights impress the structursl patterns of their plays
on &udiences. The most important of these means are the act and
scene divisions (signalled by curtains or blackouts and possibly by
changes of setting), and the entrances and exits of the characters.

In French nco-clessical drams entrances and exits were considered so
significant that each ncw entrance or exit (except for incidental ones
by servants or functionaries) was regorded as marking the beginning

of a new "scene". Thig is a very useful concept as entrances and
exits often signal a change of direction or the introduction of some
new element in the action. Here, however, while the concept will be
used extensively, such ‘scénes" will be called gequences to avoid
confusion with the standard Eaglish usage of "scene' for a formal sub-
division of an act, involving = change of setting or a time-lapse in
the action.

Analysis of the patterning of secguences in a play is one of the
most effective methods of distinguishing betwecen "enclosed” and
"open" structures. In the former the segquences are arranged in a
precise order and altering this would seriously impair the pattern
of the action and possibly makc the dénouement invalid. In an

"open" play, however, the order of sequences is often not crucial
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because many of them provide contrast or additional illustration
and are not irreplaceable elements in an interlocking design.

To study the total pattiern of acts, scenes and sequences in o
given play I have found it useful to rcpresent them in the form of

a simple bar graph which will be referred to as a scencrio graph.

The appearsnces of the characters are plotted on horizontal bars to

a scale based on the pagination of a specified text of the play. Bach
entrance or exit is further indicated by a thin vertical line drawn
from the top of the graph to the horizontal bar representing the char-
acter who has just entercd or left thc stage. Scene and act div-
isions are merked by thicker vertical lines drawn right through the
graph. The scenario graph is, of course, only a roughk guide to the
comparative duration of the various sequences because their length in
terms of pages of text will sometimes bear little relation to
performance time. Nevertheless the graph does provide & convenieént
visual summary of the way in which the playwright has "blocked™ his
play in terms of its major subdivisions and of the appearances of the
characters, and from time to time it clarifies particular features of
the playwright's structural technique. Scenario graphs for the
principal plays discussed in this study will be found distributed at
the appropriate places in the text.

Acts, scenes and sequences are the most obvious subdivisions for
the purposes of analysing the structure of a play, but there are also
several smaller-scale ones which need to be considered. Not
infrequently a sequence will oontinue for some time during which the
action may pass through several phases of development. In Pinero's
plays, as will be shown, the point within & sequence where a new phase
begins is usually marked by a pause, together (more often than not)

with a rearrangcment of the physical grouping or positioning of the



5
characters on stage. Such clearly-marked phases of action within
sequences will be referred to as units. Units are a significant
feature of the articulation of the action of "enclosed" plays, but
they cannot always be defined as easily as sequences because, on the
one hand a pause or move need not indicate a new phase of action, and,
on the other hand, a new phase may be initiated by a purely verbal
cue. Eliot, for example, articulates his action within sequences
mainly by the precise control of his verse structure. Nevertheless
the concept of the unit is useful provided it is used with caution.

Analysis of the structure of acts and scenes also calls for
a term which can be used to describe broad phases of action within
them. Such phases may take the form of a series of short sequences,
a single longer sequence, or a major subdivieion of an especially
long sequence comprising all or most of the act or scene. These
broad phases will be termed movements. As in music a movement will
normally contrast in tempo and tone with the movements which precede
or follow it. The term is useful for the structural analysis of
both "enclosed" and "open" plays, but it is of particular value for
the latter which, as will be shown, tend to be less precisely
punctuated by pausation and stage-business.

The effect of these various subdivisions, large and small, is,
of course, modified considerably by other aspects of the playwright's
stagecraft and therefore must be studied in relation to the indications
in his text relating to settings, costumes, props, lighting, sound-
effects and grouping. For example, changes of setting cr of lighting
can give a particular emphasis to act and scene divisions and thus
suggest something of the thematic progression of the action; costumes
and props may emphasize significant developments in the action; sound-

effects may stress particular entrances and exits; and certain
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groupings of the characters on the stage may be repeated to emphasise
a particular aspect of the thematic patterning. Though these are
matters in which individual directors nmust be allowed considerable
discretion, such indications are often as integral to the playwright's
concept of the action as the words he gives the actors to speak.

To establish whether a particular play can be properly described
as "enclosed" or "open" all of these matters must be studied closely
in relation to the text as a whole. The key questions to be answered
are '""Does the patterning encourage the audience to isolate and focus
on the detailed elements of the action?" and "Does thepatterning emphasise
the juxtaposition of diverse elements in the action?" Clearly these
aims are not mutually exclusive. but a play may nevertheless be
properly described as "enclosed" if the former aim predominates, or
"open" if the latter aim predominates. Each kind of play has its own
potential strengths and weaknesses, and analysis of these as they occur
will suggest judgements about the playwright's skill and vision. The
main burden of this study is to demonstrate the utility of the two
postulated types of structure for identifying and contrasting significant
technical approaches in modern English drama, but this has not excluded
considerations of a critical nature,

The concluding chapter attempts to draw together the principal
threads of discussion. Its main concerns are to assess the usefulness
of the terms "enclosed" and "open" in the context of this study, and
to congider the effectiveness of the analytical tools which have been
used., In addition some general conclusions are essayed about the
interrelation of attitude, content and technique, both in the work of
the selected playwrights and in the development of modern English

drama,



PART ONE

Pinero and Shaw



Chapter 2
Arthur Wing Pinero: The "Enclosed" Art of the Well-Made Play.

I

The position of Arthur Wing Pinero (1855-1934) as one of the main
pioneers of modern English dramo is generally recognised but few
critics now rate his plays very highly. Even his once-vaunted construct-
ive skill is now suspect. Professor Allardyce Nicoll in British
Dreme, for example, whilec acknowledging the "excellence of construction”
of Pinera's serious plays, comments that "we now recognise that the
excellence itself is often mechanically rigid."1 The verdict must be
accepted, yet considering the extrcme artificiality of the nine-
teenth-century well-made play from which he learnt his basic methods
of plot construction, it is remarkable that his social dramas appear as
realistic as they do.

The well-made play as developed by the French playwright Eugéne
Scribe (1791-1861) was probably the most "enclosed" type of narrative
structurc ever devised for the theatre. Stephen S. Stanton has out-
lined the main features of the Scribean well-made play es follows:

(1) a delayed-action plot whose point of attack occurs at

the climax of the story of which it is o part and whose central
characters struggle to overcomec obstacles (usually to love

and marriage); (2) a pattern of increasingly intense action
and suspense, carefully prepared by exposition which
establishes certain facts for the spectator and causes him to
anticipate each significant event (this pattern is supported
throughout the play by contrived entrances and exits,

letters and othcr devices for conveying these facts to certain
characters while kecping them from others); (3) a teeter-totter
[éee-saﬁ? arrangement of incidents to create successive ups and
downs in the fortunes of the hero caused by his conflict with
one or more adversaries and leading to his eventual triumph or
failure; (4) the counter-punch of peripeteia or upset followed
by scéne 8 faire or obligatory scene ...; (5) a central mis-
understanding ... made obvious to the spectator but withheld
from the participents; and (6) the reproduction in miniature
of the overall delayed-action pattern in the individual acts.2

Not only was the complex structure of the play echoed in miniature in
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the individual acts, but it was also repeated within the acts in
the principal sequences, each of which, as Mauricc Valency has
conniented; "had its initial situation, its progression,
complication, climax, peripeteia, and conclusion, so that it
fornied an autonomous whole within the total arrangement."3
Governing the wholc structure was thc dictum that the action
nust be developed strictly according to the logic of cause and
effect. Ernest Legouvé; onc of Scribe's main collaborators,
stated the rule in the following terms:
Each scenc Z;.e. sequencé] must not only be the logical out-
come of thc scene that preceded it ancd be intcgral with the
on¢ that follows it, but it nust transmit its own momentum
to the ncxt scene, so as to push the picce forward without

interruption and in that way reach, stage by stoge, the
final goal, the déﬁouement.4

Such a progression could only be nchieved by the careful drafting of
a scenerio before the playwright began to write the play. This,
according to Legouvé: wns Scribe's great gift:

In our thcatricel slang therc is o very significant word:

numé}oteg_. It neans planning the sequcnce of scenes.

That sequential ordering is not only a kind of classification,

it also compriscs the developmient, the cccunulating interest
of the pley. That numbering is the itinerary of ths

dranatis personae ... Scribe not only had = talent for

numgrot@ge, he had sheer gcnius for it. No sooner had the

plan of a piece been sketched than the complcte meterials

for the work came to him as if by ragic and bestowed then-

selves in their logical position.5

Scribe's genius for numﬁ}otage cnzabled hin to construct a large
number of plays which had considerable success with the audiences of
his time but which eare now of interest only to theatre historians.
Everything in his plays is necessarily subordinated to the require-
nents of the extremely complex plot structure: the content, with

its reliance on contrivance and coincidence, is lightweight. and the

characters are nere stock types with obvious and predictable
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responses, These pleys assune, as Francis Fergusson has put it,

a certain very reduccd vicw of hunen action of the kind of
ploasure best calculated to hold o crowd aond of the kind

of nmeaning which anyone a2t any time is willing to attribute
to a picture of hunan life.6

The form, however, underwent sone nodification in the hands
of Scribe's guccessors. The plays of Victorien Sardou (1831-1908)
arc soncwhat less complex than Scribe's though often highly
nelo dreamatic. while in those of lmile Augicr (1820-1889) and
Alexandre Dunas fils (1824-95) the number of plot complications is
nuch reduced to allow scope for the presentation of character and
the exposition of social problems. Thus by the latoe 1880's when
Pinero turncd from the writing of farces and sentimental comedies to
serious drana r somowhat morc flexible form of the well-made play had
been developed. In his social dramns he was to carry much further
the endeavour of giving life, weight and credibility to the form
while retaining thc benefit of its theatrical effectiveness.

The influence of the well-nede play on Pinero can be traced fronm
early in his playwriting career. In 1883 the critic William Archer
criticiscd defects in the structure of Pinero's carly pla&s and adﬁised
that Pinero "would do wisely to try his hand 2t one or two adaptations
before giving us his ncxt original play," adding that he "would learn
nuch from the analysis and reconstruction of a well-knit French drama."7

Pinero took the advice. In 1884 he adapted Ohnet's Le M8itrc de

Forges (as The Iroqg@stor) and the following year Sardou's Maison

Neuve (as Mayfair). Two decades later, at the height of his fame,

he indicated that he continued to regard Archer's advice as sound by
insisting on the necessity for apprentice playwrights with dranmatic
talent (which he defined as "the power to projcct characters, and to

gause them to tell an interesting story through the medium of
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dialogue"s) to develop this into thentrical talent

by hard study -=nd long practice. For theatricel tnlent
consists in thc power of makiing your characters not only
tell a story by neans of dialogue, but tell it in such
skilfully devised form and order as shall, within the
linits of an ordinary theatrical presentation, give rise
to the greatest cmount of taat peculiar kind of emotional
effect, the production of which is the one great function
of theatre.g

Even nore revealing is & rare explancation from Pinero of how he
set about writing one of his own plays1o, o late picce entitled Dr.

Harmer's Holiday (1930). The play was based on an incident in which

a young doctor was clubbed to death in & disrepntable London alleyway.
Pinero recalls in his prefacce that he had heard about the nurder while
he was a young clerk in a law office, and goes on to say,
What intercested me 2t the monent, a2nd continued to interest
me thirty years later, was the problem of a respectable young
doctor — the trusted assistant of an older practitioner in
the city, if I remember aright — apparantly living a sober,
honest and cleanly life, who net his end in such an ignoble
fashion; and I set myself the task of forging a chain of
circumstancee, intensifying rather than dininishing the
tragedy of his desnth, which would, granting the premises,

account naturally for that desperate, and final, fight for
breath in those lone and noisorne surroundings.11

This, of course, anounts simply to an application in practice of the
principle described by Legouvé. "Granting the premises" the rest is
to follow in an unbroken chain. Throughout his career., then,

Pinero subscribed to the structural ains of the well-made play, and
in the light of his attempt in the social drcnas to impart a new
seriousness to Eaglish drama it is relevant to ask why.

Strange though it nay appear at first sight, Pinero's outlook on
life as cvidenced in his plays was similar to the philosophy under-
lying the work of French Naturalists such as Emile Zola (1840-1902).
W. D. Dunkel, in his biography of Pinero, states:

The prevalent notion that Pinero was Wictorizn in his
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philsophy is utterly feclse. He had nothing whatsoever
to do with Browning's decclaration of the Christiaen faith;
nor was he racked with doubt as were Tennyson and Matthew
Arnold. Though he posed not at all as a philosopher he
had 2 fixed point of view on life, scientific in its
enphasis on cause and effect, strikingly ~dvanced for his
times... BEven in his early farce comedies his characters
fail to achieve their objectives becausec of some mistake
earlier in their lives. Though they hanve hopes and
sentiments, their judgement, physical condition and linit-
ations of enviromment eventuclly bring about frustration,
since they are the kind of »eople they nre. Stated in
philosophicnl terms this is determinisn. The
psychological snd physiological factors in their
personnlities mcke then thus and so; not fate, not the
conjunction of the stars, not the wrath of God.

This, though Dunkel overstates his casg is certainly what Pinero
wished to convey. As such, it is strikingly close to the poiut of

view expressed by Zole in his fanous manifesto Le Naturalisme au

theatre (1881): "T am waiting for enviromaent to determine the
charactersatd for the characters to act according to the logic of
facts combined with the logic of their own disposition 13 In his
social dramas Pinero attempted to prescnt precisely this, though the
environnent in which his characters are depicted is very different
from that chosen by Zola and the French Naturalists.

Most of Pinero's social dramas arc set in the milieu described

by Aubrey in The Second Mrs. Tanqueray as "Our little world of St

Janes". The members of this closed circle are a well-to-do middle-
class group — the kind of people who had apartments in London, owned
a country housc in Surrey and rented an Italian villa in the winter.
Respectability was the cardinal virtue in this society and & con-
sistent theme arising from this throughout the plays is the "double-
standard" of morality for men and wonen. Though he was critical of
the '"8ouble standard", Pinero appears to have regarded it as a fact of
life, unfortunnte but inevitable, with which his heroines had to con-

tend.
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In play after play we see Pincro's heroines driven inexorably
to the wall through the interaction of their own wesknesses and the

prejudices of this society. In The Second Mrs Tangucray (1893),

Paula secks to escape fron an immoral past zcnd finds thet she is "cut"
by her husband's friends becausc of her recputation and her nanners,
that she cannot now stand the company of her former associates, and
finally that an affeir from her past intrudes so intolerably on her
rclations with her husband and his deughter that she camnot bear to

continuc her life, This pley was followed by Tne Notorious Mrs

Ebbsnith (1895) in which pgnes Ebbsnith endeavours to establish a
close but platonic rclationship with a married moan who has left his
wife, but finds, stage by stage, because of his weak character and the
pressure applied by his in-laws, that the only way she can retain him

is as a kept whorec. In The Benefit of the Doubt (also 1895),

Theophila Fraser discovers that suspicion of adultery is as danning
ag fact in the eyes of her family and huasband, and is driven to seek
confort from the man with whon she has been unjustly accused. The

Goy Lord Quex (1899) can be passed over ns a light piece, being simply

an ingenious conedy centred on a ducl of wits betwecen an apparently
wicked lord and a meddling nconicurist. However the next play, Iris
(1901) returns to the basic theme with its detziled study of the decline
and fall of a panpered young widow who finds herself without money and
without the strength of character to submit to a life of genteel poverty.
Letty (1903) more or less reverscs this story by showing in somewhat
sentinental fashion how a young office girl with a taste for luxury

just manages to escape beconiing the mistress of a well-to-do philanderer.

In His House in Order (1906) Pinero depicts the plight of a young

governess who has married her employer and is persecuted almost heyond

endurance by the snobbish relatives of her husband's previous wife.
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The Thunderbolt (1908) is the least typical in thene ond sctting of

all thce social dramas as it is not nbout a2 women under pressure fron
society (though therec is a character of this sort in the play) but
about thc greed of o provincial family and the depths to which its
nenbers are preparcd to sink to gain an inheritence. However in
Mid-Chamnel (1909), the last of the social dramas which necd be con-
sidered the thene is once again the "double-standard", exemplified by
a wife's discovery that though she is preparcd to forgive her husbend's
infidelity he¢ is not prepared to condonc hers.

Tho consistent approach and somecthing of the deterministic out=-
look clained by Dunkel for these plays can be detected even in brief
sumnaries, But, as stated before, the structure of the plays is firmly
based on "well-made" mecthods and here Pincro differs radically from
Zola, To Zola well-ncde plotting was intolerably artificial and
barrcd the way to a scientific observation of chnracter. In his vicw
the playwright was faced with an either-or choice:

The two formulcs are before us: the naturalistic fornmula which

nakes the stage 2 study and picturce of real life; and the

conventionnl formule which wakes the stage an anusenent for the

nind, an imellectual guessing gane, an art of ~djustment and
symnetry regulated after a ccrtain code.14

Pinero, however, believed that the well-nade play, if it wes mndled
with skill and inforned by a concern for character and truth., was not
only theatrically effective but could through its emphasis on
causality convey thc pressurcs exerted by society on the individual.
In accordance with the practice of other writers of well-nade
plays Pincro nade usc of scenarios in the planning of his plays.
He claimed . howover, that for hin the scenario was no more than
a general guide:

Before beginniig to write a play, I always nake sure. by means
of o definitc scheme, that thero is o way of doing it; but
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whether I ultimately follow that way is a totally different
matter.15

Unlike Scribe, however, Pinero did not begin working on a play by
drafting the scenario. The first stage for him, he told William
Archer, was to get to know his characters:

The beginning of a play to me is a little world of people.

I live with them get familiar with them, and they tell me
the story.16

Archer glosses this remark, no doubt correctly, t: saying that Pinero
"simply meant that the story came to him as the characters tool: on
life in his imagination," but the point is significant. Though he
subscribed to the principle of logical sequential construction,
Pinero was uneasy about the flat characterisation and mechanical
effect which follow from too slavish a reliance on logic. A
biographer has recorded him as stating:

Two of the most substantial parts of the fabric which go to

make up a fine play are logic and intuition. Without the
first you can't construct a play. Without the second you

. 1y
can't write 1t.17

It is important, too, to note that Pinero distinguished between
theatrical and dramatic purposes. On thc same occasion that he
cleimed "the one great function of theatre" was to "give rise to the
greatest amount ... of emotional effect", he also referred to "the
dramatist's one great end — that of 'showing the age and body of the
time his form and pressure.'"18 He admitted that the theatrical and
dramatic aims were difficult to reconcile, but insisted that the
serious dramatist could and should do so:

The art — the great, fascinating and most difficult art —

of the modern dramatist i~ nothing else than to achieve the

compression of life which the stage undoubtedly demands,

without falsification.19

The general use of outworn dramatic conventions by English play-

wrights in the 1880's was one major source of "falsification" with
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whiéh Pidero hiod to cantend when he sét out to write Scerious sacinl
dranas in a realistic style. He is generally given credit for
being the first English dranctist to dispense with asides and sol-
iloguies; but hc went well beyond the rejoction of these particular
conventions in an cndeavour to cnsure that every detail in his socicl
dranas eppeored reslistically motivated. In this connection his
opinion of the dramatic technique of the Victorian izelodranc.tists is
both interesting and revealing:

There are two parts of technique which I mey perhaps call its
strategy and its tactics. In strategy — in thce general
laying out of a play — these ... dranctists were often ...
nore than tolerably skilful; but in tactics, in the art of
getting the characters on and off the stage of conveying

infornation to the sudience amd so forth, they were almost
incredibly carecless and convontional.20

His approval of the "strategy" of nany of these nelodronas gains
“increascd significance from his own observation that "many of then
were unacknowledged adaptations from the French."21 For him the key
to realistic c¢ffect in drana was not a new dramatic structure but
better toctics. Thus to nchieve "compression" (and theatrical
excitement) in his socinl dramas he nade use of the main structural
devices adopted by the French writers of well-made plays: a ruthlessly
single caction with the basic problen stated clearly in the first actj
a slow and detailed exposition leading into a pattern of increasing
action and suspcnse; a cause-and-effcct chain of events building to
a nmajor climex at the end of thé penultinate act and resolved by the
dénoumnent; and the reproduction in minicture of this pattern in the
individual acts and main sequences. But to ovoid "falsification"
(or, to use o morc precise statement by hin, tc avoid disturbing "the
illusion which the modern audience expects to enjoy in the modern
theatre"22) he took extreme pains with his tactics, elways seeking to

ensure that not only did every detail follow in its most effective
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order; but thnot it was adequately rnotiveted in terus of character,

. . . ~
situntion and niscé-en-scenc.

"A play is 211 details,"™ he once comnentod.23

o English
playvwright (with the possible cxception of Pinter) has been nore
ncticulous than he with such motters as ground plans, props, moves;
grouping, dialogue orchcstration and pausation. He personnlly
dirccted all the London premiéres of hiz plays and had the reputation
of boing efficient and cxncting in rchearsal. According to Hesketh
Pearson:

He was mad on detrils, telling actors exactly how to move,

what gestures to nakc, precisely where and when to stand or

sit, how to stress words; and as he knew his plays by

heart, there wag trouble if an actor changed o word or

slurred over o syllable or ignored the punctuation of the

text by mrking too long or too short o pausc.,,
The aharge is echoed by nany cthers including Mrs Patrick Campbell
who characteristically mentione in her autobiography an instance when

Pinero allowed her to change an item of business in the original

production of [The Second Mrs Tanqueray as 2 signal proof of the "good

inpression" she had nade on him.25 But there is no need to go beyond
Pinero himself for an ndnission of Hesketh Pecrson's criticism — and
a significant defence:

All that we ccll 'business' is in the printed matter which I
carry into thc thentre. Why should it be altered when it

has all been carcfully and cven laboriously thought out,

cvery detnil of it during the process of construction?  The
novencnts of n man and what he has to say arc inseparable.
Expression is nultiforn and simultaneous; to clter one phrase
is to weaken all. I try to think of these things beforehand.
Rehenrsnl is not — or certainly should not be — n time for
experiment. It is to prepare for the acting together of the
players, not for the naking of the play.26

This attitude wns the keystone of Pinero's realism, for it was n~bove
all his unremitting attention to detail and to the careful preparation
of effects which usually encbled hin to create an illusion of reality

in his soeial drencs while patterning the cction to achieve the
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paxinun theatrical inpact.

IT
Most of Pinero's social dranas arc divided into four acts
corresponding to clear stnges in the developuent of thc plots —
"a rhythn of rise progress, culrminntion and solution" to quote

Willion Archer- In The Profligate (1889), Pinero's first

attenpt ot writing a wholly serious »lay, the acts werc given titles
to indicate the subject matter of each:  (Act 1) 'This Man and this
Wonan', (Act 2) The Sword of Danocles, (Act 3) The End of the Honey-
nmoon, and (Act 4) The Beginning of a New Life. He discontinued this
practice in his later fully-flcdged social dramas but continued to

design each nct as an entity as well as o stage in the action. The

four acts of The Sccond Mrs Tangueray, for exanple, could easily be

given titles such us (Act 1) The Beginning of a2 New Life?, (Act 2)
Paula's Rebellion, (Act 3) A Face from the Past, and (Act 4) The End
of an Experinment. This clarity of function of the acts is, of
course, a considerable nid to the cudicnce's couprehension, but the
division of the action into such tidy packoages cerries a danger of
artificiality which is liable to be further compoundcd by the
neccessity of contriving act clinaxes which inmpert strong forward
thrust to the succeceding action. It is here thot the principal
structural flaws of Pinero's cnrlicr social dramas are to be found.

In The Profligate every detail of the first three acts is dir-

ected to the end of getting the utmost theatrical cffect out of the
noment when Dunstan Renshaw'!s guilty past catches up with him.

There arc 21l sorts of unlikely coincidcnces on the way ond an almost
incestuous economy in the manner the smell group of characters are

nade to interact with each other, but frorm the opening sequences
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therc is never any doubt whcot the clinex will be. Bowever after the
clin~x wherc the profligote is diccredited and his wife is dis-
illusioned the action is effectively over and the last act is nerely
supcrfluous mclodranc. (The fact that Pincro was asked to supply an
alternative ending and did so is an indication of the weakness of this
last act and its lack of connection with the earlier action.) The
Profligate, in foct, is an excellent exanple of whnt is liable to
happen when a play is plotted backwards from its climax; a nethod
frequently adopted by writers of well-nade plays and wittily ridiculed
by Bernerd Shaw:
First you "have an idea" for a dramatic situation ... (based on)
the manufacturc of a misunderstrnding. Having nnanufactured it
you place its culmination ot the end of the last act but one,
which is the point at which the manufacture of the play begins.
Then you nake your first act out of the necessary introduction
of the characters to the audience, after elaborate explanntions,
nostly conducted by servants, solicitors and other low life
personages (the principals must 2ll be dukes and colonels and
millionaires), of how the misunderstonding is going to cone
about. Your last act consists, of course, of clcaring up the

nisunderstending, and gencrally zetting the audience out of
the theatre as best you c:.n.27

However The Second Mrs Tangueray, Pinero's next attempt nt a serious

drana and the one by which he is chiefly rcmenbered, has & nuch nore
subtle structure, its action heving clearly been conceived in terms of
a total process and not simply for the sakc of one big scene. In
terns of its technique and dramatic effect this play, compared with

The Profligate, marks a decisive advance in Pinero's development.

During the interin of some four years between the first per-
formances of these two plays scveral of Ibsen's most influential works

(notably A Doll's House, Ghosts and Hedda Gabler) were staged in

London.28 Though hc was not attracted by Ibsen's choracteristic
technique of devcloping the action by the progressive exposing of

past events, Pinero could not help realising that his own plays were
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shallow and out of date by couparison, He therefore, as Clayton
Hamilton has recorded,29 undertooiz & thorough stuldy of the works of
a nunber of rcecent Buropean dronatists, especially Alexandre Dunas

fils. As a result Le cane to the decision that

a really earnest English play — conceived in accordance with
the social intention of Ibgen anld excited in co.aformity with
the developed technique of unas, fils - would stond a chhrrce
of achieving at least an honourable succes dlestine in the
current English theatrec. 30

The enthusiastic reception given to The Second Mrs Tangqueray is

now theatre history, and at this distance it is easy to sec that nuch
of the play's matter and technique is derivative. Fronl Dunas fils
Pinero learnt a sinplification of the well-nade structurc and a more
natural use of dialogue to depiect a social pilieu. The sjmpathetic
treatnent of a heroine who transgresses social laws was probably also
sugested by the sane source. The story, as Stophen S. Stanton has

pointed out,31 is besed on Zomile Augier's Le Mariage d'Olympe (1855)

in which the theme of the attempted rehabilitation of a "fallen wonan"
is trcated with scorn and indignation. The narried neue of Pinero's
hcroine probably cones fron that of the central character of fgier's
play: Pauline, fornerly Olynpe Taverny. Finally, the influence of
Ibsen's Hedda Gabler can be detected in Paula Tanqueray's bitter
resentnent of the stifling nmonotony of her marriage.

The originality of the play, however, lies not in its subject-
natter but in the expert handling of the narration. The appearances of
the characters sequence by sequence (see Figure 1) arc plotted to
give Pinero's story and theme the naximun of theatrical impact, while
within sequences stage-business is carefully designed to point and
punctuate the action in a manner which. eppears realistic.

Isolntion is an inportant notif in the pzatterning of The

Second Mrs Taenqueray and this is essentially what the play is abouv.
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The nction shows an atteipt to escape fron the past ond indicotes thet
this is inpossible because it requircs an escape from oneself. Both
the principal characters, Aubrcy Tanqueray and Pnule, start from a
condition of emotional isolation and at the outset sce, in different
ways, their narriage as a neans of escape. The widowe? Tanguercy
after en unheppy first marriage believes he has lost his only child,
Ellean, when it appears she has decide! to becoie 2 nun in the
convent in which her mother hed had her elucated. He therefore is
prepared to cut hinself off from society to nake a new start with a
wonan of warner tenperament than his first wife. Unfortunately for
the experinent his bride-to-be, Paula, is not only seeking to escape
from hor past of casuel love affairs, but through her narriage is
expecting to be accepted into respectable society.

The patterning of sequences in Act 1 underlines Tanqueray's
withdrawal from society and therceby foreshadows Paule's isolation in
the later developnent of the play. The action begins with his teking
leave of two closc friends, Misquith and Jayne, whose wives ho knows
will not pernit then to associate with hin after his f orthcoaing
narriage. Before they leave, a third friend, Cayley Drunle, joins
the party and remains behind after their departure to question
Tanqueray nore closely. Misquith and Jayne <o not reappear in the
play, 2 point criticised by Shaw33 but rightly defended by Willian

Archer34 and Clayton Hacilton35

as a deliberately calculated effect
in the pattern of the play. Drumnle, being o bachelor, has nore
frcedom of action than the others, but when Tanqueray is
confidentially informed by his manservant that Paule has called to

see hin (in defiance of the convention that a woman should not go

visiting n bachelor unchaperoned, let alone late at night) it is
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necessary thet Drumnle too be got rid of before bride and groor can
neet together. Nor is this thc end of the process, for at the end
of the following extended sequence with Pauls (during which he
irrevocably conmits hinself to the narriage) Tanqueray is left
bricfly nlone, and opening a leiter which his servant had carlier
left for hinm on the noentelpiece, discovers that his daughter hos
changed her mind and is going to return to hinm. This nonent in which
Tanqueray stands alone on stage holding Ellcan'a letter enphasises
the peint that though he can isolate hinself socially he cannot isolate
hinself froo his past.

Fron the beginning of fict 2 to the end of the pl~; thc action
concentrates on Paula's isolation and her abortive attenpts to break
out of it. Act 2 begins with 2 long silence indicative of the
failure of the marriage, followed by g quarrel betwcen Paula and
Tenqueray at the breakfast table. Tanquerny at least haa his
letters and Ellean, but Paula is being driven to distraction by the
nonotony of her new life as society (represented by Mrs. Cortelyon)
hes failed to call on her and Ellean is hostile. In the subsequent
action the introduction of each new character serves only to block off
possible escape routes and Paula's isolation is continually emphssised
in stage terns. Not only doves Pinero indiccte by his stage
directions that she is frequently scparated from the other
characters present, but on no fewer than five occasions she is left
conpletely alonc.

The reappearance of Cayley Drunmle enrly in Act 2 appears at
first to offer Paula a welcone distraction from her boredon. In
fact his nain object is to persuwade Tanqueray to allow Ellean, whon

Paula still hopes to win over, to acconpany Mrs. Cortelyon on a trip
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to Paris. When Mrs Cortelyon ot last appecrs, Paula discovers her
crrand and reacts with such calculated rudeness that she ruins any
chance of being accepted socially by her visitor in future. The
point is narked by Peula's standing aelone with her back to the deport-
ing group. Her responsc when Thnqueray rcoppears is to carry out o
threat she had made at the beginning of the act to send a letter
inviting the Orreycds, another socially-ostracised couple, to stay with
then. This letter business effectively “ranes™ Act 2 as a gtructural
centity and provides a lead into the next act.36

Paula's attenpt to escope into her past through the conpany of
former cronies is also ~ feilurc. In Pinero's“blocking”of the action
the Orrcyeds nake only two brief appearances (one ot the beginning of
fict 3 and the other at the beginning of fAct 4) and cven in the first
it is apparent that Paule can no longer besr then. Howover, the fail-
ure of the Orreyeds! visit to relievc her loneliness appcars to offer
Paﬁla a chance to patch up her narrige which has reached a point where
neither partner is speaking to the other. Near thc beginning of Act 3
Tangueray sces hor face reflected in a nmirror and comnents to Drunmle
"how ill and wretched she looks." (p.130) Thereafter the
nirror as a reninder of the inescapable self becones sonething of a
leit motif in the play. When Drurmle informis Paula thot he is to
leave the following day and wishes aloud that she would nake things
up with her husband, she confesses that she hes been intercepting
Ellean's letters to Tanqueray (Ellean, of coursc, has not written to
ggg) and cannot bring herself to adnmit this to him. Drunnile's reply
is to show her her feace in o handnirror, saying as he does so, "It's
quite time." (p.138) This nct spurs Paula to confess to Tanquerany
who then attenpts to carry the "mirror cure" further by forcing her to

recollect the chapter of her past "that relates to the time when you
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werce — like Ellean" (p-143) and to compare that innge with hexr
present one. Paula then collapses in "a parcxysn of weeping"

Cp,143) a responsc later ridicilled by Shaw as psychological nonsense-37

However, in terns of the logic of the action sone such con-
frontation was the only possible, though faint, hope of relief for
Paule — relief, by couing to terms with, rather than trying to
escape from herself. But where, granting Paula's self-reproach,
was the action to go from here?

In the event Pinero resorted to en unlikely coincidence to bring
Paula's realisation of her isolation (and the third act) to a climex.
Tis is the najor structural flaw in the play. As Archer notes in
Play-Making, "A coincicdence ... which coincides with a crisis is
thereby raised to the EE? power, and is wholly unacceptable in serious
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arit. | (By "serious art" Archer ncont, of course, realistic art,
but the dictum is ccnpletely valid here) The finel blow cones as a
result of the unforesecen return fron Paris of Ellean; now cngaged.
With persuasion from Tanqueray and becausc of her own happiness Ellean
is at last prepared to accept Taule, and offers to introduce her
fiance who has called sccretly and is waiting outside. (This,
dincidentally, recalls the build-up to Paulf's entrance in Act 1.)
While Ellean goes to fetch hinm, Paula is agein left briefly alone on
stege, but this time her solitude underlines 2 noment of hope before
disaster. Then the fiancé enters and by the most unlikely chance
turns out to be one of Paula's former lovers. Her last ond nost
hopeful prospect of acceptance is thus arbitrarily closed. The ecct
ends with her oncec nore alon@ staring hopelessly at her reflection in
the nirror.

In the last act the blocking pattern is broadly one of a series

of encounters betwcen Paula and the characters who remain, each
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sequence stressing the hopelessness of her pesition. The first
two are with the Orreycds and with Drurnle, and in neither casce
can she say anything of the disaster th~t hes overtcken her. if ter
another brief sequence in which she waits nlone, Tanqueray cnters but
when Paula confesses her previous association with Ellean's fiancé he
is unable to do e~nything beyond ordering Ellean without cxplanction
to break off her cngrgenent. Ellcan guesses the truth and in an
enotional encounter with Paula tells her. "It's in your frce ... I
have clways known what you werc!" (p,185), This statenent (which,
incidentally, brings tihc use of the mirror notif to a climax)
finally inpresses on Pauls the inpossibility of escaping fron her-
self and her past. In her last scenc with Tanqueray the action
virtually cones full circlc with his fecble assertion thoat they can
still start afresh, and that by going obroad they can cscope

reninders of the past because " ‘The world isn't quite as small as all

that," Paula's reply surs up the noral of the isolation thene:
"Isn't it? The only great distances are those we carry within our-
selves — the distances that separate husbands and wives for instance.

;d so it'21 be with us." (pp190-1) Her suicide, thereforce, is
integral to the logic of the pattern, death being for her the only
bearable isolation.

The Second Mrs Tanqueray, then, is clearly on ‘bnclosed" play

structurally and thematicnlly. Te action shows the central
chara:ster to be trapped in o situation from which she cannot escape
and the plot is tightly patterned to reinforce this impression at
every turn. The introduction of each new character after ALct 1
poscs & threat to the Tanquerays' necrriage and adds another link in
the causal chain leading to the play's catastrophe. Ellean un-

wittingly begins the division betwecen Tanqueray ond Paulay Mrs
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Cortelyon's attempt to help by taking Ellean to Paris deepens the
breach and causes Paula to defy her husband by inviting the
Orreyeds; their arrival virtually eliminates 21l conversation
between Tanqueray and Paula thus pronpting ler to spite hin by inter-
cepting Ellean's letters; this action forestalls any warning of
Ellean's engagenment to Ardale and their return from Paris; and thus
a confrontation is brought about which finally wrecks the mnrriage
and Paula's hopes of 2 new life. The clinex,as we have seen, is
wegkened by the elenent of coincidence, but it is unfair to over-
enphasise this in order to claim, as did Bernard Shaw, thnt the play
is little more than "a scaffold for the situation of a step-daughter
and stepnother finding themselves in the positions respectively of
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affianced wife and discarded nistress to the same nan". The plot
was clear}y'designed to show stage by stage the unhappy progress of
the second Mrs Tanqueray, not just to set up one scene.

In fact when the third act clinmax is exanined more closely it
is apparent that Pinero used all hig tactical skill to avoid drawing
the audience'® attention to the nmore sensational gspect which Shaw
highlights in his criticism. In context it is not the event but

Paula's reaction to it which is emphasised:

ELUEAN:. Paule, this is Captain irdale — Mrs Tanqueray.

(PAULA rises and turns, and she and HUGH stand
staring blapkly at each other for a momemt or two;
then PAULA advances and gives hin her hend.)

PAULA: (In 2 strange voice, but calmly.) How do you do?

HUGH: How do you do?

PAULA: ( To ELLEAN) Mr Ardale and I have met in London,
Elleen. Er — Gptain Ardale now?

HGGH: Yes.
ELLEAN: In London?

PAULA: They say the world's very small, don't they?
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HUGH: Yes.
PAULA: Ellean, dear. I want to have a little talk
about you to Mr Ardale — GCaptain Ardalc -—

alone. (Puttingz her arms around ELLEAN, and
leading her to the door.) Conec back in a
littlce while. (ELLEAN nods to PAULA with a
snile, while PAULA stands watching her at the
oren door.) In a little while — in a little

—- (Closing the door and then taking a

scat facinz HUGH.) Be quick! Hr. Tanqueray

as only gone down to The Warren with Mrs
Coxrtelyon. that is to be done?

(pp.158-9)

By leaving the cudience to nake the initial connection Pinero
glosses over his failure to provide adequate forewarning of the
previous relationship between Paula and Ardale, end B:ula's question,
"What is to be cdone?", which she reiterates throughout the rest of
the sequence, dirccts attention instead to the decision she is to
make at the end of the act.

The above ezchange is a good exanple of the way Pinero in his
nature social dramas shifts the enphasis fron nelodranatic event to
character. The plots are manipulated, but the manipulation is
rarely apparent because of his tactical skill in the subtle 'planting!
of deteils, in the careful releasing of just the right anount of
inforuation at the right time, and in the use of entrances; exits and
pausation to underline key points.

The opening scquences of The Second Mrs Tanqueray illustrate all
these points effectively. The cxposition has been attacked by Shaw as
"naive"40 and defended by Archer as "lifelike" and justifiable because
the play '"requires an unusual amount of preliminary retrospect"41. but
both miss the point. Though the nachinery is plausible the
essential facts to be imparted are very few: Aubrey Thnqueray,
after an unhappy first marriage the only issue of which was a daughter

who is now about to enter a convent, has decided to try to
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rchabilitate a "fallen wonan" by marrying her. In the exposition,
however, Pinero was not aining to impart this information quickly
but to nake the leading characters interesting to the audience and to
foreshadow the total pattern of the play. And this is what he
achnieves.

The open sequence &&}51-57) hes three "units" (see
Introduction, pp. 4-5). In the first, attention is drawn to the un-
explained absence of Cayley Drunnle fron the small dinner party
Tanqueray is giving for his threc closestfriends. Druncile having
failed to turn up by thc coffee stage, THnqueray tells the other two,
Misquith and Jayne, that the reason for the party is that this is the
last tine they will nect in his apartment as he is getting narried
the following day. Misquith and Jayne ssanner out congratulations
and the first unit ends with a noment or two of emberrassed silence.
This pause, coming on a downbeat, emphasises the unspoken facts that
Tonqueray hos neither told his friends the name of his bride nor
invited then to the wedding. Pronpted by this charged silence,
Tanqueray states that his narriasge is not "the conventional sort of
narricge likely to satisfy society™, that they should face the fact
they nay not be able to continuc their friendship becausce of %ais, and
that they should "end a pleasant chapter here toaight, and after
start afresh."” Jayne accordingly proposes a toast to "The Next
Chapter." This toast, eppropriately offered with the dregs in the
coffee cups, clinaxes the sequence and underlines the subject of the
play. The third unit is & subdued recapitulation of the situation
by Misquith and Jayne, Tanquoray having tactfully renoved himself to
a desk in the far corner of the room to "scribble a couple of notes."
The sequence is brought to a full close by Misquith's pronouncenent,

"My dear Jayne, speeking in absolute confidence, I have never bcen
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more profoundly depressed in ny life."

The second sequence (1p.58-63) begins briskly with the arrival
of Cayley Drunnle. This, of course, offers the prospect of & solution
to the ninor nystery of his feilure to arrive. in tine for dinner.
Drumnle plays on this and on the fact that he has dined on '® bit of
fish, a cutlet and o pancake" to lead into a racy account of a sunnons
to 0ld Lady Orreyed's. This accounrt culminates in his announcement
that the dowager's son George is now "a thing of the past" because of
his narringe to a certain Mabel Harvey. The falling cadence of
Misquith's "I'm very sorry" a&s he crosses to the fireplace points the
inpact of the scandal, but there is only a fractional pause before
Jayne initiates the sccond unit of this sequence with the audience's
question, "Pardon ny ignoreénce — who is Mabel Harvey?" Druomle
replies with a satirical portrait of the empty-headea young actress
who is now Lady Orreyed, little realising that his entertaining
description is upsetting his host. Tanqueray offcrs the quiet
rebuke that "none of us really know anything about this lady", and
noves away fron the group, ostensibly to continue writing his
letters, In the third and final unit of the sequence Drumnle
continues unperturbed and sums up his conviction that George Orreyed
is finished socially by stating, "You nay dive into neny weaters, but
there is one social Dead See — !"  Tanqueray is listening as in the
ensuing gonversstion . Drunnle develops his metaphor by comnenting
that for years he has been "sitting, and watching, and waiting....On
the shores of that same sea.... For some of ny best friends to_come
up !" These last words clinnx Drurmle's unconscious torturing of
Tanqueray who gathers up his papers from his desk and with "& half-

stifled exclanation of impaticnce" hurriedly exits saying, "I'll

finish ny letters in the other roon if you'll excuse me for five
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ninutes. Tell Cayley the news:! Misquith tells Drurmle to close
the door and preparations are now complete for the next stage of
the exposition in which Drunnle (the raisonneur) narr~tes the
history of Tanqueray's former narriege.

The two Sequences culninating in Tanqueray's exit forn nerely
the prelule to the exposition proper. They illustrate, however, the
nain techniqucs Pinero uses in this and the later social drenas to
arouse, maintain and heightcn interest: the "chain-stitch" nethod of
linking, whereby a qucstion is posed or a detail is "planted” (either
overtly or implicitly) in onc sequence to provide 2 link into the

{

next; the patterning of the naterial of longer sequences into a

nurtber of units (usually three in The Second Mrs Tangueray) narked by

pauses which stress significant lines and ensurc that the audience
follow each stage clearly; and, for further emphasis, & pointing of
the thene by significant touches of stoge~business such as the coffee
cup toast or the physical separation of Tanqueray fron his friends.
Bvery detail is assigned its proper place in the total 3cheme @and
nothing is irrelevant, yet at the sane time the appearance of
naturalness is naintained. This apparently easy econony can be seen,
for exanple, in the way in which Drunmnle's lateness leads to e
description of two characters (the Orryeds) who will provicde a
compler.entary illustration of the thene, the description leads to a
ninor clinax which foreshadows the social consequences of Tanqueray's
resolution, and that climax (his exit) leads to the next stage of the
exposition. The actual content nay be slight, but when the skill of
this passage is cowmpared with the cluemsiness of the exposition in

The Profligate the difference is so narked as to make the plays seen

to belong to different periods.
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In the first act of The Profligate there are, for exanple, no

fewer than thirteen asides and three soliloquies. The first act

of The Second Mrs Tanqueray has no conventional nsides and the only
approach to soliloquy is near the end when T anqueray reads aloud
Hlean's short but disturbing lctter. Confidences still rec .’ .ned
essenticl to Pinero's plots but in this end later plays when he
wanted to have characters speaking without being overheard by others
he took care to notivate a convincing space between then —e.g.
Tanqueray's deliberate nove near the end of the first sequence to
allow Misquith and Jayne to discuss privately what he has just told

then. (In some of the later plays however, notnbly The Benefit of

the Doubt, there is =n over-reliance on nise-en-scene to acconplish

the work of the old conventions.)
Entrances, too, are prepared nuch nore cerefully in The Sccond

Mrs Tanquerey than in The Profligate. In the earlier play Pinero

relied on the clumsy cxpedient of setting his first act in a lawyer's
office to Jjustify e highly coincidental series of entrances — viz.

a young lawyer in love with & girl who that norning is to marry anothecr
nan, a divorce client who revcels that thc groon is his best friend and
as nuch a reke as he, the unrepentant groon, the innocent bride,; her
brother who has just net an unhappy young wonan at a railway station
and fallen in love with her, and, finally, the young wonan herself

who cones secking legal aid to trace an anonynous seducer who happens
to be the groon! By contrast, the coincidence of Drumnle's arrival

at Tanqueray's supper perty with news thet closely parsllels that
announced several ninutes earlier by his host passes off nuch nore
snoothly because, 2s Clayton Hemilton has pointed out,42Drumnle's

entrance has bcen foreshadowedl fron the noment the curtain rose
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and revealed en cnpty chair ot the dinner tnble.

Pinero's realisn, then, was in large ncnsure the result of his
carrying to & ncw extreme the fanous dictun of Alexandre Dunas fils
that "The art of the thecatre is the art of prcparations."43
Preporations, however, ~rc lizbtle to toke timc,and it is significant

that to achieve an adequetely naturalistic cffect and to allow scope for

nore convincing character portrayal in The Sccond Mrs Tenguercy Pinero

not only used a sinpler plot structurc (in terns of corplications)

than in The Profligate but wrote a play which is half as long again.

This nced to ~2llow himself nore space for his new dranntic ends is
reflected in the considerable increase in length of his later plays.

Fron The Notorious Mrs Ebbsnith to Mid-Channel, none of the later

social draras are much less than twice the length of The Profligatc.

With the usual intervals between acts (and the sets to be changed
arc substantial), this would nake their running tine in excess of
threc hours, and it would be difficult to stoge in their entirety

either of the two longest ( The Benefit of the Doubt and The Thunder-

Qg;ﬁ) in under four hours.

With this dcvelopment went another —— a general rcduction in
the nunber of sequences in the plays with, of course, o consequent
increase in the length of individual secquences (See Figure 2). This
too is significant. In an old-fashioned well-nade play, as in
farce, entrances nnd e¢xits usually follow in rapid succession. This
is necessary es the characters arc gencrally too shallow to comnond

attention for long in thcir own right. Oncc ngain The Profligate

provides 2 usceful illustration. Despite its corparative brevity,
Pinero rcquired norc than eighty sequences to tell its story, the
average length of sequenoes herc being only o page and a half in the

original Heinenann edition or, put another way, some ten or so short
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specches. These conings and goings help to crente the illusion
that something is happening (or, nere accurately, is obout to happen),
but as only three sequences reach a length of five pages (and +wo of
these are expository) there is no roon for thc presentation in depth
of either character or relationships. It is not surprising, therefore,
that the nuch inproved charscterisation in Pinero's later plays was

acconpanied by the use of fewer but nuch longer sequences.

II1

T he niddle group of Pinero's social dramnas — fron The

Notorious Mrs. Ebbsmith to Letty — contoin a variety of experinents

to reconcile forn and content. None of the ntterpts can be considered
conpletely successful, but they do show Pinero's continuing develop-
nent as a playwright. Bach play provides evidence of his endeavours
to renedy the wenkmesses of the preceding one ond, though this resulted
in his reverting tenporerily to the rudimentary structural technique of

The Profligate in two plays, there are significant inprovenients.

The key structural problern continued to be that of contriving
satisfactory clinnxes which clearly develop out of the antecedent
action and then lcd on convinecingly to the dénoucnents. In this

respect The Notorious Mrs Ebbsnith was o disastrous failure. Until

near the end of its third act the action progresses in a logical and
effective manner, but the clinex in which the heroine throws a bible
into the fire and then with sudden remorsc thrusts her arm into the
flanes to rescuc it, is not only crudely sensational but totally out
of character with what has previously been revealed of her background

and beliefs. Bernard Shaw was se incenscd ~t this incident that in
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his review of the play hc described it as “"a piece of claptrap so
gross that it absolves me from all obligation to treat Mr Pinero's
art as anything higher than thec bascst art of theatrical sensation" 44
and even supporters such as William Archier and Mrs Patrick Campbell
(who again played the title role) could find little to say in defence.

It is not difficult; however, to see the technical dilemma which
prompted Pinero to adopt this business, obviously cribbed from
Ibsen's famous scene in which Hedda Gabler burns Lovborg's
manuscript. The shape of Pinero's action clearly rcquircd a strong
gesture of despair from thc heroine at this point, but at the same
time a firm lead into the final act was also necded. It is also
possible to see how the scene fits in with the basic blocking pattern
of the play (see Figurc 3) in which the appearances of Mrs Thorpe and
her brother, the Reverend Amos Winterficld,alternate with those of
Lucus Cleeve and the degenerate Dukc of St Olpherts in a morality
play struggle for Agnes's soul. But while the dcecline of the
relationship betweon Agnes and Cleeve is dramatised effectively
(especially 80 in Act 2 and the first half of Act 3 where the use of
a ball gown as a symbol of seduction and surrender gives a sharp
focus to the action), thc attribution of a latent religiosity to the
heroine at the climax topples thc play over into melodrame., Pinero
had not fully understood his heroine and the dramatic pattern he
invented for her story thus collapses at the point of greatest stress.

Af ter the generally unanimous criticism of the spurious climax

in The Notorious Mrs Ebbsnmith Pinero reverted temporarily to the

method of plotting backwards from the climax. Though The Bencefit

of the Doubt and The Gay Lord Quex are much superior in character-

isation and naturalistic effect to The Profligate, these plays like

the carlier ore are cssentially geared to gaining the maximum effect
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out of & single clinactic encounter. In both the leter plays
Pinero requircs a large nuciber of entrances to set up the clinaxes
but the greatly increansed length of the plays disguises this. The

nain weokness in each cose is the sanc as in The Profligate:Pinero

concentrates so nuch on the build-up to the clinax thet the last act
by conparison scens to drift until a solution is inprovised.

In The Benefit of the Doubt Pincro's decision to use a three-

act structure instend of his custoiry four caphasises the weakmess
of the final act. The play has -~ very long, though ingenious,
exposition with the charccters filtering in by ones and jfwos to
introduce themselves and provide infornation on the background and
continuing progress of the divorce case: "Allinghan v. Allinghan,
Fraser intervening." In the second and longest act a considerable
anount of tine is devoted to setting the scene for the big eaves-
dropping sequence, with, for exanplc, two characters being introduced
solely for the purpose of denonstrating the convenient ncoustic
propertics of an off-stage roon. However, the length of the play
does allow scope for quite a number of extended sequences, the
characterisation of the leading figures is detailed and convincing,
and the big scene (when at long last it does arrive) is not only
exciting but in its final twist illurinates the unconscious notivation
of the central character both to herself and the audience. It is a
thrilling clinax, but thereafter, as Willicn Archer comnented in his
first-night review the pley loses direction:
The third act is technically nuch less excellent.... Through
scene after scene we appear to be nzking no progress, but going
round and round in o depressing circle. There werec nonents,
and cven pinutes when the patience of the audience wes visibly
strained alnost to snapping — partly, no doubt, because of
defects in the acting, but nainly on account of the author's

onission to provide us with any point of issue on which to
fix our cxpectations ‘a2
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Inother factor in The Benefit of the Doubt which sters up

both the length of the play and the nunber of entrances ond exits

is an elenent of almost farcical conedy centred round the bumbling
intrusione of the porpous Sir Fletcher Portwood. These, along with
the banjo-strunning activities of Shafto and Elphick (the two 8uper-
fluous characters) offer some light relief but clash with the overall
tone of the play and contribute little to the nain action. The Gay
Lord Quex on the other hand is sinply a light well-mede conedy through—
out. It is a kind of holiday piece which s Clayton Haniltor has
connented "nmay be justly described as a piece of 'play-naking for the
sake of play-making'.'45 Its first two acts contain over sixty
entrances and exits, partly (in fict 1) to exploit the novelty of dis-
playing on stage a manicurist's establishment in full swing, but
nainly to prepare the virtuoso battle of wits between the gay Lord
Quex and Sophy Fulgarney the nanicurist in the celebrated bedroon
sequence which occupies the second half of fAct 3. This is a superb
"seec-saw" scenc which, as P. P. Howe acusingly denonstrates in Dranctic

for the heroinc before the outcone is resolved. As an exanple of

Portraits,  progresses through no fewer than five "ups" and'"downs"

theatrecraft it is conparable to the '"Screcen Scene®™ in The School for

Scandal, but its effectiveness is purely the result of technique and
there is no fresh illumination of character such as can be found in

the clinmactic scenes of Sheridan's play or The Benefit of the Doubt.

Moreover, Howe's criticism that "It takes us two acts to get into tke

bedroon, and it takes us another act to get out again is close to
the nark as a judgenent on the structure of the play.
After this "holiday" fron serious work, Pinero returned in Iris

to the concept of naldng the whole action express & process undergone by

the central character. In writing this play Pinero decided to dis-
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pense with the four-act structure he normally used and to tell
the story over five acts, two of which arc further subdivided into
threc scenes by a quick raising and lowering of the curtain. Un-
doubtedly his nain reason nust have been to allow himself sufficient
scope to show the gradual process of Iris's decline (thc nction of
the play is sprend over scveral years), but the criticism of a recent
connentator that this is "the one play in which he Z%inerq)’allows
character to dominate the play ~t the oxpense of construction"48 is
not conpletely accurcte. Wiat Pincro in fact attenpted wns to base
the construction on the chnracter and her developnent.  The
divigion of the first and third ancts into three scencs, for exanple,
is designed to show Iris's inability to nake & decision and kecep to
it, and .the shorter length and quicker tenpo of the final two acts
expresses the acceleration of her fall once she has nade the
crucicl error of drawing on Maldonado's noney at the end of Lct 3.
There is also a strong sense of direction in the sequential pattern-
ing which shows that Pinero, far from neglccting construction, had a
very clear idea of the overall theatricrl shape as he wrote the play.
The centrnl character is Iris Bellany, at the start of the play
a wealthy and good-natured young widow whon Clayton Hanilton has
aptly described as "a social parasite — & sort of orchid of a woman
who requires, without thinking, that sonebody or other will provide

"43 She is the product of a society

her with a confortable hothouse.
which encouraszed wonmen of her class to be little more than decorative
objects, yet condemmed and rejected then when they behaved accordingly.

As in The Second Mrs Tangueray the sequentiel pattern of the pley

enphasises the isoleting of the heroine, but here the process is nuch
nore strongly narked by a progressive reduction throusghout the play

of Iris's friends and ncle adnirers until at the end she is cast out
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by the last of ther.

Again as in The Second Mrs Tanqueray the "blocking" of Act 1

prefigures the pattern of the play as a whole (See Fizure 4). The
entire cast of characters (except for a few servants) is presented
in the first of its three episodes. The occasion is a dinner party
which Iris is giving beforc she leaves for a holiday in Itely.

Apart from Iris's social secrctary Miss Pinsent, Fanny Sylvain and
her niecc Aurec VUgyse, and Mrs Wynning, the guests are all nale
adnirers of thec hostess. frchibald Kane is a closc friend as well
as the sole surviving executor of her late husband's estate, Colonel
Wynning after nany unavailing proposals to her has married, Croker
Harrington is an ill-favoured niddle-aged adnirer with dog-like
devotion, Laurence Trenwith is the good-~looking but poor young nan
with whon she is in love, and Frederick Maldonado is a wealthy
Jewish financier passionately attracted to her but whon she finds
repellent. Iris's problen is to choose between Trenwith and
Maldonado — between love without luxury, or luxury without (on her
part) love. The catch is that her late husband, knowing her feck-
lessness, has stipulated in his will that shc nust forfeit all of his
noney if she renmarries. In fict 1 her vacillating nature lends her
first to try to resolve her dilennun by secretly accepting Maldonado
(clinax of first scene), then later to qualify her acceptance by
stipulating that she be his wife in name only (clinax of second scene),
end finally to take Trenwith with her to Italy and write to
Maldonado breaking their engagsenent (clinax of third scene). In
terns of the patterning of entrances and exits in this cct, Pinero
begins by assenbling all the characters in the first scene, and in
the second has then take their leave one by one until Iris is left

alone with Maldonado. The pattern of these two episodes thus fore-
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shadows th:t of the remainder of the play, though at this stage it is
Iris who dictates terus. The third scene, conprising the fateful
duologue between Iris and young Trenwith, provides the inciting incident
for the nain action, =nd is balanced in the overall pattern
by duologues bctween these two in the niddle scene of Act 3 and in
the final act.

Lict 2 is set in Iris's holiday villa overlooking Inke Como on
a fine Septenber rorning. On = balcony outside arc several cages
of birds, a significant touch as during the act Iris's friends arc
equated with then (Igu 294 and 308). Already, however. she has lost
one of her "caged birds" when Colonel Wynning married, and nuch of
Act 2 is devoted to foreshadowing the departure of others. Fanny
Sylvain is troubled at thc possibility of Iris conpromising herself
with Teenwith and tells Herrington that in such circunstances she and
her niece will "drop quietly away."(.p. 293) Trenwith too is
fretting in his cage and states his determinantion to seek his fortune
in Ginada rather than be kept by Iris. The clinex of the act, how-
ever, is the revelation of an acconplished defection, that of Kane who
has absconded aftcr speculating away nearly all of Iris's noney, not
to mention the savings cf her friends. The root causc of these
defecticns, actual or threatened, is Iris's indolence and inability
to do other than drift. She should, for exenple, long ago have
appcinted a second executor for her estatec. The act ends with the
reappearance of Maldonado who, in contrast to Iris, is fully
capable of neking up his nmind and getting what he wants.

The setting of Act 3 is the sane ns for the previous nct, but in
the first of its threc scenes it is now night several wecks loter,
and the state of the apartnent indicates that another departurc is

inninent. There is now only onc birdcage. As in Act 1, the
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first scene presents 2 leavetaking party, but the group is

notably smaller and the nein deperture is theat of Trenwith for
Canada. Now sho hea c:lya snall annuity, Iris has becoue engaged

to hin. However, sh¢ still shrinks from a life in the Canadian
outback so Trenwith is to leave alonc, ¢stablish hinself overseas,
and return for her in a year or two. At the end of the first

scene he leaves, gleefully escorted by Mqsldonodo, to go on board his
ship. In the niddlc scene, however, he haos rcturned at Iris's
request to be alone with her through the night before the ship sails
in the norning. The dawn is (inevitably) o lecden one and nost of
Iris's bravado about schooling herself to endure p overty has
evaporated by the tine Trenwith finally lenves.

With his departure she has lost "the most prized" of her caged
birds ( p.308) and is now about to be caged herself by Maldonado. A
snall touch of business at the beginning of the third scene fore-
shedows this. After telling her nanservant that she will leave when
she has secn Maldonado (who is to give her a report of Trenwith's
sailing), she orders the nonservant to put the reraining birdcage in
her carriage and tips hin with a handful of gold sovereigns which he
carries out in the cage. The insse of the gold coins in the bird-
cage exactly sucsuy Iris's future situation. This touch is then
followed up by the most celebrated piecc of stagecraft in the play.

It is prepared when Maldonado enters and, despitc Iris's protestations
that she is determined to live solely on her meagre income, forces a
chequebook on her to use if she should want any little luxury. No
sooner has he left than Lurea Vyse enters ond innocently mentions that
she has been invited to join Miss Pinsent (whorm Iris has been forced to

disniss because of her straitcned neans) in setting up o snall business
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if they can find several hundred pounds capitel. Iris, without

o nonent's thought, writes her out 2 cheque for the whole sun fron
Maldonado's book, 2nd as she leaves at the end of the act guiltily
slips the chequebook into her handbag. The crisis of the play and
its resolution are thus expressed throuzh a couple of actions znd a
single prop.

Lict 4 shows Iris two years later set up in a Park Street flat as

Maldonado's nistress. Apcrt from her keeper. she now hns only one
friend left — dog-like Croker Herrington who has also gone down in
the world. Te act is frawed by another symbolic use of props. At
the beginning when Maldonado lets himself into the departnent un-
announced Iris asks hin for his key which she puts in a vase.
Shortly after, Harrington calls and tells Iris (Maldonado having gone
into the next roon) that Trenwith has returned to London and is try-
ing to find her. Se asks Harrington to get Trenwith to call on her
that night and though the errand is to Harrington & finel huniliation
he at last agrees to do so. When, however, Maldonado comes back
into the roon he discovers in thc wastepaper basket the bits of a note
which Iris had written for Trenwith but torn up. Unscen by her,
Maldonado fits the nieces together, reads the nessage, and then
stealthily recovers his key. The act curtain falls as he leaves the
apartnent. This business with the key functions on two levels— on
the narrative one it is a clever nethod of prepering for the final
confrontation without the use of a singlce word of dialogue, and on the
symbolic level it enphasises, without being too obvious about it,
Iris's real position as "Only a bird in a zilded cage".

Tho fifth and final act is brief. First comes the obligatory

scenc with Trenwith who can only repeat over aond over "I'n very
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sorry" ( p.414ff.) as, horrified et Iris's confession, he leaves
her for good. Then Maldonado, who has of course been eavesdropping,
confronts Iris with her double-dealing and orders her to pack her
bags and go. As she does so and the curtein falls, Maldonado

furiously "sweeps the chinn and bric—a~brac fronm the nantelpiece",

Yverturns the table with 2 sevage kick; then, roising a chair high

in the air, ... doshes it to the floor =nd breaks it into splinters™

( p.423). hccording to Willian Archer;so Pinero when writing the
play had at first intended te end it by having Meldowado throttle
Iris, but when he cane to the point he realised that this was un-~
necessary. The structure and sequentizl patterning had clearly shown
the progressive henrning in of Iris until she had nothing left but her
chge. Her expulsion from it »nd its destruction proviie exactly the
right conclusion.

Although the act structurc of the play is unuswl for Pinero, the
patterning is consistent, and obviously (despito the podified ending)
rust have been carefully thought out in advance of the actucl writing
of the dinlogue. The play is, in nany ways, Pinero's nost successful
attenpt 2t a synthesis of character portrayal, reanlistic narrative
and thenatic patterning. The central character, however, is rather
weak to sustain an action of this length and the role proved difficult
to cast in the originnl production of the play. Iris, therefore, did
not achieve o« very successful run. This is probably the reason that
Pinero's later social dranmas show a gradual nove away from concentrat-
ing on a single character towards the involving of a large group in
the narrative.

Letty, thematically a companion play to Iris, shows the beginning
of this trend. It is 2~ sentinental piece in four acts and an

epilogue about the way o young office girl nearly abandons herself
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to the degenerate clutches of an indolent philanderer appropriately
naned Letchnere, but it was saved in performence by a riotous
restaurant scene in the third act which involves the entire cast
including Letty's girl-friends, their youns nen, her well-to-do but
unpleasfint boss (the party celebrates and terminates her engagenent
to this coarse individual), Letchnere ~nd = nunber of others. The
pley's tone is o curious blend of satire; sentiment and subducd
nelodr2na, end therc nre frequent conings and goings with at tines

an artificiality of patterning which cories close to undemiing the
naturalistic detail, In Act 2, for exanple, there are successive
entrances by the youns men with whon Letty and her chunms associate —
a conneréial traveller, an insurance salesncn and a photographer =——
each bringing the heroine o plate of scvouries and each in turn being
asked by her to wait a little longer for noney she has borrowed, and
in Act 3 the samc nen go through sinilar routines in successive
sequences to try to set the patronage of Letty's Doss. Elsewhere
there arc subtle touches of detnil and sone clever foreshadowing of
developnents, but the play as a whole is unsatisfactory because of
its uncertainty of tone and style. Its shape too is awkward

because Pinero decided to put the climax (Letty's rejection of
Letchmere) at the end of the fourth act and to follow this with a
clunsy epilogue showing how & couple of years later the virtuous

were quietly prospering and the decadent were slowly languishing.
Here the play does lapsc into a Victorian sentinmentolity which

Pinero usually avoided in his social drcnas. Nevertheless the

group scenes generally show skilful orchestration, and Pinero's

work on these undoubtedly helped to prepare hin for the writing of
his next two social dramas in which groups of characters are expertly

integrated into interesting and effective singlé¢-action narratives.
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IV

Pinero's last three social drangs of consequcnce — His

House in Order, The Thunderbolt and Mid-Channel — are his nost

inpressive. They are &llcast in the regular four-cct pattern and .
are tightly constructed with strong clinaxes and continuing interest
through tc the final curtains. In adéition, the first two plays
present o high proportion of ensenble scencs without in the least
obscuring the progress of the plots. There is an econony nnd ease
about all three plcys which indicate Pinero's conplete control of his
naterinl. In this connection it is worthy of note that in ench of
then the inportant encounters are developed ot sone length instead of
being broken up by the entrnnccs of other characters introducing new
conplications. Synbolic touchkes both in patterning ond business,
however, are less apparent than in the carlier plays. One reason
for this nay be that Pinero found that orchestrating the group scenes
while kceping & firn hand on the narrative was enough for hio to
handle, but it is probable that his commitnent to rcalistic effect
was the nain causc. Mdiences by this tine hoad becone very
conscious of the artificiality of the well-nade play, so touches
which night enphasise this hnd to be used, if at all, very sparingly.
The basic reason why Pinero in His Housc in Order and The
Thunderbolt was able to conbine ensenble scencs with tight narrative
is that in each play he presents the group &s an entity — a kind of
conposite character = rather than as a collection of individuals.

Both groups are, in fact, families. In His House in Order the

heroine is pitted against the group antagonisn of the Ridgeleys, and

The Thunderbolt carrics the nmethod to its logical conclusion by

naking the Mortioa® fanily the protagonist in the ection. The
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nenbers of each family hunt together like a wolf pack, they

generally all cone and gzo together, and when they get their teeth
into an outsider they do their utmost to strip hin or her to the bone.
This tcnds to reduce the nunber and extend the length of the
sequences of the plays in which they appear. A brief extract of

dialogue fron Act 4 of His House in Order in which the Ridgeways

turn for o nonent frorn: their continual worrying of thc heroine to
having a nibble at the new French governess, gives a representative
scnple of the way in which these fanily groups operate:

LADY RIDGELEY. The onc discordant note ... was Miss Tony.

GERALDINE. I agree, nother. She wnos overgowned and over-
hatted.

LADY RIDGELEY. For a person of her position, atrociously.
SIR DANIEL. Showy. Yes, showy.

PRYCE. If you will engage a foreigner —
(p.415-6)

This techniquc is quite different from Shaw's handling of group
scenes where cach cheracter has a distinctive point of view, but

as an instruncnt of satire and as a2 method of keeping a firm grip on
the narrative while exhibiting a large nunber of characters it works
very succcssfully. Its culrmination in Pincro's sociel drapma is in
the long, but exciting and lucid, third act of The Tahunderbolt.

This is perhaps the nost gripping act he ever wrote and as such merits
a deteiled annlysis.,

Willien Archer's outline of the plot in his The 0l1d Dranc and the

New provides & convenicent surmary of the action up to the cnd of Aet 2:

Ihe Thunderbolt is a study of provincial life. Edward Mortinore
has died, it is thought, intestate, and his three brothers and
one sister eagerly look forward to teking their equal shares in
his very considerable fortune. They learn, to their great sur-
prise, that he left an illegitinate daughter, to whoa he seems to
have been nuch attached; and it is still nore suprising that he
has nade no provision for hecr. Rather to their chegrin, the
lawyers insist on taking all possible steps to discover whether
a will erists, but there is no trace of any such dorunent. To
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the great relief of the fenily, their unkmown relative turns

out to be & well-brought-up, high-spirited girl who, though she

is deeply grieved to find that her father has forgotten her,

declines to accept enything at their hands. Helen Thornhill —

that is her name = cannot endure the two elder brothers, but

she strikes up a friendship with thc youngest, Thaddeus, a

struggling nusic-naster, and with his wife, Phyllis. She

spends three weeks with thew: while search is being nade for the

will; and every day Mrs. Thaddeus seens nore nervous and

depressed. At last it is decided that intestacy nay be presuned,

and the family is to have a nceting with the lawyers to arrange

about epplying for letters of Adninistration. Just as Thaddeus

is storting for this necting, Phyllis bresks down and confesses

to hin that there was a will; thet she cane ~cross it on the

night of Edwerd Mortiiore's death, scow that it left everything to

a wonan she hed never heard of, Helen Thornhill by nane, cond

destroyed it ... Herc then is the thunderbolt.

51

When the curtain rises on Act 3 only the hard core of the fortune-
hunting fanily is prcesent in the dining-roon of the eldest brother,
Janes, They are walting inpatiently for the rmeeting to begin. The
group conprises Janes, a building contractor, Stephen, editor of one of
the town's two newspepers, Ann and Louisa (their wives), and the
deccnsed's only sister, Rose, who now lives in London with her husband,
Colonel Ponting, and considers hersclf socially & cut above the other
wonen., There are tensions within the group (especially between the
Mortinores and the Pontings), but they ore united in their greed and
have all commuitted themselves to expensive schenes on the strength of
their expectations. So hos the better-natured Thaddeus, but the
patterning of the play thus far has enphasised the foct that he and his
wife are regarded by the others as outsiders because of their
conparative poverty and, nore especinlly, the fact thot Phyllists
father had been a grocer. The action of Act 3 develops this
hostility to a ncw pitch, but at the beginning .° the hard core of the
fonily has no idee of the inpending disaster. The action of the act

is developed in three broad stages: the first is nade up of sone six

sequences as the group waits for the Thaddeus Mortinores end then
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decides to start without them; the sceccond in which the thunderbolt
falls on the group, consists of one cxtrencly long sequencc fron
Thaddeus's entrance to his exit; and the third (a nmuch shorter one
of two scquences) shows the irmediate afternath of the clinax and
leads into thc fourth act.

The first sthae (pp.163-188) of the ~ct begins with Janes,
Stephen and their wives at the dining toble, ~ngrily cornenting on an
article in thc newspaper published by Stephen's rival. The Pontings
inpatiently point out that it is tiiie for the neeting to begin ~nd
that they arc anxious to catch a train bock to London so that they can
nttend a couple of parties that night. The Mortiriores pronptly
accusc theii of behaving in poor taste with Edward "only o nonth in his
grave ." This bickering, which reflccts the tensions within the group
and their edginess as they waeit for the reeting, is cut short for the
nonent by thc arrival of the lawyers, Elkin and Vall-once. In the
second sequence, as cveryonc sits down nt the table, the absence of
Thaddeus and his wife is wngrily noted, ond Jones rings for the naid.
She is told to go round icmediotely to the Thrddeus Mortinores and say
that everyone is waiting for therw Her dispatch at this point
indicates a neat but unusucl picce of "chain-stitching" by Pinero, cas
she has already called with her nessage near the end of the previous
act just after Thaddcus hns heard his wife confess to the destruction
of the will, There is thus & time overlap between the two ncts —

a daring stroke in a naturalistic pley of this period — which further
underlines the ironic effect of the waniting group's inpatience. The
paid's departure from Jearies's house is then followed by an extended
sequence — during which Thaddcus can be insgincd as naking his way to

the neeting with his disastrous ncws. This scquence centres on the
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newspnper article which was being discussed at the beginning of

the ~ct. Rejecting Ponting's attenpt to start the necting without
Thaddeus ns an affront to his scniority, Jnies decides to ask the
lawyers for their opinion of the article £nd, assisted by interjections
fron the other Mortinores on the low character of its writer and his
wife, reads it aloud. The article suggests thot as Edward Mortiriore's
noney care frea his brewery, Jermes ond Stephen as lexders of the locel
Teriperance League ought either to refuse it or devote it to the
tenperance causc — o suggestion which they regard with indignation.
The lawyers ~ttenipt to calm the brothers dewn, but Rosc adds fuel to
the flanes by naliciously proposing that Janes and Stephen use part of
their sheres to build the League "a handsonic new hall", They
furiously reject this anl decide instecad to resign fron the Leosue,
thereby denonstreting the strength of their greed as opnosed to their
principlcs. Te arrival of another neid with ten and toast cnphasises
the passage of time ~nd jronpts James to ask the lawyers to get the
iceting under way without the Thaddeus Mortinorcs. ifter confirnming
that despite diligent scarch no will hos been found, Elkin hands

over to the group o statenent of the particulars of Edward's estate,
and Vallance announces that if they arc scotisfied thet Edward died
intestate they nay now arply for Letters of Adninistration. The
fortune thnt the nembers of the group are sceking (somc one hundred
and seventy thousand pounds) appears to be within their gresp, but
even as Vallance is speaking Thnddeus quietly enters the roon.

The following sequence is the lengest to be found in Pinero's
plays n~nd occupies nost of the rest of the nct (pp. 188-231). e
factual informntion it contains is already known to the audience
from Phyllis's confessicn in Act 2, = point which Henry frthur Jones
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feltwotgkened the effect of the scquence;” but Pincro invests it with
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absorbing dranntic interest by hrving Thoddeus, in order to
protect his wife, attenpt to take the guilt on hinself. There is
thus considercble tension as the audiencc watches to sce whether the
decception can be naintained, and the punctuation of the sequence by
noves,; pouses and business is designed to exploit this to the utnost.
The patterning also stresses the response of the group as tho
expected weelth is apparently dashed from their grasp. Like the act,
this sequence is develorped in threc broad novencnts, and each nove-
nent can be further subdivided on the basis of shifts of emphosis
(pointed by nmoves and pauses) into sone five units. The first
novenent of the sequence consists of Thaddcus's folse confessicn and
the group's dazed acceptonce of it. In the second rovenent a flaw
is detected in Thaddeus's story and the group desperately try to
break hin down. Finally, in the third novenent, a chance rencrk
changes the direction of attnck with the rosult that st the clinax
not only is Phyllis's guilt revenled but the cause of her action —
the group's persecution of her cver since her nnsrringe.

The first novenent begins 2s (Unit 1) "Henring the click of the

lock as Thaddeus shuts thc door" (a neat symbolic touch), "gveryone

turns and glances at hin."  They note his lateness and ask where his

wife is. Thaddeus mumbles that she is unwell, but is saved from

further explansations by Ponting who "raops thc table with his ponholder™

to call the neeting back to business. Janes orders Thaddeus to sit
down on the chair next to him, which Pinero, with his usual efficiency
of stagecraft, contrives to be the centre chair on the upstage side

of the teble — the focal position on stage. (2) The nmecting
proceeds fronm where it left off, but when Vallance produces a form of
the "Oath for Administrators" and states that the intending

administrator (James) nust mnke an affidavit declaring that the
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deceased died intestate, Thaddeus, "Touching VALLANCE's arm",

interrupts saying, "The family nustn't go on with this.™ The
others repeat this incredulously ~nd James demands, "What a'yer

talking about?"  "After 2 hurried look roqgi: Thaddeus stammers

"There — was a will", and then is driven question by quoestion to
his lie, "I — tore it up — got rid of it." This line is followed

by silence, "™the MORTIMORES and the PONTINGS sitting open-mouthed

and notionless." The next unit (3) is broken up by scveral pauses

and interruptions to build tension for the next punch line. Tlae
lawyers warn Thanddeus of the seriousness of his confession, but he

"makes no response «" Invited by Elkin to continue, hc slowly begins

to tell the story his wife had told him, substituting hinself for

her in the narration. He mentions that his sisters-in-law had left
Edward Mortimore's house on the night of his death, and this

provokes a brief interruption as those ladies rise to their feet and
are told by Elkin to sit down. The narration continues with the
lawyers doing the questioning. Thaddeus states that Edward gave hinm
the keys to his safe so that Thaddeus could fctch some small pieces of
jewellexy Edward wished to give Phyllis,and then "stops suddenly" and
has to be given a glass of water beforec he can continue. "After o

gulp of water" he says that in the safe he found the envelope contain-

ing the will, opened it and read its contents. "The MORTIMORES and

the PONTINGS crane their heads forward, listening breathlessly" as

Thnaddeus goes on, 'He left everything ... everything -— to Miss

Thornhill." (4)"There is a slight, undecided movement on the part

of the MORTIMORES and the PONTINGS." Elkin asks them to keep their

seats. He quesstions Thaddeus on the form of the will and receives
satisfactory answers until Vallance queries whether the will was

duly witnessed. Thaddeus numbles, "I — don't recollect that".
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This faint glimmer of hope causes "JAMES, STEPHEN and PONTING

to stir themselves" and desperately emphasise the point. Vallance

then asks how the will was destroyed, Thaddeus again stumbles but,
recollecting what his wife had told him, declares that he tore it

up and dropped the pieces over a bridge into the river. To establish
the motive Rlkin asks whether Thaddeus was acquainted with the law

of intestacy at the time and is told by hin of o conversation on the
subject by the family as they were on their way to visit their dying
brother. James reluctantly confirms this. Taaddeus ends by ex-~
plaining "brokenly" that until the first meeting with the lewyers
neither he nor any of the family were aware Edward had a daughter,

and that it is because of this knowledge that he cannot now let the
deception go on. Elkin closes this long unit by asking, "And we may
take it that your present act, Mr. Mortimore, is an act of conscience,

purely?" "THADDEUS inclines his head. There is silence again, the

MORTIMORES and the PONTINGS presenting 2 picture of utter wretchedness.

The ladies' tears begin to flow." (5) "After o time, speaking with
some difficulty", James asks what is to be done. He and the others

demand to learn to whom the moncy now legally belongs. Vallance
tries to point out that there is another aspsct to consider, but the
group insist on being told thc law. Flkin, as the deceased's
solicitor, then states that he will advise Miss Thornhill to apply to
the Court for probate as if the will still existed.  "STEPHEN and

PONTING fall back in their seats in a stupor, and once morec there is

silence, broken only by the sound of the women snivel ing.

ELKIN and VALLANCE glowly proceed to collect their papers." The

first movement of the sequence thus ends with Thaddeus's

sacrificizl lie accepted and the meeting appvarently at an end.
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The second movement is sparked off nccidentally by James who,
rccovering from this stunned silence, (6) turns upon Thaddeus and
"brutally" demcnds, "Have you — have you told Phyllis — have you
told your wife what you'vc been up to?" Thaddeus replies that he
has and weakly claims that this is what made hin so latec. The
mention of Phyllis; however, provokes Rosc to rise and declare
hysterically that Thaddeus's wifc "NMancged to get hold of some of
the jewelry at any rate."  The other women furiously echo this and,
in an attempt to pacify then, Thaddeus says that he put all the
jewelry back in the safe. Asked why he did this he explains that
when he got back to Edward he found him in & state of collapse and
was sent off by Phyllis to fetch the doctor. In response to r
question from Vallance, Thaddeus adds that Phyllis had taken over
nursing that night after the other wives had decided to leave. The
lawyers arc satisfied, but Thaddeus has made a disastrous elip.

(7) James, "Who has been sitting glaring into space" thoughtfully

comnents, "Hold hard. You didn't go for the doctor", and though
Thaddeus stutters out an assertion that he did, Stephen, "Awakening

from his trance" recollects that "Phyllis sent the cook for the

doctor." Thaddeus tries to cover up by saying thot he followed after,
but from this beginning the questioning of his movemcnts on the night
of Edward's death cones thick and fast. The whole group assist

the lawyers®by recalling the de tails of what hnd hapnened that
night until it becomes clear that Thaddeus could not have had time to
go to the hospital with news of his brother's collapse, and this
discovery is capped by Stephen's recollection that he had met Thaddeus
shortly after his supposed dash for help but not a word had been said
of any change in Edward's condition. At the end of this unit, which

has procecded with tremendous pace and & considerable amount of move-
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nent from the members of the group, "ANN and LOUISA join their

husbands and thce four gather round ELKIN and VALLANCE. ROSE

stands behind PONTING's cheir." Therc is thus on stage a solid block

of accusers bearing down on Thaddcus. (8) Thaddeus attenmpts
desperatcly to cover up the inconsistencies in his story, but is un-

able to answcr when Vallance suddenly demands, "who lct you into the

housc" that night. Thaddeus, "Starting up from the table" rctreats

in confusion as the question is repeated and ends up "At the left-

hand cnd of the table, clutching the back of a chair," (The

others, of course, arc at the right-hand end. ) (9) Frontically he
insists that "The will's the main point" and that he has everything

to lose ~nd nothing to gain by his confession, but this reninder
infuriates his relatives who advnance on hin and are only restrained by
the lawyers who concede his arguient. They, however, feel that the
doubts must be cleared up and suggest that Phyllis be nsked to help

with this. (10) "THADDEUS pushcs aside the chair he his holding and

cones _to thc table" on this alarming proposal, begging that his wife

be not drogged into this. The group howl hin down derisively and he
tries to leave. Alkin, howcver, persuades hin to stay for a minute
to listen to and sisn the notes Vellance has nade of the confession.

"With & nod of paticnt acquiescence, THADDEUS ginks into the middle

chair.  VLLLANCE prepores to rcad his notes, first noking sowme

additions to them."  This lull conpletes the sccond mnovenent of the

sequence.
The final and climactic movenent is similar in shape to the
previous one. Again the first move comes from Jenes who leans foward
across the table and, despite Thaddeus's protests, den~ands fiercely,
"When the devil did your conscicnce begin to prick you over this?

Hey?" This question leads Stecphen to comnent that up to & couple of
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hours ago Thaddeus had shown no concern. Louisa "unconscicusly"
then provides the key by reuarking, "It's Phyllis who's becn ill all

the nonth, not Thaddeus." “In the sone way"™ Janes and Stephen con-

firn this, then "Struck by the ides which occurs tc hirm, JAMES breaks

off.  THADDEUS doesn't stir." (12) Now, slowly, the¢ truth begins

to dawn. One after the other the members of thc group reflect on

Phyllis's illness. "There is & fuwther pause, and then THADDEUS

slowly turning from the table, rises." (13) "In a gtrange voice" he

says that he will not stayto heer his wife insulted, but as he is
specaking thc others move forward on either side of him. "The move-

pnent is wnrde gradually ond noiselessly, so that when THADDEUS turns

to go he is stortled at finding his way obstructed.” Elkin now pursues

the questioning point by point establishing Phyllis's opportunity to

hove found and destroyed the will, and then demnnds, "With an abrupt

change of manner," "Mr Mortiniore, how is the lock of thc safe opened?"

"THADDEUS is silont."  FElkin repents the question but Thaddeus can

only clein wenkly that he hns forgotten. The questioning continues

but now Elkin directly n~ccuses Thnddcus of hoving becn nowhere near
Edward's house on the night the will was destroycd and ends, as Thaddeus
again collapses into thc centre chair, by askiag "Arc you sure that the
story you have told us, substituting yourself for the principal person
of that story, is not exnctly the story she [?hyllié] hag just told
you?" (14) With Thoddeus defeated Pinero now relaxes the pace before

the build-up to the finnl climax.  "There is a pause" followed by a

quiet exchaonge between Elkin and Vellance in which they deternine to

see Phyllis without delay. "Wallance returns to the tsible and,

seating hinsclf, again collccts his papers."  (15) "Elkin is following

hin" when Jomes stops him ond asks wheat the law is concerning Phyllis's

action. Elkin replies that it is o felony, and, hearing this, the
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opinion of Phyllis. eaping to his fcet in - frengy " Thaddeus

shouts the climactic accusation 2t the group, "You've helped to
tring this on her! You've helped to make her life unendurable!
You've helped to bring her to this!® Then he nekes his woy out of
the door pitifully asserting over and over; "She's been a good wife
to ne! ... She's been o good wife to mel"

Although the clinax is reached and the memmoth inquisition
sequence technically over with Thaddeus's cxit, Pinero keeps up the
nonentun in the last scction (pr, 231—240) of the ~ct. Janes,
Stephen and their wives vieclently cxpresz their indigngtion ot
Thoddeus's charge, Ponting curscs "the wonan' cgain and again. Then,
without ~ break, their thoughts switch to their own predicanents now
they have lost title to the noncy. Nonec gives a thought to any of
the others as cach bewails his loss. The cnimositices within the
group flare up to boiling point — especially the ill-feeling between
the Mortinores and the Pontings —= 2nd o shouting-natch develops which

only calns down when "getting to the door, Ponting discovers that

ELKIN and VALLANCE haove token their departure." Even now Pinero docs

not allow & pause. but nercly slows the pace as the nembers of the
group realise that the lawycrs have left for Thoeddeus's house, and
then speeds it up again as the group begin to speculate on the
possibility of a conspiracy betwcen the Thoaddeus Mortimores and Helen
Thornhill, This exchange is followed by « brief peuse, and then the
group decide they must re-unite and follow the laowyers at once. Ann
stops for a monent to put on her hat, but the others brook no delay,

so " Seizing ANN ond pushing her beforc them, they struggle through the

doorway" as thc nct curtain falls. Pinero thus not only brings off

an exciting clinnx at the cnd of the mammoth centrnl sequence, but in
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the final section of the act propels the action towards the
dénouenent.

45 the foregoing analysis denonstrates, Pinero, by this stage
of his carrer, had thoroughly mastered the art of sustaining a2n ex-
tended, but sinplified, well-nacle structure while appearing to present
& credible. "™slice of life" An important indication of this is that
in the earlier social drzmas the longest sequences are to be found in
the first act expositions, while in the later plays the longest
sequences arec usually the clinactic ones. In the original edition

of The Profligate the climactic sequence only occupies a page and a

half, and consists meinly of repetitive pleading from the guilty hus-
band which is answered by the single word "Go!" fron his cruelly
disillusioned wife — who then swoons away as the curtain falls. The
sequence was incapable of extension because the characters are so
artificial that they can only respond to the situation with the stock
melodramatic gestures. The cheracters of the later plays, though
their views generally reflect Victoriam social conventions, are much
nore convincing. Consequently they have a good deal more to sz2y for
thenselves in comparable situations. Nor is this the result of mere
verbosity on Pinero's part, for thesec long sequences, as we have geen,
are ns carefully structured and punctuated as the expository

sequences of The Second Mrs Tanqueray considered earlier. An

analysis of the extended sequence which climaxes the third act of

Pinero's last najor social drama, Mid-Channel, confirms the extent to'whichle
had matured as a craftsman and in the portrayal of his cherecters

during the two decades which separated the first performance cf this

pley from that of The Profligate.

The climactic sequence of Mid—ChanneL.(Pp- 448—469) unlike that

of The Thunderbolt, prescnts only two charncters on stage. As in
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The Proflipgate, it begins with o confession by the husband to the

wife thot he hes hed an affeir with anotiier wonan. This tine, howover,
the wife is cqually guilty, though the husbhand does not know it.
The previcus action has shown the breck-up of the Blundell's nerriocge
and the final stages of the ensuing periocd of scparation, during which
Zoe hns travelled round Italy accompsnied by (and eventuslly sleewing
with) a young odnirer called Leonard Ferris, while her husband,
Theodore, has ccnsolcd himself by living with o Mrs Annerlcey. Neither
of then has c¢njoyed his or her infidelity and they havc both disnissed
their tenporcry partners before being brought together by Theodore's
business nssociate, Peter Mottram for an attempt at rcconciliation.
The long sequcence which follows is again constructed broadly in three
novenents (Thoodore's confession and Zoc's acceptance of it
Theodore's interrogation of Zoe; ond the consequences of her con-
fession), and each of these threc noveinents can be further sub-
divided into four units.

The sceuence begins (1) with a silcnce in which Theodore approaches
Zoe who is secated, but cach avoids the other's eyes. Theodore
hesitatingly broaches the subject of reconciliction end Zoc¢ tinidly
tekes from her bag an cenvelopc containing Theodore's latch-key and the
note he had written when he lcft her. Shc nods cssent to his tecring
up the letter and cffers him the koy. He accepts it with thanks as
he sits down. A prusc noarks the end of this unit in which the
rcconcilintion secns formally ncconmplished. (2) Theodore states that
he wishis Zoe tco understand exactly wh~t she is offering to take back.
He confesscs the frct of his affair with Mrs Annerley and asks if
Zoe is prepnred to forgive this too. She nods, "but with coipressecd
lips" because of her unconfessed cdultery with Ferris. She asks

Theodore how his affeir came about, and he describes the mrocess by
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which fron brooding on his gricvances he had turned to giving parties

at his flat ~nd had cnded up with the shallow ond ultinntely intolernble
Mrs Annerley. e further admi''s that lately he has becen drinling

too nuch brandy. This unit comprising Thcodore's confession ends

with "a moncrt's silence'” before Zoe rises and goes to hin. (3)

Theodorc puts his hands on Zoc's shoulders and attenpts to drow her
to hin, but shec shrinks away and ncrvously states that thouszh she is
willing to have hin back it rwust be "sinply as a2 conmpenion ... &
Priend." Another pausc follows. (4) Theodore, nisinterpreting
Zoc's notivation, moves awny "icily" conpleining et what he regards
2s her punishnent of hirn. However he sits down, controls his anger,

and "lyin~ at full lensth on the settec" assunes an air of indifference

s he accepts her terms. The enf of the opening novenent ané the
subjcct natter of the next are indicoted by the stage-direction,

"Therc is silence between thon. Shc watches hir guiltily.”

The second novencnt is initiated when Theodore (5) "&udlenly

chanies the position of his legs" and Ygagzing at the ceiling" wonders

aloud why Zoe has rcceived his confession so calmly and hos not inter-
rogated hin nmorc clogsely ~bout lirs Annerley. He tells her that he at
lcast has paid her the complinent of resenting the nttention Ferris hes
bcen paying her recently. (6) Tere is nnother pausec as “"slowly, he

turns upen hig sido that e nmay foce her", and then he conments inter-

rozatively, "I say, that was a pretty disgraceful business — your
trapesing about Italy with that fellow ... Hey?" Zoe tries to shrug
this off, but Theodorc, connenting that he suspects that hc is the one
who should be dictating terms, notions her to come to hin. After a
nonentery hesitotion, she puts on & show of unconcern =~nd obeys the
gesture. (7) Theodorc nakes her sit down and insists, despite her

attenpt to refusc, that she give hin "en account of the Italian affair
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fron the word go". Thc pace accelerntes as he fircs question
after question antil he forces Zoe to adnit thot shce and Ferris
hnd roons in the same corridor of a hotel in Perugic. At this point
Zoe tries to stop the interrogation and ncoves away to collect her

[t R

bag. (8) Theodorce follows "so that when she tras they come fac

to _face', and brings the questioning (and the sequence) to o climax

with the demand, 'Give ne your word that nothing wrong's occurred

between you and Ferris . %e is silent and he has to repent his

denand twicce before she sits, "gtaring at hin", and srys, "I've for-

given yous; forgive pe." A long silencc narks this turning

point, and then Theodorc moves "dunbfoundered® (sic.) to a chair on

the other side of the roon, and sits.

The third and finnl novement of the sequence begins with a skt
unit (9) in which Zoec' states "brokenly" that she had sent for Ferris
after sho had rcceived a letter fron hin describing Theodore's
apperently gay life at the flat. She asks for ~» drink of water,
which Theodore brings, and begs hin not to be hard on her. (1,

L brief interlude follows in which Thecodorc attenpts to rins Peter
Mottran for advice but finds that he has not yet returncd to the
office. (11) The atteupt to contact Mottran rcninds Zoe of the
warning he had given her and Theodore before their scparation that
their narringe had reached the dangerous stnge of "mid-channel", but
she now states that in fact the marriage had been doomed from the very
beginning when "we cgreced we'd never be encunbercd in our carecr with
any — brats of children’" Theodore counters that tolking of the
past is of no avail a2s he is not now prepared to live with Zoe 'ander
any conditions", and insists that they should bc divorced so that

she can marry Ferris. There is ~ bricef pause when Zoc replies that

she does not want to do this. (12) The pace quickens again for the
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final unit of the sequence. This consits of a "sce-saw" in which
Zoc¢ confesaces she has broken with Ferris, Theodore bitterly charges
that she has come to hin as "Mr Lenny Ferris's leavings'!, Zoe
counters with the clain thet Ferris '"wculd give his soul' to narry
her (ignoring the fact thnt she hos cdvised hin to narry a younger
wonan who is in love with him), Theodore states that he will make
surc that Ferris does morry her and furiously returns his latch-koy
for her "new husbaend", o=nd Zoec flounces out of the¢ roou. The
curtain falls as Theodore pours hinself a large brandy — ~ much nore
plausible and effective touch than the swooning away of theé heroine

at the coopareble nonent of The Profligote.

Despite the scquence's length and complexity there is no superfluous
detail in it. The business of the giving and rcturning of the key
frenmes the encounter as a2 whole (as it docs in Act 4 of lgig), while
within the sequence noves anc pauses nark each 8uft in emphasis even

nore precisely than in The Thunderbolt. Tozether with the pattcrning

of the diclogue this stage punctuation regulnates the rhythn so as to
obtain maxinun cffect fron the climaxes. Technically the sequence

is a superb picce of work, and it is achieved in a manner which is
entircly in accord with the psychology of the characters and the logic
of the preceding acticn.

The patterning of the play as a whole (sec Figure 5) is equally
neticulous. Once again the structure ond developnent of the total
action is foreshadowed in the opening act. This is dcveloped in
four mownmts » The first consists of several sequences involving
Ethel Picrpoint (a young friend of Zoe's), her nother, Leonard Ferris
and Zoc herself, These sequences suggest the unecrsy state of Zoe's
narriage, establish Ferris's interest in Dthel nnd hint -t his sone-

what excessive intinacy with Zoe. The scecond .riovement censists of two
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sequences centerins on Zoe, In the firat she nokes clear to
Ferris thet though she would not stand in the wny of his narriage to
BEthel shé¢ could not then retain hin among her nen friends, o prespect
he views with alorm; ond in the second sequence Peter Mottran, the
ploy's raisonneur figure, spcnks to her of his concern over the
thrcats of sceprration she and her husband hoave been noking in their
recent quarrcls., In the act's third nmovenent the focus changes to
Thcodorc who in o long scquence with Mottrer tells of his narital
gricvances nnd cnds with the threat that if he did ever "bang the
front door, it'll be once and for ~ll, wy fricnd." (p.336) The
act's final dfovénent ' begins with Zoe entering tearfully to attempt
~ rcconcilintion. Mottran departs after delivering o thenatic
honily comparing the present difficulties of the Blundells to a rough
Chammel crossing bheforc the quiet woters on the other side ~rc
reached. then the couple nre left alone, however, the rcconciliation
soon brecks down and a bitter quarrel ensues which cnds with Zoe
le~ving the roon end Theodorc ordering thc servont to pock his begs.
The action of the rencinder of the play is blocked in sections
which, ¢zcept for the finol onc, corrcspond to the four novements of the
first act. Act 2 corresponds with the sccond novenent.. ‘THe
focus is ngain on Zoc who during the six months which have elapsed since
Theodore walked out hos becone involved in a guilty love-affair with
Ferris. The act consists esscentinlly of four dmologues which lead
naturally and logicslly to Zoc's dccision to disniss Ferris and seck
e. reconciliation with Theodorc. The first of thesc duologues
denonstrates thc nisery and guilt Zoec and Ferris fewel now they have
becone lovers. In the second duologue Mottran endenvours to persuade
Zoe to rcturn tec her husband, and this is followed by o conversation

between Zoco nnd Ethel in which the latter, not kncwing of Zoc's
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affair asks for help in regeining Ferris's affections. As a
result of these pressures Zoe in the fourth duologue disnis:ies her
lover.

The first hrlf of Act 3, sct in Theodorc's flat, parnllels the
n~in action of Act 2 and recalls the third movement of . tre
firet acte. Thcodore is shown to be as unheppy with his nistress,
Mrs Annerley, ns Zoe has becn with Ferris, and the first nnjor
sequence of Act 3 ends with Mrs Annerley's dismissal. This is
followed by ancther scquence between Hottram ~nd Theodore (pnrallel—
ing the onc in the previous act betwecn Mottram and Zoe) in which
the fanily friend endeavours to persuade Theodore thet reconciliation
with his wife is still possiblc. The sccond half of Act 3 consists
of the long clinactic sequence between Zoc ond Theodore which has
elreai’y becen analysed in detail. It, of coursc, parallels the quarrel
in the fourth novement of Aet 1.

Act 4, sct in Ferris's fleot, is brief. The opening sequencas of
Act 1 arc echoed in the first hnlf of this last act which features a
snall tea-party to celcebrate Ferris's sudden cngagenent to Ethel.
However, no sooner have Wthel and her nother left when Zoe appears.
After learning from Ferris that he is no longer free to narry her, she
is forced to hide in thc bedroonm when her husbnnd storms into the flat,
Tueodore's object is to force Ferris to marry Zoc, but she resolves the
dilemma which has been crcated by cemnitting suicide. The final
section of this act is the only passege after ict 1 which is not
paralleled in the cxposition, and thus though the qggggggggy is
plausible, granting the geography of Ferris's fl~at (which includes a
high balcony) and the pressurc applicd to Zoe there, it does not in-
press as 2 necessary consequence of the rest of the action.

Pinero's apologists, with justification, have clained Mide
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Chonnel to be his finest serious work. Clayton Hamilton, for
exaiiple, describes it as

en a~bsolute anl faultless maisterpicce of structurc. It
is solidly, conpactly built. No naterinal is wastedry
every line and every gesture secns to count. Bvery
detail of the piece is nicely releted to every other;
and many passages produce » threc-fold effect — first
by inmediate interest, second, by rcminiscence, and,
third, by prophecy.-

Hemilton's praisce offectively sunms up the attributes of a
successful "enclosed" play which, doespite the elerient of con-
trivence in the final nct, Mid-~Channel undoubtedly is. But its
ncar-perfect technicril finish was not achieved without cost.

The cherncters are dull and arid, though thoroughly credible, the
action is drenntic but constrictced, and the totnl coffect depress-
ingly serious-ninded rnther thnn tragic.

These linitations mey sinply be attributed to the narrowness
of Pinero's personal vision, but the pressure of his chosen form —
the realistic well-madce plny = enphnsised this. Bernard Shaw, in
a letter which he wrote nfter sceing o performance of Mid-Channel at
the St., James's Theatrce, diagnosed the cause of the pley's feilure
with audiences and inplored Pinero. to change his approach:

Between ourselves, I greatly dislike thc audience at the
St. Jancs's Theatre ... They arc the very people you are
getting ot in the play ... The wonen do not wont to be
told that they are not wives in any real scense, but only
kept wonen. The husbands who have brought their wives
to the theatre because they are afraid of querrelling if
they stay at home, do not want to have thc quarrel flung
in their faces across the footlights. And cs you have
no sort of nercy on them and no sort of hope for then,
and sinply rub their own niscery and disgrace into then
with the skill and ruthlessness of « scientific torturer,
they stey away ... Why do you still ... construct plays?
I never construct a play: I let nyself rip. I give
nysclf away. That is why I givc everyonc else away,
which ~fter all is thce wholc purpose of conedy. You
arc like Ancnias: you keep somethipg back. There is
not enough fun in Mid~-Channel: you bite hard; but you
do not let yourself wag your teil. The fun is in you:
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it is ‘the divine secrct of the norry ~nd cheritable heart:
but you scen to ne to hnve begun to wistrust it in these
later tines: I niss Brron Croodle [a charncter in
Pinero's first successful play, The Money=-Spinner (1880)/
anong all these dull, scarced, vulger people who are so
fiercely true t2 their own life and so very felse to
yours.54

But it was too latc for an old dog to learn new tricks.
Pinero could construct = farce or & serious drano but he could not
write a serious force, let 2lone let his play rip in the Shavian
nanner. By Mid-Channel his popularity wns clearly declining. It

had rcached a peak with His House in Ordexr which with its story of

a persccuted wonnn who renounces an opportunity to hunmilictc her
toronentorg had had enormous appeal and ~ very long run. The
Thunderbolt and !Mid-Channel, though nore substantial =nd skilfully
plotted plays, offercd no such enticement to audicnce identification,
and the public, as Shaw obaerved in his letter, nostly stayed away.
Of Pinero's subsequent plays (and he continued writing then almost up

to his death in 1934), only one light theatrical conedy, The Mind the

Ppint Girl (1912), achieved any necsurc of comnercial success.

His scknowledged influence on the leading playwrights of the tine
had, of course, declined even carlier =— a process which hcd been
considerably accelerated by Bernard Shaw's withering critical reviews

of The Second Mrs Tangqueray and The Notorious Mrs Ebbsmith. Fron

Pinero's point of view these attacks werc doubly unfair: instead of
rocognising his attenpt to dranntise serious studies of chnracters
in conflict with society, Shaw had ncccused hin of writing ploys
nerely for the scke of sensationnl climexes; 2nd worse still laad
successfully branded hin as n tcchnically old-fashioned plnywright
when he wos teking grent pains to achicve o level of verisinilitude

55

previously unrenlised in English drana.
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Fron Shrw's point of view, however, the attacks werc

necessary. The ncticulous pattcrning of Pinero's socinl dranns
inparted an air of inevitability to their generally pessimistic
plots in which upper-niddle class nores were presented s un-
alterable facts of life. Public acceptance of such plays as in-
portont works of the "new drane" was o positive hindrance to Shw's
ain of using the stnge as o platforn from which he could "force the
public to reconsider its morals."56 In ~ letter to Williarm Archer,
dated 21 August 1893, he cormented, "if the future, zs Mrs Tonk

[i.e. Paula in The Sccond Mrs Tagggeran soys, is only to be the

past entered through nnother grnte — why, then, the lethal chaober

"57 . = . .
As o drnotist who believed

is the only proper plnce for us.
hinself inspired by the "Life Force", Shaw scornfully rejected the
narrow focus and pre-deternined structural pattern of the well-nade
play,and evolved a theatrical technique which by contrast is broad
in its focus, conplex in its juxtaposition of diverse elenents ond

fluid in its patterning — a technique which can perhaps best be

surned up in the single word, "open".

NOTES

All citations in my texzt from Pinero's plays are to The Social

Plays of Pinero, vols. I - IV, ed. Clayton Hamilton (N.Y., 1917-
19225, hereafter cited as Social Pleys. The citations are followed
by parenthetical reference to the rage numbers of the appropriate
volume of this edition:

Volune I : The Second Mrs Tangueray and The Notorious Mrs Ebbsmith
Volume II : The Gay Lord Quex and Iris

Volume III: Letty and His House in Oder

Volume IV : The Thunderbolt and Mid-Channel
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Chapter 3

Bernard Shaws The "Opon" ..rt of "Emotionslised Discussion.”

I

From the very beginning of his carcer in the theatre Bernard
Shaw (1856-1950) proclaimed his opposition to the prevailing con-
ventions of English dramz because in his view these mirrored the
false ideals of society and therefore stood in the way of progress,
truth and life. He wanted a theatre which instead of confirming
prejudices would help to change society by developing its intellectual
consciousness, a theatre which would be

a factory of thought, a prompter of conscience, an elucidator

of social conduct, an armoury againsat despair and dullness,

and a temple of the Ascent of M’an.1 ’

Formulas, whether of conduct or of theatrical convention, were there-
fore anathema to him, and none more so than the formula of the well-
made play, especially when, as in Pinero's social dramas, it was
accompanied by '"an air of profound and original thought."2 During

his three years as drama critic of The Saturday Review (January 1895

to May 1898), Shaw lost no opportunity to expose the shallowness of
the content of such plays or the artificiality of their construction,
frankly admitting as he did so, "I write plays myself, and ... my
school is in violent reaction against that of Mr Pinero.“3

What particularly incensed Shaw about Pinero's social dramas was
the effect of inevitability which their well-made structures gave to
their generally pessimistic plots. Under stress Pinero's heroines
nmay (from a conventional point of view) come to lmow themselves better,
but they are incapable of improving on what they are or of breaking
out of the situations in which they find themselves. Sinilarly,
society's "double standard" of morality for men and women is

presented as an unalterable (if reprehensible) fact of life. The
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"enclosed" structures of Pinero's social dramas were built on such
assumptions, and therefore in Shaw's view had to be discredited in
favour of a more "open" approach if the theatre was to become the
positive social force he wished it to be:

No writer of the first order needs the formula of the
well-made play any more than a sound man needs a crutch.
In his simplest mood when he is only seeking to amuse,

he does not manufacure a plot: he tells a story. He
finds no difficulty in setting people on the stage to
talk and act in an amusing, exciting and touching way.
His characters have adventures and ideas which are”
interesting in themselves, and need not be fitted into
the Chinese puzzle of a plot ... Now if the critics

are wrong in supposing that the formula of the well-made
play is not only indispensable in good playwriting. but
is actually the essence of the play itself — if their
delusion is rebuked and confuted by the practice of every
great dramatist even when he is only amusing himself by
story-telling — what must happen to their poor formula
when it impertinently offers its services to a playwright
who has taken on his supreme function as the Interpreter
of Life? Not only has he no use for it; but he must
attack and destroy it; for one of the very first lessons
he has to teach a play-ridden public is that the romantic
conventions on which the formula proceeds are all false T

This statement perhaps begs the question for an "Interpreter of
Life" might view life as determined or repetitive and therefore ex-
press this theatrically by means of tightly patterned and repetitive
plot-structures. To Shaw, however, life was varied open to change
and never readily predictable. Prola, an eastern priestess in his

late play The Simpleton of the Unexpected Isles (1933), speaks for

Shaw as well as herself when she comments to her husband, "We are not
here to fulfil prophecies and fit ourselves into puzzles, but to
wrestle with 1life as it comes. And it never comes as we expect it
to come." As will be shown, this "open" attitude to life is
reflected in the varied content of Shaw's plays, in his manner of
writing them, and in the considerable range of dramatic forms and
patterns which he used or created.

One of the major problems with which Shaw's commentators have to
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contend is the enormous scope of his interests; sociology, politics,
religion, the arts, philosophy, science = there would seem to be no
significant field of human activity which escaped his lively and
critical attention and which is not worked into the action of his
plays. In this respect he was most certainly an "Interpreter of
Life" in p way Pinero with his narrow sphere of interest was not.
Historically, a significant part of Shaw's achievement is the extent
to which he opened up new subject-matter for the modern English
theatre. Looking back on his first decade as a playwright he could
clain with justification that whercas "the fashionable theatre
prescribed one serious subject: clandestine adultery", he had tried

8lun-landlordism, doctrinaire Free Love (pseudo—Ibsenism),
prostitution, militarism, marriage, history, current
politics, natural Christianity, national and individual
character, paradoxes of conventional society, husband-
hunting, questions of conscience, professional delusions
and inpostures, all worked into a series of comedies of
nanners in the classic manner ...
and culminating in his first "dramatic parable of Creative Evolution."
His later plays display an even more bewildering array of subjects
which not infrequently co-exist within a single play.

It was inevitable as time went on that Shaw, in order to handle
the increasingly complex interplay of ideas and attitudes he wished
to convey in his drama, should depart further and further from con-
ventional dramatic forms and structures. Though his dramatic
naterials (as distinct from his subject matter and opinions) were
drawn to a considerable extent from the stock-in-trade of the popular
Victorian theatre,6 he endeavoured to give these materials free play
so that they might form themselves into new patterns, thereby ex-
panding the existing limits of the drama. Instead of labouring

over intricate scenarios in the manner of Scribe and his successors,

Shaw's method was simply to "let the play write and shape itself,
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which it always does even when up to the last moment I do not sce
the way out.”7 Thus the writing of a play to him was, “n %ho
first instance, not a craft but an act of faith. As ko told bis
authorised biographer, Avchibald Henderson:

My procedure is to imagine characters and let thenm rip ...
but I nust warn you that the real process is very obscure;
for the result always shows that there has been something

behind all the time, of which I was not conscious, thouvgh

it turns out to be the real motive of the whole croat;on.B

From the outset this unorthodozy outraged the theatre critics
and it became a commonplace for them to assume that his plays were
virtually devoid of the rudiments of dramatic structure. tach
judgements were initially the result of critical bewildermcunt ot
Shaw's ideas and the nanner in which they were expressed, for nost of
his earlier plays are in fact sinilar in structure to the con-
temporary types of popular play waich they parodied. MNuch later
in his career he cormented that "it sometimes strikes me, when I
see an early play of my own, that it looks as if I had elaborately

w9

constructed it. This result is hardly very surprising in view of

the intensive amount of theatre—-going he was doing at the time of
writing these plays. As time went on, however, the structural
patterns of his plays became increasingly idiosyncratic, and the
critics — especially <he more old-fashioned ones ~— became more
puzzled than ever. According, for example, to Willien "=cher:

Fron Man and Superman onwards ... lMr Shaw tendsd more and
more to drop all pretence at dramatic structure, to
renounce everything resembling s<vory or situation, and to
make his plays consist of what might be called emotion-~
alised discussions ... /& time went on, in Getting
Morried, Misalliance and Heartbreak Housc, it anused

Mr Shaw to pour out his discussions in one breath, not
only without any structure, but without any breathing
space.1o

"Emotionalised discussion" is a reasonably apt descriptic: of
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the plays to which Archer refers, ard for that mattcr &7 the
disquisitory genre which was Shaw's distinctive contribution to
nodern dramatic forn. Zut Archer's concept of structurc, as he
denonstrates a2t length in Playmaking, was based on the "enclosed”
formula of the well-nmade play and his criticism of Shaw's nmature
"open" drama is hopelessly inadecuate as a result. Far fron lack-
ing story, the disquisitory plays interweave a variety of stories
at the same time as they interweave o veriety of opinions and
attitudes. To achieve this, Shaw could not afford to weste tinme
with the elaborate preparaticns of the well-nade play, which he
derided as "superfluous attempts to persuade the audience to accept,
as reasonably brought about, situations which it is perfectly ready
to accept without any bringing about whatever."11 In his
disquisitory plays, thereforc, the stories and situations proceed at
a speed which nust have nade then invisible to Archer and accounts
in large measure for his charge that the discussions are poured out
"in one gush". But this charge, too, is incorrect (except for the

technical point that in Getting Married and Misalliance — though not in

Heartbreak House — the oction is presented as being continuous)

because Shaw took considerable pains to orchcstrate his "emotionalised
discussions" to provide the contrasts in tempo and emphasis necessary
for his audience's understanding and enjoyment.

The greater part of this orchestration is to be found in the
patterning of the dialogue — an area which is outside the scope of
this study — but the manner in which Saw times and interweaves the
appearances of his characters, and his use of stage--business are
also relevant to-the nusical effect of his plays. Thesc natters
will be demonstrated later in the chapter, but it is necessary at

this point to note a certain ambivaleince in Shaw's attitude to
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stagecraff.. When working on a new play he first of all wrote the

dialogue, and only after he had completed this did he concern hin=-

ni2 This he did

self with "the mech=nical business of thu stage:-
with great thoroughness but not enjoyment. Henderson cites a typicel
Shavian comment on this issue:

I can write the dialogue of o long play easily within

two nonths if I stick at it; but it mey take me as

long or longer, to settle the stage business, which is

pure drudgecry. I had rather write all the dialogue

of Hemlet then decide which side of the stage the ghost

enters, or arrange the necessary time for Ophelia to change
her dress.13

Therc is a great deal of stage business in Shaw's plays, as his
copious stage-directions testify, but it is esscntinlly subservient
to the dialogue. Pe edvice he gave to ~ friend in a letter later

published under the title of The [rt of Rehearsal indicates his

practice, as the director of his own plays:

Never have o nonent of silence on the stage except as an
intentionnl stnge effect /[Shew's italics.) The play
nust not stop while an actor is sitting down or getting

up or walking off the stagc. He nust sit on & word and
risc on a word; if he has to mnke o novcment he must

nove as he speaks ~nd not before or arfter; and the cue nust
be picked up as sncrtly as the ball is fielded in cricket.
This is the secret of pace and of holding an audicnce. It
is a rule you nmay set aside again and again to nake a
special effect ... But as a rule of thumb it is invaluable.

14

Where stage business raother than dialogue is enphnsised in a Shaw
play it usually dindicates an elemnent of theatricelity and therefore
of insincerity in the behaviour of the character responsible. Ipal
conviction on the other hand is narked by 2n absence of business for
then nothing rust distract us from the words of the speaker. Thus,
as we shall sec, Shaw uses business to vary the tenpo of the
dinlogue; but not to punctuate it, and his clipaxes, unlike Pinero's,

are usually cxpressed not in actions but in words.
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¥inally, in this introductory section,it is necessary to
enphasise the structural variety of Shaw's drana, a significent
reflection of his "open" appronch. Whereas Pincro custonarily
worked within thc confines of the four-act fremework, Shaw rarely
used the sane ect-structure twice in succession, and during his long
carecr wrote plays of alnost every conceivable size and shape.
This career, on his own euthority, can be divided into three broad
consccutive phases: "a Jjuvenile phase, a niddle phase, and a Third

Manner,"15 the second being initiated by Man and Supernan (1903) and

the third by Back to Methuselah (1921). (It is significant, of

course, that these two works are his principnl parables of Creative
Evolution. ) The three phases, as Mertin Meisel hns pointed out, are
characterised by the use of typical genres: the plays of the first
phase arc based on standard types of nelodrana and popular play,
those of the sccond arc nostly disquisitory plays, and those of the
third are generally related to extravaganze; these genres being
"respectively enotional, discursive and analogic nodes of the drama
of ide,ns."16 These categories, however, are very broad nnd even
within phases the majority of plays which are generically related
tend to differ markedly from each other in structural appearance.

In the plays of Shaw's "juvenile phase" dranantic interest is
centred on the emnotionel content of the nelodranatic plots. These
are, for the nost part, single-action plays; though their situations
are portrayed ironically for thc purposes of Shavian satire and a
wider context outsidc the irmediate confines of the action is
inplied, Structurally, these are thc nost conventional of Shaw's
plays, with thrce-nct and four-act patterns predominating. However,
there. is a narked broadening of scope in the later "juvenile phose"

plays and this is reflected in their increased length and expanded
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structural forns.

The structural variety of Shaw's widdle phase plays, ~s will
be shown, reflects to a considerable degrec his experimentation
with ways of integr~ting an increasingly large anount of discuss-
ion into the fabric of his drama. The emphasis thus tends to
be placed nore and rore on the interpley of ideas and attitudes
2nd less on the fate of individual chuaracters. The culnination
of this developnent comes with the atnospheric patterning of the

encounters and discessions in Heartbreak House. Most of this

chapter will be concerned with analysing nnd discussing the
structural patterning of these plays for, although there was fine
work to corie, they displry Show's drametic skill at its highest
level and in its most characteristic mode.

Shew's "Third Manner" works are even nore varied in structure
than the plays of his middle phnse, but at tines (and espeecially
in the plays written after 1932) the dranatic focus is weak. In

sone cases, notably Back to Methuselah, the panoranic scope of the

work is too vast for Shaw to handle with full control; in others the
confusions of the post-war world with which he was attempting to
grapple contribute to 2 certain vagueness in forr end direction;

and an inevitable, though rerarkably delayed, loss of creative
energy as he grew older cannot be ignored. ‘But even though the
incidental patterning of thesec plays is at times haphazarc or
excessively digressive, analysis of their broad structural outlines
reveals Saw's essentially "open" appro~ch, a continuing attenpt to
point a way through the rnuddle of the present to a morec positive and

hopeful future.
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II
The most appnrent feature of the structural "blocking" of

Shaw's first planys - collcctively titled Plays Unplecsant and Pleas—

apt = ie their coupactness. BExcept for the last of the "pleasant"

plays, You Never Can Tell (1897), they are all fairly short and use a

pininun of entrances and exits to tell their stories 2nd nake their
points. Shaw only requires 53 entrances and exits (including
those of the waiter, thc porter and thec parlouruaid) in the thrce

acts of Widower's Houses (1892), 56 entrances ond exits in the four

acts of The Philanderer (1893), 47 in the four acts of Mrs Warren's

Profession (1893), 56 in thc three acts of Arris and the ng_(1894),

a mere 38 in the throe acts of Candida (1894), and 20 in the long

one-acter, The Man of Iwstiny (1895). You Never Can Tell, which in

its four acts excecds the playing tine of cny of the earlier plays
by half as nuch agnin and uses nearly double the nurber of
sequences (86), may be regarded as a preludc to the more conplex

structural patterns which were to follow in the Three Plays for

Puritans and, nore especially, in plays such as Misallinnce and

Henrtbreak House.

Fron the beginning, of course, Shaw's charc~cters are never
at a loss for words and there was no necessity for their author
to concoct a rapid succession of conings and goings nierely tc
create and naintain interest. The choracters have ideas and
points of view to express which ere interesting in thenselves.
But this is not to justify the critics' chorus which grected

Widower's Houses (and was subsequently repeated on the appearance

of virtually each new Shaw play) thnt it was "merely a lecture"

17

or a "pamphlet in dramatic form." Widower's Houses may not
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be quite the immaculate well-rade structure envisaged by
Willierm Archer, Shaw's erstwhile collaborator on the play, but
with the exception of one or two episodes such as Blanche's
assault on her naid, eaclh sequence advances the story and there
is an effect of grim inevitability in the way young Trench is
nade first to realise the distasteful source of his unearned
ineone and then become a willing accomplice of Sartorius, the
slhun landlord. Show, in fact, was thoroughly justified in his

reply to the critics that Widower!s Houses

is a propagandist play - a didactic
play - a play with A purpose; but
I do not thercfore claim any specinl
indulgence for it from people who go
to the theatre to be entertained.
I offer it as a technically good,
practicable stage play, one which will,
if adequately acted, hold its proper
audience and drive its story home to
the last word.

18

Despite Shaw's refuscl to be hemned in by ircher's "Rhine-
gold" plot, nand his insistence on following "his natural way ...
to imagine charncters and spin out 2 story about them, " there is
little that can be described as "open" about the play beyond the
fact that Shaw wished through the force of his unpleasant story
"to induce people to vote on the Progressive side at the next

n1d Though the action-of -

County Council election in London.
the play ie divided neatly into thres aete on the bagis
of the time-honoured formula of "Bby meets Girl; Boy loses

Girl; Boy gets girl after all", the total effect is
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Bourly perodistic. The lovers are incapable of escaping from the
corrupt world in which they find themselves and in the grinly
ironic "happy ending" willingly join the ranks of the deliberate
exploiters of the systen. Shaw's own criticism of the play is
valid - "that the disillusion which makes ell great drematic poets
tragic has here nade hin only derisive."20

In Widowers' Houses and most of the other plays of his "juvenile"

phase Saw was able to make use of the stock devices and typical
structures of the various types of popular pley then in vogue and,
at the same time, ridicule the conventional ideas they nornally ex-

pressed. Mrs Warren's Profession is & good example of this and in

the eontext of this study merits some detailed discussion and analysis
because it was written late in 1893 as a deliberate riposte to The
Second Mrs Tanguerax?1 which earlier that year had been acclaimed,
to Bhaw's annoyance, as initiating a new era in serious knglish drama.
Like Pinero's play, Shaw's is in four acts. The exposition is
as deliberate as Pinero's and there is a comparable use of a raisonneur
figure (Praesd) to drop hints about the murky past of the title figure.
The first act ends with a confrontation between Mrs W rren and a
former lover; the second with & confrontation between Mrs Warren and
her daughter during which the mother's guilty trade is revealed;
and the third with a situation which outdoes that of Pinero's climax -
instead of"a step-daughter and step-mother finding themselves in the
positions respectively of affianced wife and discarded mistress to
the same man,"22 the heroine and her young man find themaelves (so it
appears) in the positions respectively of daughter and son to the same
father! L1l of these "Pinerotic" (pace Shaw) situations, however,

are ironically deflated: the former lover (now a clergyman) is
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tongue-tied with embarrassment, the "fallen woman" vigorously defends
her past, and though the heroine does not niarry the young man neither
of them is. unduly concerned about the claim that they are brother and
sister. Shaw thus "has his cake and eats it": the structure of the
"Pinerotic" social drame helps hin to build strong climaxes, while
his deflation of its typical situatioms emphasises his refusal to be
circunscribed by conventional ideals and beliefs.

Despite surface sinilarities in subject-matter and form, Mrs

Werren's Profession and The Second Mrs Tanqueray express diametrically

opposed attitudes, a fact which is apparent when the structure of
Ehaw®s play is exanined nore closely. In Pinero's play the fate of
the principal cheracters seems determined largely by the unfortunate
(for them) timing of events. If, for exanple, Tanquerey had known
earlier that his daughter was going to return to him; he probebly
would not have married Paula. If Ellean had chosen another fiancé,
or if Peaula had had adequate warning of her engagement, the play
would probebly not have ended with Paula's suicide. But in Shew's
play the characters are made of sterner stuff. Mrs Warren neither
collapses with shame nor gives up her profession when Vivie discovers
it, and Vivie rejects Frank's proposal of marriage not because of the
revelation that they night be half-siblings, but because she values
her independence more then Frank's feckless charm. There is never
any prospect that any of Shaw's characters will commit suicide:
they react to the events of the play but at its end are carrying on
in much the same manner as they were at the beginning. Thus though
the events of the play follow in logical order, the order is not a
necessary one. The ending would not have been much different had the
discoveries of the play been arranged differently.

In explanation -- though not justification = of the critics!
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charge that Shaw was writing "dranatic parphlets" rather than plays,
it nay be adnitted that he wrote his plays to put «cross ideas, and
nede his characters nmore than usually elcoquent for this purpose.

Fron the outset he custonarily used fower sequexes in his plays and
developed the encounters between his characters nuch nmore fully than,
for exanple, Pinero did until his final social dranas." The

simplicity of the scenario graph for Mrs Warren's Prcfessigg_(Figure

6) reflects this, and is typical of Shaw's early plays. The
discussions, however; are never genernlised. but express the personal
concerns and epotional interplay of the characters. finalysis of the
confrontation between lMrs Warren and her daughter at the end of the

seccond 2ct of Mrs Warren's Profession illustrates this point and

provides a useful example of Shaw's handling of an extended "discussion"
sequence at this stage of his carcer.

The sequence is foreshadowed early in ict 1 when Vivie informs
Praed that she isideternmined to renein independent of her mother and
to follow a career as an actuary. Although she has been "boarded out
all her 1life" (p;?79) and thus has no idea that her mother makes a
living running brothels, she is aware that her mother hes something to
hide and tells Praed that she will if necessary use the advantage this
gives her to get her own wey. The threatened ccnflict does not cone
about, however, until well into the second act when she and her
mother are left alone together for the first time in the play. The
sequence which follows is the longest in Shaw's three "unpleasant”
plays, and on stage runs for over twenty ninutes. For the purpose of
analysis it can be divided into three "movenents", but unlike the major
sequences in Pinero's social dramas in which successive nmovements are
divided by means of emphatic pauses, there are no clear breaks between

then. Shaw's method is to modulate fron the emotional rood of one
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movenent to that of the next by means of bridge passages, and the
same nusical technique is apparent within the novements. Instead
of Pinero's logical punctuation driving each point home, there are
continual variatioms in rhythm which provide the necessary contrasts
while conveying the ebb and flow of the conflict in an unbroken line.
In the opening movenent (pp.308-9)Vivie deliberately sets out
to provoke her mother, criticising Mrs Warrcn's unpleasant business
partner, Sir George Crofts, and calmly stating that it would be point-
less for her and her nother to live together as they have nothing in
common. When Mrs Warren takes the bait and arzrily demands, "Do you
know who you are talking to, miss?" Vivie takes her question literally
and replies coolly, "No. Who arc you? What are you?" From this
point Vivie ruthlessly follows up her advantage until her mother,
reeling before the attack, is forced to admit that she has no idea
who Vivie's father was. The cut and thrust of the dialogue is
superbly handled, but even if every word of this werc in an unin-
telligible foreign language an audience would be able to follow the
essential progress of this part of the sequence through the stage-
business and the tones of specch used by the characters. This fact
can be readily demonstrated by detailing the stage-directions for
the passage, indicating the speakers by capital letters and the

omnmtted dialogue by ellipses:

MRS WAKREN resignipnz herself to an evening of boredom now that
the men arc gone... She sits at the taeble ... VIVIE rising to
fetch more books ... She throws the books on the table rather
roughly ... MRS WARREN galled by Vivie's indifference ... VIVIE
guite unmoved ... She sits down and opens 2 book ... MRS WARREN
staring at her ... VIVIE ... MkS WARREN ... VIVIE cutting a
paze of her book with the paper knife on her chatelaine ... MRS
WARREN ... VIVIE indulgently ... MRS WARREN puzzled, then angry
... Violently ... Vivie works oh, losing no time and saying
nothing ... She looks at Vivie again. No reply ... dnother
pause ... Muttering ... Again raising her voice angrily ...
VIVIE looking across at her without raising her head frono her
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book ... MRS WARREN rising breathless ... VIVIE ... MRS VARREN
<+« VIVIE puttinz aside her books with cool decision ... Look-—
ing critically at her nother ... She holds out her wrists.

MRS VARREN after looking at her helplessly begins to whinper

«-+ VIVIE springing up sharply ... MRS WARREN, pitecusly ...

VIVIE ... MRS VARREN appalled ... VIVIE ... MRS W.RREN

distracted, throwing herself on her knees ... VIVIE ... MRS WARREN
... VIVIE deteri:inedly ... MRS WiRREN ... VIVIE ruthlessly ...
Shivering with disgust ... MRS VARREN ... Vivic's eyes fasten
sternl her riother as the sismificance of this flashes on her.
VIVIE slowly ... Thoughtfully ... Mrs Verren buries her face in
her hands.

In this passagec it can be scen tlent Shaw uses virtually every trick in
the book to comvey the progress of thc conflict ond nake it theatric-
ally exciting — changes in pace, in tone, 2nd in the reclative pos-
itions of the characters; contrasts in volune; panection; "eye-work";
and cxpressive touches of business. In fact the business is overtly
theatrical to enphasise the artificiality of the scenc and, in
particular, the falsity of Mrs Warren's role os the heartbroken
nother.

Pinero, hnd he been writing the sequence, would probably have
enphasised the rioment in which Mrs Werren's guilty secret is exposed
by following it up with a long significant silence, but Shaw rierely
slowa the rhythn of Vivie's speech, =2nd then as Mrs Yarren buries her
face in her hands in apparent contrition has Vivie tell her not to
be hypocritical. Without a pause Vivie takes out her watch and says,
"Well that is enough for tonight. At what hour would you like
breakfast?" The cold-bloodedness of this horrifies Mrs Warren, but
Vivie continues the treatment by pulling her resolutely to her feet
and telling her to go to bed. When lMrs. Warren passionately
declares that she will not be nable to sleep, Vivie replies calnly
"Why not? I shall". This coolness incenses her nother who

«+. suddenly breaks out vehenently in her natural tongue —
the dialect of a wonan of the people — with all her offect-




o

ations of nmaternal author;!y.gone. and an cverwhelning

inspiration of truc convictidn and scorn in her.

Thus in the course of sorie hnlf-dogen brief speeches Shaw reverses
the roles of the characters and nodulates fror the opening novenent
of the sequence into the niddle one (Pp.309-15) L "Pinerotic" break-
down has been averted througzh Shaw's refusazl to ~llow his characters
to behave according to conventional expectations, and the tone of
the action is transformed fro:: sinulirted enotion to passionate con-
viction. Vivie sits down "with o shrug, no longer confident", and

after a couple of lead-in speeches Mrs Warren "plants her CM

forward with brazen energy, and sits down". For the next ten ninutes

this grouping of nother and daughter seated facing each other across
the table is held unchanged while Mrs Warren outlines and vigorously
justifies her career. Technically Vivie is the "feed"24 for her
nother in this novenent, but her reactions are inportant both for
sustaining the dremr and because she acts as a surrognte for the con=-
version of the ~udience to Mrs Warren's point of view. It is worth
counzenting therefore that except for a couple of references to lrs
Warren's nanner of speech the sparse strze-directions in this section

211 refer to Vivie's renctions — " ... [

grinly ... vividly interested by this tine ... nore and nore deeply

moved ..." =— until the climactic moment when "fascinoted, gazing ot
her " she exclains, "My dear mother; you are a wonderful woman: you
are stronger than all England "  The essential point, however, is
that for the duration of Mrs Warren's justification, the emotional
centre of the play, Show abandons all "stage tricks" so that nothing
will distract the audience fror: the argunent.

Although Vivie's exclenation is the climax there is no under-

lining of it by pausation. Instead the diﬁﬁﬁguo agnin continues
Ay
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but in 2 quieter nnmner, with Mrs Warren conrenting, in reply to
a question fron Vivie, that she"was never a bit ashaned really. "

She then "stretches herself lazily, thoroughly relieved by her

explosion, and placidly ready for her night's rest". This action

initintes the short final noverent(pp.Zi5-316) in which mother and
daughter, all passion spent, appear to be affectionately reconciled.
The stage directions which follow, however, hint 2t the spurious
nature of the reconciliztion and suggest that o different view of
things will prevail later:

VIVIE: I helieve it is I who will not be able to sleep now.
(She_goes to the dresser and lights the candle. Then she
extinguishes the lanp, derkening the room o good denl.)

Better let in some fresh air before locking up. She opens

the cottage door and finds that it is broad moonlight.j tthat

a beautiful night! Look! (She draws aside the curtains

of the window, The landscape is seen bathed in the radiance
of the harvest noon rising over Blackdowg,)

MRS WARREN (with n perfunctory glance at thc scene) Yes, dear;

but take care you don't catch your death of cold from the night
air.

After this clear indication of Vivie's lapse into sentinentality,
Shaw allows the sequence to end in an ironically tear-jerking nanner
with Vivie taking her mother in her arns and kissing her and Mrs
Warren responding by blessing and enbracing her daughter, while

"instinctively looking upward for divine sanction." The curtain

falls on this nffecting tableau.

Fron the above analysis it can be seen that Shaw's stage-business
is extrenely important to the effect of the sequence, but thrt it
often opcrates sirmltgneously on an enotion2l and an ironic level,

In the opening novemnent there is = great deal of business which
builds up theatrical excitement but ~21so emphasises theatricality
(as, for exanple, when Mrs Warren throws herself on her knees), and
in the final novernent theatrical lighting cffects and business are

used to simultaneously play on nnd nock ~t the nudience's desire for
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a gentimental ending to the conflict. In the crucial centrel
navengnt, however, Shaw relies on dialogue clone to bring home the
passionate conviction of the ide=s nnd cmotions exprcssed by lrs
Warrcn. The absence of business here is a sign of sincerity,
though it nust be adnitted that it nnakes this long passage a testing

one for sctress and audience alike.

Arms and the Man, Shaw's next play, features in its first act an

extended encounter in which the heroine's romantic ideals about war-
fare are contrasted aguinst the realistic view of the experienced
soldier, but this is developed in terms of action rather than discuss-
ion in the remainder of the play which, as Professor Eric Bentley has
pointed out, makes use of a Scribean comic plot?5 Structurally the
play is neat and compact, but never flagging in interest or comic
invention as the fairly complex triangular relationships of the
characters are manipulated to a happy conclusion. Candida is even
neater in forn, being by well-made standards the most perfectly
proportioned of all Shaw's plays'.z6 The unities of time, place and
action are all strictly otserved, and each of the three acts

presents a clearly-defined stage of the conflict of Marchbanks and
Morell for Candida. This time as Shaw uses only 36 sequences to tell
his story the main encounters are quite substantial in length. As

in Mrs Warren's Profession, however, the discussion is always personal

and expresses the emnotional interplay of the characters. The wider
thenatic concern of attitudes to love and marriage is implicit in the
action; it is not the subject of gemeralised debate.

There is, however, a significant moment near the end of Candida
when a formal discussion is threatened. After the men have placed
their bids for her, Candida says (smiling a little), "Let us sit and

talk comfortably over it like three friends" (§f591) In fact what

follows is not a discussion but a long speech from Candida, but the

cue (borrowed from Ibsen's A Doll's HousegT) is an indication that

Shaw was wanting to expand the discursive element in his plays.
That, however, the timec was not ripe for hinm to attempt this on a
major scale is suggested by a letter which Ellen Terry wrote him on
August 30th, 1897:
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Well, I've scen Candida, and it comes out on the stage

even better than when one reads it. It is absorbingly
interesting every second, and I long for it to be donec

in London. Even the audience understood it all ...

Only one thing struck ne at the time as wrong. To-
werds quite the end of the piay to say "Now let's sit
down and talk the matter over." Several people took

out their watches and some of them left to catch a train,
or a drink. And it inter:zupted the attention of all
of us who stayed.28

Whether or not such reactions played any part in .Shaw's
calculations, the remaining full length plays of his "juvenile phase"
are more notable for action than discussion. iley ere, however, on
a larger scale than the earlier plays, and in this and other ways show
his drama becoriing more expansive and “open", both in form and spirit.

You Never Can Tell, as Martin Meisel has observed, is related in .

subject-natter to The Philanderer but "was conceived as a humanization

of Farce rathier than as an invidious exploitation of its atmosphereﬁﬁ
The later play does not ignore the darker side of its character-
relationships but transcends this by a lightness of touch which never
allows ill-temper in the characters to get out of hand, and involves
then all willy-nilly in a comedic dance of life epitomised by the

Harlequinade of the last act. Though You Never Can Tell is much

longer than any of his earlier plays, Shaw uses nearly double his
norr:al allowance of entrances and exits so as to main-
tain a brisk pace and deftly interweave his'"eight (major) parts, all

w30

izmense in a manner which is indeed (as its author clained) "tout

ce qu'il y a de plus Shawesqgg.“31

The Devil's Disciple and Coesar and Cleopatra ere on a panoramic

scale, the former being based on Adelphi melodrama and the latter on

historical epic. The Devil's Disciple is in three acts, but five

different settings are required as the action moves fron the reading

of the will to the eleventh hour rescue from the gallows. Caesar
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and Cleopatra is written in the classic nanner in five acts (and

two prologues), and if performed in full regquires nine changes of
setting, to say nothing of special lighting effects to suggest
the passing of tine within scenes. Both these plays are
principally designed to display the unconventional virtues of
their Shavian heroes in a succession of stock or quasi~historical
situatiens. This is also the motive behind Shaw's portrayal of

the adventures of Lady Cicely Wayneflect in €aptain Brassbound's

Conversion which, though 3omewhat more dis cursive than its companion
plays, is egually exotic in its settings and melodronatic in its
incidents.

These lagt four plays of Shaw's first phase thus exhibit an
expansion of the range and scope of his drera. Though the
emphasis is on the central characters — especially in the FPlays

for Puritans — there are many ensemble scenes in which he was able

32

to display his gifts as a "master of polyphony." These gifts and
his sense of stagecraft were to be exercised to the full in his
"middle phase" during which he brought into being his own unique
dramatic genre, the disquisitory drama.
III

The centrality of discussion to Shaw's mature drama needs no
corroboration: it hns long been a critical co wwonplace. Shaw
provided his own explanation and justification in the chapter

entitled "The Techniczl Novelty Im Ibsen's Plrys" which he appended

in 1912 to the second edition of 'The Quintessence of Tbsenism. -

Therec he claims thot Ibsen in the last act of A Doll's House

introduced

a new technical factor in the art of popular stage-
play nmaking ... This technical factor in the play is
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the discussion. Fornierly you had in what was called
o well-nade play an ezposition in the first aci, o
situntion in the second, and unrsvelling in the third.
Now rou have exposition, situatiorn and discussion;
and the discussion is the test of the playwright ...
The discussion conquercd Burope in ibsen's Dollis House;
and rnow the scrious ploywrignt recognises in the
discussion not only the mairn test of his highest rpowers,
but also the real ccntre of his play's interest.
33
This, of course, is A distortion of Ibsen, o dubious hishoriocal
assertion, ~1d even A gross sinplification of Shaw's own approcch.
But he brings his renarks closer to his own dramn when he gocs on
to say:
The disadvantoge of putting the discussion at the end
wes not only thant it come when the nudience was fatigued,
but that it was neccasary to see¢ the »lay over agoin, so
as to follow the earlier ncte in the light of ti: final
discusision, beforc it becnne fully intelligidle ...
Accordingly we now have plays, including some of ny ou,
which begin with discussici and end with action, =nd

others in which the discussion interpenetratos thc action
fron beginning te end..y1
1

The finnl clause of this quotation comes close to ~ defirition of
Shaw's disquisitory drama, with the proviso that in its fully-
developed form the discussgion actually becones the action.

It ie necesssry at this point to aote Eric Bentley's ch-ervaticn
that "there are brondly two types of discussion in Shevian drana....
discussion 25 an enanation of conflict betwecen persons....(cﬁd) the
discussion of problems for their inherent interest.35 The formax
is more usual on the stage and, os Professor Bentley romacks., Shur
wns en expert ot it. But his Adevelopnent of « form of drawa in
which 'mothing wes more important than the discussion itself"36
(although this does not imply that conflict between characters is
of no significance) represents the quintessence of his technique and

is, therefore, of greater interest herc. How did Shaw comtri.2 to

nrke this extrene forn of drana theatricelly vieble? Thieg, fron
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the point of view of his "blocking" and stagecraft, is the
question which we nust now attenpt to answer. To do so, nowever,
it is necessary to discuss the forn as it evolved from its beginnings

in Man and Superman to its culmination in Heartbreak House.

Shaw's first substantial experiment with disquisitory drama
(the tern will be restricted to the more extreme of the two types
of discussion referred to above) was the "Don Juan in Hell" interlude
which occupies most of the third act in the published text of Man
and Supernen. Though the thematic content of the interlude (a
discussion centred on the need for the "Superman") conplements that
of the rest of the play (a demonstration of the helplessness of man
when pursued by a female representative of the Life ForceS), the
interlude has no overt bearing on the overall plot and can with some
Jjustification be regarded as an independent work. Considered as
such it is the nost uncompromising of Shaw's disquisitory plays —
a pure drana of ideas in which there is virtually no physical business
because the charescters are presented as incorporeal beings in the void
of the Shavian hell. As Don Juan says to the newly-arrived Dona Ana,
"Here we have no bodies: we see cach other as bodies only because we
have learnt to thinl: about each other under that aspect when we were
alive; and we still think in that way, knowing no other." (pp.637-8)
Until the final moments of the interlude, the sparse amount of "stage
business" indicated in the text is devoted to emphasising this in-
corporeality, and is therefore almost inpossible to represent

adequately on stage: Don Juan "seated, absurdly enough on nothing"

(p.632) Dona Ana's instant transformation from an "old crone" in a

"coarse brown frock" (p.633) to a "nagnificently-attired" handsome

young woman (p.638)Y her vanishing before her father as "a living

statuc of white nmarble" comes from the void walking "with & feather-

like Bteg"(p.641), her instant recppearance when she hears nmention
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of her husband's nane (p.642), and the Devil's rising into the scarlet
halo which precedes hin, Quite apart fron considerations of length, it
is not surprising that the interlude is nornally ornitted from per-
formances of the nain play, and that when it is staged as an
independent work it is usually presented in the form of o reading.
As its "stage~direcctions" clearly indicate, it was written not for
an actual theetre but for a theatre of the nind.37

Though "Don Juan in Hell" is hardly a practicable stage work, it
was a semninal one not only as an expression of Shaw's philosophy but
in its technique. The characters nay be incorporeal but the verbal
action, though it appears to develop freely, is not without structure.
There is a formal exposition in which Don Juan briefs Dona Ana on the
essential nature of this version of hell, and then the other two char-
acters of the dwrana are each in turn introduced. The debate which
follows, though it ranges widely over human institutions and experience,
has a clear central topic: whether or not there is o creative purpose
behind evrlution. The argunent is developed in three broad sections
(though the fluidity of Shaw's technique mckes the joins almost
invisible): in the first, Don Juan and the Devil state their opposing
view on earth, heaven and hell; in thc second, Pon Juan expounds on
the way the Life Force uses scx and narriage to further its purpose;
and the final section brings the disc-.ssion to the point tvhere the
characters must choose between heaven and hell, between acceptonce or
rejection of the Life Force.

It is this question of choice which ultinately gives the discuss=
ion dromatic point.  Without it the Statue would merely be a source
of occasional (though much-né;ded) comic relief, and (more seriously)
Dona Ana simply a conventionally-minded "feed"; for, though the

Devil is given his due at times (notably in his marathon speech on the
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destructiveness of mankind), Don Juan hui:s vastly nore than his fair
share of the talking. The crucial decision dranatically is Dona

Ana's as the others are already comitted (though the Statue wavers for
a moaent), and it is her moment of truth that gives the interlude a
crisis and a d€nouenent. Significantly, after having been con-
spicuously absent during the debate, stage-business reappears at this
point:

THE DEVIL. This way Coumander. We go down the old
trep (Qg_plaous hinself on thé grave trqg,}

THF STATUBE. Good. (Reflectively) All the same, the
Supernan is a fine conception. There is sonething

statuesque about it. (He_ploces himsclf on the grave

trap beside the Devil. It begins to descend slowly.

Red glow fron the abvss.) Ah, this reninds ne of old tinmes.

THE DEVIL. And ne also.
ANA.  Stop! (The trap stops).

THE DEVIL. You, Senora, cannot cone this way. You
will have an apotheosis. But you will be at the
palace before us.

ANA. That is not what I stopped you for. Tell ne:
where can I find the Superman?

THE DEVIL. He is not yet created, Senora.

THE STATUE.  And never will be probably. Let us
proceed: the red fire will niake me sneeze. (Thex
descend.)

LN, Not yet created! Then iy work is not yet
done. (Crossi herself devoutl I believe in the
Life to Come. Crying to the universe) A father!

A father for the Supernan!

She vanishes into the void; and again there is noth-
ing: all existence seens suspended indefinitely.
(pp. 688-9)

Shaw here is doing more than having a tilt at the melodramatic stage-
business of Mozart's opera; the descent of the Statue and the Devil
by its theatricality is an emblen of their evasion of reality
(Shaw's definition of hell) and helps to impert a sense of urgency to

Dona hna's dacision; while her vanishing into the void signifies, by
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econtrast, a genuine opotheosis into the realn of the spirit.
One final point about the "Don Juan in Hell" interlude is worth

noting here: the fact that in the context of Man and Superman it is

presented as a drean. (The fact that it is John Tanner's drean
provides sone justification for the loquacity of his alter ego, Don
Juan.) The effect of interpolating the drean interlude into the
nain play is to imbue what would otherwise be an almost farzical
love~chase conedy with cosmic significance. Shaw's final stage-

direction, "Universal laughter." (p.733), following Tanner's

attenpt to cover up his capitulation to Ann by a lengthy speech
proscribing conventional wedding festivities, is the perfect ending
to the conplete work. Within the interlude the use of the drean
convention enabled Shaw to transcend the temporal linitations of
conventional conedy, to put distracting details at a distance, and
to concentrate on the essential issues of human existence as he saw
then. It is not surprising therefore that Shaw continued to use
drean scenes as a neans of opening up the ipplications of the realistic
action in many of his plays. At times, indeed, in Shaw's later
drana, it is not easy to tell whether the action is to be taken as
drean or rcality.

There is nuch about dreans, but no specific dream scenes or

drean structure in Shaw's next major play, John Bull's Other Island

(1904), Enotionally this is a conmplex work for on the one hand
Shaw castigates his countrynen as feckless dreamers through the mouth
of Larry Doyle, the anglicized Irishman, and on the other he gives
conviction to the mystic insight of the :defrocked priest, Father
Keegan. The action progresses from wittily exposing the illusions
of the English about the Irish to a powerful expression of Shaw's

anbivalent feelings about his homeland. Thus the Round Tower of
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Rosscullen, which dominates the setting in fLict 2 and.an the final
scene, is a symbol both of spurious romanticisn and a “fcrefinger...
pointing ... to God". (p.933)

Structurally the play is deceptively simple: a loose succession
of conversations and encounters held together by the occasion of the
visit of the English businessmnan, Broadbent, and his partner, Lerry
Doyle, to the village in which the latter spent his youth. is Max
Beerbohn cormented in his review of the premiere perfornance at the
Royal Court, "The greater part of the gction is talk: and the talk
is often not relevant to the action, but merely to the characters

n38

and to things in general. The conversations and encounters take
place in a series of scenes which succeed each other almost
haphazardly, and yet Shaw somehow manages to continually surprise and
to progressively decepen ais revelation of the real nature of Ircland
and its relationship with England. A8 every idea is illustrated by
the actions or demeanour of the characters there is seldom the effect
of formal debate. The onc najor exception to this informality is
the pivotal episode at the beginning of Act 3 when 2 cross section
of the inhabitants of Rosscullcen come together to find thenmselves an
alternative parlianentary cendidate. Elsewhere stage-business is
general 1y used for incidental pointing, but here (pp. 955-971) it
plays an inportant structural role.

The scene is set in the garden of Larry's father's cottage where
there is a r@ther notley and inadequate selection of things for the
group to sit on. Father Denpsey, the village priest, takes the
central chair and Barney Doran, the millexy and Larry's father seat
thenselves on chairs on either side of then, while Broadbent sits on

an unsteady rustic bench on the left and Matthew Haffigan, an old

peasant who has only recently become owner of his farm, has to nake
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do with an upturned basket on the rignt. This leaves Larry Doyle
with nothing to sit on so he stands behind Broadbent's bench. The
grouping thus enphasises Father Dempsgy's role as chairman of the
infornal selection comnittee, and balances the businessnan against
the peasant while giving Larry, the prospective candidate, a position
fror which he can dominnte the discussion.

After the nenmbers of the group have taken up these positions the
neeting proceeds through (unusually for Shaw) three clear stages.
In the first, Larry is asked if he has thought of going into
politics but is unablc to reply for a while as the neeting nearly
breaks up in disorder when Haffigen rises in anger at a suggestion
that land nay be given to labourers, and is only brought under con-
trol when Father Denpsey also rises, and threatens to leave. “his
flurry of argument (accompanied by movement) illustrates the thin-
skinned pettiness of the new landlords and thus builds up to and
Justifies the diatribe which follows from Larry in which he dcolares
he has no intention of representing Haffigan and his like, and
roundly condenzs every prejudice Haffigan stands for. At the end

of this outburst there is a pause while the others "stare at hin

dunbfounded", Father Denpsey states that Larry will not be the
nenber for Rosscullen but that there is more in his hec? "than the
conb will take out", and Larry replies that he had better retire
and leave the committee to find another cmdidate. "He ... goes

away ... anid dead silence, all turning to watch hin until he

passes out of sight round the corner of the house."

After this hiatus the neeting togins its second stage in which,
following another little squabble among the cormittee, Broadbent,
seeing his chance, puts hinself forward as a candidate. Though he

begins orating to the others while still seated on his beach, he
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soon rises "so as to acdress then nore irnposingly" and thus

stands doninating the group from almnost the sane position as Larry
had previously. This repetition of grouping, of course, under-
lines the parallel structure but contrasted content of the two
sequences. Though in the key of platitudinous rhetoric as

opposed to Larry's passionate invective, Broadbent too ends with a
clinectic peroration and then departs to allow the comnittee to
deliberate. Haffigan gives hin an "( westruck) 'Good morning, sir'",

the rest echo this, and then the comnittee "watch hin vecantly

unt;}lhe is out of earshot.® With his departure the neeting enters

its final phase, 2 short one, in which the nenbers of the comnmittee,

with varying degrees of enthusiasn, come to the conclusion that
Broadbent night do. They then go their different weys, Father
Denpsey leaving first, and for a momeﬂ% the stage stands enpty,
thereby marking the technically self-contained nature of the episode
within the more loose-knit fabric of the rest of the play.
Stage-business here provides an appropriate frame for the
episode; it is not, however, a significant method for illustrating
the detailed progress of the action which is essentially verbal.
Once Larry, for exanple, is in full cry there is no distracting
business until he has finished having his say. This, as we have
seen, is typical of Shaw's use of stagecr~ft in his earlier plays —
tine and again he uses business to help build up to an inportent
discussion or statenent, but then business is dispensed with until
the talking (or a coiiplete stage of it) is over. There is Jjust
enough formality in the selection-committee episode to enable
Father Dempsey to hold the meeting together and a2llow an open inter-

change of contrasting attitudes to the central policy natters

discussed — the rights and obligations of the new landlords, and
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the relationship between Church and State. The franework here is
very shaky, however, and after the neeting disperses no sinilar
scene recurs in the play.

Two nore aspects of Shaw's stagecraft in John Bull's Other

Island require brief mention because although they do not relate
specifically to the disquisitory node they do reflect Shaw's 'bpen"
viewpoint. The first is his use of soniething approaching a split-
scene technique in the first scene of 4ct 4 , which takes place in
the parlour of Cornelius Doyle'!s house. On one side of the roon
Barney Doran is telling a group of friends the story of Broadbent's
ill-fated attenpt to deliver by car a pig belonging to Haffigen,
while on the other side Father Zeegan listens icily as he plays back-
garnon with Nora Reilly. The setting has no physical division be-
tween the two groups(such as Brecht uses in the*xdding scene of The

Caucasian Chalk Circle) but Shaw nakes the emotional division clear

in his stage-directions:

There is a strong contrast of euwotioncl atmosphere between
the two sides of the roon. Keegan is extraordinarily stern;
no gane of backgarnon could possibly make a nan's face so
grin. Aunt Judy is quietly brey. lora_is trying to ignore
Doran and attend to her gane.

On the other hand Doran is reeling in an ecstacy of
mischievous mirth which has infected all his friends. They
are screaning with laughter, leaning on the furniture and
against the walls, shouting, screeching, crying: (pp.979-80).
3

Here, as Margery Morgan has noted;

9 Shaw has used his stage picture
to sinultaneously represent two sides cf the Irish peasants'
predeliction for laughter. Their sense of the conic is seen as
both n healthy antidote to the general harshness of their lives end
as an indication of their lack of feeling for others. Keegan's
puritanical nysticisn is also inplicitly held up for judgerient by this
scene as he is far nore concerned about the fate of the pig than the

destruction of the villagers' property during the incident. But



99

Shaw hinself nakes no judgenents; he sinply sets up the scene,
precents;. the contradictions, and allows the audience to draw their
own conclusions.

The other "open" feature of Shaw's stagecraft in the play con-
cerns the preponderance of outdoor settings. There are nany of
these in his later plays, but wmost of the setiings in the earlier
ones are interiors. (In passing, however, it nay be observed th~t
Shaw's interiors nearly always offer o view of the outside — a fact

of sone thenmatic significance.) In John Bull's Other Island the

outdoor settings reinforce the nature nysticism of Keegan4o and under-
line his contenpt for Broadbent's plan to transforn Roscullen into a
"Garden city" complete with tourist hotel, library, Polytechnic,
gymmasiun, cricket club, golf links and (perhaps) an art school.

Both Keegan and the timeless londscape doninated by the Round Tower
appear to mock Broadbent's "foolish drean of efficiency" (p.1018)

but its realisation (as Keegan admits) nay nevertheless be a

necessity for Ireland. [Lgain the cudience is left to decide —

the question is strongly put at the end of the play, but the answer,
like the landscape, is open.

In Major Berbara (1905) the "Garden city" is not projected but

reglised on stage. It is presented as anouivocal achievement, but
the anbivalence is of a different order fron that pertaining to
Broadbent's project. There is no question of the superiority of
Perivale St. Andrews to the alternative environnent presented —

the West Han salvation shelter. But the contrast between the

mnaterial achievenment of Undershaft's "almost smokeless town of white

walls, roofs of narrow green slates or red tiles, tall trees, dones

canpaniles, and slender chirney shafts" (p. 157) and the rcms which
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have enabled its creation is equally stark. The structure of the
play is calculated to project this fundamental paradox as sharply as
possible.

The basic structural pattern of Major Barbara is the nost

ruthlessly schematic to be found in Shaw's drana. The play is not
without "open" fesntures (as analysis will show), but its formal
patterning is tight and firn. "Exposition, situation and discussion",
the simplistic new forrula Shaw attributed to Ibsen, nore or less
suns it up. The basic blocking showas up clearly on the scenario
graph (Figure 8): the central roles of Undershaft, Barbara and
Cusins; the sinple structure of fLct1 building to the entry of Under-
shaft and ending with n progressive exodus of characters after Under-
shaft has exchanged challenges with Barbara; the nore complex pattern
of Act € with its central discussion between Undershaft and Cusins
flanked by action sequences in which Barbara battles for the soul of
Bill Walker; thc transitional nature of Lct 3, scene 1; and the
nassive discussion which dominates the final scene.

In the blocking of the first act there is a sinple (and after
the opening expository sequence) rapid build to Undershaft's arrival.
The ensuing sequence is developed sufficiently for his estranged
fanily and the audience to gain an initial impression of his paradox-
ical personality, and then the challenges are exchanged which set up
the action and pattern of the remainder of the play:

UNDERSHAFT. May I ask have you ever saved a maker of cannons?
BARBARA.  No. Will you let nme try?

UNDERSHAFT. Well, I will nake a bargain with you. If I go
to see you tonorrow in your Salvation Shelter, will you cone
the day after to see me in ny cannon wrorks?

BARBARA. Teke care. It may end in your giving up the
cannons for the sgke of the Salvation iArny.

UNDERSHAFT. Are you sure it will not end in your giving up
the Salvation Army for the sake of the cannons?
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BLRBIRA. I will take my chance of thnt.

UNDERSHLFT. ind T will take ny chance of the other. (Thsx,
shake hands on it.) Where is your shelter?

BLRBARA. In West Hen. At the sign of the cross. Ask any-
body in Canning Town. Where are your works?

UNDERCHAF'T. In Perivale St. Andrews. At the sign of the
sword. Ask anybody in Burope. (p.91)

The lnst two speeches of this rhetorical exchenge do nmore than fore-
shadow the principal settings of the second and third acts; they
point to an expansion of the action fer beyond the comfortable
surroundings of Lady Britomart's house in Wilton Crescent.
Ironically this is seen in the total pattern as being situated
netaphorically between the salvation shelter ~nd the cannon works.
Barbara fron her secure base in Wilton Crescent nmay minister
charitably to the needy in the shelter, but Wilton Crescent itself
depends on charity proceeding fron the cannon works. And the
ranparts overlooking Perivale St. fLindrews, as Barbara cones to realise,
offer a clearer view of reality than the griny enclesing wealls of
the shelter, let alone those of "an artistic drawing room."(p.183)

After the issue of the challenges the first act is brought
quickly to a close with a comic but significant dispute between
Undershaft and his wife over the method of conducting fanily prayers;
Lady Britomart's comnands to her daughters end their young nmen are
deficd as one after the other they follow Undershaft out of the room
until in the end even Lady Britonart capitulates and only her stiff-
necked son Stephen refuses to join his father. This series of
exits anticipates the eventual winning over of all the members of
the farily to an acceptence of Undershaft's trade — with the irony,
however, that thc two who hold out longest here, Lady Britonart and
Stephen, capitulate nost easily in the final act.

The second act, the longest in the play, juxtaposes two actions:
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Barbara's attenpt to win Bill Walker's soul, and Undershaft's
"purchase" of the Salvation Arny. Shaw later cormented, half-.
hunorously, that the act "was a play in itself" and claimed that
"regarded in that way, it nmay be said to be the most successful of
all the author's plays."41 Despite the central discussion sequence
between Undershaft and Cusing which foreshadows the déhouengnﬁ of the
act and of the play as a whole, action predonminates. The behaviour
of a wholc new group of secondary characters is used to denonstrate
Shaw's view of the ineffectiveness of the Salvation Army's methods,
and key points are nade or reinforced by vivid touches of stage-
business — notably those involving Undershaft's pennies, Bill
Walker's sovereign, Undershaft's cheque and Barbara's badge. Stage-
business also underlines the climax of the act when Undershaft
brazenly joins the Salvation Army Band with his tronbone playing "a
narching version of the Wedding Chorus from Donizetti's Lucia de
Lannernoor as the heartbroken heroine repeats Christ's last words on
the cross."42
In the third act however, after the brief transitional scene at
Wilton Crescent has cleared the way, physical action cones almost to
a halt and, with 21l the nenmbers of the family gathered together on a
landing overlooking Undershaft's cannon works and nodel town, a long
discussion follows in which the central issues are brought to a head.
The discussion is, to a considerable extent conducted in abstract
terms but it is nevertheless integral to the developnent of the plot.
As Martin Meisel has observed,
... the schenatized movement of Major Barbara culninates in,
first, Barbara's conversion from Christisnity, and, second,
equally inportant, her conversion to the Gospel of Andrew
Undershaft. Her fall is only the prelude to her redenption

so that we have, not a discussion tacked on to an action,
but an entire action treated first in one key, with an
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interest in persons and events doninating discussion, then
in another key, with an interest in discussion dooinating
persons and events.43

In the published texi, once the characters are in position and
the discussion is under way, Shaw specifies only half a dozen noves
of itens of business to give visual relicf. In practice. of course,
a producer would be obliged to sdd to these, but, as in the "Don Juan
in Hell" interlude, Shaw relies on the strength of his dialogue to
hold his audience. For the dranatic resolution of the discussion,
however, he changes thc visual focus effectively by having everyone
but Barbara and Cusins withdraw, and only when Cusins has told his
decision to Barbara and she (like Done Ana)ms enotionally "gone
right up into the skies" (p.185) arc the other characters brought
back for the almost child-like flurry of novenent and energy which
ends the play.

Barbare and Cusins have their say in this third act discussion
and their decisions suggest a possible but implausiblc solution to
the central paradox of the gplay. Logically the question of whether
power can be harnessed for the comnon nan by the religious salvationist
and the liberal intellectu»l is left open, but enmotionally the
discussion leaves an emphatic impression that Undershaft will have his
own way and that the amoral power represented by Perival St Andrews
will prove too strong for the neophytes. Shaw admitted as nuch in a
letter to Gilbert Murray:

As to the triunph of Undershaft, that is inevitable because
I an in the nind that Undershaft is in the right, and that
Barbara and Adolphus, with a great deal of his natural in-
sight and cleverness, arc very young, very ronantic, very

acaderic, very igmorant of the world. I think it would be
unnatural if they werc able to cope with him.44

More than even Don Juan in Hell, Undershaft dominates this discussion;

despite Barbara and Cusins's new awareness of reality and their brave
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resoluticns the open ending of thc pley is thercfore less than con-
vincing.

Theé t:ird act discussion of Major Barbara is not only "the test

of the nlaywright", it is a considerable test of the powera of con-
centrnotion »nd endurance of the ~udience =~s well. Letters to
Gilbert Murrzy ~nd J. E. Vedrenne written by Shaw shortly before the
play went into reheersal strongly indicate his concern cbout the final
act and the urgent need for revision rnther than nere cutting,45 but
writing to Bleanor Robson after the origin~sl run of six natinees at
the Royal Court Shew expressed a sadistic glee at thce strain he had
been inposing on his audiences:

Even ny cleverest friends confessed that the last act

beat them; that their brsinse sinply gove way under

it ... The nudience suffer horribly; they are pained,

puzzled, bored in the last ~ct to medness; but they sit

therc to the bitter end and cone again and again.46

Perhaps out of consideration for such suffering, Shaw reverted

in his next play, The Doctor's Dilemma (1906), to ‘the nethod of

interspersing discussion throughout the narrative, thereby naking it
nore digestible. In 2an unsigned progr-imie note for & New York
production in 1915, he described the n»lay as

not only an artistic study of nedicel menners and norzls,
but an exact record of nn actunl discovery in serun
therapetics. It is «2lso = sermon, a trogedy, o conmedy
of nmanners r~nd & ronance. /nd it is these things, not
in altcrnate sections, with comic relief following
serious interest, mnd serious intereat preceded by
enotion,l scencs; it is all the things it is, all the
tine. Its vorious quclities are inseparable cnd in-

extricable and si:mlta.neous.4,7

This description is not unduly exaggerated. In the first four

acts discussion on iiedical menners and morals is interwoven with the
personal drsna of Ridgeon's dilcnua by the use of what anounts to a
chorus of medical practitioners who conment (from their varying

points of view) on the nedieal and moral problens of the Dudebat
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case as it develops stage by stage. Their absence from the final
act reduces the end of the play to an ironic epilogue, but tzken as a

whole The Doctor's Dilemna naintains a deceptively easy balance between

disquisitory drama and personal play.

In Getting Married (1908), however, Shaw threw down the gauntlet

in earnest to the many critics who disnissed his pilsys as being "ell
talk." In an interview drafted by Shaw for the Daily Telegraph
prior to the opening of the play, he roundly declared that Getting
Married was to be his

revenge on the critics for their gross ingratitude to
us, their arrant Philistinisn, their shaneless
intellectual laziness, their low tastes, their hatred
of good work, their puerile romanticisn, their dis-
loyalty to dramatic literature, their stupendous
ignorance, their susceptibility to cheap sentinent,
their insensibility to honour, virtue, intellectual
honesty, and everything that constitutes strength and
dignity in hvman character ...

«.e You rencuber 'A Lrean of Domn Juan in Hell', at the
Court. You remember the tortured howl of rage and
anguish with w.ich it was recceived in the Press ...
Well, tois time the 110 ninutes ¢f discussion will be
stretched out to 150 minutes. There will be no cos-
tumes by Mr Ricketts, nothing but a bishop in an
apron. There will be no nusic by Mr Thaodore Stier
or Mozart or amyone else. There will be nothing but
talk, talk, talk, tallz, talk — Shaw talk. The
characters will scen to the wretched critics to be
sinply a row of Shaws, all arguing with each other

on totally uninteresting subjects ... The whole thing

will be hideous, indescribable — an eternity of
brain-racking dullness. And yet they will have to sit
it out.48

Shaw, however, had his tongue firnly in his cheek. Though

Getting Married is indeed in the disquisitory node throughout,

this "instructive conversation in one piece" (to quote his draft
sub-title) is in fact as carefrlly structured in terns of entrances,
exits and stage-business as of dialectic. Paradogically this first

full-length disquisitory play is thus nore theatrical than some of
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the extended discussion sequences in his egrlier plays. This is
even niore true, though in a somewhat different manner, of Miszlliance

(1910) and Heartbreak House (1918). These three plays nay be taken

as representing the quintessential Shavian disquisitory drans, and
as such deserve detniled discussion and anclysis in a2 section to then-

selves.

IV

Getting Mapried is the purest exanple of a discussion play in

the Shavian canon (excepting, perhaps, the "Don Juan in Hell" inter-
lude), being entirely devoted to an examination of the subject sunned
up in the title. Though it docs have a plot (several, in fact) this
is of secondary inportance for in this play, as Professor Bentley
puts it, "the ideas are now becoming nore drametic than the event&’ﬂ‘
The patterning of the play therefore is prinarily designed to clarify
not the plot but the progress of the discussion. Bach of the
characters represents a clearly-defined attitude to the institution of
narriage. Shaw's basic strategy in the first half of the play is
sinply to feed these characters in progressively one by one until he
has represented on stage a whole catalogue of objections to narriage
as conceived by the Church of England in 1908, This build~-up
culninates in & discussion by the whole group ained at drawing up a
civil contract which would overcore their objections, but the

atteapt ends in stalenate with thc group unable to agree on a single

article. At this point the deus cx machina Mother-Earth figure of

Mrs. George is introduced. She is uded not merely to guide the
other characters to solutions based on enotional realities but to
express a nystical view of sex which transcends narriage. Lfter

this the central plot issue is ragpidly resolved with the announce-
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nent of thc narriage in a registry office of the young people, and
in a final gentle codn which thenmatically corplernients Mrs. George's
vision of the nonentary glory of scxual ecstasy Soanes, the
religious ascetic, expresses the need for "Christian fellowship" in
the relations of nen and wornen.

The sequentirl patterning of the play (sce Figure 9) conbines
logical clarity with sufficient flexibility to avoid & purely
nechanicnal effect. Though the overall pattern of thec mein part of
the play is that of a cunulative series of entrances there is sone
variation in the groupings of characters, as somne of then leave the
stage fron time to tinme during the build-up to reappear later on.
Thus at one point the womien withdraw teriporarily leaving the three
Bridgenorth brothers on stage emphasizing, as Margery Morgan has
pointed out, "their representative characters the three estates of

Church, Lrny and Landed Gentry."So

Rhythnically, too, there is
variety. For example, Reginald and Leo nake their entrances in
rapid succession; there follows a longer sequence in which the truth
about their divorce is revealed; and then the Bishop enters to
initiate another sequence of noderate length taking the inplications
of Leo's viewpoint a stage further. Such variations give life to
the pattern naking it seen nore like a growth than 2 nechanical
progression.

When the order and nethods of introduction of the characters
are exanined nore closely this overall inpression of the structure
of the play is confirnmed. Considered as a series of viewpoints
the characters arrive in an order in which each new earrivel con-
trasts with or conplenents the previous one. On stage at the be-

ginning of the play are two people each of whon has been narried

for nmany years; the Bishop's wife is contented, the greengrocer is
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resigned. The subsequent arrivels can be schenatised as follows:

& sentinental niddle-aged bachelor, a deternined old naid; a niddle-
aged husband who is being divorced, the young wife who is divorcing
hin; the Bishop, a philenderer; the groon, the bride; and finally
two characters who present opnosite and complenentary views of the
subject which transcend 11 the others: a chaplain who hzs taken vows
of celibacy and a wonen of "experience". The effect of this nethod-
ical progression, however, is nodified in two ways: the views and
facts revealed by the characters are often surprising, reversing the
audience's expectations, and the full ingplications of the viewpoints
of certain of the¢ characters are held back for the final stages of
the play.

After the opening pair (who necessarily introduce themselves)
each entrance is carefully prepared and usually announced in advance,
but the netiiods of preparation vary comsiderably. The Generel is
sirmply announced and his hapless pursuit of Lesbia the niddle-aged old
naid revealed in the conversation. which follows between hin, Collins
the greengrocer and Mrs. Bridgenorth thc Bishop!s wife. This serves
ns preparation for Lesbia who shortly after enters unannounced and
greets her sister. The next new arrivel, Reginald Bridgenorth the
divorcee, is preceded by a panic-stricken argunent when the
respectable Bridgenorths learn that he is proposing to come to the
wedding of the Bishop's youngest daughter. No sooner have they
decided enphatically that he must not be adnitted than he is announced.
His determination to stay is followed by nore consternation when
alnost irmediately the arrival of Leo who is divorcing hin
(sup;osedly for adultery =nd essault) is also announced. ( This
pair of entrances is an excellent exanple of Shaw's conic technique

of expediting confrcntations which in a well-nade play would be
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held back as long as possible.)

By contrast the Bishop's entrance is quieter 8s he is called
fron his off-strge study to deal with the corplications which have
arisen. There is a fairly long intervnl before the next arrival,
St. John Hotchkiss, is announced. His entrance, however, has been
prepared as he is the young nan Leo is proposing to nmarry when her
divorce fror Reginald is comnplete, but there is a slight surprise
when the audicence learns that he is also acting os best man for Cecil
Sykes, the groon. It has alrendy been revealed that the bride has
locked herself in her roon to read n~ panphlet, and wh§n in due course
Hotchkiss discloses that the groon too has locked hinself in his bed-
roon to read a book anticipation is high for the next pair of
entrances. The first, announced by Collins, is that of the groon
clad reluctantly in his wedding clothes, and his entrnnce is followed
by that of the bride who bursts in wearing only o dressing-jecket and
petticoat.

The entfances of the final two characters are given nore
delibernte stress emphasising the perticular inportance of these
figures to the discussion. Somnes, the religious ascetic, is called
in to assist with the drawing up of the contract zfter the Bishop has
described him in a full-length verbal portrait of the type often
found in Restoration comnedy. But the full treatnent is reserved for
the Mayoress, Mrs. George, who has not only been the subject of
detailed discussion as early as the third sequence of the play and has
been fetched by the General bearing the Bishop's ring but is given a
grand entrance being announced by Gcllins in his alderrman's robes and
preceded by the ingposing figure of the nunicipal Beadle "in cocked

hat end goldsbraided overcoat, bearing the borough nace" '(p.622)
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This is the culnination of &« series of entrances in which Shaw has
used every trick of the playwright's craft to vary the emphasis and
roint the signiflcance of each fresh arrival. To quote Margery Morgan
again, "In a play where little else happens, appearance on stage is
established as an event."51

Mrs. George's arrivel brings to an end the public debate about
the problems of narriage and in the last third of the play she sets
about dealing with the characters' problens (including her own) not
on a cormunal basis but one by one. There thus follows a series of
sequences involving only one or twa characters and Mrs. George at a
tine, until the wholec group (but ninus Mrs. George) is brought to-
gether briefly for the announcenent of the marriage of Edith and
Sykes. After this the group again disperses, Hotchkiss and Mrs George
cone to an extra-narital (but Platonic) accorviodation, and the play
ends with the audience's attention focussed on the solitary and celibate
figure of Soanes writing tranquilly.

The final third of the play lacks the nethodical petterning evident
earlier,but in the long scquence which precedes Mrs. George's entrance
the task of formulating a nmarriage contract which will satisfy everys
body is shown to be a logical inpossibility. The pattern has to be
broken up in order that solutions and conipronises based on enotional
realities nay be worked out for each of the individuals concerned.
Theatrically the rapid dispersal of the assenbled group by Mrs. George
after her grand: entrance 1s likely to seen anti-cliniactic, though her
prophetic trance (which Professor Bentley has aptly described as the
nusical clinax of the play 52) is yet to coue. The essential point
for this discussion, however, is Shaw's refusal to be trapped in his
own structure. The openness of the play does not lie nerely in his

Juxtaposing varied ?oints of view and giving each of then fair play,
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but in his refusal to gloss over irreconcilable differences for the
sake of conpleting a formal pattern.

In Misalliance it is difficult to detect any patterning what-
ever. It is not even easy to say what it is about. Though its
dialogue and eccentric characters are extremely entertaining, the
play seens unsatisfactory if considered strictly as a disquisitory
drana because there is no clearly-defined central topic. The title
suggests that the play's subject is the nismatching of young people
epitonised in the action by the obviously ill-considered engagenent
of the intelligent but inrature Bentley and Hypatia "the glorious
young beast". On the other hand the Preface implies that the real
subject is nisunderstandings of parents and children and in fact
this is an inportant topic of discussion in the play. But there arec
nany others: mniddle-class snobbery, colonialisn, socialisn and the
class war to nane only a few. The real subject of the play, however,
is none of these topics, but tglk itself. Ls Hypatia inpatiently
e«cleins,

It never stops: talk, talk, talk, talk. That's ny
life.  All the day ] listen to nanma talking; at
dinner I listen to papa talking; and when papa stops
for breath I listen to Johnny talking. (p.176)

The sequential patterning of the play underlines the all-
pervading uncerteinty of direction nanifested by the characters.
Encounters occur in an haphazard fashion; the characters group,
drift apart and regwoup in different combinations according to the

whin of the noment rather fror: any conscious dezign.53(See Figure 10)

At -the centre of the play are two incidents which reinforce this
inpression of an arditrary ologicel action: the aeroplane which
crashes into Tarlton's glass pavilion as if in answer to his
statenent that his daughter "wants adventure to drop out of the

(p.185)

sky, " end the conceclnent in ™the Capitalist's portable
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Turkish Bath" of "a ludicrously incorpetent Socialist rebel."54

None of the threc characters who are introduced into the play by
these fantastic reans is able to restore a sense of purpose to the
other characters, not cven Lina Szczepmnowski, "the twentieth-

55

century goddess of thc machine"”” who hes something of the sane

function here as Mrs. George in Getting Married. She is able, how-

ever, to achieve a littlec tidying up of relationships in the last
brief sequences of the¢ play when nearly all the characters gather
together to sec her off, and, even rore significently, to bring
about a lull (probably tenporary, but encugh to get down the curtain)
in the conversations:.
MRS. TLRLTON. Is therec anything clse?
TARLTON: Well I — er (he nddresses Lina, and sto§§).
I — er (he sddresses Lord Sumnnerhays, and stops).
Well, I suppose — er — I suppose there's nothing
riore to be said.

HYPATIA (fervently) Thank goodness! (pp. 252-3)

As the discussion in the play is directed to no particular end
it is not surprising that Shaw's stage-business is used not to
clarify the structure of the telk but to provide relief from it.
Nearly all the characters are frustrated by the social atmosphere
and this is why they are so ready to leap at the chance of an anorous
diversion = Hypatia with Lord Sunmerhays and then with Pereival the
pilot (despite her engagerent to Bentley), and all the nen with Lina.
This is also the reason why from time to tine the talk is interrupted
by violent physical activity. In the very first sequence Johnny

Tarlton threntens Bentley with a beating for inpertinence and

Bentley "throws hinself on the ground uttering piercing xells“(p.150)

to surnon help from Mrs. Tarlton and Hypotia. When Bentley is

taken away and petted by these two Johnny is left choking with rage
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until the entrance of Bentley's father, Lord Surnerhays, who suns up

the situation inmediately, hends hin 2 china punch-bowl and invites

hin to smash it. "Johnny, with o stifled yell, dashes it in pieces,
and then sits down and :ora his brow."(p;152) Later in the play (as

elreedy noted) the crashing of the aeroplane comes alnost as if in
answer to prayer, Hypatia vigorously niolests Percivel and "dashes off
in pursuit" (p.208) when he bolts in the face of her advances, and
Julius Baker ("the ludicrously incorpctent Socialist rebel") who has
been watching this scene fron his hiding-place in the Turkish Bath
attenpts to vent his various frustrations by threatening to shoot
Tarlton, and is only prevented fron doing so by the tinely arrival of
Lina wbo skilfully disarms hin.

The spell which Lina casts cn all the nen arises from the fact
that she is not 2 talker but a woman of action,being & nember of a
fanily of acrobats at least one of whon rust put his or her life at
risk each day to uphold the honour of the clan. This is why she has
flown in the aeroplane with an inconpetent pilot and why she disarms
Baker in a nanner decidedly dangerous for o lesser inortal. In the
final stages of the play she gives the overweight Tarlton a workout in
the gym (off-stage) and when Bentley throws his final fit she sinply

lifts his upper half "frop the ground; dives under hin; rises with

his body hnnging across her shoulders; and runs out with hin." (p.233)

Throughout the second half of the play her physical dering and prowess
thus supply a significant contrast to the interninable talking of the
other characters.

Ultinately (and perhaps with hindsight) it nay be said that
Misalliance is indeterninate in forn because the society it depicts

was indeterninate in purpose, and has no re~l ending because at the
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date it was written (1910) the fearful consequences of the feckless-
ness of that society had not yet occurred. Whether or not Shaw
intended this anorphousness of form is perhaps debatable (though it
would seen: likely), but his capacity to let his subconscious direct
his pen enabled hin when the crisis came to write a play in which
alogical plotting oo.heres into a uniquely expressive cniblenatic
structure.

Te emblenatic nature cf the setting for Heartbreak House has

always been clear. The roori "built to resenble the after part of

an old-fashioned high-pooped ship with a stern galley" (p.59)

represents, as nany conrentators (including Shaw) have pointed out,
the English ship of state which its cultured leisured crew zllowed to
drift until it was driven on to the rocks of the @reat Wer. (As an
aside it is worth noting that the settings of Getting Married and

Misalliance are also emblenatic. Bishop Bridgenorth's "very spacious

and clean and handsoze and healthy" (p.547) Norman kitchen stripped of

Victorian clutter, is, as fi. M. Gibbs has pointed out,56 cnbleneatic
of the bishop's concept of narriagc. Tarlton's glass pavilion

57

provides a hothouse environnent for its occupants: its artificial
and fragile nature is strongly enphasized by the shattering of the
adjacent grecnhouse when Lina's aeroplane crashes into it.) The

nusical quality of Heartbreak House is another critical connmonplace

and is any case clearly indicated ly the subtitle description of the
play as 2 fantasia. What does not appear to have been fully
realised, however, is that the rhythnic pattern of sequences in the
play is in itself also enblenatic.

The play has the unreal atnosphere and novenent of 2 drean, or,

rather, of a twilight zonc between sleeping and waking where the
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distinction betwecn drean and renlity is unclear from nonment to
pocent. The brittle dialogue is charged fron tine to time by
weird incantations, cries of amguish and nysterious druunings

in the sky. Characters doze off fitfully throughout the play
which bogins anid the gathering gloon of early evening and journeys
into night until at last the sea of darkness which surrounds the
house is 1lit up by "the glare of firecs and the blinding flash of ex-

n58 Lbove all, this sensation of living nightnare is con-

plosions.
veyed by the play's irregular sequential rhythih — a pattern of
agitated bursts of activity alternating with longer and longer
periods in which novenent alnost ceases. This pattern is vividly
indicated by the scenario graph (sec Figure 11) which strongly
resenbles the cardiogran of a dying organisn. L closer cxamination
of the patterning of entrances, exits and business act by act con-
firms that Shaw hag indeed thus recorded the heartbeat of Heartbreak
House.

For the purposes of analysis Act 1 may be said to consist of
four novenents. The first begins quietly with Ellie, the young
visitor to the house, waiting alone and dozing off over her Shakes-
peare, but the initially sleepy atriospherc is soon dispelled by a kind
of Mad Hatter's tea party in which cups of tea are hended round and
snatched away, characters exit mnd enter precipitately (except for
Nurse Guiness whose placid ninistrations counterpoint the staccato
outbursts of Captain Shotover), and identities and relationships are
wilfully confused. There are no fewer than twenty-one exits and
entrances in this opening novement which continues until the tenpo
slows down tenporarily for the long duologue between Ellis and her

hostess Hesione. It is a distinctly odd exposition even for Shaw:
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although an extraordinary ancunt of btackground and biographical -
detail is given, what is inportant is not the natter of the
exposition but its nmanner. This is clearly expressive of the dis-
order of the house itself. Ls Lady Utterword, = fellow sufferer
with Ellie, puts it:

Oh this house, this housec! I cone back to it after twenty-

three years; =and it is just the sanes the sanc luggnge

lying on the steps, the servants spoilt and inpossible, no-

body at home to receive anybody, nc regulaer neals, nobody

cver hungry because they are always gnawing bread and butter,

and; whrt is worse, the samc disorder in ideas, in talk, in

feeling. (pp. 65-6)

The scecond nmovcnent, Ellie's long talk in which she tells
Hesione of her hopes and fantasies, provides a still centre for the
act and throws the prcvious rctivity into sharp relief. Her
illusions and this period of quiet are rudely shattered, however, by
the shock entrance of Hector, her drean lover who is revenled as
Hesione's husband, and soon after this another flurry of comings and
goings, the third nmovenent, gets under way. Characters arrive in
rapid succession and are introduced to each other over and over again

until the absurdity of thce social cha ade is rnizanifest even to themn:

MRS HUSHABYR (introducing) Mr. Mazzini Dunn, Lady Ut— oh, I
forgot: you've uet. iIndicatinn Ellie) Miss Dunn.

MAZZINI (welking across thc roon to toke Ellie's hand, and

beaning at his own naughty irony) I have met Miss Dunn also.
She is ny daughter. iHe draws her arn through his

caressing x.)

MRS HUSHABYE. Of course, how stupid! Mr. Utterword, ny
sister's — er —

RANDALL (shelking hands agrocably) Her brother-in-law, Mr.
Dunn. How do you do?

MRS HUSHABYE. This is ny husband.

HECTOR. We have net, dear. Please don't introduce us
any nore. (pp. 93-4)

Lfter this the characters disperse onc after the other and leave
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Hector end Lady Utterword together for the first of the several
duologues which with the final trio between Shotover, Hesione and
Heetor conprise the fourth novenent of the act. In these
sequences, which arc strongly expressive of the frustrations of the
principal nenbers of the fanily, the tenpo slows and darkmness falls
on the house. However, the tempo is not ever, but fitful with
enbarrassing interruptio:s (especially for Hector) and oninous over-
tones.

Taken as a whole, fict 1 has a frenetic quality. There are

nore entrances and exits in it than in the whole of Getting Merried

and alnost as nany as in the entire spen of Man and Supernman, and
there are also nearly 150 stage directions indicating noves and
business, sone of then complex, in addition to the entrances and
exits. Apart from contributing to the unreal atnosphere, this
activity serves tS cnphesise the fact thet the characters are re-
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fusing to face up to what they are”” and are trying to conceal their
lack of purpose by rushing about. This is borne out by Ellie's
analysis in Act 2 of the conduct of the nost staccato of all the
characters, the owner of the house, Captain Shotover. She teclls
hin:

I thought you were very wise, and night help ne. Now I

have found you out. You pretend to be busy, and think of

fine things to sey, and run in and out to surprise people

by saying then, and get away before they can answer you.
And Shotover adnits the charge:

It confuses ne to be answercd. It discournges ne. I

cannot bear nen and womnen. I haove to run away. I

nust run away now (he tries to). (p.145)

Act 2 for the most part is nuch slower in pace. The house is

shrouded in darkness, the curtains are drawn, and the action is

pervaded by disillusion, despair and a scnse of stasis.
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Structurally, thc act has threc novercnts: the first and the last
consist of duologues and trios while thc central novenent involves
all the characters. The first rnovenent (which lasts for neorly
half thc zet) centres cn the exposurc ~nd hunmiliation of Boss Mangan
who for nuch of the time lies in an hypnotic trance, able (as it
transpires) to listen but powerless %o nove. Mengan's trence
enphasises the prevailing rioral inerti~ which dendens the reaction of
the charccters to the neost appelling confessicons. Thc novenent is
rounded off by a short choric codea in whichi the nccbers of the house-
hold and the principal guests recppear one hy one to gnaze at the
trapped and niserablc Mangan, "the latest thing in this nenagerie.®
(p.131)

Then, suddenly, "a fall of furniture is heard fron upstairs;

then & nistol shot, and & yell of poin." (ppe. 131-2) This is the cue
for the sccond novene of the act, which begins with the nost
agitated flurry of novenent sc far in the play. The characters rush
about frantically in response to the crisis ccused by the burgler,
but this suddcn physical ~ctivity ageain underlines their incapacity
to act positively ~nd cffectively. Until the arrival of Shotover,
who pakes short work of his forner boatswain, they prove thenselves
quite unable to cope with the simple moral crisis forced on then by
the burglar's crude attenpts ot blackneil. Thc incident provides
then with sone excitenent, but once the crisis is over the chronic
hcanbreak of the chorzcters nenifests itself agein and nost of then,
finding the atnmospherc of the house intolereable, rush out into the
night.

But the act is not yet over. The terpe slows down axcin for a

final novenent which stretches the length of the act clmost beyond
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bearable liniits. Bssenticlly the novenent consists of contrast-

ing scquences between Ellie and Shotover, and between Randall, Hector
and (later) Ledy Utterword. Ellie finds soncthing of pence and con-
solation in Shotever's covpeony (dospite her disillusion when she dis-
covers his reliance on ruz), but there is_no pcece in the following
scquences, only exhcustion ofter nrandell hos expended thc rennents of
his cenergy in 2 tired displey of childish jenlousy.

The feceling of cleustrophobia which preveils throughout dct 2 is
lifted in the third end final act which is set in the garden outside
thc house. The futility of the chrracters is thereby shown in »
cosnic perspcective as they are scen to be (to qucte sonme er~rlier words
of Shotover) "benerth the done of heaven, in the house of God." (p.88)
411 sense cf struggle ~nd cll pretence have now ceased. Ruythrically
sperking, tine sewns to stond still. Structurally, this finrl cct
consists of o single novenent tertin~ted by o short, violent cond
seenlingly arbitrary codc. In the long stretch of discussion fron
the opening of the ~ct until the first borb fnlls the only entrance is
the gentle onc of Mazzini in dressing gown =nd pyjancs, and the only
departure is when Hesicne dregs off Mangon to "tnlk poctry ... under
the sters." (p.174)  There is little nmovenent on stnge either —
nerely ~ sudden flurry whcen Maongen threatens to strip hinself
physically as well ns norclly. The crew of the emblematic ship of
state have given up all semblance of activity and their enptain
dozes while the ship drifts idly on - sea of talk.

Then out of the blue the caln is shattered and there is a finel
burst of frenzied btut futile activity when the noment of shipwreck
cones as if in answer to the prediction Shotover nnkes a few

seconds earlier:
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HECTOR. .nd this ship we are all in?  This soul's prison
we call Engl=and?

CLiPT/IN SHOTOVER. The captain is in his bunk, drinking
bottled ditchwater; ~nd the crew arc ganbling in the
forecastlc. She will strike and sink and split. Do

you think the lows of God will be susrended in favour
of Englnond because you werc born in it? (p. 177)

Sound, lighting, entrances, exits, actions and dialoguc are
orchestrnted to build up thc following crescendo which gives the play
its clinex and, very nearly, its déncucizent as well,

Sound and lighting provide the first cue: sSinultaneously "a

dull. distont explosion™ is henrd and the light on the flagstaff goes

out. Nursc Guinmess runs in to announce that the police have rung

the house to order the blackout, whereupon Hector "dashes into the

house" tc turn the lights back on. The burgler hurries fron the
house seeking shelter frantically ~s the flagstaff lanp lights up
again, Nurse Guinness (his wife) contenptuously shoves hin toward

it, and thcn, when "enother and louder explosion is heard", he

"rushes away frantically into the gloon" almost colliding with

Hesione "gnerging ponting from the darkmess." Ellie and Hesione

"throw themsclves into ench other's nrms in wild excitement!  "The

light increases” as Hector inside the housc turns ~11 the lights on

and tears down the curtains while Rondell comes "running in in his

pyjenns distractedly woaving a flute." Then, his task conrpleted,

Hector returns, "striding eacross to his former place™ crying, "There

is not helf light enough. Je should tec blezing to the skies.™

The build-up is now conplete and Shaw allows ~ noncntary lull
in activity to fosten attention on the group arocund the flagstaff
awaiting destruction. They stand still, turned ~wny fron the house,

looking up cond listening os the "magnificent" drumning in the sky
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increases. Then:
A terrific explosion shakes the earth. They reel back into

their seats, or clutch the nearest support. They hear the
falling of shattered glass from the windows.

It is not the end however. A bomb has fallen on the gravel
pitexploding the dyriamite Shotover has stored there and killing
Mangan and the burglar who had unwittingly sought shelter amongst it.

Nurse Guinness, exulting "in hideous triumph" at the death of her

husband, "runs away to the gravel pit, laughing harshly" while the

others reflect on the dead and wait their turn "in silence and intense

expectation." But the raid is over. "A distant explosion is heard",

then no more. The survivors sit down in disappointment, Shotover
"goes asleep;" and only the thought that the zeppdins will return the
following night consoles Ellie and Hesione. The curtain falls to the
quavering sound of Randall playing "Keep the Home Fires Burning" on his
flute.

The ending of Heartbreak House is an impressive example of "total

theatre"; sound, sight and sense are orchestrated with masterly skill
to complete the pattern of the play. This patternis not logical or
symmetrical, but rhythmic and emotional. Nowhere in the play is it
stated that England is at war and that a bombing raid is imminent, but
the aimless existence of the inmates of the house, though initially
amusing, develops into a pattern which leads appropriately and perhaps
inevitably to the violent ending. As Shaw himself observed:

The house is not Heartbreak House at first: the fly walks

into the parlour with the happiest anticipations, and is

kept amused until it gets fixed there as by a spell.

Then the heartbreak begins, and gets worse until the

house breaks out through the windows, and becomes all
England with all England’s heart broken.60
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Despite the dark overtones the pattern is essentially an open one.

The characters, though hardly naturalistic, remsin distinct and they
are juxtaposed throughout theplay so that their voices and attitudes
contrast sharply one against the other. (This is true even of the
final coda where it would have been only too easy to subordinate
character to theatrical effect.) Atniosphere and setting give the
play unity, but it is inportant that though these becone claustrophobic
after a while, the move into the garden in Act 3 opens then out again
and at the same time enlarges the symbolic implications of the action.
Finally, the positive aspects of the ending should be noted. Though
Shaw noted in his preface that "those who do not know how to live must
nake a merit of dying;"61 only Mangan and the burglar, the two who

are nost fearful for their lives, are destroyed. The. others (to
paraphrase Captain Shotover) look for danger, horror and death that
they might feel the life in themselves nore intensely62 and as a
result are spared to face the future.

Shaw told his official biographer, Archibald Henderson, that
Heartbreak House "began with an atmosphere and did not contain a

n63 Through his

single word that was foreseen before it was written.
intuitive genius Shaw translated that atnosphere into a theatrical
experience with a strongly contrasted and expressive rhythmic pattern.
A concern for rhythn not only of dialogue but of stage effect can be
seen throughout the Shavian canan but it is most apparent in the full=-

length disquisitory plays and reaches its highest level of expressive=

ness in Heartbreak House. In Getting Married, for the most part,

the sequential patterning reflects the logical build up of contrasting
viewpoints on the central subject, even though eventually the play

denonstrates the logical inpossibility of reconciling themn.
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With Misalliance Shaw moved fron the analysis of a particular
problen to a portrayal of a society which talked too nmuch, and his
occasional use of violent stage business here reflects the need of
that society to find some escape, however tenporary, from its boredorm.
There is not, though, a clear rhythnic and sequential pattern, perhaps
because the society of the play did not know where it was going.

By 1917 when Shaw corpleted the third play of the "trilogy"64

it had
found out, and ths bitter process of discovery helped shape the play.

In Heartbreak House atnosphere and rhythm are of the first importance,

for it was through thaw's openness to the atmosphere of the times and
his gift of rhythn that he was able to create a theatrical pattern
uniquely expressive of the nightrarish final hours of the English
ship of state as it drifted towards and crashed on to the rocks of

the Great War.

v

Shew's "Third Manner" works portray his rccovery from something
approaching despair. He hinself had been one of the inhabitants of
Heartbreak House, and now considered that his melioristic exhortations
and Fabian polemics had becn exposed by the war as little more then
contributions to the house's window-dressing:

When you spent a Friday to Tuesday in it you found on the

shelf in your bedroom not only the books of poets and

novelists, but of revolutionary biologists and even.

econon:sts. Without at least a few plays by nycself and

Mr. Granville Barker, and a few stories by Mr. H. G. Wells,

Mr. Arnold Bennett and Mr. John Galsworthy, the house
would have been out of the 1:1ovement.65

Heartbreak House dranatised a society's realisation of its futility;

the play's preface expresses the bitter pessimism Shaw felt in the
wake of the war which that society had failed to prcvent. What

hope could there be for it when its fecklessness had permitted this
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nass slaughter in which "the young, the innocent, the hopeful
expiated the folly and worthlessness of their elders?"66 What
credence could be given to the "progress of ecivilisation" when
the impact of physical death and destruction, the one reality
that every fool can understand, tore off the nasks of education,
art, science and religion from our ignorance and barbarisp, and

left us gloi.ing grotesquely in the licence suddenly accorded
to our vilest passions and most abject terrors?67

Mnd yet Shaw did not give up. The experience of the Great War
nmarked but did not neim hin as a writer. Most of his "Third Manner"
works present visions of judgement, and yet the judgements are always
provisional, The dilemmas and confusions of the present are shown
but the future is left open. Nearly all of these plays cxpress Shaw's
response to the chaos of the postwar world and dramatise the efforts
of characters who try to create some order or find sone meaning in the

nidst of it. In Back to Methusslah the representatives of the Iife

Force, in Saint Joan the heroine and in The Apple Cart the king, have
the centre of the stage, but in the later plays the emphasis is
usually on groups of characters who are adrift in the confusion —
hence the unpredictable nature of much of the action. Thenatically
and structurally the "Third Manner" works are open, though the later
ones raise the problem of how open a play can be before it loses
coherence.

In terms of formal structure thece plays would appear to have
little in comnon. The "Metabiological Pentateuch" of Back to
Methuselah exhibits in itself a variety of forms. It begins with a
short play in two acts, follows this with two long discussion
pieces each in one act, then has an unevenly-weighted three-act
"tragedy", and ends with a nassive onc-act play which includes a

nasque-like interlude and an epilogue spoken by the characters fron
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Part 1 of the cycle. And so with the plays which followed: Saint
Joan (1923) is'm chronicle play in six scenes and an epilogue"; "The
Apple Cart (1929) has two acts — the first nuch lon~er than the

second — divided by an interlude; Too True to be Good (1932) is in

three acts, each succeeding one being longer than the last; On_the

Rocks (1933) is in two acts, the second being half as long =sgain as

the first; and "The Simpleton of the Unexpected Isles (1934) has a
prologue in three scenes followed by two acts; the second of which is
in two scenes. A comparable variety of forms can be seen in the
final plays.

It night seen, thereforc, that the structures of many if not most
of these "Third Manner" works are nerely accidental and therefore not
worth serious critical attention. This, however, would be to ignore
Shaw's capacity to let the forn of each play discover itself. It nust
be adnitted that this process was niore successful in some plays and
less in others (especially the later plays when his crestive energy
was dininishing), but analysis of the "Third Manner" plays will
usually reveal the appropriateness of form to content. Though there
is space in this chapter for detailed analysis of only one of thesse
plays the claim may be substantiated in part by noting two structural
features which most of them have in conmon. The first is a symbolic
patterning of scenes emphasised by the use of emblenmatic settings,for in
contrast to the major disquisitory plays of Shaw's niddle period most
of these plays are nulti-scened. The second is a characteristic end-
ing in which the dispersal of characters one by one creates a strange
kind of fading effect (see Figurec 12). Both these features are

present in Back to Methuselah and brief discussion of their effect in

the pentateuch and some of the plays which followed it will help to
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illurinate the enotional vision of Shaw's "Third Manner" before

Too True to be Good is analysed in detail as a characteristic work

of this final phkase.
VI

Taken in order, the eight settings of Back to Methuselah provide

a kind of visual synopsis for the cycle!s demonstration of its
argunent thet man's political inmaturity is an unavoidable consequence
of his present brief lifespan and cen only be overcone by responsible
longevity. The settings point the progress of Shaw's parable of
Creative Evolution by "contrasting stuffy interiors with the wide-
open spaces of God's creation."68 In the pentateuch there is a
progression fron exterior settings to interiors as man's lifespan and
nental horizons contract, and then a return to exterior settings as
nan lives longer and perceives more clearly. The vision of the
shortlived is literally shown as bounded by walls, but the Ancients of
Part V wander freely over the hills and mountains and have no need of
shelter.

In Part I the significance of Adan's refusal to face the burden
of eternal life is pointed viaually by the nove from the primeval
beauty of the Garden of Eden with its glade, tree, many-coiled

serpent "glowing with new colours" (p.344) and "thick bed of Johnswort"

(p.340) to the kitchen garden of the Mesopotamian oasis. In this

latter setting the "fallen" Adan delves while Eve spins. They live
lives of almost suburban domesticity in a log hut, and their garden
plot is fenced off from the desert by a thorn brake. Part II of the
cycle is set several years after World War I in Pramklin Barnabas's

"well=furnished, spacious study." (p.378) The brothers Barnabas

blane the war on the imnaturity of Europe's leaders and preach the
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gospel of responaible longevity as the only possible salvation of
nankind. Their perception is greater than that of their con-
temporaries but it is limited to political concerns. This is
neatly suggested by the setting which, though an interior, has broad

window seats that "overlook Hamnstead Heath towards London". In

Part II1 by contrast the futuristic interior of "the official parlour

of the President of the British Isles" (p. 439) in the year 2170 A.D.

has no windows. Instead the "end well is o silvery screen nearly as large

as a poir of folding doors," a massive television screen aptly des-

cribed by Margery M. Morgan as 'h variant of the Platonic nmirror that
men can turn on all things in the illusion that he is the creator of

69

everything it reflects." Science has not increcsed men's perception,
it has only given hin new toys to play with.
The first act of Part I V sees a return to the open air. The

year is 3000 A.D. and the setting "Burrin pier on the south shors of

Galway Bay in Ireland, & region of stone-capred hills and grenite

fields." (p.491) The island of the saints heos become the first
country of the long-lived, and thc pier is a landing place for
pilgrims from the nations of the shortlived. One of the latter, an
Elderly Gentlenan dressed in stuffy Vietorian garb, sits alone on a

bollard "with his head bowed and his face in his hands, scobbing." He

is en anachronisn in this land, 2and is stared at in astonishment by

one of the longlived, "a wonan in a silk tunic and sandals, wearing

little else except a cap with the number 2 on it in gold.™ The

Elderly Gentlenan's death from "discouragement" (and by implication
the eventual passing of all the shortlived) is thus forcshadowed
before a word is spoken.

With the setting of the second act of Part IV. "A courtyard

before the colunned portico of a temple” (p. 531), the walls
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close in agein. fis the action nakes clear, however, the tenple is
not for the benefit of the longlived, but is nerely a suitably
inpressive setting for the "numnery" the shortlived expect when they
consult the oracle. Thus the nove inside the teuple in Act IIT is
to be associated with the credulity of thec shortlived who, sig-
nificantly, are separnted fron the inage of the oracle by "an abyss"
(p.533). What the shortlived actually see is really a projected
inage of one of the longlivers dressed up as & pythoness for the
occasion — the tenple is, in fact, nerely a glorified cinena!

By Part V, set in the year 31,920 A.D., the shortlived have
long vanished fron the earth. The physical setting for this final
play combines elenents suggestive of the settings of Parts I and IV:
as in the Garden of Eden therec is a sunlit glade, and as in the second
and third acts of Part IV there is a temple. The return to the glade
suggests that es with "In the Beginning" we are witnessing the youth
of beings endowed with the prospect of near-eternzl life, while once
again the tenple (here the skene for an open-air theatre like the
Grecian ones of the fourth century B.C.) is a symbol of illusion and
innaturity, being the plaything of the youths and maidens during their
brief adolescence. Love, art and beauty nay bc the highest ideals of
shortlived people, but in Shaw's vision of the future "As Far as
Thought cen - -each", the pursuit of such ideals is nerely a childish
prelude to the real business of 1lifc — the profound and endless
contenplation of the universe. Thus at the very end of Part V with
the falling of darkness on the glade and the ghostly reappearance
of the first-born and Lilith, their progenitor, Shaw suggests the
ultinate setting which s Ancients seck to inhabit and inform —

the infinitude of space.
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This ending requires additional comnent because as noted earlier,

it is the prototype for the endings of most of the "Third Manner"
plays. It consists of a kind of fading effect as the characters
disperse or disappear onc by one, and exemplifies Shaw's thematic
"openness" by emphasising the unfinished nature of the =2ction. Here
the dispersal cecnding is uaed twice — to "fade out" the action of
Pert V and then, in a nmore ghostly fashion, to do the same for the
cpilogue. As night falls the characters who have been on stage

during Part V disperse. " The two ancients go away severally, she

into the grove, he up the hills behind thc temple." (p.625)

Martellus, who has outgrown the ideals of romance and art. soon

"passes awey gravely into thc grove" to study mathenetics (the first

stage of developing into =n Ancient), while the remaining youths and
naidens troop into the shelter of the temple by ones and twos, inne-
-eentes as yet at the very beginning of their lives. "It is now

quite dark." (p. 627) Then, "A vague rodiance appears near the

temple and shapes itself into the ghost of Adan." He is followed by

the shades of Eve, Cain, the Serpent ~nd, finally, Lilith. Before
vanishing again into the night each pronounces a verdict on what they
have seen. The Serpent is satisfied that man has at last chosen
wisdon, Cain vanishes superseded but unrepentant, Eve deparits, pleased
that her "clever ones have inherited the earth" and is followed by
Adan grumbling thet he can make nothing of the latest generation.

But Shaw does not rest content with coming full circle, for there
still renacins Lilith's great speech withholding her final Judgenent
on mankind And stressing that all the cudience have secn during this
inrensely long work amounts to no more than an instant in etermity.

Thus the form of the ending reinforces Lilith's triunphant nessage:
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"O0f Life only there is no end."

Saint Joan is structurally the nost straightforward of Shaw's
later plays, its narrative being based fairly clcsely on historicel
documentation.7o The chronicle forn of the pley is emphasised by
the settings which provide the backgrounds for a series of animated
(and disquisitory) tableaux on the career of the heroine. Thenatically
the use of interior and exterior sccenes have sinilar inplications to

those we have noted in the settings of Back to Methuselah. Scene 1

uses an interior setting: "a sunny stone chanber on the first floor

of the castle" (p.81) of Robert de Baudricourt. Robert's nental

horizons are as linited &s those of any of the shortlived. but the
spring sunshine which comes through the opened nullioned thirteenth-
century window is a harbinger of the fresh thought of the Maid waiting
at the door below. There is no sunlight, however, to relieve the
atnosphere of courtly intrigue and defeatisn which prevails for most

of Scene IT, The sctting is "An end of the throne room of the castle

(at Chinon, in Touraine), curtained off to nakc on antechanber" (p.97)

and the nmakeshift nature of the partitioning aptly suggzests the
Dauphin's political inpotence. Scene III is set in the evening out
of doors "on the south bank of the silver Loire" (p.117) and it is
here, of comrse, that the miraculous "wind-change" takes place in the
spirits of the despondent French forces. Scene IV then noves inside
"A tent in the English canp" (p.124) to indicate the beginnings of
the alliance of feudal and ecclesiastical forces which will attenpt
to destroy Joan before the beliefs she stands for destroy therm.

The Scenc V setting of "The ambulatory of the cathedral of Rheins,

near the door of the vestry" (p.141) underlines the fact that Shaw is

herec enphasising not Joan's achievernent in bringing about Charles's
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coronation but her desertion by those she has &ided now they have
no further use for her. Scenically thé beginning of her nartyrdon
is suggested by the pillar before which she knmeels for it "besrs one

of the stations of the cross." The final scene of historical

action is appropriately set in "A great stone hall, arranged for a

trial-atelaw." (p.156) Ironically it is "a_fine sunshiny May norn-

ing" (as in the opening scene two years earlier), but though the

further end of the hall "is open to the courtyard through a row of

archeg ', thé Mcourt is shielded fron the weather by screens and

curtains." The screens which attenpt to shut out the sunlight
parallel the way the nenbers of the court attempt to shut out their
natural feelings of conopassion in the cause of abstract justice. In
the end, therefore, the daylight which penetrates into the hall is

reddened by "the glow and flicker of fire." (p.185)

But, of course, Shaw was not prepared to let his play end like

this. In the Epilogue, presented as a drean of "Joan's Dauphin,

now Charles the Victorious, aged 51," (p.190) Shaw (as in the

epilogue of Back to Metgggelah) not only recalls his principal
characters to give their verdicts on what has happened but projects
forward in tine to suggest the unfinished business of thc play.
Enotionally, the most powerful inpact of this scene comes at the end
when the shades of Joan's former friends and foes (together with the
enissary from the twentieth century) one by one withdraw in con-
sternation at her suggestion that she rise from the dead and cone
back to then "a living wonen." (p.206) It is possible to argue, as
T. R. Henn does, that "to extend the tragedy in tine and space in
order to perceive the comedy is to renove at a stroke the

possibility of a full tragic response," 71 but catharsis was never
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one of Shaw's dranmatic aims. In his view "the true tale of Saint
Joan is a tale with a glorious ending."72 Joan's cry, "0 God that
nadest this beautiful earth, when will it be rendy to receive Thy
saints? How long, O Lord, how long?" should therefore not be played
as the final lament of a rejected world-betterer but as a challenge
to the audience to consider whether they are nore enlightened than
Joan's perseccutors.

The fLpple Cart, Shaw's next major work, shows hin dealing ex-

plicitly with the petty rivalries and short-sighted nanocesvrings of
eontenporary politicians.73 Dramatic unity cones from his reliance
on & strong eentral character and a well~defined plot issue: whether
King Magnus can withstand the concerted attenpt of his ninisters to
destroy his political influence. The outcone of his conflict renains
in doubt until the very end, so, though rruch of the action consists of
discussion sequences every bit as circular as the central one in

Getting Married, dranatic interest is sustained.

Overall, as Frederick P. MacDowell hes pointed out, the play has
74

a forn resenbling that of an hour-glass. There are two acts con-
sisting essentially of ensenble cabinet scenes in which Magnus is
pitted £gainst his ninisters, and separating thesc acts is an inter-
lude involving only the king and his nistress Orinthia. (The inter-
lude, incidentally, contributes nothing to the plot but is valuable
for relief and for the opportunity it gives for Shaw to display
Magnus exercising his intelligence in a nore private sphero.) But
though the basic forn of this play is very different fron those of
Saint Joan and the plays of the pentateuch, his use of scenic synbol-

isn and his ending are conperable with what we have noted in the

previous "Third Manner" works.
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The first act setting is an interior: "An office in the royal

palace" (p.281). It is here that the prire ninister Proteus and
his unruly cabinet present Magnus with the ultinatun of the gag or
abdication, and, though the king brilliantly plays off one cabinet
ninister against the other and frequently succeeds in sidetracking
the discussion, at the end of this long scene he is able to do no
nore than gain several hours' respite before he announces his
decision. The interlude provides a visual contrast with the previous
setting =— the luxury and (comparative) privacy of the boudoir instead
of the formality of the office. The second act, however, takes
place in the open air on the terrace of the palace. Early in the act
Magnus explains to his queen that this is a deliberate tactical nove
to subdue his cabinet.

Well, I think that the open air and the evening light

will have a quieting effect on then. They cannot

nake speeches at ne so easily as in a roon. (p.351)
The open air setting also helps to put the conflict in its true per-
spective. In the enclosed office setting of Act 1 it appeared that
the power struggle between Magnus and his nministers was all that
nattered. Now in Act 2 the audience learns of a nuch nore serious
threat than any to the status of individuals = the prospect that
the USA, backed by the mammoth captalistic conbiie;, Breckages Ltd.,
will silently absorb Britain and the Conmonwealth. Thus though
Megnus cleverly defeats the cabinet at the end of the play, he
realizes that his victory is hollow. L great deal of tinme and energy
has been wasted but the real battles have not even begun to be fought.

Shaw again uses a dispersal ending (though here with a differ-

ence) to enphasise his nessage. After Magnus hes played his winning

trunp (his threat to abdicate and enter parlianent hinself!)
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Proteus the Prime Minister tears up his ultinatun and departs in
a black rage, followed one by one by the male nenbers of his
cabinet. Sone of then are disillusioned while others are philo-
sophical, but none conprehend the rezl danger which threatens the
country. The wonen ninisters, especially Lysistratza, do under-
stand and remain a little longer to comfort Magnus, Lysistrata
regretting that as Magnus will renein king he will not be able to
lead the House of Comrions against Breakages Ltd. Then the lndies

also depart. Magnus is left alone plunged "in deep thought" until

the Queen returns and ignoring his protest that he hes "sonething
very big to think about," (p.374) drags hin away like a little boy
to have his dinner. The great constitutional crisis is thus at a
stroke reduced to the status of a childish quarrel!

The renaining "Third Manner" pleys, with the exception of Too

True to be Good, nay be passed over with only a brief mention. They

have sone good things to offer, but compared with Shaw's earlier work
tend to be too rambling and discursive. There is o slackening of
energy in the writing — too often specches and sequences go on long
after they have nade their point, and wit declines into facetiousness.
Shaw hinself confessed in a letfer to Mrs St. John Ervine written in
1934:

My bolt is shot as far as any definite target is concerned

and ncw, as ny playwriting faculty still goes on with the

inpetus of thirty year's vital activity, I shoot into the

air nore and nore extravagantly without any preneditation
whatever.

75
Due allowance nust, of coursce, be nade for his custonmary exaggeration,
for, whether intuitively arrived ot or not, the actions of nost of
these plays do revolive around identifiable subjects and generally

progress in an identifiable direction. But too often both
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structurally and in the dialogue the writing meanders self-
indulgently.

On the Rocks will do as a case in point. It has a clear

enough subject, the Depression, but Shaw's contempt for the futile
bumblings of English politicians in the face of this crisis led him
into the theatrical error of centring discussion and action on a

weak protagonist. The first act shows the Prime Minister, Sir
Arthur Chavender, under the illusion that he is governing England
while in f& ¢t he is drifting with the tide like everybody else. The
satire here is rather tedious and heavy-handed (Chavender is

little more then a caricature figure, beating his brows, complaining
of mental strain and mouthing platitudes), but the act and the
sequences which comprise it are reasonably brief. In the second act
Chavender appears a changed man, thanks to a spell of several weeks
at a Shavian sanitorium where he has exercised his mind reading the
worlzs of Marx and Lenin. With the reported announcement that he is
going to carry out a full-scale programme of nationalization, there
arises the likelihood of an interesting corflict when Chavender comes
face to face with the representatives of the various factions and
vested interests in the country. But Chavender has a curiously
pessive role in the long discussion that follows. This consists of
three movements. In the first the spokesmen for the vested interests
(with the exception of the Diehard Conservative, Sir Dexter Rightside)
in a series of long speeches each endorse Chavender's scheme because
some aspect of it (they ignore the others) is advantageous to them.
Then a delegation representing, in effect, the working class (whom
the scheme is essentially designed to help) reject it utterly because

they will be denied the right to strike. In the final movement of
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the discussion the spokesnen of the vested interests in another
series of long speeches withdraw their support and themselves until
at the end Chavender is left along in his office. Shaw's satiric
point is clear enough but it is tediously presented.

The action is effectively over at this point, but the play
continues on a while longer until in the final sequences there is
the prospect of norricges: between Chavender's son end a wrong-headed
but vigorous young wonan from the worker's delegation. and
between his dcoughter and a young aristocrat with llor:ist views. Here
Shaw is no doubt suggesting that through such narriages the Life Force
n2y engender a future generaticn of leaders with nmore noral fibre
than the present onc. In the neantine, however, the curtain falls
to the sound of & crowd of unenployed in the street below singing

"England Arise" "to a percussion acconpaninent of baton thwacks."

(p.736) Thc ending 'is suitably irornic but it takes an un-
conscionably long time in coning.

Thenatically, On the Rocks passes judgerient on the English

political system, though the sentence is suspended and the possibility

of sone kind of reprieve is left open. The Sinpleton of the Un-

expected Isles (1934) and Geneva (1938), Shaw's League of Nations
play, threaten the final judgenent of nankind without quite carrying
it out. This is pointed by the dispersal pattern endings. In the
later play the knotty problen of how to end the trial of dictators by
the powerless International Court is solved by an announcenent that
the earth is doomed because it has jumped its orbit. lL.ccordingly the
accused and the accusers hasten off, each in characteristic fashion,
to nake the nost of their last few hours. At the end only the judge

of the court and the secretary of the League renain in the roon.
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The orbit-junp proves a false alarnm deliberately put out to save
the court fron delivering an uncenforcible verdict, but its effect has
been to extend the scope of the play's debate fromn imnediate to

ultinate judgenents.

In The Sinpleton of the Unexpected Isles the notion of dispersal

endings can be applied literally. in angel announces the Day of

Judgenent, saying:
The lives which have nc use, no neaning, no purpose, will
fade out. You will have to justify your existence or
perish. Only the elect shall survive. (p.825)

Reports soon pour in of the sudden disgppearance of parliament-
arians, stockbrokers, professors, scientists, socialites and so on,
while on the tropical island wherc the play is set four children re-
presenting Love, Pride, Heroisrn and Enpire, the products of a symbolic
narriage betwecn East and West, also fade away. Eventually only Pra
and Prola, the oriental priest and pricstess who had co-operated with
the Europeans in the eugenic experinent, remain on stage. But Prola
refuses to degpair at the failurce of their plans, stating that "the
future is to those who prefer surprise and wonder to security." (p.840)

The play ends with the invocation, "A£11 hail, then, the life to conel"

Though the story of The Sinpleton of the Unexpected Isles nay be, to
76

quote Shew hinself, "openly oriental, hieratic and ins=ne," its end-
ing shows clearly that Shaw in his nid-70's, despite the.confused and .
troubled.age in which he was living, was as open to life as he had
ever been.

VII

Too True to be Good in many ways sunms up the leading character-

istics of Shaw's "Third Manner" drana. Lacking a strong central

character or a well-defined plot goal, the play seens to go where it
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wills with a blatant disregard for the laws of probability. And,

to anticipate, this is its point. Too True to be Good expressecs

Shaw's feelings about the post-war world and the post-war gencration:
that there no longer appeared to be any tcnable laws, any reliable
authorities, or even any probability beyond the probability that
whatever happened would be unexpected. This outlook is sinilar to
that of nodern Absurdist drame. but with onec crucial differcnce —
the tone is often one of eletion. The old certainties hod gone and
as a result, Shaw inplies, Life offcred new challenges to the young
and the adventurously-ninded.

In his preface Shaw states that "thc nain gist and moral of the
play is not, as usual, that our social systen is unjust to the poor,

Tl

but that it is cruel to the rich." But the thene of the nisery of

the righ in Too True to be Good merges into a wider one— that of the

hazards of the new freedon of the post-war generation. As the
discussions, of the play nake clear, the Great War had undermined, and
in sonie cases swept away altogcther, the old standards and beliefs,
and for a while the sensec of release was heady and exciting. Like
the freedon conferred by unearned incone, however, its pleasures were
transitory. Shaw's extravaganza in its tone and structurc captures
the exhilaration of a genceration throwing off the old restrictions,
but after a while beconing uncertzin and troubled how it is going to
nanage without then.

There arec strong sinilarities between this play and Heartbreak
House. Both are fantastical in structure, tone and setting; both
seek to capture the nood of a generation; and both are censenble works
with lively individual cheracters but no protagonists. In the

earlier play this is because the Heartbreakers have dissociated then-
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selves fron the business of government; in the later play beczuse
the characters are living in a clirate of noral ancrchy and do not
know what they really want. The worlds of both plays therefore seen
unreal, and it is probably significant that Shaw appears to present
the action of each pley within e drean: framework — Ellie being the

dreaner in Heartbreak House and the patient, Miss Mopply, in Too True

8

to _be Good.7 In neither case is Shaw specific about this — reality
and drean secn to merge in a weay that nakes then virtually in-
distinguishable. Both drecms (if this is what they are) begin happily.
Ellie, ncdding over her (Othello, is in a romontic haze; Miss Mopply
on her sick-bed suddenly acquires a new sense cf well-being;

Oh, this is ridiculous. I'n dreaning. It nust be

that new sleeping draught the doctor gave ne. But

it's delicious, because I'm dreaning that I'n

perfectly well. I've never been so hanpy in ny

life. Go on with tue dreom, Pops. (p.448)

But after o tine (sooner in Heartbreak House, later in Too True to

be Good) the tone darkens. Miss Mopply, pursued by the figure of
her over-posscssive nother in the final act of the second play, ex-
clains "ny drean has becorc a nightnarc" (p.508) -a cry which would
not have been out of plnce froin Ellie. In neither play is there cay
clear indication at the end that thc “drean" is ended, but both girls
seen strengthened (hardened, even) by their experience and therefore
better equipped to cope with reality.

One or two other broad similarities in the structure and nove-
nent of the two plays are worth noting before the later one is
analysed in detnil. Both plays have fast-neving first acts which
are full of surprises (T.B. Lawrence aptly described that of Too

79)

True to bec Good as "Mozart-Shaw" ; the second acts, apart from o

sudden burst of action, consist of disquisitory duets and trios;
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and the third acts are expertly-orchestrated long discussions
involving a full ensemble of characters. There is, too, a move fron
claustrophobic interiors in the first acts to exterior settings
designed to provide a wider symbolic persiective for the ideas which
are being expresscd. Az will be denonstrated, however, this last
feature is much nore evident in the later play.

The scenario graph for Joo True to be Geood (Figure 13) illustrates

several .diclinctive aspects of the play's basic blocking pattern.
This is essentially onc of expansion. Scenically this is pointed by
the nove from the confined sickbed in Act 1 to the beach and grotto
settings of the subsequent acts, but the graph illustrates two other
features of sone importance. +fter the opening sequences which
establish the primary synbol of the play (the sickbed with, of course,
the patient in it), significant new characters arc introduced in pairs
in each of the three acts: the nurse and the burglar in ict 1,
Colonel Tallboys and Private Meek in Act 2, and the scrgeant and the
elder in ict 3. This expansion of the dramatis personac is acconpanied
by an increasc in the length of the acts: fct 2 is half as long again
as Lct 1, and fict 3 is half as long again as act 2.  Finally it nmay be
noted that not until the latter hzalf of .ct 3 are all the principal
characters assembled togcther on stagc. Therc is thus a cunulative
effect about the total pattern (prior to the ultimate dispersal of the
characters and the burglar's final serrion) which is integral to Shaw's
conception of an action which was to begin farcically and becone
increasingly serious. As he explained in a2 programme note to the
1932 Malvern Festival production:

¥hen people have laughed for an hour, they want to be serio-

conically entertained for the next hour; and when that is

over they are so tired of not being wholly scerious that they

can bear nothing but a torrent of sermomns.
My play is arranged n.ccordingly.80
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Lct 1 of Too True to be Good takes place late at night in "one

of the best bedrooms in one of the best suburban villas in one of the

richest cities in England.™ The door is "carefully sandbagged lest

a _draught of air should escape undernecath" and the window is carefully

sealed, "every ray of moonlight excluded by closed curtains and a dark

green spring blind." (p.429) The first riovement of the act is centred

on the patient, Miss Mopply, "& young lady with an unhealthy complexion...

asleep in the bed.™ Paradox is built into the action from the outset

for alongside her sits a nan-sized nicrobe suffering dreadfully from
neasles caught, it clains, from Miss Mopply. fis the following
sequences nake abundantly clear, Miss Mopply's "illness" is purely the
result of self-centred indolence combined with the ninistrations of a
ridiculously over-protective mother. The monster acts as a satiric
conmentator while Mrs Mopply bludgeons the doctor into prescribing an
unnecessary 1!noculation and then, when she leaves the roon to fetch the
night-nurse, informs hin thgt he should be struck off the register.
Convinced that Mrs Mopply has driven him mad, the doctor exits
prophesying that "someday somebody will fetch her a clout over the
head" (p.438). The nonster then wanders away behind a screen, leaving
the patient alone.

Miss Mopply's awakening initiates the second movement — and,
netaphorically, provides its subject. "Che snatches angrily at the

electric bell which hangs within her reach and presses the button

repeatedly." Mrs Mopply reappears with the nurse who quickly sends her

away and then "opens the curtains and raises the blind, admitting a

flood of moonlight. She unfastens the sash and throws it right up."

(p.440) It soon becomes clear that the nurses actions have an

ulterior purpose, but their sycbolic effect apropos the patient is no
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less significant. From this point the action moves rapidly with
paradoxical developments coming thick and fast. The nurse turns out
to be the accomplice of o« burglar whon she admits through the window;
Miss Mopply bounds out of bed and lays both the intruders flat when
they attempt to steal her necklace; the burglar reveals himself to
be a clergynan and thcen persuades Miss Mopply to steal her own
jewels and run away with hinm and his accomplice. Finally, the
monster — niraculously transformed from "a bloated moribund Caliban"

into "a dainty friel" (p.453) — bounds into bed and announces that

"The play is now virtually over; but the characters will discuss it
at great length for two acts more." (pp.455-6)  Throughout the act,
authority and probability are thus tossed aside with gay abandon, the
effect being one of joyous release.

The setting for £ct 2 contrasts completely with that of the
previous act. The curtain rises on

L sea beach in a mountainous country. Sand duncs rise to a
brow which cuts off a view of the plain beyond, only the
swwmit of the distant mountain range which bounds it being
visible. An arny hut on the hither side with a klaxon
electric horn projecting from a board on the wall shows that
wec arc in a pilitary cantoonnent. Opposite the hut is a
parti-colourcd bathing pavilion with a folding stool beside
the entrncec. (p.457)

In the shadow of a palm trce "sits a British Colonel in a deck chair,

peacefully reading the weekly edition of The Times, but with a

rcvolver in his eguipnment." Befcre long the nurse, the burglear and

Miss Mopply, now disguised respectively as a French countess, her
gentleman friend and her native servant, cnecrge from the bathing
pavilion. The setting can thereforc be interpreted as an ironic
enblern of the British Empirc between the world wars: oun the fringe
of some alien territory two tcuporary structures satirically

symbolising Power and Pleasure are juxtaposed against each other,
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and both are erected on sand.
The action of ict 2 (for despite the Monster's threat there is
sone) confirms this impression. Though Colonel Tallboys appears

"every inch a comnonding officer" and is under the impression that he

is such, everything is in fact run by the ubiquitous Private Meek, an
1

affectionate portrait of T. E. Lawrence.8 The conflict between
Tallboys and Heek is introduced in the opening novenent of iAct 2 and
resolved in its third and finzl movenent whcn Meek effortlessly assunes
authority to deal with a tribal raid and Tallboys decides to turn his
full attention to painting watercolours. Thus this ctrand of the plot
again underlines the premise of the play that the old cuthorities are
no longer valid. Structurally the two novencnts sandwich o long
central one containing sonc of the discussion threatened at the end of
Lect 2 by the monster. The participants are the erstwhile nurse,
burglar and patient. and their discussion (though sone of it takes the
form of long speeches and statements delivered in turn) revolves around
two main topics: the boredon of pleasure-sceking and the alarming
sexual frecdon of the post-war gencration.

Lict 3 is set in 2 weird landscepc, presumably further along the
coast. Shaw's description rcads:

4 narrow gap leading down to the_beach through nasses of soft

brown sandstornie. pitted with natural grottocs. Sand and big

stones in the forcground. Two of the arottoes are accessible

fron the beach by mounting from the stoncs, which make rough

platforms in front of rudc ecrchitccture and giving then fancy

nancs. The one on the right ..s you descend the rough path

through the gapis toller than it is broad, and has a natural

pillar and a stone like an altar in it, giving a Cothic

sugegestion which has been assisted by knockine the top of the

opening into something like 2~ pointed arch. and surmounting

it with the inscription SN PAULS. The grotto to the left dis

much wider. It contairs « bench long enough to accommodate

two persons, its recessce are illuninated rosily by bulbs

wrapped in pink paper; and soncscheolarly soldier has carved
above it in Greek characters the wordﬁwan{ﬁpug , beneath which
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is written in red chal': THE LBODE OF LOVE, under which again
some ribald has added in white chalk, NO NEED TO WASTE THE

ELECTRIC LIGHT. (p. 492)

The two contrasted grottoes on either side of the 'narrow gap" recall
in a curious way the arny hut 2nd bathing pavilion which were
sinilarly Jjuxtaposed in the previous setting, but this time the rough-
hewn brown sandstone shapes suggest survivals from a bygone age.

The probability is that the grottoes in fact represent the remn-nts
of the religious and moral beliefs of pre-war Europe, for each is
occupied by a character whose bent, in a Shavian sort of way,
indicates this: "Sn Pauls" by the fanatical elder whose faith in a
universe governed by Newtonian physics has been shattered by
Einstein's theory of relativity, and "The Abode of Love" by a serious
sergeant preoccupicd with puzzling out the value of the Bible and

The Pilgrin's Progress in the wake of the Great War. Just as the

symbolic grottoes form the background to the scene, the moral and
philosophical perplexity of these two older characters provides the
background for the discussion during this act. The central

question for everyone here is the one quoted from The Pilgrin's

Progress by the sergeant and repeated by the elder, "What nust I do
to be saved?"

This final act is thereforc more serious in tone than the
previous ones., The younger pcople have learat that freedom without
responsibility is not encugh, and the older ones (including Tallboys
and Mrs Mopply) that their beliefs have proved inadequate. Shaw's
strategy herc is to bring the generaticns together (using means which
are as arbitrary as the rest of the nction) so that tentative
arrangerients can be nade about the future. Though he described the

act as "a torrent of sernons" (indeed the original subtitle of the
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play was "A Collection of Stage Sermons by o Fellow of the Royzl
Society of Literature"BZ), each new entrance is calculated to
surprise the acudience and change the focus of attention. Thus in
the opening sequencc when Sweetie the nurse finally nanages to stop
the sergeant's sermonising by getting hin to kiss her, thc elder
(who has been watching then unobserved from his grotto) suddenly
buirsts into the scene with a fanatical diatribe. He in his turn
cones unexpectedly face to face with the burglar who nonchalantly
grects him as his son and then takes over the stage for a bitter
attack on his -"pbringing 2nd a blatsnt confession of his crininal
activities. This conpleted, there is another shock as the patient's
nother, Mrs Mopply, aprears pursuing Colonel Tallboys through the gap
and along the beach. They disappear from sight for the noment but
are followed by Miss Mopply who steys to lament her inability to shake
off her nother.

The turning point of the act comes when Mrs Mopply and the

colonel return, and the latter, driven to distraction, "turns at bay,

and brings down his unbrella vhack on poor Miss Mopply's helmet."

(p.513) It is the fulfillment of a prophecy nande carly in the play
by the doctor, and though initially it horrifies everyone present
(except the colonel) this outrage agoinst accepted standards of
decorun clears the air for a recolis? c appraisal by the characters of
what they nust now do with their lives, There is one nore shock
entrance as Meek arrives on his notorbike with "a noise like that of

a nachine gun ... (which) incrcascs to shattering intensity as it

approaches." (p.514) He functions as & nodern deus_ex machina in
snoothing out arrangenents for the decisions which the characters

now nake. The colonel (honoured with a K.G.B. of Meek's contriving,
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and suprlied by hin with adequate stocks of watercolour paints)
decides to return to Eigland; the sergeant and Sweetie pair up to
see what night comec of a union between his "top storey" ar2d her
"ground floor"; and Mrs Mcpply, returning to the¢ scene of her
assault a changed wonan, agrces to join forces with her daughter
(whon she no longer recognises) to found a sisterhood of wonen whose
object will be to "clean up this filthy world and keep it clean."
(p.511)

Of the original trio of young people, only Lubrey, the burglar-
clergynan, remains incorrigible. Throughout the play he has indulged
his passion for inpromptu serronising, and at the end he incites
another of Shaw's dispersal cndings by giving tongue yet again. One
by one the other characters steal silently away as fiubrey's gift
takes possession c¢f hin and he preaches on and on, bereft of faith
or affirnations, until he is cnveloped in fog and darkness. The
tenptation, of course, is to view this ending as an enblen of Shaw's
own predicanent after a lifetime of dranatic precaching. However,
in a final note to the play hc makes it abundantly clear that the
ending was written in a spirit of conscious self-parody and that his

synpathies were not with the r-scally preacher but "the wonan of

action." (p.528)  Though he hinself could not point the waey out of
the noral anarchy of the rast-war world, he believed that the younger
gencraticn night find a path through "the narrow gap" symbolised in

his setting, thc gap between disillusionnent and despair.
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VIII

There is no doubt that Shaw's influence on the drana of his
contenporaries and successors was profound. Pinero, with Liauy
Lrthur Jones and others, picneercd a worthy endeavour to re-establish
drane as a serious art form in England, but Shaw was the
revolutionary who, virtually single-handed, swept aside the prevailing
conventions and created a genuincly "new drema". Without his plays,
inspiration and support it is doubtful whether the efforts of Grein,
Vedrenne and Granville-Barker would have come to much, and even after
World War I Thaw in his sixties and scventies continued to lead the
way though there werc few left to follow hin. The full extent of
his influcnce is incalculable, but some general comments relating to
his broad influence on structure in modern English drama are required
to conclude the first part of this study and lead into the second.

That Shaw's esscential contribution was to "open up" English
drana is surely bejyond doubt. Though he always took account of
practicalities, he consistently oppnsed arbitrary restrictions on
forns, attitudes or ideas. A8 we have seen, his critical demolition
of the "serious" well-nadc play was motivated as much by conviction
as expediency — a fact which goes sone way towards explaining the
effectiveness of that particular canpaign. Shaw did not put a
stop to tie writing of well-nade plays, but after Pinero few English
playwrights attenpted to use the form for anything more weighty than
detective thrillers and drawing-roon conedies. i+ significant
exception whose work will be discussed in Part Two was T. S. Eliot,
tuat, like "h.sy in his early plays, hc parodied the form and
conbined it with other structural mcthods.

The well-nade play is not, however, the only type of "enclosed"
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drarcatic structure. Other forns of tightly-patterned single-action
drana are possible, especially if an overt cause-and-effect pattern
ceases to be nandatory. When, indeed, causal linking is abandoned,
playwrights nay well feel the necd to compensate for its absence by
enphatic patterning and '"punctuation" of the action. Freed fron
the chains of causality such plays are likely to be nmore open to
various interpretations than o well-nade play, but their structures
tend to be nore symumetrical and thus becone self-enclosed. Ls will
be denonstrated in Part Two, this has happened in the plays of Harold
Pinter.

Perhaps inadvertently, Shaw had some influence on this develop—
nent too, though he caw hinmscelf as a dramatic story-teller rather than
a pattern-naker. Some cornents on rusic in his essay centitled "The
Sanity of Art" arc relevant here:

«..the nonent you try to make an instrumental conposition

follow a story, yru are forced to cbandon the decorative

pattern forms, since 2ll patterns consist of soie forn which

is repeated over and over again, and which consists in it-

self of a repctition of two sinilar halves ... a story does

not repeat itself, but pursues a continuous chein of fresh
incident and correspondingly varied emotions.83

Drama is not as linmited as nwusic in this respect, but tight plotting
(as in Pinero's social dramas) undoubtedly inhibits the invention of
"fresh incident and correspondingly varied enotions" — hence Shaw's
distaste for the well-nnde play. AS we hove seen, however, in

nany of Shaw's plays the narrative elerent is subordinated to a free-
whecling interchange of views, and when in his central disquisitory
plays and later extravaganzes tolk thrceatens to overwheln action it
would seen only a short sten to negoting the possibility of nean-
ingful action. In foct, as has been shovm by anclysis of the

structures of Heartbreak House and Too Truc to be Good in
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particular, Shaw wes warning his audiences against such a view.
Nevertheless, the apparent undernining of causality enbodied in
these plays anticipates thc moral clinate which was to find its

ultinate expression in Waiting for Godot.

Shaw's personal belief in the existence of a Life Forcc seek-
ing to know itself through its creations prevented him fron ever
subscribing to the belief that there was "Nothing to be done."84
The idea of the Life Force underlies his drana and was the basis of
his "open" approach. 1lis plays are fer fron being shapeless, but
they are full ol surprises and if these happen to disrupt a pattern
which appears to be forning (e.g., in the latter part of Getting

Harried) this, from the Shavian point of view, is all to the good.

Ls Prola the priestess connients ncar the end of The Simpleton of the

Unexpected Isles, "I tell you this is a world of miracles, not of

jig~-saw puzzlcs. For me every day nust have its miracle, and no
child nust be born liic any child that was ever born before."(p.825),
Shaw's plrys exenplify this belief.

Shaw was not, however, a playwright who ignored the practical
realities of the theatrc of his tiriec though he constantly sought to
extend the possibilities of what could be achieved with the physical
resources availablc to hin. He had, perforce, for the greater part
of his career to write plays suitable for staging in prosceniun
theatres in which "pictorial scenery was supplanted as to indoor
scenes by the building and furnishing of real roons on the stage."85
The effect of this was to discouragc the stzging of plays requiring
nore than a single setting to each act. It therefore was not until
the later years of his carcer that he was able to experiment nuch

with nulti-scene foras, and even then linitations in the design and
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facilities of theatres (to say nothing of the conservatisn of
audiences)restricted nin. In an articlc entitled "Playhouses and

Plays", published in 1926 in the Now York Herald Tribune, he noted:

The cinema has rcstored to the stage the dramatic form used
by Shakespeare: the story told with utter disregard for
unity of place in a rapid succession of scenes, practically
unlinited in nunmber, uninterrupted by waits and just as
short or long as their dramatic interest can tear. In this
free, varied, continuous manncer, alnost anyonc who can tell
a story well can also write a play. The specific ingenuity
needed to force the story intc the stroit waistcoat of three
or five acts with onc¢ unchanging scence in each is no longer
needed.86

What the cinema had achieved in sccnic flexibility he expected would
in tine be enulated by the live theactre. "No theatre," he
prophesied, "is nore likely to be generally uscful in the future un-
less its stage is so constructed that it can pr esent a play in

H87

fifty scenes without a break. Such a stage was not available to

him, but a number of his later works (including Farfctched Fables,

written at the age of 92) anticipate the nulti-scened episodic fornms
favoured by a number of contenporary playwrights including John
fLrden.

It is not, however, ncccessary for a play to be nulti-scened for
its structure to qualify as "open". Shaw, as has been denonstrated
in this chapter, used "open" structural nethods throughout his long
career despite the fact that, scenically-speaking, his-own practice
varied fror: "the ultra-classic to the ultra—operatic'-—' fron plays
such as Misalliance where the action is continuous within a single

setting, to others such ns Back to Methuselah where thc unities are

thrown to the winds. VWhen, however, he does focus on a microcosmn,

as in Heartbreak House, he does so in & nanner which cnphasises the

variety of personalities and points of view which it contains. This
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is also true, as we shall see; of the crowded microcosms portrayed
in the plays of Sean 0'Casey.

In his monograph on Shaw, Professor Eric Bentley has justly
noted that
Shaw's handling of ideas is "of the theatre" most obviously
because he so well knows how to confront spokesmen of
different outlooks. To this task Shaw brings his un-
equalled gift of sympathising with both sides. He once
said that he has no soul becausc, Proteus- Zike. he can see
the world only through the creatures he creates each of
whom differs from the other. Thie is not a matter of fair-

mindedness merely. It is a matter of a particular mentality,
a particular way of observing life..

This fascination with the myriad possibilities of life can also be
clearly sceen in the drama of Sean 0'Casey and John Arden. It is

the hallmark of the "open" playwright.
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NOTES

A1l citations in my text from Shaw's plays are to The Bodley Head
Bernard Shaw Collected Plays with their Prefaces, vols. 1 - 6,
ed. Dan H. Laurence (London, 1970 - 1973), hereafter cited as
BHBS, The citations are followed by parenthetical reference to
the page number of the appropriate volume of this edition:

Volume I : Nidowers' Houses, The Philanderer, Mrs Warren's
Profession, Arms and the Man, Candida, You Never
Can Tell,

Volume IT : The Devil's Disciple, Caesar and Cleopatra, Captain

Brassbound's Conversion, Man and Superman, John
Bull's Other Island.

Volume III

Major Barbara, The Doctor's Dilemma, Getting Married,

Volume IV : Misalliance,

Volume V

Heartbreak House, Back to Methuselah.

Volume VI : Saint Joan, The Apple Cart, Too True to be Good,
On_the Rocks, The Simpleton of the Unexpected

——— e T8
Isles.

The edition of Shaw's plays which has been used for the scenario
grapgs is the one-volume The Complete Plays of Bernmard Shaw (London,
1965).

1, "The Author's Apology," Our Theatres in the Nineties, I, p.vii.
As in the notes for the previous chapter this collection will
be cited as OTN.

2. "Mr. Pinero's New Play", OTN, I, p.60.

3. Ibid. p.65.

4., "Preface to Three Plays by Brieux," Collected Prefaces of
Bernard Shaw 1London, 19347, p.205.

G "Preface to Back to Methuselsh," BHBS, p.337.
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Martin Meisel's Shew and the Nineteenth Century Thecter
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"Postscript after Twenty-Five Years to Back to Methuselah,"
BHBS, p.685.

Henlerson, The Table-talk of G.B.S. (London, 1925), pp.76-7.

"How Shaw writes his plays," Sheffield Daily Telegraph,
fiugust 15, 1934. Cited by Archibald Henderson in George
Bernerd Shaw: Man of the Century (N.Y., 1956), p.748.

The 01d Drana and the New (London, 1923), pp. 352-3 and 354-5.

OTN, II, p.83.
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George Bernard Shaw: Man of the Century, p.749.

"The Lrt of Rehearsal: o Private Letter to an Irish Colleague in
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Cited by Hesketh Pearson, (.B.S. 4 Full-length Portrait (N.Y.,
1942), p.19.
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Ibid, ». 46.
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Ibid, p. 45.

Shaw nakes this point specifically in o letter to Willian 4rcher,
dated 30 iLugust, 1893. See The Collected Letters of Bernard
Shaw, 1874-1897, ed. Dan H. Lourence (N.Y., 1965), p.403.

OTN, I, p.46.
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later full-length plays.

Ls Shaw renerked in o letter to Ellen Terry, dated 10 Lugust,

1897: "The real difficulty in that scenc is not Mrs Warren's
talking but Vivie's listening." Collected Letters, 1874-1897,
p.795.




25.

26.

27,

28.

29.
30.

31
32.

33.
34.
35.
36.
37.

38.
39.
40.
41.

42.

154

See the full discussion of this by Professor Eric Bentley in
"The Making of a Dramatist," G.B. Shaw: A Collection of Critical

Essays, ed. R. J. Kaufnann (New Jersey, 1965), pp. 57-66.

Willian Archer, despite his low opinion of Shaw's dranmatic
craftsnanshiy, regarded Candida as "bsjond all doubt o little

nesterpiece — sonething very like a nodel of construction and
developnent."  (The 0ld Drame and the New, p. 347)

Sce G. B. Shaw "Thc Quintessence of Ibsenisn” in Major
Critical Essavs (London, 1932), pp. 138-9.

See Ellen Terry ond Bernard Shaw: 4 Correspondence, ed.
Christopher St. John (London, 1931), p.248.
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Chapter 4

Sean 0'Casey and John Arden: Variations on "Oped! Form.

I

Bernard Shaw's claim that the theatre has its own apostolic
succession1 is borne out by the drama of Sean O'Casey (1884-1964)
and John Arden (b.1930). Thoﬁgh each of these later playwrights has
his own distinctive stance and manner, they may be reckoned among ths
foremost of Shaw's spiritual heirs. Both, like Shaw, are un-
mistakably "open" playwrights: full of vitality, interested and
involved in a wide range of public issues, rebellious against re-
strictive conventions whether of life or art, and thoroughly original
in their use of dramatic techniques. Their plays, even when the
subject matter and tone border on tragedy, seem crammed with life,
and if at times their structures appear confused or the individual
details too simplistic the sheer energy of the writing usually more
than compensates for such flaws,

The sense of spiritugl kinship between Q0'Casey and Shaw is, not
surprisingly, especially strong. After 0'Casey left Ireland they
became firm friends and staunch defenders of each other's work.2
Among the many tributes O'Casey paid Shaw, the following is typical:

That was the great man's first attribute = his deep-~felt Irish

nature; his winsome wit, his ready laugh that had always in

it a faint, at times full and fierce, chord of anguish, heard

easily by the quick ear and felt as easily by the understanding

heart; the spirit of divilment in him, his relish for an
argument; his ready rebellion against all quiet submission
that surged around every sham creed outworn, wearing away the

brightness in the souls of those who cried out their firm or
faked belief in them.3

Apart from stylistic details, this passage might equally well have been
written by Shaw about O'Casey.

Their careers had a good deal in common. Both grew up ir Dublin
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Protestant families, both became voluntary exiles from Ireland and
wrote most of their plays in England, both attacked capitalism and
the "Establishment", and although they both rejected orthodox
Christianity (and orthodox anything else for that matter) a strong
sonse of moral and even :cligious crusading underlies their writing.
Both were late starters as playwrights but continued writing until
the end of their long lives, both vigorously attacked the commercial
London stage for its shallowness and especially its pseudo-realism,
and, to end a potentially much longer list of comparisons, both soon
abandoned naturalism and experimented with various "open" forms
culminating in individual types of symbolic fantasy.

Of course there were difterences too. The poverty Shaw experienced
during his Dublin childhood was genteel compared with O'Casey's bitter
struggle for existence.4 Equally significant is the fact that Shaw
left Dublin at the age of twenty and established his literary reputation
entirely in England. O'Casey did not leave Dublin until he was in his
mil~forties, by which time he had acquired a reputation as a
naturalistic Irish playwright which was to dog him for the rest of his
life. Shaw was free to experiment and develop in his own way, even
though the standard critical view of him was that he was an unpredictable
eccentric who could not be taken seriously. O'Casey, however, in
seeking to develop his art had to battle against his Dublin reputation
and the charge that by leaving Ireland he had cut himself off from the
source of his inspiration.

These differences obviously contributed markedly to the differences
in tone and emphasis between the two playwrights. Shaw in his
writing, whether plays or criticism, usually has a light touch even

when his intention is thoroughly serious, and, furthermore,is always
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willing to play devil's advocate. There is plenty of laughter
in 0'Cas ey but" strong anger as well, and there is never any doubt
about his symp.thies. Far from apologising for the raucous derision
with which he attacked what he regarded as repression or stupidity, he
gloried in it by adopting the persona of the Green Crow:

Some Latin writer once said, "If a crow could feed in quiet,

it would have more meat." A thing this Green Crow could

never do: it had always, and has still, to speak and speak

while it seeks and finds its food, and so has less meat than

it might have had if only it had kept its big beak shut.

Never mind: many have listened to its caw, some listen
still...5

O'Casey's fierce pride and aggressive individualism made him a
"loner" all his life. He refused to conceal the seamier side of the

Baster Week uprising in The Plough and the Stars and aroused the fury

of the Dublin audience and press; he refused to gloss over the Abbhey

Theatre's rejection of The Silver Tassie and effectively cut himself

off from his native stage; he refused to pander to the naturalism-
and-water commercial theatre he found in London and found himself
virtually without a theatre at all. This characteristic lack of tact
is also apparent in what John Gassner has referred to as the "ill-
timing" of a number of the post-Dublin plays:

The Star Turns Red came out in 1940 during the Soviet-Nazi
pact when Communism's stock had dropped sharply in the Western
world. His milder Red Roses for IMe, a recollection of the
Dublin Transport Worker's strike of 1913, appeared in 1942 when
a flare-up of conflict between labour and capital was too
dangerous to the war effort to be tolerated. On the surface,
Cock=a-Doodle Dandy is indiscreetly uncomplimentary to the
Church of Eire. Perhaps the chief example of poor timing was
the appearance of Purple Dust, an uproarious travesty on the
British, when England was enduring the blitz and facing
Hitler alone.6

Shaw, on the other hand, realiced that "Truth telling is not compatible
with the defence of the realm"7 and made no attempt to have Heartbreak

House staged until after the Great War. O'Casey's refusal to make
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such concessions is one of the main reasons why his posgt-Dublin plays,
despite their vitality and originality, have been given few
professional productions in England and Ireland.

Arden's career to date offers some interesting parallels.

Like Shaw and O'Casey most of his plays have had a rough handling from
most of the newspaper critics, and like O'Casey he has not shrunk
from public disputes with theatre managements. Though Arden describes
himself as "shy and diffident"8, he apparently has something in his
temperament of the stubbornness and pugnacity commonly associated
with Yorkshiremen. These qualities (reinforced by the militancy of
his Irish wife and collaborator, Margaretta D'Arcy) have recently been
demonstrated by his public protests over the alleged refusal by
managements (notably the Institute of Contemporary Arts which presented

The Hero Rises Up in 1968, and the Royal Shakespeare Company which

staged The Island of the Mighty in 1972) to allow him an adequate

voice in the production of his own plays. His distrust of managements
is also apparent in many of his published statements and interviews.
In 1964, for example, he commented in a newspaper article:
It is becoming more and more clear to me that it is impossible
for workers in the British theatre ever to finish their job
properly.... Once a play has passed into the hands of a
company, the pressures of time and money will combine to ensure
that it will be presented in a manner so slapdash and un-
considered, that if it were a ship to be put to sea or a build-

ing to be lived in, a prosecution for dangerous negligence
would inevitably follow.9

Though plays by Arden have been presented by most of the major sub-
sidised companies in Britain (including the Royal Court, the Glasgow
Citizen's Theatre, the Royal Shakespeare Company and the National
Theatre) he has, thercfore, tended in recent years to write for

community, amateur, and fringe groups. Whether he will cut himself
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off completely from the major companies as 0'Casey did from the
Abbey only time will tell. But like Shaw and O'Casey before hin,
he is likely to follow his own ppth regardless of either hostile
criticism or well-meaning advice.

Before comparing O'Casey and Arden's attitudes to drama and
drematic technique it is worth noting that both playwrights have
publicly stated their admiration of the other's work. Arden has

listed O'Cacey in a Tulane Drama Review interview with half a dozen

modern European playwrights whose work has had an impact on himg
O'Casey in the last essay he completed before his death in 1964,
"The Bald Primaqueera", singles out Arden as the only one of the
new generation of English playwrights worthy of wholehearted praise.
O'Casey's essay is an attack on the life-denying negativir~a of the
new English playwrights who in his judgement were dedicated to
propagating "the last gospel according to Artaud."11 Pinter and

David Rudkin, for example, are compared as follows:

Rudkin works barehanded; Pinter wears gloves so that not
even a finger-print is deposited in the writing. Rudkin
roars likec any sucking dove. Prim Pinter is gentcel, he
rarely shouts,; but uses the voice like the sibilant purr
of a Siamesc cat, ready to change to the dangerous hiss of
a snake at any minute. His quicker dialogue ... is like
the hammering of a woodpecker's beak against the trunk of
a tree! His slower tensc is like the tap tap tap of the
stick of Tiresias. Pinter doesn't behead his personae
non gratae with a hayfork! Z?his happens to a character
in Rudkin's Afore Night Come.”7 He pulls them to pieces
in his pauses; the one kills with a shout, the other in a
silence.12

After observing that none of the new avant-garde playwrights appeared
to like people, plants or animals, O'Casey turns with evident relief
to Arden:

Arden, of course, writes about a workhouse donkey, but he

isn't one of tho avant-garde and doesn't deal only with
nonsense and savogery. Indeed, it seems to me that
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Serjeant Musgrave's Dance is far and away the finest play

of the present day, full of power. protest, and frantic
compassion, notwithstanding that on its first presentation,

it was scowled and scooted from the theatre by most of our
intelligent and unintelligent drama critics. I wonder why!
What dazzling Freudian id or idiom swept this rejection into
them, making them reject the denunciation of war's horrors, and
led them to embrace the plays which despise and hate life.13

No doubt as 0O'Casey wrote this tribute he remembered the Abbey's

rejection of his own anti-war play, The Silver Tassie, but it is also

clear that in this final essay he was saluting a kindred spirit.

Both O'Casey and Arden have advocated in their public statements
and endeavoured to practice in théir plays an art which is at once
public and poetic. Rejecting a claim by Kingsley Amis that the theatre
is "a conceited and inconsiderable place where good writers are
destroyed by the world", Arden commented in a 1964 TLS article
entitled "Poetry and Theatre":

The example of Shakespeare, Marlowe, Jonson, and others shew
that it was once possible for poets to adapt their work either
for private circulation or for public performance without
diminution of its quality ... Aristotle said that the heroes
of tragedy should be princes and governors, upon whose actions
the fate of society hung, and, granted the changes in social
organiSation since his time, I think that this is a rule that
still holds good ... Poetic commitment ... must be applied to
a vision of the world in action which can be conveniently
represented by actors on a stage ... Thus the workings of
politics, the exposure of social evils, the manners of a
particular section of society, may all have a place (and a
sincerely felt place) in a play which is not basically about
them at all. They are all themes of public import and may
serve to publicly illustrate the poet's prime preoccupation,
the celebration of his Muse and her part in his personal world.14

Against this passage may be set two from essays by O'Casey:

There is a lot to be said for the opinion that all, or most,
of the older greater works, if not loaded, are strongly
tinted with social significance; that they comment on and
often condemn, the activity and manner of their time, In
England alone, from Chaucer and Langland up to Auden and T.S.
Eliot the life we have lived, religious, civil and ponlitical,
and the life we live, have been examined and commented on
according to the period in which the life was liwved and the
works were written. The thinker, the playwright and the
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poet have shared in the struggle for the rights of man; and
if they didn't wield a sword at least they carried a banner.15

and:

Be the effort a success or failure, I aim, as I have always
aimed, at bringing emotion and imagination on to the stage,
in the shapes of song, dance, dialogue and scene; each
merging with the other as life does; for life is never
rigid “ 46

The difference between 0'Casey's more militant stance and Arden's more
exploratory one is obvious from these quotations (many more along
similar lines could be quoted), but both writers are nevertheless in-
voking the same general ideal of drama based on the same tradition.

A distaste for the picture-frame stage and naturalism17 is
common to both playwrights. O'Casey's attacks on these conventions
was full-throated and uncompromising:

And now the stage has become a picture-frame, a fourth wall,
a lighted box in which the actors and actresses hide them-
selves as nuch as possible from the people ... Again, the
picture~frame stage has driven speech from the stage, and the
next step will bring actors to the playing of plays in dumb-
show. Already they are among the whisper-and-I-shall-hear
boys. They have lost the power to raise their voices, and
indeed, taking most of the plays we have on the stage now, it
is just as well that *the dislogue should be reduced to a
mutter. But it is strange that a man should be allowed to
raise his voice; and should feel no self-consciousness when
he does so at a strecet corner, on a public platform, in the
solemn House of Parliament, or even in the House of God; but
no man must be allowed to raise his voice on the stage.18

Arden has been less aggressive on this topic — perhaps because his
contemporaries have been writing more interesting and varied plays
than the drawing-room comedies of Coward and Lonsdale which aroused

9 but he has plainly stated his preference for the

O'Casey's ire
open stage time and again. The following comment from his intro-

ductory note to The Happy Haven is typical:

The unsatisfactory organization of the English theatre in
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general and the archaic design of its buildings continually
hamstring any attempt on the part of dramatists and
directors to open out the conventions of the drama; and I
nust record my gratitude to Bristol University and its
Department of Drama [ which staged the original production
of The Happy Haven] for making it possible to prove to my-—
self that the leanings I have long had towards the open
stage and its disciplines were justifiable in prnctice as
well as in theory.zo

Arden's success in opening out the conventions of the drama — in
large measure a mnatter of reviving the use of pre-naturalistic
dramatic conventions — will be considered further in a later section
of the chapter, but, in passing, it is worth noting his agreement with
O'Casey on the subject of the "whisper-and--I-shall-hear boys."  He
has, for example, on several occasions expressed his disapproval of
T.S. Eliot's attempt to merge verse with naturalistic-sounding
dialogue, maintaining that theatre-poetry (1ike all the other elements
in a vital theatrical production) must "be strong, and hard at the
edges."21

With Shaw, 0'Casey and Arden nust be reckoned among the most
ambitious of modern English playwrights for they seek in their work
for a restoration of the drama as a public art celebrating the com~
plexity and multiplicity of life. 411 threec playwrights have drawn
freely on traditional modes and conventions in creating their own
distioctive varieties of "open" play. Two further passages by
(o ey and Arden merit quotation to emphasise this point and preface
an examination of the particular structural methods used by each.
O'Casey:

The new form in drama will take qualities found in classical,

romantic and expressionist plays, will blend them together,

breathe the breath of life into the new form and create a

new drama. It will give rise to a new form of acting, a new

form of production, a new response from the audience;

author, actors and audience will be in communion with each
other — threce in one and one in threce. If a play is what
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it ought to be it must be a religious function, whether
it be played before a community of thousands or a
community of ten. Gay, farcical, comical or tragical
it must be, not the commonploce portrayal of the trivial
events in the life of this man or that woman,but a
commentary of life itself. This is the main thing to
be done if the drama of today is to be in the mainstrean
of the great drama of the past. To achieve this, the
veneration of realism, or, as frcher called it, pure
initation must ceasc, and imagination be crowned queen of
the drama again.22

and Arden:
The essential artificiality of the public stage will become
apparent again ... People must want to come to the theatre
because of the artificiality, not despite it ... I am
pleading for the revival of the Poetic Drama; no less.?3
II
Whatever else may be questioned about the drama of Sean O'Casey,

the "openness" of his approach to playwrighting is beyond dispute.

Even the Dublin plays — The Shadow of a Gunman (1923), Juno and the

Paycock (1924) and The Plough and the Stars (1926) — show & pro-

gressive reaching-out to widen the range and scope of the action
portrayed. This is apparent in terms of structure as well as of
style and content.

David Krause notes in his full-length study, Sean 0'Casey:

The Man and his Works:

The extent to which O'Casey gradually mastered the
disciplines of dramatic form can be seen in the development
of his craft with each succeeding play. At the beginning,
in The Gupman, he probably had more genius than talent —
a daring and original insight into the tragi-comic life of
his characters, but a rather cautious and conventional
approach to the form and development of the action. He
confined his characters to a single set in a tenement room,
using only two acts both of which are constructed in
similar patterns of inter-linking episodes ... If anything
there is probably too much similarity in this recurring
pattern of action within the confines of a nineteenth-
century box-set; too much unity in the sense that the
repetitive pattern of both acts has a tendency to become
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mechanical., There is, to be sure, a vigorous and varied
movement in the play, but it arises from the propulsive

life of the characters not the conventional arrangement
of the form.24

In Juno and the Paycock Krause notes O'Casey's "re-location of the
main plot in the comic characters" (a feature which was to becone
sonething of a trade-mark in many of the later plays) and his use

of "the more flexible three-act structure" which allows the audience
to "see the Boyles in contrasting moods, struggling and roistering
in tragi-comic conflict with each other and their friends."25 The

Plough and the Stars, however, marks the culmination of this stage

of O'Casey's carcer:

It is in g Plcugh that O'Casey achieves a firm control of
his craft. Structmrally he allows himself a more flexible
use of time place and action — Thc Gunman covers two days

in one set and two acts, Juno covers two months in one set
and three acts, The Plough covers six months in four sets and
four acts. The interaction betwecn the characters is more
complex, and since we see them in a greater variety of moods
and situations, the individuals stand out in sharp relief
against the tragi-conic Fanorana., .

A comparison between the scenario graphs for The Gunman and Thec

Ploggh.(Figures 14 and 15) reveals at a glance the increasing con-
plexity of O'Casey's structural technique. The junp from twenty to
over a hundred sequcnces is proof enough, but more important is the
way the playwright in the later play varies the appearances of his
basic ensemble of eight major characters to change the focus of
attention and avoid the simple mechanical linking of episodes which
Krause rightly criticises in The Gunman. (A good example of this
increased technicalsophistication is the way in which 0O'Casey
punctuates the expository conversation between Fluther Good and Mrs
Gogan at the beginning of fAct 1 by the comical series of entrances

and exits of Peter Flynn "“dhressing himself up in his canonicals"
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for the "Great Demonstration".) A more extensive use of off-stage
voices and sound-effects in The Plough together with a somewhat
increased use of characters who make only one or two appearances
(though the Barman and Rosie who provide the continuity in Act 2
are too important to be dismissed as supernumeries) obviously con-
tribute to the impression that we are watching a whole society at
war. The key to this effect, however, is the handling of the basic
ensemble — and especially the comic quartet of Fluther Good, Peter
Flynn, Mrs Gogan and the Covey. Another factor, of course, is (as
Krause notes) the increase in the number of settings, but as 0'Casey
like Shaw, was obliged to write for proscenium theatres where the
rule was no more than one setting to an act, this particular
progression could not go on indefinitely. O'Casey was therefore
ohliged to adopt other means in order to expond the scope of his
drama still further.

What these were to be is strongly suggested in The Plough by
the use of expressionistic elements such as '"the silhouette of the
Speaker with his passionate rhetoric flashing intermittently through
Act 2"27 to suggest the fanatical, impersonal patriotism behind the
Easter Rising. Denis Johnston was virtually alone. among critics
at the time of the play's original production in seeing which way
0'Casey was going:

... it is becoming increasingly clear that as a realist

he is an imposter. He will tell you the name and address

of the person who has made each individual speech in any

of his plays but we are not deceived ... His dialogue is

becoming a series of word-poems in dialect, his plots are

disappearing and giving place to a form of undisguised

Expressionism under the stress of a genius that is much

too insistent and far too pregnant with meaning to be

bound by the four dismal walls of realism. It will be

interesting to see how long he will try to keep up so

outrageous a pretence.
28
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Some two years later O'Casey confirmed Johnston's insight with
the nakedly expressionistic second act of The Silver Tassie (1928)
and after this never returned to the naturalistic style for a full-
length play. The scope of his ambition and his desire to break new
theatrical ground are apparent in his comments in his autobiography

on the genesis of The Silver Tassie.

He would show a wide expanse of war in the midst of timorous
hope and overweening fear; amidst a galaxy of guns;

silently show the garlanded horror of war ... And he would do
it in a new way. There was no importance in trying to do

the same thing again, letting the second play imitate the
first and the third the second. He wanted a change from

what the Irish critics had called burlesque, photographic
realism, or slices of life, though the manner and method of two
of the plays were as realistic as the scents stealing from a
gaudy bunch of blossoms.29

Even though the effectiveness of the csecond act in the context of the
other three comparatively naturalisticacts has been a matter for
debate ever since the play was written,3o 0'Casey's change of manner
was now unmistakable. However, as Krcuse has noted. he "did not
become a doctrinaire Expressionist" or "construct a theory of dranma
to explain his experiment. He had found a new form, not the
ultimate form of drama, and he reshaped it and modified it according

n31

to its function in the symbolic second act. Non-realistic
stagecraft predominates in his subsequent plays but expressionism is
only one of thestyles he fuses with others to achieve, ultimately, a
new form of comic fantasy.

The post-Dublin plays are experimental and differ widely in
their detailed technique, but they do have a number of broad features
in common. To quote Krause again, O'Casey "in all his plays uses
multiple plots in a loosely unified form, mingling comic and tragic
themes, farcical and melodramatic incidents, and playing them against

" 32

each other in ironic counterpoint. In later plays, however,
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unity is achieved less through plot and character than by the use
of various symbolic devices and patterns. All these plays have a
central symbol which inspires or sums up their action. These
symbols supply the titles and are usually present in the
action as props, scenery, sound effect or as a character.33 The

titles of The Silver Tassie and Red Roses for Me belong to ballads

which are sung in the plays and also refer to important props, "the
star turns red" in the sky on Christmas morning as the workers fight
on against the Fascists, "the drums of Father Ned" sound out to
encourage the young people preparing for the Tostal, and the "cock-a-
doodle dandy" cuts his capers in Marthraun's house and garden. These

title=symbols inform the action of their plays; they do not enclose

it — except very broadly in Within the Gates where the Park presents

in microcosm the life and world outside the gates.
In addition to the title-symbols, progressive modifications
in the settings often underline the emotional patterns of the plays.

This technique is used in Juno and the Paycock where the living-room

of the Boyle's tenancy is first seen to be sparsely and poorly
furnished, then vulgarly over-furnished and decorated, and finally
stripped of nearly everything. In the symbolic plays such scenic
comment is given greater stress. Religious iconography silently

and ironically comments on each of the four acts of The Silver Tassie:
in Act 1 it takes the form of the "altar" displaying Harry Heegan's
football medals and the cross-spar of the troop-ship mast secn through
the centre window above the "altar'; in Act 2 the setting is a ruined
nonastery with a figure of the Virgin and a damaged life-sized
crucifix to one side while at the back "in the centre where the

span of the arch should be, is the shape of a big howitzer gun" (p.35)
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— the new god; in the hospital setting of Act 3 is another
statue of the Virgin and each bed has suspended over it "a chain

with a wooden cross-piece"(p.57) to enable weak patients to pull them-

selves into a sitting posture; and finally in Act 4 over the football-
club festivities which the crippled Heegan can only watch hang three

long lanterns which "suggest an illuminated black cross with an inner

one of gleaming red." (p.80) In Purple Dust the great room of the

Tudor-style Irish mansion in which the effete English businessmen,
Stoke and Poges; hope to live as country squires is progressively
demolished by their Irish workmen even as it is cluttered up with more
and more imported antique furnishings. But the most spectacular

nodificatioy of a setting in these plays is in Qak Leaves and Lavender

where Dame Hatherleigh's great room changes into an emblematic
factory to suggest the transformation of England by the Second World
War.

A related type of scenic modification which O'Casey used in a
number of the symbolic plays is based on diurnal, seasonal or climatic
progressions. Nature was important to him andhe exploited the
pathetic fallacy shamelessly. In Within the Gates the device is
used in an extreme form with the four scenes of the play being
arranged into a combined seasonal and diurnal cycle; the first
scene takes place "On a Spring Morning", the second "On a Summer
Noon", the third "On an Autumn Evening" and the last "On a Winter's
Night." (p.116) Though the action of the play shows a progress
into darkness with the Young Woman dying at the end of the play, the
cyclic pattern suggests that the life and beauty which she
represents (and which are emphasised in the final scene by her dance

with the Dreamer) will return. The pattern, however, overshadows
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the rather abstract characters so that the play projects less life,
in fact, than 0O'Casey's carlier "realistic" draaa. In the later
comic fantasies his use of such patterns is simpler and less obtrusive.
The three acts of Purple Dust, for example, contain a progress into
Wwinter paralleling the impinging of reality onto the businessman's
dreams of an aristocratic return to Nature. Act 1 is set on "an
4utumn morning, crisp and fair", (p.3). Act 2 on "a cold and misty
morning", (p.46) and Act 3 is punctuated by "the sounds of falling
rain and swishing winds." (p.83). Similar patterns appear in Cock-g-

Doodle Dandy and The Drums of Father Ned.

Although they share the broad structural features which have been
outlined, the symbolic plays can be divided into one or other of two
categories according to tone and subject-matter. The first group,

the political moralities, include Within the Gates (1933), The Star

Turns Red (1940), Red Roses for Me (1942) and Oak Leaves and Lavender

(1946); the second group, the comic fantasies, comprise Purpie Dust

§940) Cock-a~Doodle Dandy (1949), The Bishop's Bonfire (1955) and The

Drums of Father Ned (1959).34 Generally. critics sympethetic to O'Casey
regard the fantasies more highly. Though 211 the plays share the same
general theme — the conflict between the forces of repression and

those who strive for a fuller and more joyful 1life — the moralities
tend rather blatantly to classify the characters as good or bad
according to whether they support communism or capitalism, In the
fantasies this political bias is less apparent (though those in
authority, notably the priests; generally come off badly) and, more
importantly, a spirit of comical satire informs the symbolism.

Audiences will accept much more from a playwright when he makes them

laugh than when he lectures — a point which Shaw elways bore in
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mind but which O'Casey sometimes forgot. In none of his plays,
however, is the comic spirit so vividly present and in charge of the

action as in Cock-a-Doodle Dandy. Here 0'Casey's dramatic vision

and methods combined to create an action which follows its own

unique rules but which is eminently effective and theatrical.

III

Cock-a-Doodle Dandy was O'Casey's favourite, and he thoughthis
35

best play, David Krause has aptly described it as "a fantastic
extravaganza, a setiric parable which celebrates man's freedom and joy
in the life-sized image of a dancing bird out of the beast-fable

tradition."36

The play clso conveys a fierce denunciation of the
killjoy influence of the priesthood on Irish society. Between 1911
and 1947. as Professor William Armstrong has noted in an introduction
to the play, the population of Eire decreased by 150,000 and many of
the emigrants were young men and women who left "to escape the re-
pressive influence of the type of parish priest who restricts the hours
of dances and the number of occasions where members of the opposite

37

sex may meet," This, in brief, is the background to the main con-
flict of the play: a semi-allegorical struggle between the forces of
repression and joy — the former led by the bigoted Father Domineer,
and the latter symbolized by the enchanted Cock which, in O'Casey's
words:

dances and crows, rousing up commotion among the young and the

souls zealous for life, and consternation and hatred among

those who demand denial and the necessity to keep the mind

well within the dark; rousing up controversy between the

courageous and all who are afraid of others and equally afraid
of themselves.38

The form of the play, however, enables it to transcend its

application to social conditions in mid-century Ireland. Writing
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about Cock-a-Doodle Dandy in a New York Times article prior to the

play's American premiere in 1958, 0'Casey claimed:
The play is symbolical in more ways than one. The action
manifests itself in Ireland, the mouths that speak are
Irish mouths; but the spirit is to be found in action
everywhere; the fight made by many to drive the joy of
life from the hearts of men; the fight against this fight

to vindicate the right of the joy of life to live
courageously in the hearts of men.39

This is true. The symbolic setting, the folk-tale quality of the
characters, the fantastical nature of the incidents, and the "open"
structure which freely juxtaposes comic and tragic elements, all
combine to give the work universality.

The origins of O'Casey's fantasy form go back to a sketch
which he wrote in 1923 and which was staged at the Abbey Theatre less

than six months after The Shadow of a Gunman, his first naturalistic

full-length drame. Entitled Kathleen Listens In, this "Political

Phantasy in One Act" poked fun at the Irish factions which were still
at loggerheads after the partition of the country and the
establishment of the Free State of Eire. The first-night audience,
according to the playwright,

received it in dead and embarrassed silence, and it was the

one and only play ever produced in the Abbey that did not

receive even a single handclap. Like the Arabs, the

audience folded their tents (minds) in the night, and
silently stole away.40

Perhaps because of this, 0'Casey did not bother subsequently to
include the piece in his collected plays, but in 1961 he gave

pernission for it to appear in the Tulane Drama Review and wrote a

brief introductory note to emphasise that the existence of the play
proved that the "phontasy" form had been active in his mind "before
the 'major' realistic plays werc written, tho' most critics maintain

that the fantasy began after I left Dublin."41
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In Kathleen comic fantasy is used for the purpose of
political allegory. The action is neatly summarised in a sympathetic

review which appeared in The Irish Statesman on October 6th, 1923:

It is unnecessaxy to explain a play where the heroine is
Cathleen, the daughter of Houlihan, and the characters are
a Free Stater, a Republican, a businessman, a farmer, a
labourer. The mordant idea of the play is found in the
spectral Gaelic League, under the figure of a feeble old
man in kilts — who receives solemn homage from the
actors, whenever he appears, but is voted a nuisance and
a lunatic when his back is turned. The climax of the
comedy is reached when at the height of the shouting for
Cathleen'’s suffrages the Boundary Question stalks by
ptaying on a big drum the appropriate air.42

The farcical incidents which make up the piece might appear now to be
without rhyme or reason; but in fact they parallel the contemporary
quarrels and events fairly closely. The point that O!'Casey was try-
ing to make through comedy was that the brawling of the suitors
was threatening to drive Kathleen (Ireland) out of her mind and wreck
the Free State house barely after the Houlihans had acquired the
freehold.

For the most part similarities between Kathleen and Cock-a-Doodle
Dandy are general rather than particular. The form of the later play,
though its episodic appearance relates it to the earlier one, is
obviously much more complicated and there is nothing in Kathleen to
correspond with the animating spirit of the Cock. As for the back-

ground of Cock-a-Doodle Dandy, O'Casey has stated that

almost all the incidents are factual — the priest that struck
the blow, the rough fellows man-handling the young, gay girl,
the bitter opposition to any sign of the strange ways of a

man with a maid, the old, menacing fool, full of frlse piety,
going round inflicting fear of evil things on all who listen
to him; and, abeve all, through the piety, through the

fear, the never-ending quest for money.43

Here, however, he is dealing with more universal issues than in the

earlier play and these "factual™ incidents are primarily illustrative
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of a theme rather than an allegorical revamping of historical erents
Nevertheless allegory of a kind was still intended as the striking
correspondence between the settings of the two plays makes clear.
Both of these specify a garden, backed by a low wall with a gate in

44

it, and part of a house with an outside door and upstairs windows
visible. The symbolic status of each establishment is underlined by
flagpoles in the gardens from which fly the Irish Tricolour. In
Kathleen the house belongs to the archetypal family of O'Houlihan
(Miceawl, Sheela and, of course, Kathleen) and represents the newly
formed Free State. Significantly its upstairs windows are broken
and further damage is inflicted inside the house during the play. In
Cock-a-Doodle Dandy Michael Marthraun's almost identical house is
stated to be situated in Nyadnanave, which Krause points out "means

in Gaelic, Nest of Saints and ... also contains the ironic pun,

w45

Nest of Knaves. Professor Armstrong goes a step further and

suggests that the name "may also be a wry comment on the traditional
description of Ireland as 'the land of saints and scholars.'"46
Be that as it may, the house and garden (backed now by Marthraun's
"lucrative bog") clearly represent Ireland some twenty-six years after
the political squebbles satirised in Kathleen. Though the conflict
in Cock-a-Doodle Dandy has a wider and more general application, O'Casey
was evidently concerned here to show that Ireland was once again in
danger of destroying itself.

The central characters of the play (leaving aside the symbolic
figure of the Cock) are Michael Marthraun and Sailor Mahan — yet
another of the pairs of quarrelsome "oul' butties" in the 0'Casey

canon. They are the local capitalists in Nyadnanave, Mathraun

has acquired two hundred acres of peat bog by marrying his second
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wife Lorna, and has not only become well-to-do through exploiting
this dowry but has been made a Councillor and a Justice of the Peace.
Nahan has also become wealthy through the bog as he owns the fleet of
lorries which carry the turfi to town. Both men are middle-aged but
are quite different in appearance and temperarent. Michael is "well

over sixty years of age, clean-shaven, lean, and grim-looking", while

Mahan "is a little over fifty, stouter than his companion, and of a

more serene countenance ... There is,maybe,a touch of the sea-breeze

in his way of talking and his way of walking" (p.122). They are

central to the play in two different ways. They remain on stage
together for most of the action and thus have a choric function.

But they also function as a kind of dual morality protagonist, for
the main action of the play is, in effect, a struggle for their souls
(though there is little hope for Michael's) between the opposing
forces of joy and fear. In addition, they have a third role —

that of providing much of the comedy as they are the principal butts
of the Cock's pranks.

Most of the other characters can be quickly classified as be-~
longing to one or other of the two camps in the struggle. The
followers of the Cock include Loreleen, Michael's daughter by his
first wife Marion the maid, Robin Adair the Messenger, and, as she
gathers courzge, Lorna. The folk ballad origin of the characters
of Marion and Robin is obvious, and it seems likely that the name of
Loreleen, the character most closely identified with the Cock,is
derived from the siren of the Lorelei. All of these characters
wear costumes in which green and red, the colours of life, are

prominent, and the Cock himself has "bright-green flapslike wings"

and a "big crimson crest flowers over his head." (p.122) The
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agents of Father Domineer include Shanaar and One-~Eyed Larry, the
1st and 2nd Rough Fellows (though at their first appearance these
two show a potential for blarney), the Sergeant, the Bellman and the
Porter. The dying invalid Julia and her father must be reckoned
simply as victims of the clerical establishment, but, of course, in
a sense this applies to virtually &ll the characters.

Structurally the play has a simple framework which a llows plenty
of scope for comic improvisation and the juxtaposition of thematically-
telling incident. The action is divided into three long ''Scenes" of
approximately equal length. The first takes place in the morning,
the second aound mid-day, and the third at dusk. This, as we have
seen, is a familiar O'Casey pattern which here, of coursc parallels
the progress of the village into spiritual darkmess. The play begins
with the Cock dancing in the morning sun and ends with the last of
his followers walking into exile. Within the scenes the organisation
is episodic, a succession of illustrative incidents any one of which,

according to Robert Hogan in The Experiments of Sean O'Casey, "almost

could have another incident substituted for it."47 Hogan's "almost"
is necessary, however, for two reasons. There is, as we shall see;
a principle behind the fantastic happenings in the play: the Cock
worka through the power of the imagination, ridiculing the secret
fears of his enemies by translating them into ludicrous reality.

This principle provides the succession of episodes with a kind of
comic logic. The other general point to be made about the arrange-
ment of the episodes is that O'Casey has contrived it so as to build
an effect of increasing cmic and emotional intensity, and in Scene 3
the structure becomes more complex with strands of action inter-

weaving and overlapping.
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The scenario graph of the play (Figure 16) illustrates how O!'Casey
has "blocked" the appearances of his chargcters to achieve this sense
of developuent. The centrality of the roles of Michael Marthraun
and Sailor Mahan is apparent, both being on stage almost continuously
until their paths diverge in the final scene. The episodic linking
in the first two scenes (cf. Figure 14) is also clearly suggested by
the graph as each new major sequence sees the commencement of a new
episode. Generally in the larger-scale patterning of the scenes,
several successive episodes may be considered as a group to comprise
a movement. (Most of these movements begin and end with a cock crow
or the actual appearance of the Cock.) The increase in theatrical
impact of the successive episodes in Scenes 1 and 2 is suggested by
the increase (generally speaking) in the number of characters on stage
as each scene progresses. The largest groupings come in the final
sequences and are accompanied by a sharp change of tone. In Scene 3,
however, the '"blocking" becomes much more complex as episodes
involving different characters are interwoven into the structure of
the first movement rather than presented in a simple linear manner.
The greatest concentration of charaecters in Scene 3 comes about three-
quarters of the way through, and then in the final movement the play
has a dispersal ending similar in structure to those of Shaw's "Third
Manner" works but morc bittier in tone. For the finer points of
0'Casey's structural methods in the play, however, we must now turn to
the text.

O'Casey's main concerns in Scene 1 are to establish the opposing
forces in the conflict and the mechanism by which the fantasy is
animated. It is obviously significant that the first figure to

appear is the Cock and the last is Pather Domineer. The Cock's
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appearances in the play, except for one longer one, last for only
a few seconds at a time as he is, strictly speaking, not a
character but a force, the moving spirit behind the fantastic japes
and transfornations which take place. His initial dance in
Marthraun's garden establishes this:

Some little distance away, an accordion is heard playing &
donce tune. and. a few moments after the Cock comes

dancing inaround the gable of the house, circles the dignified
urn, and disappears round the further end of the gable-end as
the music ceases.

He is of a deep black plumage, fitted to his agile and
slender body like a glove on a lady's hand; yellow fect and
ankles, bright-green flaps like wings 2nd a stiff cloak
falling like a tail behind him. A big crimson crest flowers
over his head, and crimson flaps hang from hisg jaws. His
face has the look of a cynical jester. (pp.121-2)

Introduced before any of the characters have appeared, the Cock's
presence in the play justifies the way in which the fearful
imaginings of characters such as Michael Marthraun take on
ridiculously visible forms. Dialogue and stage-business are
intimately linked in the patterning of the fantasy for literary
metaphor is thus likely to become dramatic fact at the drop of a hat
== quite literally as will be seen later!

After the prelude of the Cock's dance, the first movement of
the play gets under way when Michael Marthraun and Sailor Mahen
come into the garden, each carrying a chair from the house. They
virtually camp in the garden for all of this scene and the next, as
Michael is too scared to remain in the house where he can hear strange
whispers, "whispers good for neither soul or body." (p.123) It is
evident that these whispers proceed from his own sexual fears which
have been aroused by the return from London of his grown-up
daughter, Loreleen. Michael states that he doubts that he is her

father and that he dreads meeting her, then goes on to confide in
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Mahan that:

Since that one come back from fngland,where evil things
abound, there's sinisther signs appearin' everywhere, evil
evocations floatin' through every room ... there's always
a stern commotion among th'holy objects of th'house, when
that one, Loreleen, goes sailin' by; an inviaible wind
blows th' pictures out, an' turns their frenzied faces to
th' wall; once I seen th' statue of St Crankarius standin'
on his head to circumvent th' lurin' quality of her
presence; an' another time, I seen th'image of our own

St. Pathrick makin' a skelp at her with his crozier; fallin'
flat on nis face, stunned, when he missed! (p.124)

Another of Michael's hallucinations, arising from the scme source,
is his belief that he has seen horns sprouting from the head of his
young second wife, Lorna, as she sat looking at her face in her
nirror. Sailor Mahan, being a more broad-minded and better-
balanced individual, is at first sceptical of all this. Never-
theless, Michael's hysteria is catching, and with the Cock around it
is not long before these sexual imaginings take on forms which can
be perceived by the zmudience and in due course even by Mahan.,

At first the muifestations are aural. They begin with Michael
pointing to Lorna's window and commenting:

Up there in that room she often dances be herself, but

dancin' in her mind with hefty lads, plum'd with youth, an'
spurred with looser thoughts of love. (As he speaks, the

sounds of a gentle waltz are heard, played by harp.  lute,or
violin, or by all three, the sounds coming, apparently

from the room whose window is above the porch. Bitterlx}
There, d'yc hear that. man! Mockin' me. She'll hurt her
soul if she isn't careful. (p.125)

Mahan does not comment directly on the music so it is an open
question whether he hears it. He and the audience could perhaps
imagine that it comes from a gramophone, but in fact Michael's
reference to Lorna as "plum'd with youth, an' gpurred with looser
thoughts of love" suggests that the Cock is obligingly laying on
the sound effects.

The lusty cock crow which coincides with Loreleen's entrance
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shortly after this is similarly cued. Michael has just gone into
the house to fetch a bottie of whiskey which he hopes will soften
Mahan up for a business discussion about @ wages increase which
their workers are demanding, when he reappears suddenly, "his

mouth twitching, his voice toned to fear and hate", to announce that

Loreleen is coming down the stairs. He begs Mahan to sit down and
ignore the girl, and when Mahan asks him if he is in his right mind
replies "Ay, am I sure; as sure as I am that a cock crows!"

Suddenly
Thereupon, "A cock crows lustily as Loreleen appears in the doorway

of the porch." (p.127) The crow suggests the close identification

of the Cock and Loreleen (she wears a "“saucy hat ... its shape

suggestive of a cock's crimson crest") and thoroughly alarms Michael.

Mahan, however, does not hear it and Michael, when he realises this,
tries to cover up by claiming that he has heerd nothing either.

The second episode, thus introduced; illustrates an important
theme which complements the play's main one of the conflict between
bigotry and joyousness: the corruption of men's souls brought about
by "the never—ending quest for money."-48 It is here that Sailor
Mahan is most at risk; he is no bigot or killjoy like Michael but
he does share his greed. Its corrupting power is demonstrated in
two ways in this movement: by the quarrel between Michael and Sailor
Mahan over which of them should bear the brunt of paying the extra
wages demanded by their workers, and by the behaviour of two of the
latter— the 1st and 2nd Rough Fellows. Loreleen's presence during
the quarrel between Michael and Mahan silently points out how
money-grubbing causes men to turn their backs on beauty and joy.
This is then cmphasised more forcibly when the two Rough Fellows

enter. In turn each strides into the garden pushing Loreleen
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eside, then stops when he realises her beauty and suggests that she
wait for him until he has finished speaking to his boss. Loreleen,
however, replies ironically, "I'm not good for decent men. The two
0ld cronies will tell you a kiss from me must be taken undher a
canopy of dangerous darkmess." She kisses a hand to them and goes
out the gate. The Rough Fellows threaten Michael and Mahan with
strike action unless the 0ld men give them the extra shilling they
are demanding, and only then turn to follow Loreleen. However, as
they do so they see "A cloud cdlosin' in on her, flashes like lightning
whirlin' sound her head, an' her whole figure ripplin'" as (off-stage)

she appears to turn into "a fancy-bred fowl", and "The crow of a cock

is heard in the distance." (p.132) Taking this as a warning "of

what th' Missioner said last night that young men should think of good-
lookin' things in skirts only in th' presence of, and undher the
guidance of, old and pious people", the two Rough Fellows lhurry fear-
fully away in the opposite direction. The evil alliance between
fmoney and bigotry is thus showh to corrupt both the young and the old
in Nyadnanave.

The second movement begins with a continuation of the argument
between Michael and Mahan, and the arrival of the old religious
fanatic, Shanaar. O'Casey describes this character as seemingly
"ta very wise old crawthumper', really a dangerous old cod." (p.119)
His wisdom is really a mixture of bog Latin and superstition, but he
is regarded by Michael with great respect. Hearing that Mahan has’
been unmoved by Michael's talk of evil forces, Shanaar begins to tell
stories of how birds had led pious men to damnation, and does so
with such conviction that soon all three men are actually hearing the

cries of the birds and the sobs of the damned. When asked by
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Michael what he would do if "a hen goes wxong", Shanaar replies:

The one thing to do, if yous haw the knowledge, is to
parley with th' hens in a Latin dissertation. If among
th' fowl there's an illusion of a hen from Gehenna, it
won't endure th' Latin. .o She busts asundher, an'
disappears in a quick column of black an' blue smoke, a
thrue ear ketchin' a screech of agony from its centre!

His boast is immediately followed by a sudden outburst:

A commotion is heard within the house; a loud cackling,
mingled with a short sharpened crow of a cock; the

breaking of delf ; the half-angry, half-frightened cries
of women. A cup, followed by a saucer, flies out through

the open window, over the porch, past the heads of the
three men, who duck violently, and then crouch. amazed and
a little frightened. fp.138§

Marion the maid rushes to the door crying out that some bird is going

berserk inside the house: "It's sent th' althar light flyin'; it's
clawed th' holy pictures; an' now it's peckin' at th' tall-hat!"
(This last detail is the most dreadful outrage to Michael for the tall-
hat is the symbol of his official status and reSpectability.49 Its
replacement causes a great deal of commotion in Scene 24) The men
are all too scared to help Lorna who has barricaded herself under the
bannisters. Instead Michael orders Marion to fetch Father Domineer,
but as she turns to go she runs straight into the arms of the post
office Messenger, Robin Adair. He kisses her and then, as the
commotion inside increases, dashes into the house while Shanair sends
up a fervent prayer in his best bog-Latin which provokes a climactic

outburst:

The head of the Cock, with its huge crimson comb, is

suddenly thrust through the window above the porch, and

lets out a violent and a triumphant crow. Shanaar
disappears behind the wall, and Michael and Mahan fall flat

in _the garden as in a dead faint. (p.141)

Then there is silence, and with some puffs of blue-black smoke

(but no "bustin' asundher") Robin reappears leading the Cock which

follows meekly at the end of a green ribbon. Robin explains to
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Lorna who is still fearful that there had been no danger and if she
had given the Cock her hand instead of throwing saucers it would
have led her "through a wistful and wonderful dance." Lorna is not
convinced but Marion looking admiringly at the bird declares: "Sure,
he's harmless enough when you know him", thus prompting the key line
from Robin:

Just a gay bird, that's all. A bit unruly at times, but
conthrollable be th' right persons. (p.144)

He urges the Cock (paraphrasing a poem by Yeats),so "Go on comrade,
1lift up th' head an' clap th' wings, black cock, an! crow!"  There-

upon the Cock lets out "a mighty crow which is immediately followed by

a rumbling roll of thunder." Then Robin leaves with the Cock, both

doing a Jjaunty goose-step.

This episode of course, brings the fantasy and its significance
out into the open. The Cock represents a healthy urge which if "a
bit unruly at times" is "conthrollable be the right persons."
Obviously Michael and Shanaar are not among these, and Sailor Mahan
has now been infected by their fear. Lorna, too, is frightened as
yet, but Robin and (with his help) Mgrion clearly have the right
attitude. Behind the riotous and fantastic comedy which has been
expertly stage-managed by O'Casey is not only a clear point of view
but some shrewd psychology.

The final movement of Scene 1 consists of two starkly contrasted
episodes. The men come warily back into the garden and Lorna calls
Marion into the house to help tidy up. Before she goes in Marion
directs a few well-chosen words of ridicule at the men for their
cowardice, and Shanaor, before he too departs., warns Michael to order
Marion to dress more modestly "for th' circumnabulatory nature of a

woman's form often has a detonatin' effect on a man's idle thoughts."
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The remainder of the epised 3 ironically illustrates this sentiment.
Michael and Mahan begin to flirt with Marion when she brings in the
whiskey bottle and while she goes out again to fetch the soda the two
old men exchange complimentary remarks about her, the most
significant being Mahan's enthusiastic claim, "I'd welcome her, even
if I seen her through the vision of oul' Shanaar — with horns growin'
out of her head." Marion rcappears on this cuz with, of course,
horns actually sprouting from her forehead. The men do not see them,
however, until they slyly ask for a kiss and Marion orders them to
"Up an' take it, before yous grow cold."

They rise from their chairs, foolish grins on their faces,

settle themselves for a kiss, and then perceive the change
that has taken place. They flop back énto the chairs,

fright and dismay sweepinz over their faces ... their hands

folded 1% front of their chests, palm to palm, as if in
prayer. (p.151

"Marion looks at them in some astonishment", being unaware of her

horns, but Michael and Maphan are too frightened at this manifestation

of their guilty consciences to pursue their dalliance any further.
The second episode’of this final movement involves the sending
off of Lorna's invalid sister Julia on a pilgrimage to Lourdes.
There is neither comedy nor fantasy here, merely a bleak and
melancholy sham as the dying girl's relatives and the village
dignitaries assemble to see her off on her hopeless quest for a
miracle. Saros Cowasjee in his monograph on O 'Casey claims that
this incident (which is completed at the end of the play) and the one
involving Father Domineer which ends Scene 2 have no proper place in
the play's structure and no real purpose beyond allowing 0'Casey "to
have a thrust at the clergy and to ridicule Catholic faith in saints
and miracles."51 Though O'Casey did indeed regard belief in such

miracles as a delusion,bz the charge of ridicule can be ruled out as
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Julia's disillusionment is treated with compassion. Yhat is
implicitly criticised here is not the Catholic faith but the fact
(according to O'Casey) that in Ireland it is overshadowed by a
distrust and fear of life. Thus the episode. though only tenuously

linked into the rest of the plot,53

is relevant thematically. The
melancholic disbelief which underlies the strained and surface
optimism with which the procession sets out, contrasts strongly with
the joyousness which Father Domineer and his followers are so
determined to suppress, and prefigures the atmosphere of desolation
which prevails over Nyadnanave at the end of the play after they have

succeeded.

When the curtain rises on Scene 2, "the sunshine isn't quite so

bright and determined" and the garden is empty, "all, apparently,

having gone to see Julia away on her long, long journey." (p.156)

In a few moments, however, the opening movement begins when Lorna and
Marion come back talking despondently about Julia's chances as they
go into the house. Then Michael and Maheon return and sitting down
at the table with the unopened whiskey bottle quickly get involved in
an argument about whether, as Sailor Mahan puts it,
Th’ skipper aloft an' his glitterin' crew is goin' to bother
their heads about a call from a tiny town an' disthrict
thryin? ‘hard to thrive on turf [compared with] ... th' piercin'
pipin' of th' rosary be Bing Bang Crosby an' other great film
stars. (p.157)
Robin Adair hurries in and tries to ask the pair a question, but is
ignored by them until he paraphrases a remark by Mahan and states
that "Honour be th' clergy's regulated by how much a man can give!"
This heresy infuriates Michaz2l who declares, "With that kinda talk,

we won't be able soon to sit steady on our chairs" — only to have

his immediately collapsc under him. Mahan is rash enough to repeat
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the sentiment, and a second later he too comes crashing to the ground.
It is clear that the Cock is at work again so it is no surprise when
Robin reveals that he is looking for the bird which he suspects has
come this way. Pausirg only to kiss Marion, he hurries off in
pursuit when he hears its triumphant crow in the distance.

Shanaar has alerted the whole village to the dreadul danger in
its midst and the Civic Guard is out scouring the countryside for the
Cock. Michael and Mahan decide to stay out of harm's way in the
garden, but even there they are not immune. During the next three
episodes they are terrorised by the Cock's comic japes. First the
whiskey bottle won't pour and then it turns red-hot. A Porter
arrives bearing a new tall-hat for Michcel, but announces that while
he was bringing it, "someonc shot a bullet through it, east be west:"
Another shot goes through the hat while the Porter is speaking and he
dashes off in a ponic noments before the Sergeant appears with a rifle.
The Sergeant fearfully tells how he has shot at the Cock three times
and how the first two bullets pnssed clean through the bird without
harming it. At the third shot, however,

& flash of red lightning near blinded me; an' when it got

light again, o second afther, there was the demonised

Cock changin' himself into a silken glossified tall-hat! (p.171)
A few seconds later this fantastic incident is reversed on stage, for
as Michael and Mahan draw eway from the perforated hat, the Sergeant
demonstrates how he had raised his gun, and —

The_garden is suddenly enveloped in darkness for a few moments.

A fierce flash of lightning shoots through the darkmess; ihe

hat has disappeared, and where it stood now stands the Cock.

While the lightning flashes, the Cock crows Tustily. Then

the light as suddenly comes back to the garden. »nd shows that

the Cock and the hat have gone, Michael and Mahaa are seen to
be lying on the ground. and the Sergeant is on his kmees as if

in prayer. (p.172)
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The business is uproarious farce, but it is significant that every
time the Cock appears Michael and Mahan do a prat-fall. One of
his principal functions is to mock their inflated sense of self-
importance, which; of course, is also why the attempt to shoot him
appears mercly to puncture the tall -hat.

The second movement begins in a more subdued manner with the
three men cowering in the garden, unable to calm their nerves because
the whiskey bottle is still enchanted. They are frightened still
further by the appearance of the Bellman (traditionally employed not
only for crying the news but for promomnoing incantations to keep
away elves and hobgoblinss4). He passes by loudly ringing his bell
and shouting:

Into your houses cll! Bar th' doors, shut th' windows!

Th' Cock's comin'! In th' shape of a woman! Gallus, Le

Coq, an® Kyleloch, th' Cock's comin' in th' shape of a

woman! Into your houses, shut to th' windows, bar th'

doors! (p.175) :

However this ominous warning does not forebo@® more mischief but a
magical sea-change of atmosphere, for it is now time to show the
beneficent quality of the force which the Cock represents. Michael
begs Mahan to sing = shanty to bolster their flagging spirits, and
the o0ld sailer does so in a voice which quavers occasionally, As
he sings,

A golden shaft of light strecms in from the left of the road,

and, a moment afterwards, Lorecleen appears in the midat of

it. She stonds in the gateway staring at the three men
squatted on the ground. (p.177)

Despite the fear in Saijilor Mahan's voice it is as if his sea-shanty
with its imagery of ships and spices, palm-trees and pirates has
recalled a world of romance alien to the narrow little community.
Loreleen's magical entrance thus introduces the climactic episode

of the scene, a vision of life not as joyless repression but as an
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enchanted dance.

Dramatic tension in this episode comes from the resistance of
Michael to the vision. Loreleen pretends that the men are
practising their singing for the fancy dress ball that night and
calls Lorna and Marion from the house to join the entertainment.
Lorna is dressed as a gypsy, Marion as a gay Nippy, and both come
forward into the golden glow which now encompasses Mahan and the
Sergeant as well. Only Michael stands out against the light,
shouting bitterly about the destruction of his tall-hat. Ee is,
however, told by Lorna that the hat was delivered safely more than
an hour ago and Marion proves the truth of this by offering it to

him "noble in its silken glossiness." (p.180) He is still too afraid

to touch it, but Lorna pours from the whiskey bottle for the girls
who offer up a toast to "Th' Cock-a~Doodle Dandy" and persuade each

of the men in turn to drink. "A look of delightful animation" (p.182)

comes onto the faces of Mahan and the Sergeant, and "a reckless look"

steals over Michael's as he grabs the glass from Marion and drinks

greedily. Robin appears on the pathway outside "playing softly a

a
kind of, dance tune" (p;182) on his accordion. The magical power
—_———e——

of the drink causes Michael first to offer double the wage increase
demanded by Mahan's drivers (Mahan with equalgenerosity says he will
not take a penny from Michael), and then to put the tall-hat on his
head and lead Marion into the dance. This is built to & climax by
an imaginative use of stage-craft:

As Michael puts his arm around her waist, the ornament on
her head rises into & graceful curving horn, but he does
not notice it. At the same time. the Sergeant having
put an arm around Lornz, moves in the dance too. As
he does so, the ornament on her head. too., becomes a
curving horn, but he does not notice it. Then Mghan
goes over stealthily to Loreleen, who is watching the
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others, and stabs her shyly in the ribs with a finger. She
turns, smiles, takes hold of his arm, and puts it round her
waist. Then the two of them join the others in movingaround

to the beat of the music, the cock-like crest in Loreleen's

hat rising higher as she begins to move in the dance.

After a few moments. the dance quickens. the excitement grows,
and the men stamp out the measure of the music fiercely,

while the three women begin #o whirl around them with ardour
and abandon. While the excitement is at its height, a loud,
long peal of thunder is heard; and in the midst of it, with a
sliding, rushing pace, Father Domineer appears in the gateway,
a_green glow enveloping him as he glares down at the swinging
dancers, and as a Jdusty crow from the Cock rings out through
the garden. loud

The dancers, excepting loreleen, suddenly stand stock still,
then fall on one knee, facing the priest, their heads bent in
ghame and some dismay. Loreleen dances on for some few moments
longer, the music becoming softer, then she slowly ends her
dance to face forwards towards the priest, the Messenger con-
tinuing to play thé tune, very softly. very faintly now. (pp.183-4)

This, as Professor Armstrong has pointed out, is the turning-ppint
of the play for Loreleen and the women "are on the point of humanising
them (the men) when Father Domineer enters and breaks the spell."55

The final movement of the scene sees an abrupt change in tone and
subject-matter. The priest's bitter condemnation of the dancing and
Michael and Mahan's abject repentance follow naturally on the term-
ination of the dance. but immediately after comes the second of the
incidents to which Cowasjee and others have taken exception. Father
Domineer suddenly turns his attention to the matter of one of Mahan's
lorry drivers (a man not previously mentioned in the play) who is
apparently living in sin, and orders Mahan to dismiss him. Mahan
demurs, but then the lorry driver himself enters and the priest takes
up the attack directly. When the driver refuses to give up his
woman Domineer loses control of himself and

in an ungovernable burst of fury ... lunges forward. and strikes

the Lorry Driver swiftly and savagely on the side of the head.

The man falls heavily; lies 3till for a moment; tries feebly
to rise; falls down again,and lies quite still. (p.188)

The man, of course, is dead. The scene then ends quickly with the
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priest protesting that he hgd only intended "to administer a rebuke"
and claiming in extenuation that he has "murmured an act of con~
trition into the poor man's ear", to which Robin replies (Qlaxigg very
softly), "It would have been far fitther, Father. if you'd murmured
one into your own."

This, although based on a true incident, is a savage episode and
one cannot blame Irish Catholics for objecting to it. It is also
tactically clumsy because of the lack of preparation and the stylistic
jump from Domineer's entrance in the manner of a pantomime villain to
the stark realism which follows. The shock is hard for an audience
to take. Nevertheless in the patterning of the play the episode, or
something like it, is necessary. Krause puts the point well when he
comments, "this brutal act of violence ... indicates that Nyadnanavery
can be ruthless as well as ridiculous. The satiric sport continues
in the final scene, but the comedy is now darkened by tragic
implications."56

The change of tone is immediately apparent when the curtain rises
on Scene 3:

It is towards dusk in the garden now. The sun is setting and
the sky shows it. The rich blue of the sky has given place to
a rich yellow, slashed with green and purple. The flagpole
stands black against the green and yellow of the sky, and the
flag, now, has the same sombre hue ... the house has a dark look,
save where a falling shaft from the sun turns the window_above

the porch into a golden eye of light. (p.190)

The "golden eye of light" in the surrounding gloom suggests, of course,

the dwindling potential for joy which yet remains in Michael's house
but is to be finally extinguished there in the course of the scene.
The capture and humiliation of Loreleen marks the exact point at which
this happens, for afterwards there are no magical jests to relieve

the bleakmess of the events which end the play. Up until this point,
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however, the Cock gives his encmies quite a run for their money.

As was noted earlier, the blocking of this final scene is more
complex than the earlier two. In Scene 2 comic business, especially
with the enchanted whiskey bottle, is developed over several episodes,
but Scene 3 makes use of a more complicated technique of overlapping
incidents and encounters, togdhlher with a more rapid succession of
entrances and exits, as the action accelerates towards the climax.
After the climactic episode in which Loreleen is banished, however,
the pace of the action slows down for the final series of departures
which is interrupted only by £he melancholy return of Julia before the
last of the Cock's followers, Robin Adair, goes after the others and
Hachael Marthraun is left alone on stage.

For some time from the beginning of the scene "the sounds of

drumming occasionally pierced by the shrill notes of a fife can be

heard" and Lornz reveals in the opening speech that all the police

and the soldiers are out hunting for the Cock, "with th' bands to give
them courage." (p.190) The tempo of the onstage action is slow at
first. Michael has gone with Father Domineer to fetch bell, book
and candle to exorcise the house, leaving Mahan sitting at the table
miserably totting up the figures of his expected losses now that the
workers are on strike and his best lorry driver is dead. Illogically

he blames the Cock for his troubles, and on cue the bird

suddenly glides in, weaving a way between Mahan at the table,
and Lorna, circling the garden and finally disapearing round
the gable end of the house: the dance tune softly keeps

time with his movemcnts. (p.191)

Neither Lorna nor Marion, who are also present, see the Cock, and its
appearance to Mahan alone may be taken as foreshadowing the attempt
he makes shortly to have a rendeyous with Loreleen.

Now O'Casey begins to juxtapose sequences relating to several
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plot strands and groups of characters. Michael enters with Father
Domineer and his assistant, One-eyed Larry, and they go inside the
house to purge it of its "evil influences". Mahan. Lorna and Marion

remain in the garden, and a few moments later "The roll ofedrum _is

heard and a great boo-ing." Marion rushes to the wall and exclaims
that Loreleen is running towards them, "hell for leather." "Loreleen

... dashes through the gateway to Lorna, who catches her in her arms.

Clumps of grass and sods of turf, and a few stones follow Loreleen in

her ru<h along the road. While Father Domincer is preparing his

exorcism within the house, a witch-hunt, for which he is largely
responsible, is building up outside. Lorna and Marion dash down the
road to give the villagers a piece of their minds, thus leaving Lore-
leen in the garden with Sailor Mahan.

Having established an angry mood of mob violence in the surround-
ing countryside and foreshadowed a bitter conflict within the house,
O'Casey allows a brief interlude in the fragile peace of the garden.
The old sailor, partly out of sympathy for the girl and partly out of
desire for her, offers to give her money to flee the country if she
will meet him that night in the Red Barn. Though he claims his
"sails of love are reefed at last", hc goes somewhat stiffly through
a series of acrobatic movements as he speaks "to show Loreleen the

youthfulness of his old age." These actions, like the conversation

which they counterpoint, "though not done in a hurry, are done quickly

as if he wanted to say all he had to say before any interruption."” gal7€)

After a long period of uneasy collaboration with Michael, Sailor

Mahan is now going his own way. but time ha$s almost run out for him.
Mahan's proposal is still unresolved, however, when the proceed-

ings inside the house erupt into noisy confusion; It is a repeat of

the eviction episode in Scene 1, but with Father Domineer taking the
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place of the Messenger the damage and destruction is on a vastly
greater scale:

The house shakes; a sound of things moving and crockery
breaking comecs from it; scveral flashes of lightning spear
out through the window over thc porch; and the flag-pole
wogs drunkenly from side to side. Marion and Lorna appear
on the pathway outside the wall, and hurry along into the
gorden just as One-Eyed Larry comes running out of the house,
his face beset with fear ...

One-Eyed Larry (excitedly). It's startin’ in earnest!
There's a death-sthruggle goin' on in there! Poor Father
Domineer's got a bad black eye an' Iicky Marthraun's coat
is torn to tatthers! (p.196)

This is merely the beginning of the battle, a "death-struggle" which
though presented in comic terms clearly suggests an Irish Armageddon.

One-fyed larry gives a running commentary as "The house shakes worse

than before, and seems to lurch over to one side.” (p.197) His

words build to a frenzied climax in which the real nature of the con-
flict is made manifest:

It's now or never for them an' for us. They're terrible
powerful spirits. Knocked th’ bell outa me hand, blew out

th' candle, an' tore th' book to threads! Thousands of them
there are, led be th' bigger ones — Kissalass, Velvet_highs,
Reedabuck, Dancesolong, an' Semeagain. Keep close. Don't
run. They might want help. (Screeches like those of barn
owls are heard from the house., with the "too=whit, too=-whoo'of
other kinds, the cackling of hens. and the loud cawing of
Crows. Frantically pushing his way to the back of the others)
0ooh! Let me get back, get back! The house shakes again;

the flag-pole totters and falls flat; blue and red lightning
flashes from the window, and a great peal of thunder drums
through the garden. Then all becomes suddenly silent ... (p.198)

There is a suspenseful pause before Lorna sees something coming from

the house and all the watchers (except Loreleen who has been calm and
unperturbed throughout) race for the shelter of the garden wall.

Only their heads appecar above it, as Father Domineer and Michael limp
from the house, battercd and begrimed but elated. The priest claims
victory and tells the women to go in and tidy the house apparently

oblivious of the fact that it has been all but destroyed and that the
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Irish flag lies in the dust.

But in fact the battle is not over yet. Hearing from Michael
that Loreleen reads "evil books", the priest furiously orders them to
be brought from the house for burning. Copies of Voltaire and
"Ullisississies, or something" are produced, but Loreleen snatches
them away and runs off down the road. The men are suddenly powerless

to move their limbs, and the Cock "springs over thewall, and pirouettes

in and out between them as they stand stuck to the ground." The

Sergeant appears and in attempting to point his gun at the Cock menaces
in turn Michael and Mahan. The scene suddenly goes dark as

two _squib-like shots are heard, followed by a clash of thunder...
The returning light shows that Father Domineer is not there;
that Michael and Mahan are stretched out on the ground: and

that One-Eyed Larry is half over the wall ... (p.202)

This sudden reversal ends the first movement of the scene. Father
Domineer has been carried off by the Cock and Michael and Mahan
accidentally shot by the Sergeant, though miraculously the bullet
(bigger than a cigar) has done them no harm. (The realistic
Justification for this rout of the representatives of righteousness is,
no doubt, Loreleen's escape with the heretical books.) However, the
Cock's triumph is only temporary. Though Mahan, after a final quarrel
with Michael over the wages issue, sets out to help Lorelecen, word soon
arrives that the priest has been rescued.

The final stage of the fantastic bettle comes with the raising of
a nagical wind. Michael is blown all over the garden but Lorna and
Marion are unaffected by the blast, A cumulative series of entrances
by Father Domineer's cllie®, each desperately battling against the
gusts, emphasises the build to the final climax. The first to arrive
is Onc—€yed Larry. He is blown along the road and into the garden

("holding on tonsely to the waistband of his trousers") shouting that
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FPather Domineer has been "snatched from the claws of the demon Cock,
an' carricd home safe on th' back of a white duck!" In revenge, he
clains, the Cock has

raised a fierce wind be th' beat of his wings, an' it's tossin'

cattle on to their backs; whippin' th' guns from th' hands of

Civic Guard an' soldier, so that th' guns go sailin' through

th' sky like cranes; an' th' wind's tearin' at the clothes of

th' people. It's only be hard holdin' that I can keep me own

trousers on! (pp. 206-7)
In 2 moment the Bellman is blown in, ringing his bell and holding onto
his waist-band, as he shouts for everyone to take cover from the Demon
Cock which is Yrippin' th' clouds outa th' sky, because Father Domineer
was snatched away fron him, an' carried home, fit an' well, on the
back of a speckled duck: " A furious argument over the colour of the

o1 and then

duck breaks out between One-Eyed Larry and the Bellman,
the Sergeant is blown in minus his trousers and with his face there-

fore "almost convulsed with fear and shame."(p.208) He adds to the

confusion by amnouncing that the priest was saved by a barnacle goose,
and then is sent by Michael into the house to put on a pair of his
trousers. Now Robin the Messenger arrives, softly playing his
accordion and unaffected by the wind which has increased to a gale

but disturbs nothing in the garden except the other men who again

"grip their waist-bands oand begin to make sudden movements to and

fro. as if dragged by an invisible force."(p.210). Finally the

Sergeant comes from the house (wearing to lMichael's fury his "best
Sunday black" trousers) but is imnediately caught up by the wind and,
like the others, battles desperately to preserve his respectability.
The panic is at its height when Father Domineer appears at the gate-
wey.

A gust of wind, fierce and shrill, that preceded him. declines
into o sad wail, and ceases altogether,leaving a sombre silence
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behind it. Father Domineer's hair is tossed about; he has
a wild look in his eyes, and he carries a walking-stick to
help him surmount the limp from the hurt he got when he was

warring with evil spirits.
Father Domincer !stormilx). Stop where yous are! No hidin'

from the enemy! Back to hell with all bad books, bad plays,

bad pictures. and bad thoughts! Cock o' th' north, or cock

o' th' south, we'll down derry doh down him yet. Shoulder to
shoulder, an' step together against th' onward rush of

paganism! Boldly tread, firm each foot, erect each head!(p.211)

The magic wind is thus revealed as, in reality, the self-induced
hysteria of the priest and his followers. The only way of abating it,
therefore, is by means of a scapegoat, and one is now provided. The
comedy is over as, led by Shanaar, the two Rough Fellows drag in Lore-

leen.

She is in a sad way. Her hair is tumbled about; her clothes
are disarranged; her bodice unbuttoned, and her skirt reefed
Snowing a slim leg C. 1le nylon STOCK1
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She has been caught in a car with Sailor Mahan trying to put
around her. The crowd has pelted Mahan back to his homs,
Rough Fellows have man-handled her to the Priest (stealing in the
process the five pounds which Mahan had given her to get out of the
country). Fortunately Robin is on hand to prevent further physical
harm coming to Lorelecen, but Father Domineer (who ignores the the ft)
rains down curses on her head, then orders her to trudge into banish-
ment without money or fresh clothing. She does not go alone:

As Loreleen reaches the gate, Lorna runs out of the house.

She is wearing a dark-red cloak, and carries a green one

over her arm. She has a fairly large rucksack stirapped
on her back.

Lorna (calling as she runs out of the house). Loreleen!
(Loreleen halts but does not turn her head.) Loreleen, I go
with you! (Lorna shoves Father Domineer aside at the gate—
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wey. 'nearly lmocks Shanaoar over, and hurries to Lorelecn,
Draping the green cloak over Lorelecn's shoulders) I go with
you, love. I've got a sthrong pair of shoes in the sack you
can put on when we're free from th' Priest an' his rabble,

Lift up your heart, lass: we go not towards an evil, but leave
an evil behind us! (They go slowly out together.) (p.217)

Loreleen's banishment concludes the second movement of the scene
and, in effect, brings the conflict of the play to an end. The brief
final movement has, therefore, somethirg of the nature of an epilogue.
Pather Dominecr leaves, telling Michael as he goes; "th' demon is
conquered—— you can live peaceful an' happy in your own home now."
But the home is wrecked and Michael's wife and daughter have left
him, Shanaar acts as a Job's co ic.ter while, in counterpoint, the
Messenger plays softly on his accordion and sings:

Oh, woman gracious, in golden garments,

Through life's dark places, all glintin' go;

Bring man, in search of th' truth tremendous,

Th' joy that ev'ry young lad should know. (p.218)

Despite her love for Robin, Marion now decides to follow the other
women because "a whisper of love in this place bites away some of the
soul!"  Shanaar then makes a furtive exit when he sees Julia being

brought back on her stretcher. Thus only Robin and Michael remain in

the garden as she is silently carried in, "covered with a rug, black

as a winter's gky ... its sombre hue ... enlivened only by the chalk-~

white face of the dying girl.”™ In contrast with her departure, there

are no crowds or dignitaries to greet her now. The Messenger gives
her what he comfort he can, and then, after she is carried away, takes
up his accordion and follows after his love, playing and singing
softly as he goes. The young and lively are leaving Ireland, and
only the dying or the dead in spirit remain.

This, as Krause remarks, "is not a very joyous conclusion for

no8

a play about joy. It does not, however, negate the "openness" of
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0!Cacey's cutlook. Like Shaw in Heartbreak House, 0'Casey

is offering a grim warning of the consequences of negativism (here
deliberate rather than involuntary) at the same time as he passionately
affirms his positive values. The ending, therefore, should not be
taken literally as expressing a view of hopelessness and pessimism.
In fact the last words that the audience hears from the stage are those
of the Messenger's love song which, even in exile, will continue to be
sung. Of far greater significance than this detail, however is the
enchanted Cock whose Dionysiac presence dominates the play and whose
triumphant crow calls the tunc of most of the action.

Technically, perhaps, the play may not appear quite as "open" as

some of 0'Casey's other works (such as The Plough and Within the Gates)

where the episodic patterning is "blocked" more in terms of the whole
ensemble of characters. Here for most of the action the two "oul'
butties" hold the centre of the stage imparting a considerable measure
of linear continuity; and, moreover, the nature of the conflict tends
to polarise the characters into two broad groups. Nevertheless the
structure does draw attention to & weriety of characters with
different attitudes and shades of opinion, and the episodic pattern-
ing enables 0'Casey to make sudden shifts in tone and subject-matter
which emphasise various facets of the central conflict. If, super-
ficially, the struggle between the opposing sides appears to be too
much of a black and white affair, a closer look at the text reveals

a number of clearly marked distinctions between the degrees of
innocence and culpability of the various characters. By his unique
interweaving of fantasy and reality and his use of a rich variety of
contrasted character types, 0'Cascy turns Marthraun's house and gar-

den into a microcosm which is representative not merely of Ireland
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but of everywhere the forces cf freedom and repression join in

conflict. For these reasons Cock-a-Doodle Dandy is undoubtedly an

"open" play in structure as well as spirit.

Pinally it should be noted that O'Casey's style of symbolic
fantasy, though original in conception and execution, owes a good
deal to the traditional forms and ingredients of comic theatre.
David Krause has drawn attention to a number of these which may be
detected in the play:

The fantastic village of Nyadnanave, that Nest of Knaves and
Quacks, was conceived with something of the irreverent
mockery that led Aristophanes to ridicule Athenian mythology
when in The Birds he created Nepheloccygis, that Cloud-Cuckoo
land which is literally and figuratively, for the birds.
O'Casey's bedlam of hocus-pocus miracles and prat-falls follows
the traditional antics of the music-hall and circus theatre,
the low comedy of Plautus and Shakespeare and Boucicault.
Religious gquacks like Shanaar and One-eyed Larry have their
secular counterparts in Plautine and Jonsonian comedy. Irish
buffoons like Marthraun, Mahan, the Sergeant, the Bellman and
the Porter; can be found in Boucicault, and they have their
Anglo-Saxon counterparts in Shakespeare. In fact;, all these
traditionally comic devices and characters have been reshaped
and recreated with the mark of O'Casey's originality: his
theatrical instinct for uninhibited fun, his mock-heroic
deflation of the pompous and the absurd.59

To these elements from popular theatrical traditions must be added
those from ballads, folk song and dance and local mythology which are
similarly worked by 0'Casey into the fabric of the play. Only one
contemporary playwright has demonstrated a comparable capacity to draw
copiously from such a variety of traditions and stamp the finished
work with the unmistakable mark of his own outlook and personality.

That playwright is, of course, John Arden.
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Iv
What I am deeply concerned with is the problem of trans-—
lating the concrete life of today into terms of poetry that
shall at the one time both illustrate that life and set it

within the historical and legendary tradition of our
culture.60

This statement from "Telling a True Tale" an essay written by
John Arden in 1960, is a key one for the understanding of his dramatic
aing. Bach of the elements in it is important and needs to be con=—
sidered scparately (as well as, finally, in cosbination) in order to
appreciate the special quality of his "open" technique. These
elements, to restate them a little more fully and in a slightly
changed order, are: Arden's concern with the "concrete" (i.e. public)
issues of today; his use of the hard-edged techniques of traditional
forms (especially the various types of popular and traditional ballad,
but also medieval, Elizabethan and Victorian theatrical forms); and
his enmployment of this material and these forms not for the purpose of
propaganda but for "the celebration of his Muse and her part in his
personal world."61

Although the form, style and settings of some of Arden's plays may

disguise the fact, virtually all his plays relate to significant con-

temporary issues and events; The Waters of Babylon (1957) was "partly

62
a satire on MacMillan's Premium Bond Scheme"; Live Like Pigs (1958)

"was based on something which happened in Barnsley ... when a council

63

house was given to a family of squatters"; "one of the things that

set off Serjeant Musgrave's Dance (1959) was an incident in CyPrus"?4

The Happy Haven (1960) is about the treatment of old people in

institutions; The Workhouse Donkey (1963) deals with the politics of

Arden's home town, Barnsley (the chief constable controversy being
65)

"based upon a row they had in Nottingham a few years ago" :
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Arden's reading of "Conor Cruise 0'Brien's book about Katanga"66

provided the impetus for Armstrong's Last Goodnight; and (to move to

a more recent play) The Ballygombeen Bequest (1972) is specifically

concerned with the contemporary political troubles in Northern Ireland
"because we [Arden and Margaretta D'Arci] were living next door and

6
saw it happen and wanted to help." l The same contemporary con-

sciousness permeates the apparently remote historical subject-matter

of The Business of Good Government (1960), Left-Handed Liberty (1965),

The Hero Rises Up (1969) and The Island of the Mighty (1972). As

Professor John Russell Brown has commented:

Behind Arden's simple, strong and active figures lies a
concern for genernl problems of contemporary society:
pacifism, public welfare, health service, management,
public images and personal values, political expediency,
work, intellectualism, protest, and so forth. In writing
a play, /irden is concerned to illustrate attitudes and
explore a problem.68

Arden's exploratory attitude to his subject-matter needs to be

stressed. Although his political sympathies have become more overtly

69

left-wing in recent years ~ he has for the most part maintained a

scrupulous critical detachment in his treatment of the characters and
situations in his plays. This, as John Russell Taylor has pointed
out, has frequently confused and upset audiences and theatre critics:

His work would be perfectly easy for audiences if he attacked
morality; that would be shocking (even now, since con-
ventions still rule when convictions have flagged), it would
be 'provocative', and most important of all it would imply

by categorically rejecting certain standards that these standards
nevertheless existed - there would still be clear, dramatic
blacks and whites, even if they did not always come in the ex~
pected places. But instead, and much more puzzlingly. he
recognizes an infinitude of moral standards, all with their
clains to consideration and all quite distinct from the
individuals who hold them and try, more or less imperfectly,
to put them into practice.,70
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Commenting on these observations, Arden has stated:

This is just the way my mind naturally runs. I always
resent plays in which the audience is brought in by the
author to teke one side of the argument. I feel that the
extremely involved problems that we are up against today
— war, seXx, or whatever — are so complicated that you
can't just divide them up into black and white. It is
the job of the playwright to demonstrate the complexity,
to try to elucidate it by the clarity of his demonstration.
71

Writing plays for Arden is, therefore, not so much a matter of
providing himself with a public platform from which he can promulgate
his ideas as a means by which he can discover and,K to some extent,
crystallize them:

A1l the time I find I am writing, partly indeed to express

what I know, feel, and see. but even more to test the truth

of my knowledge, feelings and vision. I did not fully

understand my own feelings about pgcifism until I wrote
Serjeant Musgrave: nor about old age until I wrote The

Happy Haven. Even yet, both plays seem to leave much un-
resolved about the questions they raise. I see myself as

a practitioner of an art which is both Public and Exploratory.
The exzploring is done in public and is therefore full of
danger.,72

Arden's usage of traditional poetic and theatrical techniques,
together with historical settings in many of his plays, has been of
the utmost importance to his aim of demonstrating and elucidating

n73 The

"the complexity ... by the clarity of his demonstration.
direct, concise narrative technique of the ballad, where "the
colours are primary", the characters are seen "at moments of alarm—
ing crisis, comic or tragic®", and the "action goes as in Japanese
films — fron sitting down everyone suddenly springs into furious

"74, imparts a quality

running with no faltering, intermediate steps
of immediacy to his handling of dramatic action. Ambiguity in his
plays comes not from the blurring of details but from the jux-

taposition of sharply-contrasted images. Professor Brown has noted

how, for example, each new character enters in a manner which
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instantly defines him:
In Arden's plays ... entries are bold, explicit, efficient.
The dramatist's job seems to be that of bringing a new
figure on stage, labelled clearly and functioning directly.
Bach new character is thero in his own right speaking and

acting, as well and as efficiently as he can, on behalf of some
notion or idea as conceived by the author.75

This is essentially what Lappens in ballads. whether folk, street, or
music-hall, and it is also the practice in many traditional forms of
drama, including Plautine farce, moralities, humours comedy and melo-
drama. Shaw and 0'Casey among modern playwrights introduce their
characters in a similar menner. On the other hand, the method is
alien to naturalistic drama which, more often than not, is primarily
concerned with the study of character rather than the portrayal of
action.

Arden's characters waste no time on introductions because they
have much to do in a short time. Here again his reliance on "open"
staging techniques drawn from various presentational forms of theatre
and drame is important. Though he carefully suits the nature of the
staging to the particular style and period of the irdividual plays,
the variety of theatrical techniques he has called on for the rapid
Juxtaposition of characters, scenes and incidents is astonishing:

"groove and shutter" scenery in The Waters of Babylon, the "exploded

house" setting in Live Like Pigs, Elizabethan '"open" staging in The

Happy Haven end (in a more complex manner) The Workhouse Donkey,

medieval mansions in Armstrong's Last Goodnight, and Brechtian title-

cards or projections for the scenes in The Hero Rises Up, are merely

some of the most striking presentational devices used. In addition,
characters frequently address the audience directly, either in song

or speech, and in a number cof the plays (notably The Waters of

Babylon, The Happy Haven, The Workhouse Donkey, Armstrong's Last
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Goodnight , Left-Handed Liberty and The Island of the Migggx)

principal characters are used as presenters of much of the action.
This use of presenters and direct address serves to bridge the.

gap between stage and auditorium, and also helps to provide continuity
for the many scenes and episodes in a typical Arden play.

As the foregoing comments suggest, the structures of Arden's plays
are both varied and ccmplex. These qualities, indeed; go a long way
toward explaining why none of the major plays has been well received
by critics and audiences at its first showing. However. certain
general features in the “blocking" patterns do tend to recur. A
brief discussion of the "blocking " of three of the plays — The

Haters of Bobylon, Serjeant Musgrave's Dance and Armstrong's Last

Goodnight — will serve to indicate some of these recurring structural

features before The Workhouse Donkey is analysed in detail as a

characteristic example of firden's "open" form of drama.

The Waters of Babylon (see Figure 17), the first of Arden's stage

plays to be produced, illustrates several typical features of his
theatrical patterning in a fairly extreme, if comparatively
rudinentary, form. Though the list of characters is short (compared
with those for many of the later plays), the play has a peculiarly
fragmented quality which arises partly from the sharp contrasts in
personalities and motivations between each of the characters, and
partly from the extremely episodic nature of the action. Some half-
dozen different locations are required in the course of the play, to-
gether with several short linking episodes which are scenically
neutral. Arden's suggested use of the "groove and shutter"
technique of scene-changing and his practice of often having

characters remain on stage during the changes keeps the action going,
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but does not disguise the episodic character of a play in which each
character contributes his own sub-plot. Frequently, indeed, the
staging is designed to emphasise the variety of plots; interests and
attitudes which are conflicting with each other. Notable examples
of this are the Speaker's Corner scene with Caligua, Loap and Henry
Ginger simultaneously orating from their stands, and the basement
scene in which Krank's mistresses descend on him oneafter another
while Paul sets up his bomb factory and Henry Ginger walks silently
back and forth across the stage above.

The fragmented quality of the pley is not, however, indicative
of structural incompetence on Arden's part, even though it does make
the action(s) difficult for the audience to follow. It is, in fact,
expressive of the personal vision and experience of the central
character, Sigismanfred Krankicwicsz (Krank), who leads a double life
as pimp and architect. This fact immediately results in a sharp
contrast between the two basic movements of Act 1, the rfirst set for
the most part in his lodging house-cum~-brothel and the second in the
architect's office. The problem of keeping a protagonist's Je kyll
and Hyde existence in motion would be enough for most playwrights
but Arden complicates matters further by raising the spectre of a
previous carcer of Krank, thereby ianvolving him not only in personal
problems but in municipal and political ones as well. Thus, though
Krank acts as the presenter of much of the action he is quite unable
to control it. His personal philosorhy is summed up in a speech he
makes (violently) to an activist compatriot:

The world is running nad in every direction.

It is quicksilver, shattered here, here, here, here,

A1l over the floor. Go on, hurtle over it,
Chase it, dear Paul. But I choose to follow

Only such fragments as I can easily catch,
I catch them, I keep them such time as I choose,
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Then roll them away and follow another.
Is that philosophy? It is a rcason, anyway ... (p.81)

Ultinately the structurc of the play, however, ironically negates
this claim. In the final movcment of Act 3 the proliferation of
conflicting plots, personalities and interests results in a scene

of riotous confusion which is eventually resolved only by the
accidental shooting of Krank. For the first and only time in the
play, the disparate characters achieve a measure of unanimity as they
sing a four-part round over the corpse of the protagonist.

In Serjeant Musgrave's Dance the "blocking" pattern (see Figure

18) is similar in overall shape but more sharply schem:tised. Here
the list of characters, though longer, clearly subdivides into a
nuntber of groups rather than remaining o motley collection of
individuals. These groups include the deserters led by Musgrave,

the women (Mrs Hitchcock and Annie), the local authorities (the Mayor,
the Parson and the Constable), the colliers led by Walsh, and, at the
end of the play, the Dragoons. Within the groups (except for the
last which merely restores law and order) characters are differentiated
by their temperaments and attitudes (the three colliers for exanple,
are labelled respectively slow, pugnacious, and earnest), but the
collective identity of each group nevertheless remains clear through-
out the play. This is reflected in the scenario graph by the number
of shared entrances and exits, and is also apparent in the grouping
patterns indicated by the stage-directions. Only the bargee,

Crooked Joe Bludgeon who functions in the play as a satiric comment-
ator and agent provocateur, does not naturally belong to any group
but sides with each in turn, dcpending on where he spies the main

chance.



9 pages text (Methuen edition)

ACT 3

SCALE: 1 e

F

g g Forest

g Forest

Palace

lACT 2

ACT 1

FIGURE 19: Scenario graph of ARMSTRONG'S LAST GOODNIGHT by John Arden

Forest
lIOS 1

Egrest

Castle g

4!

Castle

Forest

Palace

A P —— - - L bttt
D
o
—-_—— - D .Iﬂ
~N©
T — --— D D o= -0
- - D T
— - D GE» = - -
GED GED GED GED GED GED GED GED GED GED e S . Ld - s G - - -
e ————— -— — QM
e —— 0%
©
© O
- -— - -
_— - L —-— - —
fen omge o | — — -—— — Ive)
- —— e — | — —-— o
il.lll - - - — e = ..“
o
SN . . rar Ll o e
- U
SN SRS . — - —— —
<
A XK N N X J . L b ) et el —— ll -r]h
- =
S G . . L1 B __J a— - e e G — = T
PR p—— - — I PR S 5 — [ e -
o
) o
— e Gy e |- - — m
g ——— - L2 K & R ] - e - _.......ln_..
.9
PR —— p— — o —— g - -— - D
i e em Shw e = LB R R L — e -_— - -
T - e g e o g - - - w
o g
IIIIII -l e s e o - —— o = .4.M._
— - e o - - o - .- 3%
™2
2 5
- LL
- e — L s ol - -
-— - —
(=1]
]
©
——_—_—_—— - Ll I T el rr
——————— m.| - C X o 3 ]
3303 ) a
- - - - - - -l -
o~
- - - - - o - - - - -y o
|
gl 2 .mrn Z|
el s = << ©
H E - H
ol § -1
= b X o il | E
wlioliEl = " 5|
>li> Al < oll=
” wil ) m T | |-
H : ] <il= w ===l = o= 9
= LB c i M
o (Y]
= | sll sl 5 = | i pod | [ | et | W <i>
< a = |
aoejed ay| aj1seD ayy
— —




210
The three acts of the play are subdivided into eight clearly-

defined scenes. Here, unlike The Waters of Babylon, there is no

linking of scenes by characters remaining on stage during the trans-
itions (except for the epilogue scene at the end of Act 3), but a
sharp cutting from one scene to the next.76 In Acts 1 and 2 the
scenes alternate between dark, cold exterior settings (a canal wharf,
a graveyard, a strecet at night) and the comparatively warm setting of
the pub bar. This alternation reflects the basic contrast between
Musgrave's hard, fanatical logic and the "life and love" of Mrs
Hitchcock and .iinnie., In the final scene of Act 2 this contrast is

further emphasised by the division of the stage "into two distinct

acting areas" (p.56) which enables the audience to simul taneously

observe Musgreve's nightmarish outbursts in his bedroom and the en-
counters between Annie and the soldiers in the stable. As in The

Waters of Babylon, the action of the play culminates in the third act

with a big scene involving the entire cast and set on and around a
public platform. .(In contrast to the night scenes of Act 1 and 2
where Musgrave's purpose remains mysterious, it is significant that
this scene takes place in the clear light of early morning.) Here
again the protagonist's plans go awry, partly from accidental causes
but mainly because of the conflicting attitudes represented on stage,
and a precarious unanimity (here celebrated by a chain dance around
the central platform) is achieved among the characters because of his
last-minute defeat. However, in this play Arden adds a quiet
epilogue (the prison scene) in order that the paradox between means
and end exemplified by Musgrave should remain firmly in the minds of
the audience when they leave the theatre.

Arnstrong's Last Goodnight (see Figure 19) is on a grander,
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nore panoramic scale than The Waters of Babylon and Serjeant

Musgrave's Dance. It requires a massive cast (some thirty characters
plus extras), but this divides obviously into two basic groups,
the Court and the Borderers, though there are conflicting factions

and individuals within each. The text divides the action into three
acts with a grand total of fomty-two scenes, but the "scenes" refer

to significant entrances and exits rather than to changes of locale.
Scene shifting is, in fact, avoided entirely by the use of

simul taneous mansions. These represent the Palace on stage left,

the Castle on stage right. and the Forest (the dark and tangled region
where treacherous deeds are committed by members of both sides) in

the middle. In the threce basic movements of Act 1 Arden presents
separately and in turn episodes set in each of these locations, but

in the following acts he frequently makes use of two of them, and
occasionally all three, simultaneounly, . As he himself has claimed77
and the "blocking" pattern in some measure confirms, this is the best
constructed of his major plays. The method of staging allows an
easy continuity between scenes, and, at the same time, the effects of
juxtaposition and counterpoint whichhis dramatic vision demands.

Arnstrong's Last Goodnight thus combines the best structural qualities

of Babylon and Musgrave and has the additional advantage of an evenly-
balanced conflict between two dissimilar but well-matched antagonists:.
Lindsay of the Palace and Gilnockie of the Castle. Significantly,

78

the action of the play ends as it begins with a treacherous murder
in the Forest (Gilnockie setting up the first murder, and Lindsay
the second), followed by a brief epilogue spoken from the roofs of
the Castle and the Palace.

There is o further aspect of Arden's structural technique which
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cannot be detected or illustrated by the use of scenario graphs but
which is of fundamental importance in the patterning of his plays.

This is a matter of poetic instinct rather than of rational planning,

his equivalent of what Shaw referred to as the "something behind ...

79

[ﬁhich] turns out to be the real motive of the whole creation."
Arden has described this aspect of his work by an analogy:

The ancient Irishharoic legends were told at dinner as

prose tales, of invariable content but, in the manner of their
telling, improvised to suit the particular occasion or the
poet's mood. When, however. he arrived at one of the emotional
climaxes of the story such as the lament of Deirdre for the Sons
of Usna or the sleep-song of Crainne over Diamaid, then he would
sing a poem which he had by heart and which was always the same.
So in a play, the dialogue can be naturalistic and "plotty" as
long as the basic poetic issue has not been crystallized. But
when this point is reached, then the language becomes formal (if
you like, in verse, or sung), the visual pattern coalesces into
a vital image that is one of the nerve-centres of the play.so

The significance of this analogy for Arden's structural technique is

further clarified by a comment he made during an interview about the

writing of Serjeant Musgrave's Dance:

I had three main visual images — the big market place scene,
the scene with the soldiers in the stable at night, and

the soldiers' arrival in the town. I find these almost
'given' scenes — from the 'muse' if you like — then the
intellectual work comes in fitting them together: in finding
out which characters are supposed to be in which scene, and
how the scenes join up, I reach the hard-work-process of
putting them together. This, of course, may result in the
alteration of the original conception — indeed it usually
does. I have always been surprised at the amount of my
original play which has bteen retained from the draft I sent
out. Sometimes I feel that a good deal more could have
been changed.81

This use of visual and poetic images frequently imparts an under-
lying, almost subconscious, level to the structure and meaning of
Arden's plays. The images tend, in fact, to be drawn from the rich
store of 'British' folk tales, myths and legends which fascinates

him and informs much of his work. Thus, for example, images in
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Serjeant lMusgrave's Dance suggest the influence of the medievel Mummer's

Play of Plough Monday, traditionally "a mime slaying of winter",82 and
Musgrave's dance itself may well imply “a grotesque parody" of the

83 Behind the

Christian equivalent of this ritual — the Crucifixion.
contemporary themes and the extremely complex "blocking" pattern of
The Workhouse Donkey, a similar mythic substructure operating through
the force of "vital images", may be detected opening out still further
the meaning of the play.

v

Arden's stated aim in The Workhouse Donkey was to

...8et on the stage the politics, scandals, sex-life and
atmosphere of Barnsley, as I remember shocked Conservative
elders talking about it in my youth, and -—— while avoid-
ing libel actions — to deal with local personalities in
a raucous Aristophanic menner that would develop a poetic
intensity from its very looseness.84

Although many of the characters and certain key incidents arc derived
from the town's past, he considers the play to be a modern one:

I mean when it comes down to local politics, I would say

that this is fairly accurate: somewhat simplified in order
to squash it on to the stage. If one was writing a novel,
one could get much more what you might call contemporary
detail, but basically speaking you take a town like Wakefield
or Pudsey or Barnsley or any of those, they're run by
councillors who are mostly elderly men; the Labour Parties
are pretty conservative up there; they've been based on a
kind of Trade Union backing and there's also a pretty strong
non-conformist attitude to life, and it's all a sort of a
hangover from the nineteenth century. I may have exaggerated
slightly for the purposes of the play but I don't think that
I've given a false picture.85

The nineteenth-century flavour of the town nevertheless assisted him
to create a more effective microcosm with sharper and broader con-
trasts than would have been possible had he selected, for example,

one of the new, artificially-created, industrial towns in the Midlands.

Even Barnsley, however, proved difficult to compress into manageable
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bounds for the stage and Arden confesses in his introduction to the
play, "My chosen subject-matter proved both labyrinthine and in-

86

tractable..."

The overall structure of The Workhouse Donkey is derived from

Jonsonian comedy (as are those of several other Arden plays including

Tho Happy Paven and Live Like Pigs). Arden openly acknowledges the

debt:
It's based on the sort of Jonsonian type of comedy in which you
get a fairly large cast, a contemporary theme with social
comment in it and then an elaboration of plot which is not
realistic but fantastic; ending up in a sort of classical shape
to the play — you know, the various threads of the plot
culminating in a big scene at the end, for instance, in which

everyone's exposed, and the use of verse to give an extra
dimension to the goings-on.87

The influence of Jonson is clear enough in thesc respects, but when the
structure of The Workhouse Donkey is compared with that of Bartholomew
Pair (which Arden has mentioned as a model for the staging of his play88),
Jonson's overall frame can be seen as inherently possessing a social
dimension of meaning which Arden's does not. The structure of Jonson's
play recreates the movement of the fair and thus functions effectively

as an emblem of society when imbued with the spirit of saturnalia. As
one commentator has put it, the play is, "Like the fair itself, the
symbol of the spirit of festivity, of joyous participation in the

&3 Barnsley has

physicality, folly, and interrelatedness of all men."
much less coherence and force as a microcosm; it is merely a com=-
paratively self-contained community with a distinctive flavour. In-
stead of Jonson's movement from booth to booth with the overall
setting providing a symbolic context for the action of each scene,

Arden has to move his action from place to place within his town and,

in a much more piecemeal fashion, seek to build up a web of relation~
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ships which influences the fate of the central character on whom.
ultimately, the meaning of his play depends. As for the spirit of
saturnalia (the Dionysiac attributes of "noise, disorder, drurkeamncss,
lasciviousness, nudity, generousity, corruption, fertility and ease" as
Arden identifies them in his introductiongo), this again, as will be
shown later, largely depcnds on the personality and conduct of the
protagonist, though the playwright suggests "a certain air of

s"91 and incorporates a good

caricature in the costumes and setting

deal of music-hall song and dance into the dialogue and action.
Arden's chosen subject-matter also gave him a time problem which

Jonson took care to avoid: "several years of political intrigue have

092 The

had to be compressed into three hours of stage-time.
difficulty of doing this successfully (and audiences did find the

original National Theatre production of The Workhouse Donkey difficult

to follow93) provoked Arden to speculate in his introduction to the
play ebout a more "open" style of staging than is possible in a con-
ventional theatre:

.. I would have been happy had it been possible for The Work-
house Donkey to have lasted, say, six or seven or thirteen
hours (excluding intervgls), and for the audience to come and
go throughout the performance. assisted perhaps by a printed
synopsis of the play from which they could deduce thosc scenes
or episodes which would interest them particularly and those
which they could afford to miss. A theatre presenting such an
entertainment would, of course, need to offer rival attractions
as well, and would in fact take on some of the characteristics
of a fairground or entertainment park ... The design of the
playhouse itself would need careful consideration, as clearly
nembers of an audience continually moving to and from their
seats in a conventional building will cause intolerable dis-
traction. But I am convinced that if what we laughably call
'vital theatre' is ever to live up to its name, some such
casual or 'prom concert' conception must eventually be arrived

at.94

Here again it is not difficult to detect the influence of Bartholomew

Fair which in its action from Act II on invites simultaneous staging



FIGURE 20: Scenario graph of THE WORKHOUSE DONKEY by John Arden
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with all the booths being visible at once to the audience. (It is
probably wildly unhistorical but nevertheless easy to imagine a per-
formance of Jonson's play in which the fair booths were all set out
in the bear pit of the Hope Theatre and the groundlings mingled with
the actors while the rest of the audience watched the spectacle from
the surrounding galleries!) But Arden had to make do with the less
flexible open stage facilities at Chichester. and create the impress-—
ion of lively diversity by a succession of scenes prii‘nted within
the accepted time-limit of & conventional production.-It is not
surprising, +hat his play seems (to quote a genial criticism by
John Russell Taylor) "to force a gallon into a pint pot."96

The scenario graph for The Workhouse Donkey (see Figure 20) is
the most complex of all those included in this study. The play has
not only a large cast and uses & considerable number of entrances and
exits, but requires some eighteen changes of setting during its
presentation. However, when its "blocking" pattern is compared with
those of earlier Arden plays such as The Waters of Babylon and

Serjeant Musgrave's Dance, it can be seen that several technical

devices have been carried over into The Workhouse Donkey which to

some extent diminish its complexity in performance. There is, for
instance, a fluidity in the transitions from one scene to the next
which is made possible partly through the use of scenic cmblems rather
than full sets,97 but also through the frequent use of characters

who remain on stage while the scenery is changed. The most notable
of these is Dr Wellington Blomax who functions for much of the

action as its presenter.

Like the characters in The Waters of Babylon, the fifteen

named characters "in the Donkey are all very busy indeed" and the
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proliferation of sub-plots around the main action is intended, on

Arden's own admission, "to suggest a much larger number of people

98

than the cast in fact contains." As in Serjeant_ﬂusg;ave's Dance

and a number of the later plays, the cast list divides into a nunmber

of groups = here identified by Arden as Labour, Conservative, The

Police and The Electorate (p.12) — but because most of the characters
are motivated rather more by self-interest than group loyalty the use
of these groupings does not greatly simplify the action. The
characters often enter and exit with the other members of their group,
but they also operate independently.

The various scene locations can be broadly classified in a
similar manner. Labour rules at the Town Hall but much of its
business is conducted in an informal (not to say underhand) manner
in the saloon bar of the Victoria and Albert Hotel. Sir Harold
Sweetman, the leader of the Conservatives. has to operate from his
own h¢ne, but the shadier side of his activities is represented by
the Copacabana Club until he finds it prudent to transform this
establishment into the "Sweetman Memorial Gallery". The Police, of
course, operate from their Headquarters, and the remaining settings
(with the dubious exceptions of Blomax's surgery and Gloria's back
garden) may be described as common ground. There is, however, a
goodly amount of visiting (and, on occasion trespassing or even
invasion) of hostile territory by members of the various groups.

The act structure, as illustrated by the scenario graph appears
clunsy and unbalanced. Acts 2 and 3 in the Methuen edition are each
only half the length of Act 1 which therefore seems disproportionately
long. In its first production (by the National Theatre of Chichester)

the play was presented in two parts, Charles Marowitz, reviewing
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this production, noted:
The play was conceived as a three-acter, and, divided in
two, the material does not properly resolve itself. One

should either have scaled it down to the given time; or
insisted on its natural full length.99

In theory, the National Theatre's decision to perform the play in two
halves makes scensc in terms of the script's running time and also in
thematic terms: Act 1 showing the apparent triumph of the protagonist,
Alderman Charlie Butterthwaite, and hcts 2 and 3 his downfall (or to
be morc precise, his realisation of his true identity). But this
solution does not work out satisfactorily in practice — not for the
reason which Marowitz advgnces, but because the strength of the
climax at the end of Act 2, (not to mention the interval of a week
which is supposed to elapsec before the beginning of Act 3) demands
an intermission at this point in the performance. In seeking to
condense his chosen subject-matter "into the bounds of conventional
acting time", Arden clearly failed to achieve a tidily balanced act
structure.

Tidiness, however, has never been an important virtue in Arden's
drama. (Nor for that matter, did it greatly concern either Shaw or
0'Cascy. ) It is more important to notec the cchesion of the play as
a whole than to criticise a lack of balance in its parts. The Work-
housc Donkey achieves shape and cohesion in several ways — through
a complex web of intrigucs depicted in episodic scenes ironically
commenting on each other by juxtaposition, through the rich and
distinctive flavour of Arden's dialogue and songs, and, especially,
through his ability to meke "the visual pattern coalesce¢ into ...
vital image(s)" which arc the "nerve-centres of the play"1oo To
demonstratc these matters it is necessary to analyse the text move-

ment by movement. When this has been done, it should be apparent
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that the form of the play is expressive of the response of the
community to the hubris and sclf-discovery of the protagonist.

The first movement of Act 1 features a scene of public cercmonial,
as does the final movement of Act 3. The ceremonies are, respect-
ively, the laying of the foundation-stone of the new Police Hendquart-
ers and the opening of The Sweetman Mcmorial Gallery. The ironic
contrasts within and between these scencs are numerous. The foun-
dation-stonc ceremony is combined with an official welcome to Colonel
Feng, thec town's new Chicf Constable and an exemplar of official
rectitude, but the stone is laid by Alderman Charlie Butterthwaite,
unofficial czar of the Labour Party and "thc only man in town who
really punps the oil." (p.19) The Sweetman Memorial Gallery, on the
other hand, is a transmogrification of the Copacabana Club, an
expensive strip joint which has become a political embarrassment for
its undercover owner, Sir Harold Swectman. This public whitewashing
is also the occasion of the effective expulsion from the town of
both Feng and Butterthweaite. The contrast in the settings emphasises
the reversals which take place in the course of the action, but what is
of even greater importance to the patterning of the play is that these
are the only scenes in which all the conflicting individuals and
factions in the town submerge their differences and act with apparent
unanimity.

Dr Wellington Blomax is the first character to enter in the play,
and his opening speech, given while the other inhabitants of the
town assemble for the foundation-stone laying ceremony, emphasises
the parochial nature of the community which is being presented on

stage; and something of its (and his) dubious moral character:
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BLOMAX
Ladies and gentlemen: let us suppose we go
From St Pancras to Sheffield,
To Doncaster from King's Cross:
By either route to Leeds.

Ernter MASONS

Not very far to go, for us or thc flight of a crow
But involving geographically an appreciable mutation
(I mean in landscape, climate, odours, voices, food.s
I put it to you that such a journey needs

In the roalm of morality an equal alteration.

Enter WIPER, LUMBER and PC's as Guard of Honour

I mean, is there anything you really believe to be bad?
If you come to the North you might well think it good.
You might well think, as I do,

Trat you should change the shape of your faces

Or even double their number

When you travel between two places.

Enter €ivic procession . (p.15)

While the official party led by the present Labour Mayor, Alderman
Boocock, inspects the Guard of Honour, Alderman Charlie Butterthwaite
(who has previously been Mayor of the borough no fewer than nine
times) chats ironically with the masons about the new Chief Constable
and the ceremonial which is going on. Indicating his own robe, he
comments,

We may be garn;%hed up like the roast beef of old England,

but we haven'fﬁ?orgotten all realities yet, I hope.

Blimey, look at that! Left right, left right, one two

three, and how long have you been in the forceymy fine

fellow? Jolly good. Jolly good, give that man three

stripes! Eh, the police force: we can't do without 'em,

but my God how we hate 'em! (p.17)
This is a significant lead-in speech for it underlines Butterthwaite's
consciousness of the artificiality of the occasion and the falsity of
his own part in it. He proceeds to demonstrate this publicly by the
speech he makes before laying the stone and his boisterous horseplay
as he does so. This deliberately crudc behaviour, counterpointed by

the primness of the Conscrvative members of the official party and

the rigid appearance of the police Guard of Honour, provides the
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first "vital image" of the play.

This first episode is terminated when "A4ll stiffen as the band

breaks into the National Anther. Then the group begins to break up

and converse in knots." (p.20) Blomax comes forward again to

address the audience. He introduces himself properly, prepares the
ground for a later scene at the Victoria and Albert, and then
introduces his (illegitimate) daughter Wellesley to the audience and
to Young Sweetman. After this the scene dissolves quite sinmply
into a cocktail party at the Swectmans by the departure of the un-
wanted characters and the entry of a maid who brings in a tray of

drinks. Blomax remains "on stage in foregroqgg“(p.23) during the

transition, expresses his patcrnal pride at seeing his daughter
fraternising with the son of the Tory beer baron, and then exits.

The cocktail party episode completes the first movement of the
play. The rivalry between the Conservatives and Labourites, and in
particular Sweetman's jealousy of Butterthwaite's power, now comes
more into the open as Sir Harold sounds out the new Chief Constable
to see whether he might prove a useful ally. Feng (unlike the
established members of his force) proves incorruptible, but takes
note of Sweetman's hint about the after-hours drinking of Butterthwaite
and his cronies at the Victoria and Albert. The inciting incident
of the play thus prepared for, the movement ends with a complete clear-
ance of the stage as Sweetman and his guests exeunt for dinner.

The second movement of fAict 1 comprises the first of the two
scenes in the play set in the saloon bar of the Victoria and Albert,
the unofficial headquarters of Butterthwaite and his Labour cronies.
The juxtaposition of this scene with the previous one provides an

immediate social contrast between the rival political factions, but
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the importance of this new scene lies mainly in the inciting
incident with which it ends — the police raid which provokes Butter-
thwaite to embark on a course of all-out retaliation against both
Sweetman and Feng. he scene begins with the entry of several
drinkers and Blomax who proceeds to transact & little shady medical
business with one of then. frden's skill in the tactics of the open
stage is particularly evident in the ease with which he has Blomax
slip in a moment from involvement in the scene to commentator on it
when Gloria enters and comes up to him:

GLORIA. For the sake of old times, can we have a little
word?

BLOMAX. Gloria! Good gracious me! We don't exzpect to
find you these daysdlumning it in the midst of the
town in this dreary old boozing-ken! Gentlenen,
you all know Gloria! — Get her a drink! — I am
surprised, my dear Gloria, that you can tear your-
self away from that expensive establishment of
yours out,on the bypass ... (He addresses the
audience.) ... known for your information as the
Copacabana Club. And this nost elegant and most
gorgeous lady — who was for a space my very close
friend — is now the manageress. There you are:
You all know Gloria. What you don't know, I
fancy — is where the monoey comes from that keeps
that club going. I don't lmow it either.

GLORIA. I'm not going to tell you.

BLOMAX. What are you going to tell me? (p.29)
And they are back in the scene again. A similar skill is evidont in
the varying of the grouping during the rest of the scene: the mock-
triumphal entrance of Butterthwaite, Boocock and the .Labour
councillors; the enptying down to the hard core of Butterthwaite
and his cronies when the landlord announces closing time; and the
vengeful exit of the hard core following the police raid.

The third movement consists of three short scenes déaling with

the immediate aftermath of the various encounters in the two
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provioud scenes, and is linked by the persoanality and nachinations of
Dr Wellington Blomax. In the first scene of this movement Wellesley
is being walked home by Young Sweetman, and discovers that because her
father is "not persona grata" with Sweetmen's parents Young Sweet-
nan's infatuation for her is likely to be fruitless. Blomax soon
enters, and eavesdrops on the conversation. He remains on stage
after the departure of Young Swecetman and his daughter, passes a
comment while a quick scenoc-change takes place, and then "leaves the

stage to re-—enter directly” (p.41) into the new setting of the Police

Headquarters. There he applies a little pressure on Superintendent
Wiper who has put Gloria in the family way while receiving payment
"in kind" for not interfering with her "libidinous knocking shop“(p.45).
(The use of a split scene technique in this scene to show the outer and
inner offices at the Police Headquarters effectively suggests the
public and private faces of the local force.) Although Blomax
leaves the stage for the last part of this scene, during which Feng
orders the reluctant Wiper to organise a raid on the Copacabana Club,
he is back on immediately it ends to introduce the following brief
episode at hic surgery where he promises to help Gloria out of her
predicanent. This last scene of the movement which has centred on
Blomax's machinations ends with his singing a song ("I can pull out
ny hand ...") about his devious doings while he dances off the stage
with Gloria.

The final nmovement of Act 1 is concerned with Butterthwaite's
revenge for the raid on the Victoria and Albert. The movenment
begins with & conversation in a room in the Town Hall between the
Town Hall factotum, PC Leftwich retired, and Blomax who "enters

fron the side opposite his last exit. carrying a black bag." (p.52)

—
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Bloar:: h~g core to attend to Lldermen Boocock's bad leg =——the
Mayor's lameness is suggestive of his political timidity, a quality
which, in different ways, infuriates both Mrs Boocock and Butter-
thwaite. When Boocock refuses to countenance Butterthwaite's demand
to sack Feng, Butterthwaite determines to take matters into his own
hands. He worms out of Leftwich informetion pointing to Sweetman's
secret ownership of the Copacabana Club and decides to personally
investigate the premises in the hope of uncovering a scandal which may
embarrass both Sweetman and the Police. The Town Hall scene ends
with Butterthwaite singing 2 rowdy ballad about the triumphs of
Napoleon, and dancing his way offstage with Leftwich. Within
seconds he is back, leading his trio of Labour cronies on "A
preliminary reekin-ayssance" to the "portals of iniquity" (p.60) - 1i.e.
the door of the Copacabana Club. This short transitional scene,
played at the front of the stage, underlines a plot point about Butter-
thwaite's shortage of cash, and allows time for the main stage to be
fully set up for the big scene inside the club. He then leads his
cronies inside and thec action into the climactic scene of Act 1.
The following spectaéle, in which Butterthwaite with lascivious glee
tinkles the bells and pops the balloons on the otherwise nude dancing
girls before triumphantly laying information against the conduct of
the club to a highly-embarrassed Superintendent Wiper, provides the
second of the play's "vital inages".

The first movement of Act 2 comprises four short scenes each
involving one of the various groups and depicting their reactions to
the Copacabana raid and its immediatc consequences. Scene 1 is set
at Sweetman's house later in the night of the raid. In cont.act to

the cocktail party of Act 1 where Sir Harold entertained the Chief
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Constable, he now receives an unexpected visit from Superintendent
Wiper to warn hinm of Butterthwaite's charges; and, before Wiper
leaves, Young Sweetman, too, arrives (in a drunken condition) direct
from the Copacabana Club. The scene ends with a nock-Shakesperian
solilogquy by Sir Harold in which he laments the fact that in previous
Mayoral contests the election has 1lit on Butterthweite "not once/But
three times three, or nine times nine, I fear". but predicts that his
rival

e«. has himself prepared his own trap-door

And greased his easy hinge. Tonightyhe did it!

A1l it needs now, cagy play and weatch

For luck to rock the lock and hcave the lever

And he's down! ... (p.74)
Scene 2 then cuts to the Town Hall where Buttcrthwaite riles rough-
shod over the protests of Boocock and lays charges of police corrupt-
ion before the Press. The device of having characters remain on
stage while the scene changes is then used to provide continuity into
Scenes 3 and 4. At the end of the short Town Hall scene, the
journalists move round the stage to confront Feng, Wiper and a PC who
enter as the journalists complete their perambulation; and at the end
of the Police Headquarters scene Feng remains on a stage delivering a
soliloquy about the difficulties and loneliness of his position while
a park attendant brings on several deck chairs. Fengthen sits down
wearily on one of the chairs, Wellesley cnters. and the park scene
has begun. This scene, which completes the first movement of Act 2,
features two encounters involving Wellesley: in the first she demurs
to a proposal of narriage from Feng, and in the second she berates
Young Swectman for his parents' hypocrisy. The movement ends with
her walking away and Young Sweetman following, calling out after her.

The second movenent is conccrned with a three-pronged attack by

Lady Sweetman, Gloria and Wellesley who, for different reasons, join
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together to force Blomax to foreclose cn ganbling debts owed him
by Butterthwaitec. Blonax, after quite a long absence, returns to
the stage at the end of the park scene and resumes his role of
presenter. His grip is slipping, however, and he is now seen not as
the "fixer" but the "fixed". He guides the audience into the scene
in Gloria's back garden, enjoys a brief monment of triumph when he
catches Wiper with his pants down and inforris the superintendent of
his nmarriage to Gloria, but then finds himself driven into a corner
by the women. Lady Sweetnan tells Wellesley that she can marry Young
Sweetnan if her father abandons Butterthwaite, Gloria (who wants
revenge for the closing down of her establishment) tells her new
husband that his decision will determine whether his marriage-bed 'Will
be narrow or wide", and the hapless Blouwax is left alone on stege at
the end of the scene to reflect on his dilemaa:

Well, whether it's one or whether it's the other, I still

sceml to have invited into it the cast wind and the west and

they' re acrqming like two catamounts between my skin and my
pyjanas ...

He picks up the empty bottles., pours out the dregs
into one bottle, and drinks it.

Fact of the matter is, I have becn betraying ny class.
Wellesley is entitled to the natural advantages of her

place in society, the snooty little bitch. I an, after

all, a comfortable man: and I don't want to be disrupted.
When all is said and done, this town is run by an ignorant
overweening yobbo: and it's time I stood up firm to him

and accepted the responsibilities of my superior education ...
Furtherriorc, he owes ne money .

He goes into the house. (pp. 90-1)

The third oad final novement of the act builds to and culminates
in the act of hubris which is Butterthwaite's response to the pressure
Blomnax has been forced to bring to bear on himn. The action all
takes place in the one setting, the room in the Town Hall. The

scene opens with a prologue of rapid doggerel in which Boocock,
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Leftwich and Councillor Hopefast, joined first by Councillor Hard-
nutt and then by Councillor Hickleton, gossip furiously about
Butterthwaite's dosperate attempts to borrow money to pay his
ganbling debts. This passage comes to a climax with Hickleton and
Hopefast chanting in unison, "I said I wasn't made o'brass", and the
three councillors chorussing the reply Butterthwaite had made to them,
"He said he bloody knew it!" —- whereupon the subject of their gossip
enters and the action of the scene begins. Sweetman and his henchnan,
P.J., arrive to protest about Butterthwaite's attack on the Police and
also his blocking of Sweetman's plans to re-open the civic Art
Gallery. A minor confrontation follows between Boocock and Butter-
thwaite over the latter's devious management of the Ways and Means
Committee, which provokes Butterthwaite to sing a tactless song, "I'm
King of this Castle, Barmey,/ And that by right of conquest ...",
before trying (without success, of course) to borrow nmoney from -
Boocock., The mayor and the¢ other councillors then depart, leaving
only Leftwich on stage with Butterthwaite for a telling little exchange:

BUTTERTHWAITE. Go and lock up. I won't be half an hour.
I've got soue letters to attend to.

LEFTWICH. I say, Charlie, is it that bad?

BUTTERTHWAITE. There's nowt that bad, Herbert, as can't
be made better with a bit o' pride of achievement in
some other field. All T want to do is get rid o' Feng.
If I can manage that, I don't give a bastard's egg if
I spend the rest o' my life i't' workhouse!

LEFTWICH. Well, you were born i't'bloody place, worn't
you?

Exit LEFTWICH. (p.98)
Leftwich's final comment effectively introduces the climactic
sequence of the play in which Butterthwalte, with Blomax an un-

willing accomplice, burgles the Towm Hall safe. "He sings, with

a little dance", a song describing the persecution he suffered in
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his youth when he was regarded by hinself and others as a "Work-
house Donkey"; and after he has given Blomax his money proceeds to
scatter the rest around the stage while still dancing and singing.
The climax cones when he describes how he had happened one day when
walking slowly in a half-starved condition past a pawnbroker's window
to see his reflection "in a gilt-framed orpulo mirror ... "

0 what a shock, I nearly died,

I saw ny ears as small as these,

Two feet, two hands, a pair of knees,

My eyeballs jumped from side to side,

I jumped right round; I bawled out loud,

You lousy liars,I've found you out!

I know now why you're fleeing ...

I an no donkey, never was,
I'n a naked human being!

You know, after that, it was easy ... all I had to do was

to buy a suit of clothes ... they came they came back. me

boy, and there I prospered, there I grew ... and you look

at me now! (p.102
This is the third of the play's "vital images" and its nost ironic ngment
for even as Butterthwaite recalls the realization by himself of his
human identity he is throwing away the power this gave hin.

The scene then concludes rapidly with the hastily-hatched plot
for Blomax to provide Butterthwaite with an alibi; Leftwich's discovery
of the robbery; and the rapil entry of the police, Boocock, the
Labour councillors, Sweetnan, F.J., and, finally, Feng. The eventual
rejection of Butterthwaite by the entire coununity is thus fore-
shadowed in the scene's last few seconds which, as Professor Brown
has noted, receive special emphasis through Arden's device of having
journalists take "flashlight photographs of eight specified dramatic
confrontations in the single situation."1o1

Act 3 consists of two basic movements; the first, comprising

the first two scenes and most of the third, shows Butterthwaite

resisting while the net draws in around him; and the second, con-
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prising the end of Scene 3 and the whole of Scene 4 shows his
deliberate resuuption of his former identity of the Workhouse Donkey,
Blonax opens the first movement with a frightened soliloquy in the
park tea garden, but soon becomes conscious of police surveillance
and flees the scene followed by a constable. Feng who has been
watching from another table then has another meeting with Wellesley
who gives hin just enough encouragement to compromise him in his
investigations into the Town Hall burglary, and this encounter is
followed by another in which Boocock anc the Labour councillors demand
his resignation for persecuting Butterthwaite. There is a clean
break to the following scene at the Police Headquarters where Butter-
thwaite is holding out against close interrogation, but before long
two PCs bring in Blonax who has finally confessed to abetting the
robbery. The two amateur burglars are saved for the moment, however,
by the arrival of Feng who refuses to accept the confession because of
the. noral quandary in which he finds himself after his overtures to
Blomax's daughter. Again the stage is cleared completely before the
next scene at the Victoria and Albert.

This scene offers an ironic contrast with the Act 1 scene in the
sane setting, for both display what Blomax has described as "oextra-
ordinary meeting(s) of the working caucus committee of the Labour
Party" (p.21), but the content of the meetings is entirely different.
In the first, Butterthwaita takes the chair as soon as Boocock has left
the pub, and assumes comnand while Councillors Hopefast. Hardnut and
Hickleton "hang upon his words, as is usual: as is dutiful; as is,
after all, only convenient." (p.21) In the Act 3 scene, however, the
councillors, under the chairwonmanship of Mrs Boocock, rapidly proceed

in Butterthwaite's absence to vote him.off all the Council sub-
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comnittees. Boocock, as usual, arrives too late to do more than make
an ineffectual protest, which is rejected by his wife and the
councillors as they exeunt one after the other, and then, "stanping

with frustration" on his lanme leg, he

staggers and falls knocking the screen over.
BUTTERTHVAITE is standing at the bar. He is much
as_in tho police station, but wearing a ragged old
nuffler, and a woollen tam o'shanter over his

bandage. (p.117)

This coup de theatre ends the first nmovement of Act B and

initiates the final one of the play. The falling of the screen
reveals Butterthwaite'!s acceptance of his trueidentity and his reject-
ion of the hypocritical pretences of the power game which he had
played for so long. As Professor Brown aptly comments; "Suddenly

he has found that he is exposed and free, and he hastens to be as he

began, penniless and derided."m2

Gathering together the riff-raff
of the bar, whom he now recognises as his equals, he leads them all
into the back bar for a May Day debauchnent, financed by the last of
the petty cash in his Post Office account. The falling of the screen
is thus the prelude to the showdown in the final scene at the grand
opening of "The Sweetman Memorial Gallery."

The stage is cleared nomentarily before the lights come up on the
artistic decor of the erstwhile Copacabana Club. (The clean breaks
between each of the four scenes of Act 3 emphasises the rapid progress
of the play towards its dénouement.) Blomax again resumes his role
as presented in an opening speech to the audience:

And so we lead on, to the final cruel conclusion
Conpounded of corruption and unresolved confusion.
I think the time has come to resolve it if I can.
Here I stand alone, an enmbrangled Englishnan
Nerving myself up in the torment of my duty.

The first day of May is the day of Art and Beauty,

The dust of Swe t%%p.thrust into the eye-balls of you all
For to wash yguhw 1ter than the whitewash on the wall.
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But out in the dark back lane
The great grey cat still waits by the mouse's hole ...(p.119)

The forebodings in this speech are rapidly realized. The formal proceed-
ings of the opening of the Art Gallery are interrupted first by Blomax's
confession to his part in the robbery, and then by Superintendent
Wiper's announcenent that Butterthwaite is leading a gang of "half a
hundred others, of the lowest type in town 1layabouts, tearaways. every
man of then half-seas over!" with the express purpose of wrecking the
gallery. This is the last straw for Feng, already accused of corrupt-
ion, and he resigns leaving Wiper to cope with the emergency. The
final "vital image" of the play comes when Butterthwaite breaks through
the police cordon, accompanied only by a little dcmonstrator who squats
down at his feet. "Overtly decked as a ritual king—victim",103
Butterthwaite partakes of the feast uninvited and in a nassive final
speech, as Professor Brown notes,
borrows the words of Jehovah to express his pride and
scorn, but ... knows ... that he offers no promised

land ... He is a scapegoat, not a saviour or redeener;
and all traces of his existence will be covered up.104

He is finally dragged out, with a paper chain round his neck and a ring
of flowers on his head, singing the song of his rejection. The
renaining characters then join together to resolve their differences
by a series of shady conpromises, and they too sing a final chorus ex-

pressive of their new-found solidarity:

ALL
We stand all alone to the north of the Trent
You leave us alone and we'll leave you alone
We take no offence where none has been meant
But you hit us with your fist we'll bash you with a stone:

®ee0 000000 0000000000000 0000c00000000000 o000 00

And if for THZ WORKHOUSE DONKEY

We should let one tear down fall

Don't think by that he's coming back ...
The old sod's gone for good and &ll!
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- Professor Brown obéerves that in this ending

Arden has shown his hand. None of the cheractersis
a critical voice or author's mouthpiece, none is
obvious hero or sympathetic centre, but Arden has
made his judgement on the world he has created: the
political and moral issues 'illustrated' by the
assembled cast are to be contrasted with qualities
of carnival, protest and recklessness. and with the

self-knowledge that comes from defeat and rejection105

This is true, but, of course, it in no way denies Arden's "openncss"
of outlook or technique, any morc than similar comments about the
plyas of Shaw or 0'Casey would deny theirs. "Openness", as I have
used the tern, implies a positive attitude to life, an enjoyment of
its richness and complexity and a desire to fit it all in if possible;
it does not mean the writer lacks opinions of his own. It would
indeed be surprising if the instinctive sympathy of Shaw, 0'Casey
and Arden for vitality and honesty and their dislike of rigidity and
hypocrisy were not expressed in their plays. It is important, how-
ever, that such authorial attitudes be conveyed through the total
pattern of the action and are not imposed on top of it. Arden,
writing of a concept of theatre based on the narrative techniques

of the traditional ballad, states the point well in the concluding
sentences of his essay, "Telling a True Tale":

I have found in my ovm very tentative experiments that
eudiences (and critics) find it very hard to make the
completely simple resnonse to the story that is the
necessary preliminary to appreciating the meaning of
the play. Other habits of playgoing have led them to
expect that they are going to have to begin by forming
judgenents, by selecting what they think is the author's
"social standpoint" and then following it to its
conclusion. This does not happen in ballads at their
best. There we are given the fable, and we draw our
own conclusions. If the poet intends us to make a
judgement on his characters, this will be implied by the
whole turn of the story, not by intellectualized
comments as it proceeds. The tale stands and it exists
in its own right. If the poct is a true one, then the
tale will be true too.

106
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The difficultics of telling o truc tnle for thc contecuporary
themtre and heving it undorstooc by conteiminorcry audicaces rre :ainly
due, of coursc, to the fragnentation of Btandards and beliefs in
contaiporary 3ocictyr. Corv:enting on this problen, Arden hs renarked:
It was possible in the Middle Ages for good plays to
be communal — how nany writers worked on the York
Mystery Cycle? — but there was a shared body of
belief in those days. Now we are faced with
audiences who, taken as a mass, believe in nothing
in particular; a play has to present its meaning
to both the sympathetic and the anti-pathetic at the
same tine. The former must be fulfilled and the
latter converted, if possible. This demands &

degree of passionate affirmation on the part of the
writer which cannot be sharod.107

BEvery sorious playwright in the modern theatre has had to devise his
own strategy of coping with this problcm, an old one which secms to be
getting yorso. Shaw nade use of the shock effect of taking stock
conventions and affirning the opposite; O0'Cascy sought to nake

basic affirmations through the medium of symbolic fantasy, and Arden
has endeavoured to demonstrate the complex issues of contemporary
society by complicated parables with a mythic substructure.

The problen might appear to be less serious for playwrights who
choose to concentrate on private lives rather than public issues.
Certainly it is not of great significance in the social dramas of
Pinero who kmew his audience fairly well and understood, cecven if he
did not entirely accept its code of morality. But for more recent
writers, conscious not only of the lack of positive ;élues in society
but of the difficulty of achicving a scnsc of identity in such an
environuent, the problem of effective theatrical communication is
not diminished by narrowing the focus of the play. This can be

effectively demonstrated by analysis of the structural strategies of

T, S, Eliot and Harold Pinter.



TS 2t

All citations in ny text from O'Casey's plays are to the Collected
Plays, vols 1-4 (London, 1949-1951), hereafter cited as QCCP, The
citations are followed by parenthetical reference to the page nunbers
of the appropriate volume of this edition.

Volume One: Juno and the Paycock, The Shadow of a Gunman, The
Plough and the Stars, The End of the Beginning.
A _Pound on Denmand

Volunme Two: The Silver Tassie, Within the Gates, The Star Turns Red
Volume Three: Purple bDust, Red Roses for Me, Hall of Healing

Volume Four: Qak Leaves and Lavender, Cock-—a-Doodle Dandy,Bedtime
Story, Time to Go

(No quotation has been necessary from the plays published subsequently
to OCCP — see Bibliography. Section A.)

A1l citations in my text from Arden's plays are to the individual
volunes in which they have appeared. The relevant wvolumes for the
plays I have discussed in this chapter are the following:

Three plays, introduced by John Russell Taylor (London, 1964)
This collection includes The Waters of Babylon, Live

Like Pigs, and The Happy Haven.
Serjeant Musgrave's Dance (London, 1960)
The Workhouse Donkey (London, 1964)
Arnstrong's Last Goodnight (London, 1965)

(For a complete list of Arden's published plays to date see Bibliography,
Section A.

1. "The Author's Apology", OTN, vol. I, p.vi.

2. See, for example, 0'Casey's Autobiographies, vol. II (London,
1963), p. 279 and p. 621.

3. "Shaw — Lord of a Century", The Green Crow (London. 1957), p.223.
(Two of 0'Casey's other articles in praise of Shaw appear in this
collection: "A Whisper about Bernard Shaw" and "Bermard Shaw: An
Appreciation of a Fighting Idealist".)

4. O0'Casey has, of course, written vividly of his childhood in the
first volume of his autobiographies. For a sunmary of the facts
relating to O'Casey's early years and the conditions then
existing in the slum areas of Dublin, see David Krause, Sean O'
Casey: The Man and his Work (London, 1960) pp. 1-18.
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17.
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20.
il

22.
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24.

25.

26.

235

C "'"'TJ p-i::l

The Theatre in Our Times (NY, 1954), pp. 241-2.

Preface to Heartbreak House, BHBS, V, p.58.

"Who's For a Revolution?", Tulane Drana Review XI (Winter. 1966)
p.45.

Guardian, 16 May 1964. Cited by John Russell Brown Theatre
Language (London, 1972), p.226.

Op.Cit., p.46.

Blezsts and Benedictions, ed. Ronald Ayling (London, 1967), p.70.
Ibid, pp. 70-1.

Ibid. p.73.

"Poetry and Theatre", TLS, 6 August 1964, p.705.

"The Play of Ideas", New Statesman, 8 April 1950. Reprinted in
Blasts and Benedictions, pp. 25-6.

"An Irishman's Plays", Radio Times, 25 Jan 1957. Reprinted in
Blasts and Benedictions, p.83.

O'Casey in his cssays uses the word "realism" where I have used
"natu:alism". See, for example, Blasts and Benedictions, p.153.

"Pro-Per Prosceniun", The Green Crow, p.118.

See; for cxample, the three essays entitled "Coward Codology" in
The Green Crow. Cf. also, John Arden's conment "I have no
synpathy with T.S. Eliot's attenpts to make verse sound like
Noel Coward comedy", in "Building the Play" Encore VIII, 4
(1961), p.23. -

Three Plays (London, 1964), pp. 193-4.
"Telling a True Tale", Encore, VII. (1960) p: 25.

"Fron Within the Gates", NY Times 21 October 1934. Reprinted in
Blasts and Benedictions, pp. 116-7.

"The Reps and New Plgys: a writer's viewpoint", New Theatre
Magazine; I, 2 1960? pp. 23-6. Cited in Theetre Languaze Language,
P'193-

Krause. pp. 88-9.

Ibid. p.91.

Ibid,, p.92.
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27. Vimcent C. De Baun. "Sean 0'Casey and the Road to Expression-
ism" Modern Drana, IV (December 1961). p. 259.

28. "Sean O'Casey: An iAppreciation"., Daily Telegraph, 11 March
1926. Reprinted in Sean O'Casey: Modern Judgements, ed.
Ronald Ayling (London. 1969), p.85.

29. Autobiographies II, p. 270.

30. See Robert Hogan, The Experiments of Sean 0'Casey (NY 1960),
pp. 184-206 for a selection of excerpts fron statements made
during thce original controversy when the play was rejected by
the Abbey Theatre. Anong more recent conmentators who have
discussed the matter at length nay be noted Krause (Chapter
III) and G.W. Brandt in "Realism and Parables: From Brecht to
Arden", Contemporary Theatre, Stratford-upon-ivon Studies 4
(London, 19627.

31. Krause, p. 99.
32, Ibid. p. 205.

33. The exceptions are Purple Dust and Qak Leaves and Lavender
(both expressions sunning up the faded glories of bygone ages,
though the latter play does contain the Lavender Seller's song
and references in the dialogue to the scent of lavender), and
The Bishop's Bonfire which is prepared off-stage and not
actually lit during the action of the play.

34. This division is used by Krause ond Hogan in their full-length
studies and generally followed by Saros Cowasjee in his mono-
graph, 0'Casey (Edinburgh, 1966).

35. See "Cock-a-Doodle Doo", published in part in the NY Tinmes,
9 November 1958, under the title of "O'Casey's Credo". and re-
printed in full in Blasts and Benedictions, p. 143.

36. Krause p. 187.

37. Classic Irish Drama (London, 1964), p. 135.

38. Blasts and Benedictions, p. 144.
39. 1Ibid, pp. 144-5.

40. "Note" to Kathleen Listens In, Tulane Drama Review VI (Sumner,
1961), p. 36.

41. Ibid.

42. Reprinted in Feathers from the Green Crow, ed. Robert Hogan,
(London, 1963), p. 276.

43. Blasts and Benedictions, p. 145.

44. The garden also appears in an ocarly 0'Casey short story entitled
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51.
52-
53.

54.

55.
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"The Seamless Coat of Kathleen", first published in the
Gaelic journal Poblacht Na-Eireann, 29 March 1922 and re-
printed in Feathers from the greem Crow, pp. 244-T7. The
story reveals an cven earlier use of the "phantacy" technique
than Kathleen Listens In. The following are two relevant
passages from "The Seamless Coat of Kathleen":

And nost scnsible children would be satisfied with the
well-orlered loveliness of the garden specially arranged

for her Zi.e. Kathleen'g] enjoyment by the confederation of
Kilkenny, well-fertilised by Castlereigh, strongly walled

in by the gardening Parliamentary Party who were so eager

to preserve the symmetry of the original that when their

head gard:aer [?arnell] tried to make the view more extensive,
they stoned him- and buried him in a deep grave in a place
called Glasnevin ...

e.. And there, in her little garden, the colleen sits from
morning to night, and from night until morning. A short
tine ago it was a terrible scene of desolation and distorder.
The walls had been broken down, c-owds of men had trampled
the pretty plants and flowers to pieces. and here and there
were patches of bloodstains; but all these signs of tunult
have been cleared away, and now the garden is neater and
newer and fresher, and ever so little bigger than before ...

Krause, p. 188.
Classic Irish Drama, p. 136.

The Experinents of Sean 0'Casey, p.120.

Blasts and Benedictions, p. 145.
See Krause, pp. 195-6.
The relevant lines of Yeats' poem (Variorum Edition p.781) read:

Up with the neck and clap the wing
Red Cock, and crow!

Cowasjee. p. 92.

»?
See Autobiographies II pp. 238-41.

In the opening movenment of the play it is revealed that
Marthraun presented Lorna's father with £50 so that Julia could
nmake the pilgrimage, and in return Marthraun received the turf
bog as a dowry. He has thus (despite his claims of generosity)
traded on Julia's illness in order to gain his present wealth and
position.

Brewer's Dictionary of Phrase and Fable (revised ed., London

1952), p. 94 (Bellman,.

Classic Irish Drama, p. 137
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56. Krause. p: 197.

57. This typically Irish argument over the colouring and species of
the bird that rescued the priest would not be out of place in
Gulliver's Travels. O'Casey's satiric point calls to mind
Cusins' remark to Undershaft in Act II of Major Barbara, "The
business of the Salvation Army is to save, not to wrangle about
the nane of the pathfinder."

58. Krause, p. 199.
59. Ibid., p. 200.

60.

61. MPoetry and Theatre", op. cit.

62, "Building the Play", op, cit., p.20

63. Ibid.
64. Igi -

65. "Who's for a Revolution?", op. cit., p.49.
66. Ibid., p. 50.

67. "The Island of the Ardens", Plays and Players XX (Jamuary 1973),
p.16.

68. Brown, Theatre Language, p. 194.

69. See for example, Arden's preface to Two Autobiographical Plays
(London, 1971), and "The Island of the &Lirdens" o,. cit.

70. John Russell Taylor Anger and After (revised ed.,. London 1969),
p. 84,

71. "Who's for a Revolution?", op. cit.. p. 46.
72. "Building the Play", op, cit. p. 41.

73. See note T1.

74. "Telling a True Tale", op. cit., p.25.

75. Brown, pp. 190-1.

76. Arden notes in his Introduction to Serjeant Musgrave's Dance
that 'Scenery must be sparing - only those pieces of
architecture, furniture and properties actually used in the
production need be present: and they should be thoroughly
realistic. so that the audience sees a selection from the
details of everyday life rather than a generalised impression
of the whole of it. A similar rule should also govern the
direction and the acting." (p.6)
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"Who's for a Revolution?" op. cit. p. 50
Scenes 1 and 2 of Act 1 come before the murder of Wamphray in
the published text, but in the production of the play by the
National Theatre in 1965, the performance actually began with

the nurder — a readjustment which Arden sanctions. See "Note
on Production", pp. 13-14

See Chapter 3, p. 73.
Telling a True Tale", op, cit., p.25
"Building the Play", op. cit., p. 42.

Mary B. O'Connell, "Ritual Elements in John Arden's Serjeant
Musgrave's Dance", Modern Drama XIII (February, 19715, pp. 356-7.

Thomas P. Adler, "Religious Ritual in John Arden's Serjeant
Musgrave's Dance", Modcrn Drama XVI (3eptember 1973). pp. 163-5.

"Who's for a Revolution?", op. cit., p. 49.

"Arden of Chichester", Plays and Players (August. 1963), p. 18.
"Author's Preface". p. 7.

"Arden of Chichester", op. cit.

Ibid., p. 17.

"Ben Jonson", The Reader's Encyclopaedia of World Drama (London,
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Chapter 5

T. S, Bliot and Harold Pinter: Variations on "Enclosed" Forn
7

I

Time present and time past

Lre both perhaps contained in time future

And time future contained in tine pest.

If all time is eternally present

All time is unredeemable. ("Burnt Norton")

These opening lines of the Four Quartets by T. S. Eliot (1888~

1965) could stand as an epigraph for his own drama and that of Pinero.
Applied ironically they may even serve this purpose for the plays of
Harold Pinter (b. 1930). The precise applicability of the lines
varies significantly with each playwright, but in the work of each
there is an element of determinisn. Pinero's social dramas

illustrate the thesis that "the future is only the past entered through
another gate"; Eliot's characters believe themselves to be trapped in
time and would be were it not for the possibility of atonement through
divine grace; while Pinter's characters, living in an "eternal present",
trap themselves (to paraphrase an observation by John Lahr‘) in wells
constructed of concrete, of language, of philosophy. to protect them=—
selves from a prctean reality and give thenselves a chance. The
structures of the plays by these writers reflect the different
varieties of "enclosure" involved.

Pinero's social dramas, as we have seen endeavoured to show in
carefully-articulated, but apparently naturalistic detail, the "inevit-
able" results of the contravention by his heroines of the rules of the
narrow society in which they moved. The plots are developed in a
tight (if, at times, sonewhat forced) causal chain which dependsa on
the assunptions of this code. Even if Shaw had not discredited

Pinero's development of the well-made play as a vehicle for serious
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social and psychological comment, the form could not have remained
unchanged with the disintegration of the code, a process which was
accelerated by the social upheaval of the 1st World War.

In the post-war world the uncertainty of moral values mirrored
in the loose and apparently haphazard structures of many of Shaw's
"Third Manner" works, was reflected also in a new type of drawing-
room drama, frivolous rather than serious, extrenely symnetrical in
its design, and displaying "meticulously neat plotting and crystal-

S. "2

clear articulation of part The acknowledged master of this new

breed of well-made play, epitomised in comedies such as Private Lives

(1929) and Design for Living (1932), was, of course, Noel Coward.
His drawing-rooms, even more insulated from the outside world than
those of Pinero, have been aptly described by John Russell Taylor as
"nurseries where overgrown children can take refuge, safe from the
world, to play at being grown-ups for as long as they care to and on

3

exactly what terms they choose." Though Coward's plays may be super-

ficial and escapist in content, they provide the link between Pinero's
social dramas and the "enclosed" forns used by Bliot and Pinter.4

In the light of Eliot's views on the post-war English theatre,

published in The Criterion and elsewhere, and of his experiments with

a new type of Aristophanic Melodrama in the unfinished fragments of

Sweeney Agonistes, it is iruiic that he was later, most notably in

The Cocktail Party, to pove close to the surface texture and appear-
ance of the Noel Coward type of drawing-room comedy which 0'Casey so
despised. Though Eliot's dramatic aims were as different from O'Casey's
as the chosen personas of the two men — 0ld Possun and the Green Crow —
his objections to the surface realism of the London comnmercial stage

were even nore radical.
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In 1923 for example, Bliot declared in a Criterion article
entitled "Drematis Personae":

The realism of the ordinary stage is sonething to which we

can no longer respond, becausec it is no longer realistic. We
know now that the gesture of daily existence is inadequate for
the stage; 1instead of pretending that the stage gesture is a
copy of reality, let us adopt a literal untruth, a thorough-
going convention, a ritual. For the stage — not only in its
renote origins but always —— is a ritual and the failure of
the contemporary stage to satisfy the craving for rituel is one
of the reasons why it is not a living art.5

In "Elizabethan Dramatists: A Treface", published in The Criterion

early the following year, he reiterated his belief that "the theatre

has reached a point where a revolution in principles should take

place", and went on to state:
The great vice of English drama from Kyd to Galsworthy has been
that its aim of realisn has been unlimited ... there has been
no form to arrest, so to speak, the flow of spirit at any part-
icular point before it expands and ends its course in the
desert of exact likmess to the reality which is perceived by
the ncst commonplace mind ... It is essential that a work of
art should be self-consistent, that an artist should con-
sciously or unconsciously draw o circle beyond which he does
not trespass: on the one hand actual life is always the

material, and on the other hand an abstraction from real life
is a necessary condition to the creation of a work of art.6

Eliot's desire to discover order and design informing the apparent
meaninglessness of life is apparent in these quotations. His later
drama does, in fact, attempt to serve this aim, but by means less
overtly theatrical and ritualistic than he was contemplating at this
time. 0'Casey would have cheerfully razed Shaftesbury Avenue to the
ground, but in his modern comedies Eliot was to seek its conversion.
There are a number of hints in Eliot's early criticism which,
with hindsight, may be seen as pointing towards this development.
His favourite ferm of theatrical art at this time was the ballet, but
in his tribute to Marie Lloyd, published in the first number of The

Criterion, he showed his appreciation of a very different style of
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performance:

In the details of acting Marie Lloyd was perhaps the most
perfect, in her own style, of British actresses. There are
no cinema records of her; she never descended to this fom

of money-making; it is to be regretted, however, that there
is no film to preserve for the recollection of her admirers
the perfect expressiveness of her smallest gestures. But

it is less in the accomplishment of her act than in what she
made it, that she differed from other comedians. There was
nothing about her of the grotesque; none of her comic appeals
was due to exaggeration; it was all a matter of selection and
concentration.

I

The phrases "the perfect expressiveness of her smallest gestures" and
"a matter of selection and concentration" offer significant clues to
the nature of the art Eliot was to develop in his comedies. The
special bond which Marie Lloyd had in the music-hall with her working-
class audience also inpressed the young Eliot:

.e« no other comedian succeeded so well in giving expression

to the life of that audience, in raising it to a kind of art ...

There is no such expressive figure for any other class. The

niddle classes have no such idol: the middle classes are

morally corrupt. That is to say, their own life fails to find
a Marie Lloyd to express it ceeg

What the middle classes had, of course, was drawing-room comedy and
the vapidity of this form merely confirmed their moral decadence.
But there is a hint in "Dramatis Personae" that a partial redemption
of even this genre might be possible, granted a sure sense of style
in the performers:
If there rnust be telephoning on stage, Lucien and Sacha Guitry
know how to do it better than anybody ... but the spectacle of

Seymore Hicks telephcning for months on end is enough to discredit
the use of that instrument altogether.9

In the light of Eliot's use of the telephone as a punctuating device

in the structure of The Cocktail Party this latter criticism appears

ironic — unless his implied tribute to the Guitrys is kept in mind.
One final quotation from Eliot's early dramatic criticism is

appropriate here as a link between his earlier views and his later
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practice. In his "Dialogue on Dramatic Poetry", written in 1928,
one of the speakers comments, comparing the present drama to that of

earlier periods:

As for us, we know too much, and are convinced of too little.
Our literature is a substitute for religion and so is our

religion. We should do better if, instead of worrying about
the place of drama in society, we simply decided what amused

us. What is the purpose of the theatre except to amuse'?10

The negative statewent implied in this question exactly sums up the
point of vier of Noel Coward, but was not one which could be accepted
by an Eliot who in 1928 had announced his conversion to Anglo-
Catholicism. Accordingly, in his "Dialogue on Dramatic Poetry" another
speaker immediately replics:

It is all very well to reduce the drama to ‘amuscnent’. But it
seens to me that this is just what has kappened. I believe that
the drana has something else to do except to divert us.

What this "somethﬂv else" was to be for Eliot is perhaps best
sunmmed up in the concluding remarks of his famous address, first
published in 1951, "Poetry and Drama":

It is a function of all art to give us some perception of an
order in life, by imposing an order upon it ... It secms to

me that beyord the nameable, classifiable emotions and motives
of our conscious life when directed towards action — the

part of life which prose drara is wholly adequate to express —
there is a fringe of indefinite extent, of feeling which we can
only detect, so to speak, out of the corner of the eye and can
never completely focus; of feeling of which we are only aware
in a kind of temporary detachment from action ... At such
moments, we touch the border of those feelings which only nusic
can express. We can never emulate music, because to arrive
at the condition of music would be the annihilation of poetry,
and especially of dramatic poetry. Nevertheless, I have
before my eyes a kind of mirage of the perfection of verse
drana, which would be a design of human action and of words, such
as to present at once the two aspects of drematic and of musical
order ... For it is ultinately the function of art, in im-
posing a credible order upon ordinary reality, and thereby
eliciting some perception of an order in reality, to bring us
to a condition of serenity, stillness and reconciliation; and
then leave us, as Virgil left Dante, to procecd towards a
region where thet guide can avail us no longer.11
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It is above all the perception of order, especially the divine order
perceived "at the intersection of the timeless moment"12 with the
visible world, which Eliot sought to convey in his full-length plays.
The purpose, therefore, of the plays' highly symmetrical structures,
which will be examined in some detail, is the unfolding of a pattern of
spiritual exploration, the end of which is "to arrive where we started/
And know the place for the first time."13

A sinilar tendency to develop the actions of his plays in symmetricel
patterns which reach towards a condition of stillness and silence can
be observed in the plays of Harold Pinter; but in these no ulterior
shaping forces are permitted. In a speech at the Seventh National
Students!' Drama Festival, held in Bristol in 1962, Pinter commented:

There is certainly a good deal of prophecy indulged in by

playwrights these days, in their plays and out of then.

Warnings, sermons, admonitions, moral judgements, defined

problens with built-in solutions; all can camp under the

banner of prophecy. The attitude behind this sort of thing

might be summed up in one phrase: "I'm telling you!"

... I can't but feel that we have a marked tendency to
stress, so glibly, our empty prefcrences. The preference
for "Life" with a capital L, which is held up to be very

different, to life with a small 1, I nean the life we in
fact live ‘14

There is some common ground here with Eliot's criticism of writers

such as Shaw and H.G. Wells (whom he labelled "Life Forcers"15)

but, while his view of life "in time" was uncompromising, Eliot's
belief in the possibility of redemption through divine grace marks a
clear difference between his outlook and that of Pinter.

Pinter, rejecting like Samuel Beckett (the writer he most
admires) all "philosophies, tracts, dogmas, creeds, ways out, truths,
answers",16 attenpts to write without presumptions of any kind,

including any inside knowledge of his characters. The pattera which

the action forms becomes of paramount importance because, as Martin
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Esslin has put it,

All he can do is to render a meticulously accurate account of
the movement which takes place; to give a deacripti.n of the
situation at the beginning ... and to note the changes that
have taken place at the end. But - if the playwright cannot
claim to kmow what his characters feel, what makes them act
as they do, what can he communicate to an audience? He can
convey his impression of the structure, the pattern of a

situation, the movement of its change as it unfolds, again in
a pattern, like the movement of a dance T

Pinter's plays are therefore an exploration into the unkmown.
Like Eliot, he has written of a feeling about words "which amounts to
nothing less than nausea",18 but though he has no faith in a divine
order beyond the chaos of everyday existence he contends that "if it
is possible to confront this nausea, to follow it to its hilt +to move
through it and out of it, then it is possible to say that something
has occurred, that something has been achieved."19 Pinter's
characters exist in a moral vacuum, and seek to impose their own
will and meaning on the people and objects around then. Words are
used as weapons in a struggle to achieve some kind of dominance rather
than as a neans of communication which can be accepted more or less
at face value. Eventually the words and actions pundiated by pauses
and silences, are developed towards the achievement of a final silence.
Pinter, in his speech at Bristol, conmented:

There are two silences. One where no word is spoken. The

other when perhaps a torrent of language is being employed.

This speech is speaking of a language locked beneath it.

That is its continual reference. The speech wehear is an

indication of that which we don't hear. It is a necessary

avoidance, a violent, sly, anguished or mocking smoke~screen

which keeps the other in its place. When true silence falls
we are still left with echo but are nearer nakedness.20

The patterning of Pinter's meticulously punctuated drama traces

progressions towards final silences in which this nakedness is most

clearly apparent. The actions, as we will see. then become

-
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self-enclosed: the recognition of a basic condition which has
existed all the time but which is only at the final silence fully
recognised. But before we consider in detail the structural pattern-
ing of this, perhaps ultinate, forn of "enclosed" drama, it is
ncecessary to exanine in similar detail its foreshadowing in T.S.
Eliot's plays, the most significant of them for this purpose being
The Cocktail Party.
IT
Exanination of the structural patterning of T.S. Eliot's plays
raises a difficulty which does not occur (or not to the same degree)
with the other playwrights discussed in this thesis. Pinero and Shaw
not only wrote their plays but made it their business to produce thenm
as well, and Arden and Pinter, though they have usually entrusted other
directors with the first productions of their plays both endeavour to
keep a close watch on their plays during the rehecarsal period. Even
O'Casey, writing for most of his career out of direct contact with a
theatre, had a flair for the practical mechanics of stagecraft and a
good deal of necessary self-confidence. Eliot, however, relied very
heavily on his producer, E. Martin Browne, not only for the staging of
his plays, but for practical advice and guidance as he wrote themn.
The published texts of the plays are thus very much the result of a
collaboration, the extent of which is outlined in Martin Browne's The

Making of T.S. Eliot's Plays. Frequent reference will be made to

this account because it indicates a number of significant
modificetions in patterning which Eliot adopted on the advice of
his producer. On balance the collaboration was a valuable one for
Eliot, but, as we will see, it involved losses as well as éains.

The published texts of the plays reveal, too, that the modifications
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continued after the initial productions in the light of the ex~
perience gained then and in subsequent revivals. Discussion of
Eliot's dramatic patterning therefore necessarily implies a discussion
of the contribution made by Martin Browne and others. However,

Eliot was the final arbiter so in that sense the patterning is his
and will gencerally be discussed as such.

A further difficulty in discussing the theatrical patterning of
Eliot's plays also requires some mention here because it has been the
subject of a criticism which raises a wider issue which is inmportant
to the development of "enclosed" forms in modern English drana. This
difficulty is the comparative sparzsemess of sStage-~directions in the

published texts. In Drama in Performance, Raymond William argues

that this is a sympton of a basic discrepancy between the verse and the
settings of Eliot's modern comedies:

If one looks at the text of The Cocktail Party, in terms of a
"literary work written in such a manner that it can be

directly performed", one comes to see, in the end, that it is ...
essentially inconmplete ... A reader may feel that an ordinary
naturalist play is so cluttered up with italicised comment that
the "clean lines" of The Cocktail Party represent a welcone
advance. But the "cleanness" is not a solution of this problem;
it is, rather, an open evasion. For, in performance, not only
does the 3peech not stand alone —— all the elements of movement;,
sound and design are necessarily added, and radically affect the
experience of the play; but also the speech cannot be played as
written, and for an obvious reason. The actors of the
original production of The Cocktail Party were highly skilled
and intelligent professionals, but they were being asked to do
the impossible. For they were given an action which demanded
that they should move, look and sound "like life" but they were
given verse and a theme, which, particularly in crisis,; were

not "like 1life", but were constructed on a definite stylised
pattern. It is hardly surprising that the resulting dranatic
experience seemed disintegrated.21

This is a serious criticism for it accuses Eliot of precisely the
same weakness which he himself had stated vitiated "English drama

fron Kyd to Galsworthy" — that "its aim of realism was unlimited."
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Nevertheless, as the next section of this chapter will endeavour to
denonstrate in detail, it is possible to defend the stagecraft of

The Cocktail Party on two counts: the indications for enactment are by

no neans confinedi to the "italicised comment", and, more importantly,
the action of the play requires an undermining of the neturalistic sur-
face, a deliberate effecct of "disintegration".22 It is necessary
first, however, to consider briefly the relationship between stagecraft
and structure in Eliot's two previous full-length plays, Murder in the

Cathedral (1935) and The Family Reunion (1939).

Murder in the Cathedral, as Raynmond Willians has noted.23 cores

closer to the classical ideal of "acted speech" than any other play of
this century. Because of the overt relisious theme and the historical
setting Eliot was able to make full use of church ritual and to in-
corporate a chorus which functions not only in the classical manner of
comnentating on the action but as a surrogate for the audience or con-
gregation. There are opportunities for formal novement in a number of
the choric interlucdes which punctuate the action, and the ritual of the
church offers further possibilities as, for example, in the procession
with banners which follows the opening chorus of Part II. The force
of the convention which Eliot establishes is such that the abrupt
change (physically as well as in the language) from ritualistic enact-
ment to public meecting near the end of the play seems nlmost nore
sacrilegious thn the nurder itself.

The ritualistic quality of the play is also cpparent in the
symmetry of its design (see Figure 21). The two parts of the play
are of equal length and balance around thc intervening sermon in a
nanner which recalls the central imnge of the turning wheel. Although

within the parts the blocking of the appearances of the various groups
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and figures is not identical, there are striking similarities. Each
part is introduced by the Chorus and next to appear are the three
Friests. The patterns then necessarily diverge for Part I requires
a longer build to Thomas's entrance than does Part II. However, the
forebodings of the Messenge; who precedes him in Part I are parallelled
by the threats of the Knights before he appears in Part II. The action
of Part II which culminates in the nurder is, of course unique in the
play, but the subsequent temptation of the audience by the Knights
parcllel in plocing and intention the temptation of Thomas in Part I.
Finally, Thomes's rejection of the Tenpters and his acceptance of the
will of God are parallelled at the end of Part II by the Priests' curse
on the Knights and by the final chorus of thanksgiving.

In some respects the play can be considered "open" (it is, after
all, a celebration of an event of some public significance, and
characters and groups representing various interests and points of view
are juxtaposed in the action), but it was written for a limited and
specialist audience_.24 the patterning is tightly controlled, and the
essential action, as Eliot has stated, is

somewhat limited. A narn cones home, foreseeing that he will be

killed, and he is killed. I did not want to increase the

nunber of characters, I did not want to write a chronicle of

twelf th~century politics, nor did I want to tamper un-

scrupulously with the meagre records as Tennyson did ... I wanted
to concentrate on death and nnrtyrdom.25

As M, C. Bradbrook has remarked, "Eliot's plays ... reveal a solitary
man essaying a public art and ... consist of a single action, the
distinective. act of choice."26 This is true of Murder in the
Cathedral, the most "open" in format of the plays, and it is also
generally true, despite the author's endenvour to achieve a greater

anount of interaction between his characters, of the modern comedies.
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The Family Reunion marked o radical change of dranctic mode.

Eliot now sought "to take & theme of contemporary life with
characters of our own tiize living in our own world."27 Stylistically
the play is obviously a transitional piece involving, as Eliot
frankly admitted in "Poetry end Drama", a number of difficult problems
for the actors and producer of the original production:
In retrospect, I soon saw that I had given ny attention to
versification at the expense of plot and character. I had,
indeed, made sone progress in dispensing with the chorus;
but the device of using four of the minor personages,
representing the Fanily, sowmetines as individual character parts
and sometimes collectively as chorus does not scem to nme very
satisfactory ... the immediate transition frow individual
characterised part to menbership of 1 chorus is asking too nuch
of the actors: it is a very difficult transition to accomplish ...
Purthernore, I had in two passoges used the device of a lyrical
duet further isolated f.... the rest of the dialogue by being
written in short lines with only two stresses. These passages
are in a sense 'beyond character', the speakers have to be
presented as falling into a kind of trance-like state to speak
then.
28
As Katherine Worth has noted, more recent productions accentuating
rather than concealing the unnaturalistic elements in the play have
shown that these work with contemporary audiences attuned by the drana
of writers such as Beckett and Pinter to a mode of theatrical
-
comunication "below the level of conscious thought;“2 Eliot, how-
ever, though intuitively groping in this direction, was consciously
endeavouring (for his own purposes) to establish an effect of surface
naturalism acceptable to the audiences of Shaftesbury Avenue in the
late thirties. It is not surprising, therefore, that the play

denonstrates a measure of stylistic uncertainty.

Structurally, despite sur’ace appearances, The Family Reunion

(see Figure 22) has a good deal in common with its predecessor. As

with Murder in the Cathedral, it consists of two equally-balanced parts

with the protagonist arriving to be confronted by his ghosts in the
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first part, and accepting his destiny in the second. In the original
planning of the play this synnetry was to have been underlined by
parallel settings. A Jdraft version of the play includes the following
note:

The action takes place in & country house in the North of England.

Part I is placed in the drawing-roon, between tea and dinner;

Part II is in the library of the sanc house directly after dinner

on the sane day. The two rooms may be conceived as lying on

either side of a central hall; so that the disposition of doors

and windows is synnetrical. Bach part is in three scenes, which

are played without internission.30
Eliot, however, was persuaded by Martin Browne to dispense with the
second setting in favour of 'h single nmonumental setting to depict the

1

brooding power of the classical nansion",3 a change which has its
econonic advantages but deprives audiences of a useful clue to the play's
structure. The "scenes" are perceptible divisions only in the printed
text; on stage the action of each part is continuous. But for the
reader the divisions do point towards a feature of the play's structure
which is significent in performance: the alternation of ensemble
(Family) passages with scenes involving only two or three of the
principal characters. Though the "Fanily" scenes are only partially
choric in technique, this alternation is again clearly related to the

patterning of Murder in the Cathedral.

What Eliot was up to in The Fanily Reunion has been well put by

Carol H. Snith:
Phe curtain was to open on the most conventional of dranatic
worlds, the English drawing roon, but every device at the
dranatist's disposal was to be used as the play progressed to
shake the audience's confidence in the validity of that world
of surface reality as a total representation of existence.32
Thus the alteration fron "realistic" action to choric commentaries

deliverad in trance-lilzs 8t~ te3 was intended to suggest the

spiritual reality beneath the naturalistic surface, and the synnetry
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of the structural pattern the working out of God's design: in this
case a ritual of religious purgation. However, frou the point of view
of the audience ho was writing for it is doubtful whether Eliot
established a surface reality which was even remotely credible — the
"realistic" details in the opening speeches (after Any's initial doom-
laden and quite unnaturalistic invocation to Light) are such transparent
caricature that there is not nuch "surface reality" to be undermined.
Ls one critic remarked, "The audience, if not just giddy by now, leaves
the theatre with perhaps a suspiciuvn,. that it has been intellectually
'had'."33 In his next nodern conedy, therefore, iiliot strove to
achieve a nuch nore convincing naturalistic surface and a nore subtle
technique of hinting at the spivritual reality behind the action. For
this purpose he developed & sophisticated stagecraft which subtly

points the gradual revelation of the circular structural pattern.

IIT

The Cocktail Party in terms of its "blocking" (see Figure 23a)

appears at first sight to lack the symnetry of Eliot's two previous full-
length plays— indeed, it seens uncharacteristicdly ill-proportioned.
The first act (divided by quick curtains into three scenes) is twice as
long as the second act which in turn is twice as long as the third.
This shape, however, is not the one Eliot originally intended. His
first scheme was for a four-act play which, as Martin Browne realised
when he read the draft, was really a play in two parts with a prologue
and an epilogue.34 In order to cut down on curtains and intervals,
Martin Browne suggested various nodifications which eventually resulted
in the final, rather ungainly, threc-act pattern; but the underlying
structure of the play is nuch clearer if it is analysed according to

the divisions of the original schene (soce Figure 23b). It then
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becomes apparent that the basic "blocking" is, in fact, even nore
symiietrical than that of the earlier plays.

The "prologue" (Act 1.scz21, in the final text) balances exactly
in its grouping of characters with the "epilogue" (Act .4 in Eliot's
first draft, and fAct "5 1in the final text). In the letter to Martin
Browne which acconpanied the first draft of the play, Eliot comnents:

Act IV, as I now propose it, will repeat the sccne, and nost

of the personages of Act I. The only person absent will of

ccourse be Celia ... Thec interesting problen ... is that of the
behaviou. of the several persons while Celia is being discussed.35

What Zliot does not note in this letter, ®hough it is obviously part of
his design, is that Celia’s abscnce in the "epilogue" exnctly parallels
Lavinia's absence in the "prologue". Lavinia's absence there is the
nain point of drametic interest as is Celia's ahscnce fron the L
"epilogue". Thenatically, this balance is extrencly inmportant for at

the tine of the "prologue" Lovinia is spiritually "dead" though

physically alive, while at the time of the "erpilogue" Celia is physically

dead but as an influence on the group very rruch "alive".

Nor is this the sun of the play's essential syrmetry. After the
"prologue" scene and the Edward/Reilly and Edward/Peter duologues,
the renainder of Act 1 (the original fct 2) consists basically of two
interviews: the first between Idward and Celia, and the second
between Edward and Lavinia. These interviewa are conplenentary for
in the first Edward breaks with his mistress and in the second his
wife returns to him. Act 2 (originally Act 3) also consists
basically of two interviews which are also conplementary and which,
noreover, parallel the interviews in Act 1: in the first Sir Henry
Harcourt-Reilly leads Edwasu aad Lavinia to accept each other and

their nundanc existence, while in the second he leads Celia to choose
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a nartyr's death. This internal synmetry is very clear fron the
original scenario, but in the final text it is to some degree
conplicated by the addition of the libation scene to fct 2, and by
the further interventio:.s of the vaardians, which Tliot, working on
a suggestion by Martin Browne,36-incorporated into Kct 1. However,
the pattern still suggests the working out of a divine plan, and the
suggention to develop the "machinery" of the Guardians provided Eliot
with the key to the brilliantly suggestive stagecr~ft of the final
text.

The "clean lines" (to quote Raymond Willianms's expression) of the

text of The Cocktail Party night suggest at first sight that Elict

provided nmerely the dialoguc for the play and left his producer to
supply the 'business' on the basis (to quote another expression of

n37 While this charge

Raynond illianms) of "probable behaviour.
appears valid enough for Eliot's other conedies, it applies only to

a very linited extent to this play as its 'business' is specified to a
renarkable extent in the words of the dialogue as well as in the
ccononic (but for Eliot, rather nore generous than usual) stage-direct-
ions. If all these indications are considered and related to the
structure of the play it can be seen that Eliot has planned an action
involving an alternation of passages in which the dialogue is frequently
interrupted by 'business', thereby suggesting an effect of manipulation
by (initially) unidentified forces, together with passages of stillness
which help to intensify the effect of the dialogue as the characters
seek to reveal the essence of their existence and problens.  Without
the 'business' (which is in any case integrated into the dialogue in a
nanner which nakes the tern 'acted speech' not inappropriate) the

play would losc not only in liveliness but in inpact and neaning. The
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stagecraft, therefore, merits nuch closer exanination than it has
generally been given.

The starting-point for this nust be Eliot's insistence on
naturalisn for the settings and the ccstunes. In letters to Martin
Browne before the original production at the 1949 Edinburgh Festival
he stipulated:

The supernatural element, if we call it that ought to be not
at all evident: this play, it scems to me, needs a nuch nore
natter-of-fact and realistic setting than The Fanily Reunion ,
and the costumes should not be too stylised and harmonious.

In inposed symbolisn in the decor would be painful. What I
want is sonething superficially at least purely realistic —
the roomns what they would be in a perfectly naturalistic play.
If the decor conveys any nore than that, it should only cone
fron the genius of the designer — and indeed should be alnmost
subconscious on the designer's part. But if the designer is
TOLD to go symbolic, the only result will be a late imitation
of 'experimental' theatre.38

In other words, @lliot wanted his audience to feel, when they saw the

curtain rise for Act 1, scene 1, to reveal "The drawing-room of the

Chamberlayne's London flat. Barly Dvening", that this was exactly the

sane solid and well-furnished room they had seen in a hundred other
West End conedies. They had first of all to feel at home before he
quietly began to pull the rug from under their feet.

At first sight the stagecraft of The Cocktail Party is as

naturalistic as the settings: the dialogue is accompanied by people
standing and sitting, by drinks being offered and accepted or declined,
and by the ringing of telcphones and doorbells. But when this
naturalistic machinery is excnined in detail it becones apparent that
in fact virtually every detail of it is initiated or controlled by
"machinery" of a very different kind —— by the three characters who
are eventually revealed to us as the Guardians. The extent of their

control is such that the other characters — especially Edward, who
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is on stage for nost of the play — appear to be little more than

39 and though Eliot in due course suggests that

puppets in their hands,
the powers of the Guardians are limited this tactic nerely transfers
the effect of string-pulling to the invisible deity which controls themn.
Thus the apparent reality of the drawing-room and even of Reilly's
consulting roon-is eroded, though the proccss is so gradual as to be
almost imperceptible in the theatre. The precise way it works is
probably best denonstrated by noting the nature and timing of each iten
of 'business' (including entrances and exits) as it occurs.
The cocktail party group we see in the opening movement of Act 1
does not appear to be unusual: the host, Edward Chamberlayne, is
a well-to-do lawyer, and his gucsts incluce such stock types as Julia
Shuttlethwaite, an elderly busybody; Alexender MacColgie Gibbs, a
knowledgeable man-about-town; Peter Quilpe, a young film writer; and
Celia Copplestone, an attractive young amateur poetess. Only the
Unidentified Guest, standing slightly apart from the others, suggests
any sense of nystery. The first hint that something is amiss in the
Chanberlayne household comes when Edward leaves *he roomn for a monent
in search of sorie food for his guests:
PETER. But do go on. Edward wa n't listening anyweay.
JULIA. No, he wasn't listening, but he's such a strain —
Edward without Lavinial! He's quite inpossidle!
Leaving it to me to keep things going.
What a host! And nothing fit to eat!
The only reason for a cocktail party
For a gluttonous old wonman like ne
Is a really nice tit-bit. I can drink at hone.
(EDWARD returns with a tray)

Edward, give me another of those delicious olives.
What's that? Potato crisps? No, I can't endure them. (p.127)

Julia thus draws attention to Edward's enbarrassment and hints at the
ceuge of it. Thé potato crisps business ncot on’w points the inadequacy

of the catering but prepares us for Edward's gsneral inadequacy in
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covering up his donestic situeation. i\ few speeches after this,
Julia makes Edward si” down (p. 128), thus putting hin at a dis-
advantage conpared with herself and the other guests who would
probably renain standing, and questions him closely on the whereabouts
of his wife. Having probed sufficiently to suggest Edward's story
that Lavinia is looking after a sick aunt is a fabrication, Julia then
pronpts a general exodus by malking an ostentatious farewell and taking
Peter with her. Celia and flex follow after a few lines which subtly
hint at a relationship between Celiz and Edward, and at Alex's aware-
ness of the non-existence of "Lavinia's aunt". The stage is thus
rapidly cleared except for Edwerd and the Unidentified Guest. The
second novernent now begins.

Edward barely has time to offer the stranger a drink and confess
that he had tried to cancel the party which has jiist ended when Eliot,
with superb conic tining contrives an interruption:

EDWARD. But it's only that dreadul old woman who mattered —
I shouldn't have ninded anyone else,

(Thc doorbell rings. IDWARD goes to the door, saying:)

But she always turns up when she's least wanted.
(Opens the door)

Julia!
(Enter J.LIA)

JULIA. Edward! How lucky that it's raining!
It nade me rrzember ny unbrella,
And there it is! Now what are you two plotting?
How lucky it was my umbrella,
And not Alcxander's —- he's so inquisitive!
But I never poke into othcr people's business.
Well, good-bye again. I'm off at last.
(Exit) (p.131)

This is the first of the series of interruptions by Julia and (1ater)
Alex which progressively undernine Edward's privacy.4o These
interruptions serve in the plot t.o basic purposes of the Guardians:

to keep Bdward under surveillance: to reduce Hdward to o malleable
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state by keeping hin psychologically unsettled. Julia's ihterruption
here, of course, also neatly "plants" the suggestion that she an&
filex, for reasouns of their own, "poke into other people's business."
(The conscious irony of her words here would almost certainly be
pointed by & jabbing movement with her recovered unbrella. )

After Julia's departure, Edward confesses to the Unidentified
Guest that his wife has left him but the stranger's response is un-
expected:

UNIDENTIFIED GUEST. This is an occasion.
May I take another drink?

EDVARD. Whisky ?
UNIDENTIFIED GUEST. Gin.
EDW/RD. Anything in it?

UNIDENTIFIED GUEST. Nothing but water.
And T reccrwend you the sanc prescription ...
Let me prepare it for you if I ney ...
Strong ... but sip it slowly ... and drink it sitting down.
Breathe deeply, and adopt a relaxed position.
There we are. Now for o few questions. (p.132)

Edward's previous offer of a drink was nerely a social convention, but
here thce Unidentified Guest turns the gesture into a ritual which
appears to be partly an ironic celebration of Idward's loss and partly
a physician's administering of a sedative. The underlying 'realistic'
notivation for the action, however, is part of the general 'softening-
up' of Edward. Eliot emphasised this point in a note to Martin Browne
after Rex Harrison had taken over the role of Reilly from Alcc
Guiness and introduced an cxtra touch of business into the production:
There is one point which troubled ne when I first saw this
production, and still nore when I went a2 fortnight ago.
Towards the end of the first scene, when Edward goes to the
door to admit Julia, Rex Harrison ettempts to benefit by his
absence from the roon, by going to help himself to another
shot of gin. You will remember that Edward returns and
Harrison puts down the bottle without having been able to carry
out his design. Now this is very anusing in itself, and

Harrison does it very well, but I do feel it is a falsification
of the character, and completely falsifies the nature of
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Reilly's drinking. It ought to be made clear from Reilly's
behaviour in later scenes that the general drinking and
singing — apart fron their having beecn originally introduced
to bring Reilly's behaviour into connection with that of
Heracles in the Alcestis — arc entirely an act put on by

Reilly for the purpose of mystifying Edward. [My italicsjll1

To this point the further one can be added that the Unidentified
Guest's instruction for Edward to sit as a prelude to interrogation
echoes the business of Julia's questioning of hin earlier in the scene
and has exactly the sane notivation.

The interrogation which follows is the first extended passage
with alnost no physical movenent or business in the play. It
involves a probing of Edward's state of mind and he here appears to be
reduced to an almost inanimate object. In the build-up to the one
touch of business which punctuates this discussion, the Unidentified
Guest notes this by a conparison and also hints at his real function
in an ironic pun which Edward fails to grasp:

++. take a surgicel operation ...

... Stretched on the table,

You are a piece of furniture .in a repair shop

For those who surround you, the nmasked actors;

A1l there is of you is your body

And the 'you' is withdrawn. May I replenish?

EDWARD. Oh, I'm sorry. What were you drinking?
Whiskey?

UNIDENTIFIED GUEST.  Gin.
EDWARD. Anything with it?
UNIDENTIFIED GUEST Wwater. (pp.134-5)

The real "replenishing" process, of course, takes place in Act 2, but
the preparation for it is begun in this scene when Bdward announces
that he wishes to see his wife again and the Unidentified Guest
pronises that she will come the next day. This accomplished, the
interview (the second movenent) is brought to an end by another ring-

ing of the doorbell. Edward reacts like an autonaton:
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UNIDENTIFIED GUEST. In twenty-four hours
She will come to you here. You will be here to meet her.
(The doorbell rings)

EDVARD. I must answer the door. (p.136)

There are a good many interruptions in the final novement of Act

1, ezene 1. The new arrival is, of course, Julia who with Peter in
tow is obstensibly looking for her glasses which happen to have one
lens nissing. Her arrival pronpts the Unidentified Guest to depart
singing the ballad of '"One Eyed Reilly" and this symbolic linking of
the two Guardians42 is consider~bly sharpened by the "changing of the
guard" effect created by the juxtaposition of the entrance of the one
and the exit of the other.

Julia, too, soon departs after Edward has correctedly suggested
that the glasses for which she is ferreting around (there is detailed
business implied in the dialoguc for this on p.13f) night be in her
bag. Peter unexpectedly decides to stay to talk to Odward, but
offers to take Julia downstairs in the 1lift and there is possibly
another suggestive pun in the terms with which she refuses the offer:

JULIA. No, you stop and talk to Edward. I'm not helpless yet.
Lnd bvesides, I like to manage the machine nyself ... (p.138)

It is not surprising that the duologue between Edward and Peter (which
in the overall pattern parallels the preceding one between the Un-
identified Guest and Edward) lasts only a couple of minutes before
there is yet another interruption as Alex walks in uninvited. Under
the pretext of preparing <~ neal for Edward, Alex camps himself in the
kitchen from where, of course, he can keep an ear open for the progress
of the conversation between Peter and Edward. This is interrupted
twice more — once comically by Alex end once seriously by the tele-
phone. The first of these is a beautifully-tined piece of conic

deflation which comes as Peter is trying to describe the peace he had
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felt in the cowmpany of Ceclia:

PETER. I had never inagined such quiet happiness.
I hed only cxperienced excitenient; deliriun.
Desire for possession. It was not like that at all.
It was senething very strenge. There was such ... tranquillity...

EDWARD. 4nd what interrupted this interesting affair?

(Enter ALEX in shirtsleeves and an apron)

ALEX. Edward, I can't find any curry powder. (p.142)
The second interruption is nore subtle as its real point is not apparent
until we discover in the next scene th:t Celia (who is on the other end
of the telephone) is Edward's nistress. Peter. unaware of this and
speaking of his relationship with Cclia, asks
But what is the reality ...

(The_telephone rinss)

EDWARD. Excuse ne a niomznt.
(Into telephone)
Hello! ... I cant talk now ...
Yes, there is ... Well then, I'll ring you
As soon as I can.
(Eg PETER) I'nm sorry. You were saying?

PETER. I was saying, what is the reality
0f experience between two unreal people? (p.143)

It is, of course, a key question for Edweard and for the audience.

This first scenc of Act 1 is hastened to a close by the
reappearance of Alex (with his Jjacket on) who announces that the neal is
cooking, drops another broad hint about the unreality of Lavinia's aunt
and takes off Peter with hin —— after Edward has poiuitedly asked hin

to "Please shut the door after vou, so that it latches" (p.144).

Having at last, so he imagines, scecured his privacy. Edward "picks up

the telephone, and dials o nunber". The call, however, is in vain

for Celia is not in, and as Edward slowly puts down the receiver the
curtain falls. This final telephone call not only provides a good
curtain "teaser" for the audlcnce by hinting at a secret affair be-

tween Edward and Celia, but confirns Edward's inability to regain the
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initiative in the conduct of his affairs.
Act 1, scene 2 consists of two novements, the first full of
enbarrassing interruptions,; and the second quiet but intense. At

the beginning of the scene Edward "is alone, playing Patience" (p.146),

a suitable occupation in the light of the Unidentified Guest's advice,
"The one thing to do/Is to do nothing. Wait" (p.135). After a
pause the doorbell rings again and, answering it, Edward is startled
to find Celia on his doorstep. There is barely tine for the
audience to realise the relationship between her and Edward and for
Celia to learn of the projected return of Lavinia, before there is

yet enother interruption:

CELIA. Lwvinia coning back!
Do you nean to say that she's laid a trap for us?

EDWARD. No, If there is a trap, we are all in the trap,
We have set it for ourselves. But I do not know
What kind of a trep it is.

CELIA. Then what has happened?
(The telephone rings)

EDWARD. Daun the telephone. I suppose I nust answer it.(p.147)
Although the interruption once again appears rcasonably motivated (it
is Alex ringing to enquire how Edward has enjoyed his meal) it re-
inforces the suggestion of the "trap" in which Edward finds himself,
though the invasion of his privacy is fast reaching a point where the
audience could be forgiven for doubting his assertion that "We have
set it for ourselves".

This telephone call is nerely the first of a fresh spate of
interruptions. The next is indirectly contrived by Alex for a
burning snell from the dish he had left cooking (and which Edward
has forgotten to renove from the oven) sends Celia rushing into the

kitchen. Then as Edward "goes over to the table and inspects his

gene of Patience" "The doorbell rings repeatedly" ond Celia re-
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enters fron the kitchen to announce that she has no intention of
hiding and that Edward had better answer the door (p.148). The new
arrival turns out to be Julia again who, as Celia comes in from the

Kitchen with the charred remains of Alex's omlette. announces that she
too has come to feed Edward and thereupon disappears into the kitchen.
The set-up is thus identical .to that of the last part of the previous
scene cxcept that Celia has replaced Peter, and Julia has taken over
again fron Alex. Edward barely has tine to tell Celia of the Un-
identitifed Guest's proposal to bring Lavinia back before Julia
interrupts again. The tining of this and the sound effect which
precedes it in relation to the dialogue plants the suggestion that
supernatural forces are at work:

CELIA. But why should that man want to bring her back —
Unless he is the Devil! I could believe he was.

EDWARD. Becausec I asked hin to.

CELIA. Because you asked hin to!
Then he nust be the Devil! He nust have bewitched you.
How did he persuade you to want her back?
(A popping noise is heard fron the kitchen)

EDWARD. What the devil's that?
(Re—enter JULIA, in apron, with a tray and three glasses) (p.149)

Julia's seemingly diabolic omniscience is given further emphasis as
she nakes Edward and (Celia drink a toast to "Lavinia's aunt" but she
encounters a slight set-back when Edward rcfuses her offer to sup with
her, and Celia, though accepting the invitation, states that she
"wishes first to talk alone with Edward for a few minutes. Julia for
the moment is apparently out-mano@uvred and, after asking Celia to
follow her as quickly as possible, has to takc her leave. This

exit ends the first novenent of the scene.

For a while Edward and Cclia are at last able to talk freely

with each other. No busincss is specified in the text of this
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sequence in which the two characters come to realise the false inage
each has had of the other, though a producer would probably want to
acconpany sonc of Celia's nore forceful lines with some physical action.
Edward on the other hand, believing that his

.+» life was determined long ago

And that the struggle to escape from it

Is only a nake-believe, a pretence

That what is, is not. or could be changed, (p.153)
should remain fairly still. Like an cver-stinulated rat in a

laboratory he is ceasing to react. Howcver, he is still under sur-

veillance and when yet again "The telephone rings" (p.154), he

wearily damns it but says, "I suppose I had better cnswer it". The
caller is, of course, Julia who clains that she has once nore left her
spectacles behind. Edward finds them in the kitchen and returns carry-
ing also a half-enpty chaupagne bottle with which he and Celia drink a
soniewhat inprobable toast to the Guardians. (In the patterning of
the play this toast is parallelled by the libation the Guardians drink
on behalf of Edward and Celia at the end of Act 2). Celia then exits
with the spectacles and Eliot brings the scene to a close with the deft
touch of nmaking Edward realise that he had failed to conclude his con-
versation on the phone and, the receiver not having been replaced, Julia
is still listening in.

The third scene of Act 1 is in three movenents: a brief prologue,
a very busy second novenent with constant interruptions, and a final
novenent of pure duologue. The first two novements bring the Guardian's
attenpts at mystification to a-hcad.  Already, as we have seen, they
have destroyed Edward's privacy so effectively that nct only do the
walls of his flat fail to offer hin any protection, but he has
virtually lost the power of indopendent action. Now they initiate

a final series of confusions to bring the process to a climax which
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clears the way for the spiritual rehabilitation of the characters
whose lives they are manipulating. The opening sequences provide a
few ninutes of stocktaking before the confusions begin. The curtain

rises on "The gghe roon: late afternoon of the next day.  EDWARD

alone. He goes to answer the doorbell" (p.156). The caller is the

Unidentified Guest who has cone to preparc him for the reappearance of
Lavinia, and in a telling exchenge he emphasises Edward's powerlessness
to alter the course of events:

UNIDENTIFIED GUEST. ... I have conc to tell you that you will change
your mind,
But that it will not matter. It will be too late.

EDWARD. I have half a mind to change ny nind now
To show you that I an free to change it.

UNIDENTIFIED GUEST. You will change your nind, but you arc not free.
Your nonent of freedon was yesterday.
You nade a decision. You set in motion
Forces in your life and in the lives of others
Which cannot be reversed. (p.156)
After instructing Edward not to question his wife when she arrives and
telling hinm, to his nystification, to "await his visitors" K the Un-
identified Guest exits apl-opriately by the flat's "service staircase"

(p.158),43 ending the first movement of the scene.

Now there is another pause during which Edward, alone, "moves

about restlessly" not knowing what to expect. "The bell rings, and

he goes to the front door" (p.156) to find that his first visitor is

Celia. Highly cmbarrassed because of Lavinia's imminent arrival, he
asks Celia to leave only to learn that Lavinia has apparently sent a
telegren to Julia asking Celia to comne. Edward can only ask Celia to
sit and remains helplessly tongue-tied, but she is able to sec the

funny side of the situation. Then "The doorbell rings" again and

Edward "Goes to the front door" expecting Lavinia, but instead finds

Peter. Hestates that he 'ag cc.ac because Lavinia has requested this
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in a telegranm sent to Alex! Peter and celia have berely tine to
say that each of them is going away (Peter to California) when, with-
out warning, the fourth of the Guardians' subjects arrives:

CELIA. I an going away too.
(LAVINIA lets herself in with a latch-key)
PETER. You're going abroad?

CELIA. I don't know. Perhaps.

EDWARD. You're both going away!
(Enter LAVINIA)

LAVINIA. Who's going away? lell, Celia. Well, Peter.
I didn't expect to find either of you here. (p.160)

This is a beautifully contrivéd entrance. ' Af'ter two false alarms
from the doorbell, Lavinia's quiet arrival using her latch-key takes
the audience by surprise, but perfectly enphasises her co-ownership of
the flat. (A snall but significant point here is that though this is
Lavinia's first entrance Eliot has no need to nake any of the other
characters address her by her nane until sone eighteen speeches after
she has cone in — her identity is established purely by her mode of
entry.) Lavinia is as surprised to find Celiz and Peter in the apart-
nent as Edward had been, but the explanation is suggested by the timing
of her entrance. Lavinia is seen to return to Edward at the precise
monent that Celia announces she is going away, and Peter's sinilar
announcenent (as we learn in lLct 2) has the samne relevance for Lavinia.
The husband and the wife are brought together as their lovers depart.

After hearing about the supposed telegrans, Lavinia realises that
the confrontation has been organised by Julia and Alex, and the arrival
of this pair is therefore keenly awaitcd by the audience. In the
meantine Lavinia is almost as perplexed as Edward had been how to
occupy the time:

LAVINIA, Meanwhile, I suppose we night as well sit down.
What shall we talk about? (p.160)
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The ensuing conversation, not surprisingly is very strained but is
prevented from beconing too enbarrassing by the tiwely arrival of,
firstly Julia and, a little later, flex; both of whom ring the doorbell
and are admitted by Edward. Thoush they kcep up the nystery about the
telegrans, they huasten the departure of Peter and Celia (p.163).
Edward nakes an unsuccessful attenpt to got an explanation of the
telegrams from Julia and Alex, and their refusal proupts Lavinia to
speak of her sense of being nanipulated. Her speech echoes Edward's
renark about "the trap" to Celia in the previous scene, and suns up the
effect of thc action so far:

I an surc that you could explain the telegran.

I don't kmow why. But it seemns to ne that yesterday

I started some nachire, that zoes on working,

And I cannot stop it; no, it's not like a machine ——

Or if it's a machine, soneone else is rwmning it.

But who? Soriebody is always interfering ...

I don't fecl free ... and yet I started it ... (p.163)
But Julia and Alex remain enignatic and depart, leaving Edwerd and
Lavinia alone together to sort things out as best they can.

There are no indications for enactrent in the long duologue between
Edward and Lavinia which wrings thc first act to a close. Although the
natrimonial bickering which acconpanies the soul-searching in this
sequence would appear to invite 'business' in performance, Eliot offers
no clues here to the precise actions (if any) of the characters. This
is not surprising. Virtually cvery entrance, exit and iten of
'business' stipulated so far in the text has, as we have seen, been
directed to the end not of cenhancing the reality of the characters,
but of undermining it by patent manipulation and mystification. Leaving
aside the guestion of who actually started it, "someone else" is running
the rachinec. But who and why?

Act 2 provides — or, at least. suggests —— the answers. The

scenc is "SIR HENRY HARCOURT REILLY'S consulting room in London.
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Morning: several weeks later". In this clinical setting, Sir Henry
(whom the audience; of course, recognises as the Unidentified Guest)
sits "alone at his desk™ and most appropriately, sets the action in
motion by pressing an electric button (p.171). "The NURSE-SFCRET.RY
enters. with Appointment Book" and there follows & short sequence
which gives the audience (for the first tine in the play) a concise
scenario for the action to follow. An air of nystery is retained as
none of the patients are mentioned by name. but an elaborate system of
telephone and push-button cues is set up by which Sir Henry will con-
trol their arrivals and departures:

REILLY. lLibout those three 2rPointments this morning, Miss Barraway:
I should like to run over ny instructions again.
You understand, of ¢ ~:ze, that it is important
To avoid any neeting?
NURSE SECRETARY. You made that clear, Sir Henry:
The first appointment at eleven o'clock.
He is to be shown into the small waiting room;
And you will see hin almost at once.

REILLY. I shall sce hin at once. And the second?

NURSE~-SECRETARY. The second to be shown into the other roon
Just as usual. She arrivec at a quarter past;
But you nmey kcep her waiting.

REILLY. Or she may keecp ne waiting;
But I think she will be punc+mnl.

NURSE-SECRETLRY. I telephone through
The noment she arrives. I leave her there
Until you ring threc times.

REILLY. And the third patient?

NURSE-SECRETARY. The third one toc be shown into the small roon;
And T need not let you kncw that she h-.3 ~-—rived.
Then, when you ring, I show the others out;
And only after they have left the house ...

REILLY, Quite right, Miss Barraway. That's all for the noment.
NURSE-SECRETARY . Mr Gibbs is here, Sir Henry.

REILLY. Ask hin to come straight in;
(Exit NURSE-SECRETARY) (p.171)

Alex's immediate entrance and his ensuing co:-versation with

Reilly confirms his role as onc of the trio of maanipulators. The two
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nen discuss the success of their c¢fforts so far to condition Edward
for treatment, and Reilly comments that he has delayed his appointient
with Edward for four days "To lower his rcsistance". The conversation
between the two Guardians is interrupted by a call from Miss Barraway
on the house-telephone to announce Edward's arrival, and Alex leaves
by "the service staircase" (like Reilly in the last scene of Act 1) to
return after Reilly has completed his morning's work. Alex's depart-
ure comnpletes what is, in effect, a brief prologue to the first of the
act's two nmain novements. The first of these centres on the
diagnosis and suggested cure of the Chanberlaynes.

Edward's shock at discovering on his entrance that the psychiatrist
he has cone to consult had been his Unidentified Guest is effectively

stage-managed by Eliot. While Edward "Stops and stares at REILLY"

(p.172), the latter "without looking up frou his papers" quietly asks

hinm to sit down. Edward, however, finds the confrontation so
enbarrassing that he makes to leave, and then, when Reilly asks hin for
the second tire to sit, suspects that he is a victin of a trap prepared
by Lavinia:

EDWARD, But you had seen ny wife?

REILLY. Oh yes, I had seen her,
EDWARD. So this is a trap!
REILLY. Let's not call it a trap.

But if it is & trap, then you cannot escape from it:

And so ... you might as well sit down.

I think you will find that chair comfortable. (p.173)
Whether or not the interview should be regarded as a "trap", the fact
that Edward at last (after Reilly's third invitation) sits down is a
significant indication that step by step he is submitting to the will

of the Guardians.

In the interview which follows Reilly effectively undercuts the
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rennants of Edward's self-assertiveness to bring hin closer to an
honest assessment of his relationship with his wife. The
nanipulations of the Guardians have helped hin to realise, though he
does not fully understand it yet, his spiritual dependence on Lavinia:

Without her, it was vacancy.
When I thought she had left me, I began to dissolve,
To cease to exist. That wes what she had done to ne!
I cannot live with her —— that is now intolerable;
I cannot live without her, for she has nade me incapable
Of having any existence of ny own.
That is what she had done to nme in five years together!
She has nade the world a place I cannot live in
Except on her terns. I nust be alone,
But not in the sane world. So I want you to put ne
Into your sanatoriuan. I could be alone there? (p.176)

At this point the house-telephone rings to signal the arrival of
Reilly's second patient in "the other room", and though Reilly replies
that Edward could be alone in the "eanitoriun" the telephone call,

as the audience learns presently, foreshadows a completely different
solution. After listening a littlc longer to Edward, Reilly prepares
to inplenent the second stage of his treatncent:

But beforc I treat a patient like yourself
I need to know a great deal nore about hin,
Than the patient hinself can always tell re.
Indeed, it is often the case that ny patients
fre only piecas of a total situation
Which I have to explore. The single patient
Who is ill by hinself, is rather the exception.
I have reccently had another patient
Whose situation is nuch the saize as your own.
(Presses the bell on his desk three tines)
You nust accept a rather unusual procedure:
I proposc to introduce you to the other patient. (p.177)

And in a few nonents, despite Edward's protests the Nurse-Secretary
ushers in the other patient who turns out tc be Lavinia. Both
husband and wife are equally surprised by this confrontation, and
Reilly has to ask Edward (as well as Lavinia) to sit before the final

stage of the treatment can proceed.
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After this there are no stage directions until the end of the
interview. Edward and Lavinia have sinply to accept the truth about
thenselves and agree to "make the best of a bad job" (p.182).  When

this point is reached "EDWARD takes out his cheque=book" to pay the

psychiatrist's fee, but "REILLY raiscs his hand"., The gesture is

anbiguous for accompanied by Reilly's next wo lines it can be taken
either as signifying the fact that he does not require irmnediate pay-
nent or as a fornal gesturc of blessing:

My sccretary will send you ny account.

Go in peace. And work out your salvation with diligence.

(Bxzeunt EDWARD and LAVINIA)(p.183)

In Eliot's first draft of The Cocktail Party the act set in Reilly's
=3 ALY,

consulting-roons (Act 3) was in two sccnes, the first ending with the
departure together of Edward and Lavinia, and the second beginning with

the instructions, "SIR HENRY secated at his desk as before. CELIA
44

enters." In the final version of the play, however, the action is
nade continuous by the introduction of a brief scene between Reilly

and Julia which parallels the one (also introduced after the first
draft) between Reilly and Alex before Edward's entrance. These short
sequences serve purposes beyond that of improving the continuity of the
consulting-roon act: they clarify the role of the Guardians and to soune
extent deflate Reilly as a seeningly all-knowing, all-powerful figure.
This is particularly true of the Reilly/Julia sequence which is
introduced by a rare visual joke in which Eliot has Reilly take a brief
rest on his own professicnal couch! Reilly gets up to answer a c2ll
on the house-tclephone, but returns to the couch as Julia enters by

the side door. He is apparently so exhausted after his session with

Edward and Lavinia that Julia has to order him to get up to attend to

his next patient!
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Henry, get up.
You can't be as tired as that. I shall wait in the next roomn,
And cone back when she's gone.

REILLY. Yes, when she's gone.
JULIA. Will Alex be herc?
REILLY. Yes, he'll be here.

(Exit JULIA by side door) (p.184)

Thus, for once in the play, a piece of bﬁsiness is used to show the
hunan weakness of a Guardian rather than to further their "“diabolical"
nanipulation of the other characters.

There is almost nothing to say about the stagecraft of the Reilly/
Celia interview (the second nmzjor novenent of the act). Like the
Chanberlaynes, Celia is ushered in by the Nurse-Secretary after
Reilly has pressed the button on his desk, but there are no shock=
tactics or surprises for her. She has, in fact, shown herself to be
quite inpervious to manipulaticn (notably in the second and third
scenes of Act 1) and what surprises there are in this interview
proceed purely from her character and open outlook. The lack of
"trickery" in her trecatment can thercfore bec talken as a measure of her
sainthood. The only "business" in this scequence is when Reilly

"Writes on a slip of paper” the address of his "sanitoriun", and at

the end when he pushes his desk button to suimon the Nurse-Secretary
to show Celia out.

Act 2 ends with a brief rovement which forms a kind of epilogue
to thec act. It is introduced by Reilly's dialling on the house-
telephone and inforning Julia, "It is finished. You cen come in
now." (p.192) After a short conversation in which Reilly expresses
his fears for the Chamberlaynces and Julia her concern for Celia,

Reilly "Takes up the house-telephone" to ask for filex, only to be

told he is on his way up. A nomnent or so after Alex has entered,

the "NURSE-SECRETARY enters with & tray. a decanter and three
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glasses, and exit¢®. REILLY pours drinks." (p.194) The ritualistic

libations which are then offered up on behalf of the Chamberlaynes
and Celia formally mark the completion of the active part of the
Guardians' work —— apart. perhaps, frow helping Peter Quilpe. The
libations also have the effect of introducing a palpable touch of
the supernatural into what has previously passed muster as a consult-
ing roon. For a ninute or so the play's world of drawing-rooms and
psychiatrists seens to be reduced to a mere speck in the infinitude of
God's creation:

Protect her from the Voices

Protect her from the Visions

Protect her in the tunmult

Protect her in the silence.

(They drink) (p.194)

The final act of The Cocktail Party, we arc told. was the most
45

difficult part of the play for Eliot to write. The act was
projected but not included in Eliot's first draft and after being
written underwent counsiderable changes between the Edinburgh and New
York productions and between the New York and the London one. Martin
Browne connents:
Eliot was setting out to do an exceedingly difficult thing.
The characters were to neet again after two years without the
one who had nost deeply involved us; and we were now to con-
centrate on the reactions of the other characters to her painful
death. There was an obvious danger that this would become, in
effect if not in name, an epilogue — and this danger was not
entirely avoided ... Another problen was to show Edward and
Lavinia living a narricd life of peaceful understanding without

making the relationship boring or banal. The state is
essentially an undranctic one.46

Eliot's difficulty with this final act was no doubt increased by his
acceptance of Martin Browne's well-neant advice to cast the play in
thrce acts instecad of the ori~inally-intended four. The added stress
this gave to the last act is unfortunate for though the act

effectively conpletes the overall pattern it is undeniably thin in
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dramatic action.

Eliot's awarcness of the "epilogue" problen. however prompted
hin to adopt a device which helped with the dramatisation of the
Chanberlayne's "post-operctive" state. Writing to Martin Browne
after roughing out a drzit of the last act, he coumented:

I think it night be possible for ne to devise a better opening for

Act IV rewriting the first few pages, and especially if you could

allow ne a couple of caterer's men to be present at the very

beginning. It seens to ne that o little business would enliven
the opening and stinulnte the interest of the audience instead of
the nere dialogue. Besides I an not surce that that light

connedy dialogue doesn't go on too long and perhaps give the
inpression of being rather forced.47

The introduction of the Caterer's Man (one only in the final text) in
fact accomplished a good deal more than offering scope for a little
enlivening business to open the act. It denonstrates that the cock-
tail party which the Chanberlaynes are to give together will offer more
substantial fare than the tray of potato chips which was all the hap-
less Edward could producc for his gucests in the Act 1 party. and thus
suggests by netaphoric extension, as Carol H. Smith has noted, that the
narriage has been spiritually replenished.48 And the Caterer's man
has yet another function, of particular rclevance to this discussion:
he not only serves the buffet but as a buffer.

In Act 1,as has been demonstrated in detail, Edward was at the
mercy of the doorbell and the telephone, never knowing who or what was
going to intrude next. In Act 2 the "patients" are ushered in and
out of the consulting-rooms by bell, appointment-book and telephone,
but this time the "machinery™ and its purpose are apparent. Now in
Act 3 Edward and Lavinia no longer have to answer the doorbell; the
Caterer's Man does it for tkh. and announces the new arrivals before
they enter. Guests nmay still arrivce unzxpectedly but the Chanber-

laynes have at last a little insulation against the outside world.
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There is, however, the hint in a remark Julia lets slip just after her
arrival in this act that the Caterer's Man nay be more than he seems:

Oh yes, I know this is a Parkison's party;

I recognised ocne of their men at the door —

In o0ld friend of nine, in fact, (p.198)
The Chanberlaynes are obviously making good progress in their spiritual
. convalescence, but they are still, this cormment suggests, under
observation.

Apart fron entrances and exits (and the offering of drinks49)
there is not a grcat deal of business stated or implied in the text
for this act. Most of it cones at the beginning. Lavinia's noving
of a bowl of flowers, the Caterer's Man's arranging of the buffet
table and his bringing in of the trolley, inform thec audience that a
well-organised party is in the offing; and such details as Edward's
patient attenpts to straighten a picture while Lavinia decides whether
it should be moved right or left, his suggestion that she should lie
down briefly before the party and her request for him to sit down
beside her, show the degree of companionship they now have in their
narriage.

The pattern of entrances in the act, according to Martin Brownq?o
undervent sornc changes in the course of Bliot's revision, the principal
one being to make Reilly the last of the arrivals instead of having him
enter with Julia. This is clearly an inprovenent as the effect of
Julia's unexpectedly ezrly arrival, recalling her Act 1 behaviour, is
thereby heightened, and keeping Reilly's oracular presence in reserve
for the denouement strengthens the shape of the act. Julia's opening
speech prepares the entrance of Alex who, of course, has the job of

naking the climactic disclosure. The finel two entrances Peter

Quilpe and then Reilly, are used to delay and thus heighten the effect
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of Alex's revelation in the fincl novement of Celia's crucifixion.
Eliot's art here, however, essentially relates to his patterning of the
dialogue and therefore is outside the scope of this study.

The final exits of the pley are intended to suggest that the
characters having nade a choice rmust now proceced along the path
deternined by that choice. Julia speaks for the Guardians — and, no
doubt, for Eliot:

Everyone nakes a choice, of one kind or another,

And then nust take thc consequences. Celia chosec

A way of which the consequence was Kinkanja.

Peter chose a way that leads hin to Boltwell:

And he's got to go there ...
And Peter accordingly goes after saying good-byc to the Chamberlaynes
and to the quardians.

.o+ And now the consequence of the Chamberlayme's choice

Is a cocktail party. They nust be ready for it.

Their guests may be arriving at any noment. (p.211)
The Chamberlaynes accordingly stay to accept, as Reilly puts it,
their "appointed burden". (p.212) Then the Guardians leave together
for the cocktail party at the Gunnings where, ceven though Reilly will
not be unexpected, it nmay be presuned they will assist other
"patients" t7 choose their path.

The play ends with Edward and Lavinia cagerly responding to the

familiar ring of the doorbell.

Iv
The Cocktail Party nmarks an important step in the development of
the "enclosed" play in modern English dranma. As has been noted earlier,
few playwrights after Pinero had fclt inclined to use the naturalistic
well-nade play for serious work. It has lived on in a modified form

as a vehicle for light comedy providing, at best, diverting but thin

entertainment. In The Cocktail Party, however, Eliot made the
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revolutionary decision to take the polished surface of the drawing-
roon conedy world seriously and use it as a mirror to show the
enptiness of middle-class life. To achieve this he not only perfected
a verse idion which recreates the effect of drawing-roon comedy specch
just a little too well, but, as we have seen, enployed a type of stage-
craft which inparts to the genze's typical business —~thoe offering and
accepting of drinks, the ringing of doorbells and telephones — a new
consciousness of unreality.

This unreality, however, is charged by the feeling (later confirmed)
that the principal characters arc being nanipulated for purposes which
for nuch of the play are unknown to then. It is doubtful whether Eliot
really intended to counvey the effect of brainwashing but this as far as
Edward is concerncd (and he is on stage far nore than anybody else) is
what the final text suggests. Celia alone remains unnoved by the
machinery and her power to choose can therefore be accepted — even if
one has reservations about the weird and exotic detail which colours
the account of heor crucifixion. So nuch palpable conditioning precedes
Edward and Lavinia's choice, however, that it seems no choice at all.

To this element of deterninisn nust be added the impression one gets

of the Guardians enigmatically circulating from one cocktail party to

the next in accor?ance with their pre-ordained role. Even though their
purposes are identified in the action of the play there remains something
alarning about then. Whatever Eliot's intentions nay have been (for

the role of the Guardians grew considerably during the naking of the
play) their nmanipulations raise disturbing questions concerning human
identity and volition.

Eliot's final two plays, The Confidential Clerk and The Elder

Statesnan, though they too deal with questions of appearance and
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reality, true and false identity and so on, are nuch less effective
in their patte;ning and theatrical technique. Fron a technical point
of view it would appear that Elict wished to prove with The

Confidential Clerk that he could write a well-nade three-act play in

which plot intercst was sustained right through to the dénouement.51
Certainly his third act, which is in fact longer than the preceding
ones achieves this, but the fatuousncss of the mistaken-identity plot
(conplete with the story of the babes wilfully confused by their

nurse) inmpairs the seriousness of Eliot's theme of real and mistaken
vocations. Nor from the point of view of stage-business did Eliot
profit by his experiment with farce as he nade no attempt to capitalise

on the genre's typical business. The Elder Statesman on the other

hand has a slight surface plot and an elegiac tone which relates nuch

nore to Eliot's source, Oedipus at Colonus, than to drawing-roon

conedy. The play's settings suggest its simple nmovement: the first

act takcs plece in "The drawing-room of Lord Claverton's London home.

Four o'clock in the afternoon'"; the second on "The Terrace at Badgley

ggggglfa convalescent home]. Morning"; and the third act shows the
sane setting "Late afternoon of the following day" (p.297). It is
thus literally a sunset play, notable not at all for its stagecraft
but possessing a quiet beauty in its verse as its aging protagonist
faces his ghosts and his death. These final two plays are no doubt
significant for their verse but show a regression as far as stage-
craft and theatrical inpact are concerned.

The Cocktail Party, however, does mark a breakthrough in the

development of a modern theatrical idiom. It invested a stereotyped
forn with a scense of alienation?2naking previously familiar surround-

ings and relationships seem insecurc and insubstantial. To Eliot
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this consciousness of discsociation was a necessary prelininary to the
acceptance of another reality.  But what if the Guardians in The

Cocktail Party had not been servants of a greater reality? What if

their "patients" never learnt who was panipulating then or why?  What,
indeed, if there were¢ nobody at all outside the drawing-roon?  After

53

Eliot cones Pinter.

v
No English playwright from Pinero to the present day conveys a
stronger sense of cnclosure in his work than does Harold Pinter. This
feeling does not derive nerely fron his frecquent use ot a single
enclosing setting —— the Pinter roon over which so nuch critical and
spcculative ink has been spilt -— for it is also present in works
such as gilencec in which the characters arc physically isolated, each

54

in his or her own "area", on an enpty stage. This latter innge
offers o better clue to the nature of the "enclosure" in Pinter's drana
tr.an does the roon, for even in his earlier plays "“the roon" is
surrounded by the unknown and the charpcters are shown, as Pinter re-
narked in an interview in 1960, *at the extreme edge of their living,
where they are living pretty nuch alone ..."55 The plays record the
characters' attempts to structure an essentially anarchic existence and
thus we arrive at a kind of inverse determinism: man is free but walls
hinself in because of his fear of frcedon.

L sinilar paradox applies to the structural patterns of the plays.

56 they are at the

"Etched in silence", as John Lahr has described then,
sane tine both "open" and "enclosed%: "open" in the sense that at any
given noment of silencc in them the action could go in a number of
different directions; "enclosed" in that the ultimatc result of the

overall action is a kind of circling back, a recognition of a basic

7
condition which was latent at the beginning.B' Pintexr, fron his own
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point of view, has described the process as follows:

I'd like to make quite clear ... that I don't regard ny own
characters as uncontrolled or anarchic. They're not. The
function cf sclection and crrangoi:ical is rlis. I do all the
donkeywork, in fact and I think I can say that I pay
rmeticulous attention to the shape of things, from the shape of
a sentence to the overall structure of the play. This shaping,
to put it mildly, is of the first importance. But I think a
double thing happens. You arrange and you listen, following
the clues you leave for yourself, through the characters. And
Sonetines a balance is found, wherc image can freely engender
inage and where at the sane time you are able to kecp your

sights on the place where the characters are silent and in hiding.
It is in the silence that they are most cvident to me.58

Written in this matter (without, of course, any kind of scenario),
Pinter's plays are nmuch more peoetic than Pinero's well-nade structures,
but no less precisely patterned and "punctuated". In the works of
both playwrights there is a considerable use of pausation, but, whereas
Pinero used pauses to underline specific details in the causal linking
of his plots, Pinter writes for the sake of the silences. As Peter
Hall, the director of most of the original productions of Pinter's
plays, has cormented:

Harold writes in silence as rwuch as in words; he defines silence

by the noise on either side of it and the literal comnunication

on either side of it. So you have to discover what goes on
through that.59

The silences, as we will show in some detail in the next sec*ion, are
graded in terms of both duration and effect, but it is through them that
the shape of Pinter's actions gradually becomes manifcst in the theatre.
Moreover, in most of the stage plays the completion of the action is
marked by a "long silence" or its cquivalent.6o

Analysis of "blocking" patterns in Pinter's stage plays is of

limited value compared with the study of his silences. After his

first plays, The Room (1957) and The Birthday Party (1958), in which

his use of pausation bears only slightly on the pattern of entrances

and exits, major entrances generally coincide with marked "silences"
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in the text, and thus these "silences" may be seen as signalling new
movenments within scenes.61 This is generally the case in The Care-

taker (1960) and emphatically so in The Homecoming (1965). Since the

last-naned play, however, Pinter has been exploring a drama of with-
drawal in which physical movement has hardly any part. Scenario graphs
for Landscape (1968) and Silence (1969) would only show twe continuous

bars for the former and three for the latter!  The same applies to 01d
Tines (1971) in which the three bars are interrupted only by a vertical
line marking the division betwcen the two acts and by a gap in Kate's

bar between her exit at the end of Lict 1 and her entrance carly in Act 2.62

However, a few points suggested by the scenario graphs for Pinter's

first two full-length plays, The Birthday Party (Figure 24) and The Care-

taker (Figure 25). are worth brief comment before a closer cxamination

is made of the patterning and "punctuation" of Pinter's most ambitious

play to date, The Homecoming.

The Birthday Party has a simple overall structure: three acts

depictiﬁg, in turn, the action before, during and after the "party".
The blocking pattern is only vaguely symmetrical, but something of the
circular quality of the action is suggested by the opening and ending
of the play with Meg and Petey. Further points of the blocking pattern
are that Stanley, the central character, enters at the beginning of the
second nmovement of fAct 1, and (with Goldberg and McCann) exits finally
at the end of the penultimate movement of Act 3; that the sequence
involving Lulu and Stanley in Act 1 is similarly positioned to the

one involving her and Goldberg in Act 3; and that Goldberg and McCann
have a sequence together in each of these acts. This however ——
apart fron the fact that Stanley and McCann are on stage for almost the

whole of fict 2 — is the sun of the "blocking" symmetry, though there
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are, of course; many recurring motifs in the dialogue and stage
business.

The scenario graph for The Caretaker, with only three characters

involved, has a nuch simpler pattern. Davies is present throughout
the action, except for the brief sequence at the beginning where Mick
sits alone and looks in turn at the objects in the roomn. Given
Davies' continual presence and the fact that Pinter only twice allows
the two brothers to be present at the sanme tine (for a three and a half
page sequence in Lct 2, and momentarily in 4ct 3), the play inevitably
offers a series of alternating duolecgues between Davies and fLston or
Mick. The effect, of course, is to put the audience in the same state
of uncertainty about the brothers and their relationship as is the old
tramp. The other notable feature of the play's '"blocking" is the way
in which these duologues, generally speaking, becowme progressively
shorter, and thus the rhythm more staccato, through the interruptions
caused by fades; blackouts and curtains as well as entrances and

exits. This also has an unsecttling effect on the audience, similar

to the effect of the brothers on Davies, but the division of the action
into eight sections showing a series of cncounters spread over sorie two
weeks of stage time necessarily results in the unusual sacrifice for
Pinter of one of the unities. lIis next full-length play, however,
scrupulously observes all threc, and with its two equally-balanced

acts 2cquires a monumental quality reminiscent of Eliot's The Family

Reunion; a title which like The Cocktail Party and Thc Birthday

Party, is strangely echoed in Pinter's choice of "The Homeaoning,'
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VI

In a 1966 Paris Review interview Pinter stated of his drana:

The only play which gets renotely near a structurasl entity
which satisfies ne is The Homeconing, The Birthday Party
and The Caretaker have too nmuch writing ... I want to iron

it down eliminate things63

The Homecoming is clearly the most tightly constructed of Pinter's
first three full-length plays, having a firmer control of the sub-
text (indicated by the greater economy of dialogue and stage-business)
and more precision in the "blocking" and pointing of the action than
either of the others. The formality of the play's structure in which
the second half inverts the happenings of the first half is hinted at
by the scenario graph (Figure 26), but is more effectively demonstrated
by analysis of Pinter's usage of his unique system of theatrical
punctuation devices: the hesitation (indicated in the text by three
dots), the pause; the silence; the blackout; and the curtain.
These "stops" assist his audiences, denied the explicit connections and
progressions of the well-nade play, to respond creatively to.fhe sub-
textual implications of his dialogue and stage-business and to gradually
sense the unfolding pattern of the action. Instead, therefore, of
discussing the patterning of The Homecoming movenent by movement, as
we have with other plays in this thesis, it is profitable to consider
how the pattern emerges through Pinter's usage of bis system of
theatrical punctuation, beginning with the smaller "stops" and progress-
ing to the more emphatic ones.

(i) The Hesitation: The "three dots" sign should perhaps be
regarded as a conventional punctuation stop rather than a theatrical
one, but because Pinter makes more than usual use of it and as there

are several distinctive features about the way he does so, it is
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necessary to consider it briefly. The sign in Pinter dialogue
definitely indicates a rniomentary hesitation.64 When it is used
frequently the sign indicates a difficulty which the speaker is ex-
periencing in putting together and expressing his thoughts — or
perhaps those thoughts he wishes to express. This may be the result
of o permanent slow-wittedness as with Joey the boxer or, more
interestingly, of a special state of tension. When Ruth, the only
wonan in the play, uses it, it creates a weird effect almost as if
her body were speaking and enables Pinter to prepare an electrifying
(and important) effect when she suddenly snaps out of a sexual trance
and brusquely orders the men about. Similarly when her husbend Teddy
hesitates a number of times in a speech in which he claims to be
enotionally disengaged from the other characters it is evident that his
objectivity is under a degree of stress which has brought it almost to
breaking-point.

The hesitations are not always involuntary, however. Lenny, the
most viciously articulate character in the play, occasionally uses the
device to gain an ironic emphasis. For exanple, when Mex gets out of
bed and comes downstairs to furiously demand why Lenny has been shouting
in the middle of the night, Lenny's reply: "ILook, why don't you just...
pop off, eh?" (p.35) contains a hidden innuendo. As one of Lenny's
favourite methods of baiting Max is to call him Dad (Max's paternity
appears somewhat doubtful), "pop" is obviously loaded. (The word
continues to pop up during the remainder of the sequence.) Similarly,
a few speeches later, Lenny uses a hesitation to stress a neat com-
bination of ironic understaterient and innuendo when he counters Max's
incensed demand for an explanation of the shouting, by a diversion:

"I'11 tell you what, Dad, since you're in the mood for a bit of a ...
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chat, I'll ask you a question.”" (p.36) "Chat" is hardly the word to
describe what Max is in the mood for, but it is exactly the cuphemisn
cormonly used for a father~son discussion of "the facts of life'".
Lenny accordingly goes on to ask: "the night you got me ... that night
with Mum, what was it like? Eh? When I was just a gliat in your
eye."

Indicating a state of fension and cmphasising a succeeding word
are two positive aspects of Pinter's use of the hesitation. There is
also a negative aspect which is of some interest —— the fact that he

rarely uses it to indicate an unfinished speech. In The Homecoming

only half a dozen speeches "tail off", whereas in John Arden's The

Workhouse Donkey (which also nakes frequent use of the hesitation sign)

dozens do. Pinter characters nearly always finish their sentences, and
this, together with the frequent use of subsequent pauses, gives a
distinctive end-stopped character to the verbal exchanges and sharpewus
their inpact.

(ii) The Egggg: This is, of course, the most frequently used
stage-~direction in a Pinter script. It occurs no fewer than 224 times

in The Homecoming (beating the tally in The Caretaker by over fifty!).

Though the device nakes an important contribution to the rhythm by
dividing dialogue (together with movement and "business") into units
of differing lengths, this is not its main purpose. The basic
function of the Pinter pause is to maik "silent interplay of
conscious and unconscious motivation"65 within and between characters.
(The hesitation, of course, directly involves only the speaker.)

More often than not in the plays up to and including The Homecoming

the speeches are noves or gambits in the continual battle for

dominance which characterises Pinter's dramatic world. The pause



288
alerts the audience to the trap concealed in the speaker's words and
focuses attention on his opponent's capacity to avoid it. The

opening exchanges of The Homecoming demonstrate this clearly:

MAX. Whet have you done with the scissors?
Pause

I said I'm looking fci the scissors. What have you done with then?
Pause

Did you hear me? I want to cut something out of the paper.

LENNY., I'm reading the paper.

MAX. Not that paper. I haven'tf?gad that paper. I'm talking
about last Sunday's paper. I was just having a look at it in the
kitchen.

Pause.

Do you hear what I'm saying? I'n talking to you! Where's the
scissors?

LENNTY, (looking_up, quietly) Why don't you shut up, you daff prﬁt?
p.7

Here Max is trying to assert himself by putting Lenny at a dis-
advantage: "What have you done with the scissors?" rather than "Do
you Ikmow where the scissors are?" The first two pauses mark Lenny's
refusal to "bite", or indeed to respond at all to Max if he can help it.
When Max then reinforces his move by offering a rcason for wanting the
scissors, Lenny not only undercuts it by asserting his claim to the
paper but by so doing implies Max's inferior position in the household.
Max counters by implying that Lenny has reduced him to reading last
Sunday's paper in the kitchen, but Lenny is quite unmoved. Finally,
when Max renews his demand, Lenny deals directly with the real issue
(Max's attempt at asserting paternal authority) by giving him, with the
minimum of effort, o calculated verbal slap. Thus the pauses in this
opening passage help to introduce and define the nature of the relation-
ship between Max and Lenry far more effectively than could have been

done by words alone.
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Lenny's refusal to reply until it suits him indicates his
superior strength in the family power gane, and this suggests another
point about the way pauses work in the play. Generally the -
characters who do most of the talking turn out to be the losers because
sooner or later thecy leave themselves open to effective counter--attack.
Max loses in his contest with Lenny, but later in the first act Lenny
loses to Ruth because in the course of trying to intimidate her with a
long story about the way in which he beat up a prostitute who made him
"a certain proposition" he unconciously reveals his impotence.
Similarly the weakness of the marital bond between Ruth and Teddy is
clearly signalled by the fact that most of the many pauses in their
conversation result from Ruth's failing or delaying to reply to her
husband's constant suggestions and questions.
A refusal to answer does not, of course,always indicate strength.
It is somctimes merely the only way in which a weaker character can
avoid total defeat. An exchange early in the play between Max and his
chauffeur brother Sam provides a good example of this. San knows that
Max's deceased wife Jessie had cuckolded him, her lover being Max's
best friend MacGregor. The incident has renained on San's conscience
as it had happened while he was driving the couple around town in his
firma's limousine. Nevertheless, he uses oblique hints about it as a
neans of retaliating against Max's constant attempts to hunmiliate him.
Unfortunately Max has guessed Sai!'s "secret" long ago and is more than
capable of calling his bluff:
MAX. Above having a good beng in the back seat, are you?
SAM. Yes, I leave that to others.
MAX. TYou leave it to others? What others? You paralysed prat!
SAM. I don't mess up ny car! Or my ... my boss's car! Like

other people.
MMAX. Other people? What other people?

Pause.
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What other people?

Pause.
SAM. Other people. (p.15)

The pauses here point Sam's partial defeat. However, as long as
he.does not come out directly with his kmowledge he has & weapon,
double-edged as it may be, to use against Max. When he finally does
blurt it out at g moment of crisis near the end of the play he has a
seizure, collapses, and is disregarded. Once spoken, his secret has
lost its power and he has nothing left with which to defend himself.

The exzchange between Mex and Sam alse illustrates a further point.
The pauses clarify what is happenihg and ensure that the exchange be-
tween the brothers registers with fhe audience. But the details which
explain the conflict are not revealed until the end of the play and then

are shown to be without significance. What matters is not the fact —

which has no intrinsic significance —— but how it is used. Thus
Pinter's pauses are in a sense more tangible than the "facts" which lie
behind them.67

(iii) The Silence: A strong claim could be made for the pause as
Pinter's trademark, but the silence is another natter. Since Waiting
* for Godot the silence in drama has been the ultimate symbol of the

Absurd. Pinter, however, did not adopt this usage decisively until

Landscape and Silence. The silences in these plays signify withdrawal

or oblivion -—— Beth's withdrawal into her one moment of bliss (Land-
scape), the disintegration into nothingness of Ellen, Rumsey and Bates
(Silence). There is a clear hint of this development with two of the

silences in Act Two of The Homecoming which occur during Ruth's

hesitant description of the barrenness of her life in Lmerica. In the
play as , whole, however, the silences perform the same functions

(though with greater precision) as they do in The Caretaker; they
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divide the action into novements, and at the saue tine they
enphasise noments of extreme menace or tension.

There are twenty silences in The Homecoming, all pointing
significant stages in the overall devclopment of the action.

Perhaps coincidentally, there are four of them in each of the five
major sections into which the play is divided, but, as the sections
vary in length and the silences arc not evenly spaced within them, the
device can be found used both in clusters and singly. In the majority
of cases, however, it occurs at the beginning or the end of a sequence,
and where this happens the encounter is given particular stress — a
larger version of the end-stopped effect nentioned earlier.

The silences of the opening section (1;2! up to the first blackout)
are of this kind. The first comes at the end of the opening sequence
between Max and Lenny and the sccond at the end of a sequence between
Max and San, In both cases the silences point defiance of Max's
authority — first as father, then as elder brother and (subtextually)
husband. They also stress entrances —— Sam centers immediately after
the first onc and Joey after the second.68.Ioey's initial entrance is
actually framed by silences, the one which follows his entrance
indicating that even he can sense the tension between his father and
uncle. His opening remark, "I'eel a bit hungry" (p.16) is a singularly
unfortunate attempt at a diversion. It happens to follow criticism
by both Lenny and Sam of Max's inadequate cooking and so provokes Max
into a bitter outburst against thc others, culminating in a dark threat
against Lenny (who exits contemptuously) — and the fourth silence.
Thus each of the silences in the first section of the play underlines
the unresolved tensions in this womanless household.

The isolating effect which the silences often have on encounters
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in this play is particularly evident in the second (Night) section

of Act One. Here there are four major sequences involving pairs of
characters, each sequence being separated from the next one by a
silence (as well, of course, ~s3 an exit and entrance). This not

only imparts a quality of deliberation and menace to this section
presaging the eruption in the next one, but helps to "plant" in
performance an inmportant fecaturc of the overall pattern: that each of

these sequences is parallelcd in Act 2 by a related encounter involving

the same characters but reversing the earlier conflict or action. In

the first one, Ruth (having been brought in the middle of the night to
the home of in-laws she has never met and who are not expectinglher)

is clearly reluctant to stay despite her husband's assurancces that the
fanily will not mind, whereas in the second act he wants to leave and
she does not. Similarly, Lenny's superficially matter-of-fact accept-
ance of Teddy's arrival is counter-balanced in Act 2 by his savagely
ironic denunciation of Teddy's failure to accept the family "hospitality"
in the proper spirit; Ruth's defcat of Lenny when he unconsciously
gives himself away in trying to intimidate her, by her confession and
apparent subnission to him; and Lenny's avoidance of telling Max about
the arrival of Ruth (and Teddy), by his co-operation with Max in con-
cocting the plan to retain her.

The silences in the final section of Act 1 prepare, initiate and
resolve the climactic confrontation of the first half of the play. The
first one simply narks Maz's mood of black frustraztion when he enters
the room in the morning, and leads to another ill-tempercd attack on
Sam who has been tidying up after Max in the kitchen. The next two
3ilences follow in rapid succession, doubling the effect of outrage and

menace, when at last Max comes face to face with his uninvited guests:
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TEDDY and RUTH come down the stairs. They walk across the hall
and stop just inside the roon.

The others turn and laok at them. JOEY stands. TEDDY and RUTH
are wearing dressing gowns.

Silence.
TEDDY smiles.
TEDDY. Hallo ... Dad ... We overslept.

Pause.
What's for breakfast?
Silence. (p.40)

The first of these silences marks the stupefaction of Max, Cam and

Joey — none of whom had any prior knowledge of Teddy and Ruth's
presence in the house; the pause, the recalisation by Max that Lenny
(who is deliberately absent at this point) had concealed from hin the
news of their arrival the previous night; and the second silence, Max's
nounting fury (exacerbated by Teddy's question) at this ultimate insult
to his authority. This is the lighting of a fuse which Pinter has been
laying through the entire act.

The fuse burns rapidiy until Max's rage explodes in a savage
deénunciation of Teddy for bringing a "stinking pox-ridden slut" (p.41)
into his house and he orders Joey to "chuck then out". Joey ignores
hin. Then follows a rcuarkable series of actions, without dialogue,
culminating in an unexpected reversal which is marked by the final
silence of the act:

LENNY walks into the room, in a dressing gown.

He stops.

They _all look round.
MAX turns back, hits JOEY in the stomach with all his night.

JOEY contorts, staggers across the stagc. MAX, with the exertion
of the blow, begins to collapse, His knees buckle. He clutches
his stick.

S/M noves forward to helwn him.

MAX hits him across the head with his stick. SAM sits, head
in hands.

JOEY, hands pressed to his stomach, sinks down at the feet of
RUTH. She looks down at him.

LENMNY and TEDDY arec still.

JOEY slowly stands. He is close to RUTH. He turns fron RUTH,
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looks around at MAX.
SAM clutches his head.
MAX breathes heavily, very slowly gets to his feet.
JOEY noves to hir.
They look at each other.

Silence.

MAX noves past JOEY, walks toward RUTH. He gestures with his
stick.
MAX. Miss. (pp.42-3)

Nowhere in Pinter's plays is his equation of dialogue with gesture more
vividly demonstrated than in this passage. Not only does it present
the culmination of all the tensions of the first act, but it also fore-
shadows the realignment of relationships in the second act — in
particular Ruth's adoption of Joey as her mate and protegé within the
clan. The silence which marks the confrontation between Max and Joey
ends with Max's submission and his acceptance of Ruth's arrival in the
house. The consequences of this decision are worked out in the second
act.

The silences in fict 2 point the stages of a coaflict between Teddy
and his family (excluding San) for the possession of Ruth. The act
begins after dinner with the whole group together and Max in particular
oozing cordiality. Before long, however, he drops his mask and once
again vents his spleen on his usual scapegoat. The clinax of his
attack is marked by the first silence:

MAX points his stick at SAHM.
MAX., He didn't even fight in the war. This man didn't even fight
in the bloody war!

SAM. I did:
MAX. Who did you kill?

Silence.
SAM gets up, goes io RUTH, shakes her hend and goes out of the
front door.

The incident is an ominous portent of the savagery to core. °’
Lfter San's exit, Maex, again apparently benign, turns his attention

to Teddy's marriage and doctorate, and it is soon apparent from Teddy's
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hesitant assurances that neither is as sound as he pretends. This
movenent comes to a head with Lenpy's interrogation of Teddy about the
philosophical definition of a table, but is brought to a halt by an
extraordinary interruption from Ruth:

RUTH. Don't be too surc though. You've forgotten soncthing.
Look at me. I ... move ny leg. That's all it is. But I
wear ... underwear ... which noves with nme ... it ... captures
your attention. Perhaps you misinterpret. The action is
simple. It's a leg ... noving. My lips nove. Why don't
you restrict,your observations to that? Perhaps the fact that
they move is more significant ... than the words which come
through then. You nust bear that ... possibility ... in mind.

(pp.52-3)
As Kelly Morris has observed in an article on the playy70 this speech
suns up Pinter's dramatic niethod and the danger for his audiences that
they may be deceived by "the suggestive rustle which acconpenies the
recal action." L In context, however Ruth's words direct the family to
pay attention to her and what she is, rather than what she seens to be.
The silence which follows her statement is the pivot for the remainder
of the action, for Ruth then goes on to make a simple but chilling
confession:

Silence.
TEDDY stands.

(RUTH) I was born quite near here.

Pausec.
Then ... six years ago, I went to America.

Pause.
It's all rock. And sand. It stretches ... so far ... everywhere
you look. And therce's lots of insects there.

Pause.
And there's lots of insects there.

Silence.
She is still. (p.53)

The action which this crucial passage represents is clear —— Ruth is
revealing the emptiness of her marriage and implying that the family

can have her if they arc prepared to take her.
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In the following movenent Max and Lenny obligingly (and Joey
reluctantly) leave Teddy alone with Ruth. He tries to cajole her
into leaving but getting no positive response decides to force the
issue by going upstairs to pack. Lenny comes into the room and there
is another silence to mark thc beginning of the fifth movement of this
section of the play: Ruth's passive but devastating counter to her
husband. She simply makes herself available, first to Lenny and then
to Joey. Teddy is helpless to stop her; he can only attenpt to
avoid humiliation by refusing to ackmowledge it.72

The final section of the play is divided by silences into four
movenents., The first, a brief one, begins with the two family vietims,
alone together. San is trying to comfort Teddy for, as is soon
revealed, Ruth and Joey have been sharing a bed upstairs for the last
two hours. When, however, Lenny enters the room, Teddy's impotent
hostility becomes evident. His futile "declaration of war" is
signalled by a "double ailence":

LERNY. Still here, Ted? 7You'll be late for your first seminar.

He goes to the sideboard., opens it, peers in it, to the right
and the left, stande.

Where's ny cheese-~roll?

Pause
Someone's taken ny cheese-roll. I left it there. (gg SAM.)
You been thieving?
TEDDY. I took your cheese-roll, Lenny.

Silence.

SAM looks at them., picks up his het and goes out of the front
door.

Silence. (p.63)

Sam exits, of course, because he cannot bear to watch the mental
carnage he knowes will result from this defiance. Although Teddy
explains his action in terms which exactly parallel the family's

behaviour with Ruth ("I was hungry so I ate it"), his gesture is not
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one Lenny is prepared to ignore. The long novement which follows
presents an escalation of vicious effrontery by Lenny and Max, with
Joey a willing acconplice. It has a dual purpose: to secure Ruth to
the fanily on the most profitable terms, and to try Teddy's stance of
indifference to the linit. The culmination of this process comes with
Lenny's proposals that Ruth should be installed in one of his Greek
Strect flats to earn her keep “on her back" (p.72) and that Teddy might
act as her American advertising agent!

Ruth's entry at this point begins the climactic movemnent and there-
fore is given emphatic stress:

RUTH comes down the stairs, dressed.
She comes into the roon.

She spiles at the guthering, and sits.
Silence. tp-755

In this movement Teddy continues to demonstrate his apparent indifference

to the proceedings by himself informing Ruth of the family's proposal
without stating any objection on his part, but Ruth's acceptance reveals
a callous practicality which far outdoes his or even the family's.
Only San, the one character with a moral consciencg? attenpts to inter-
vene, and though the effert nearly kills him he could have saved him-
self the bother for all the notice that is taken of it. Even Teddy
merely looks down at Sam's body and remarks unfeelingly, "I was going
to ask hin to drive me to London Airport" (p.79). He then says good-
bye to his father and brothers as if nothing in the least unusual had
happened, but i~nores his wife until she cal 1s out as he gets to the
front door:

RUTH. Eddie.

TEDDY turns.
Pausc.

Don't becornc a stranger.

TEDDY goes, shuts the front door.

Silence.
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This silence marks the last turning point of the play. Teddy has
avoided humiliation at the cost of anaesthetising his hunanity, while
Ruth has assumed the role of a mother saying goodbye to a son who
rarely visits the family. She then impassively and silently takes
couimand of her brood.

(iv) The Bleckout. Pinter's use of blackouts goes back to his
very first play, The Room (1957). At the end of that play Rose's
sudden blindness is immediately followed by a blackout and when the

house lights come up the curtain has closed. In The Birthday Party

a blackout is used to heighten thc terfor of the game of blind man's
bluff, though here the action continues in the darkness with momentary
illuminations from a fleshlight. It wae not until Thz Caretaker,
however, that Pinter used the blackout as a scene divider. Here he
nade o significant distinction between fade to blackout, indicating

a sinple time—lapse,74 and blackout which he used in the third act to
indicate not merely a time-lepse but Davies' isolntion and moral
blindness.,

The three blackouts in The Homeconing,(there are no "fades") have

a sinilar effect and significance. The first one cuts to darkmess
immediately on Max's statement, "I remember my father" (p.19), and
when the lights cut in egain a fow scconds later Teddy and Ruth (look-
ing almost likc ghosts in light summer suits and raincoats) “stand at
the threshold of the room." Teddy by returning home has "remembered
his father" (as Max with gurgling glec points out at the cnd of the
act), but if he had remcmbered him a little more acutely he would not
have come at all. The sccond blackout (on Max's cxit after his night
encounter with “enny) underlines thc fact that Lenny has left Max "in

the dark" about the arrival of Teddy and Ruth. Therc is also a
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suggestion of a "blindness of paternity" motif here as Lenny has been
inquiring about his conception and wishing aloud hc had obtained
information about it from his "dear nother" before she "passed over
to the other side" (p.37). The third blackout comes in the middle of
Lct 2 when Teddy, after standing impotently by while Joey sprawled on
top of Ruth kissing her, mekes his spcech claiming he has the
objectivity to maintain "intellectual equilibrium"but that Max, Lenny,
Joey and Ruth arc "just objects":

You just ... move about. I can observe it. I can see what

you do. It's the same as I do. But you're lost in it. You
won't get me being ... I won't be lost in it.

BLACKOUT., (p.562)

(v) The Curtain: This and the blackout are, of course, the major
"stops" for defining the overall pattern. The logical function of these
"stors" are clearly distinguished: the curtains to open and closc acts
and the blackouts to sub-divide the acts. Together in The Homecoming
they divide up the play into five major sections. Teuporally these
come close to being a continuum: Evcning; Night; Morning: After-
noon; Evening. The action of "homecoming" can be schemotised sin-
ilarly as: "Home"; Arrival; (Confrontation; Acceptance; Takeover.
When the single setting of the "open living area" is also noted, it
can be seen that Pinter happens, as he usually does in his stage plays,
to have obscrved the neo-classical unities.

Underlying and complenmenting this unity is a design rather like a
woven tapestry thc colour pattern of which appears in reverse on the
other side. The two acts are equally balanced in length and essent-
ially counter-balanced in action. The first act may be described as
Teddy's homecoriing; the second, in several senses of th- word?sy as
Ruth's. This is enphasised by the opening and final curtains. In

. 76
Act 1 the curtein falls with Max moving in to his "prodigal son"
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for a "nice cuddle and kiss" (p,44); in Act 2 with Teddy rejected
and Max beside Ruth grovelling on his knees and saying "Kiss me" (p.82).

The pattern has been reversed and the honeconing is complete.

VII

The Homecoming presents a stark, monumentally-structured, study

of human behaviour in a noral vacuum. Pinter has attempted nothing on
the same scale since, but in his subscquent plays to date has probed
still deeper to question the very possibility of human relationships
when each individual inevitably attempts to shipe the flux of the past
into an arbitrary pattern which will justify the present.

The result, especially in his next two stage works, has been a lyrical
mode of drama in which physical action and even overt mental conflict
are virtually eliminated.

The action in Landscape and Silence is almost entirely in the

characters' minds which co-exist but touch each other, if at all, only
accidentally. In both plays the characters are physically isolated as
well, In Landscape the husband wife sit at right angles to each other

and are separated by a long kitchen table. Pinter notes in his text:

DUFF refers normally to BETH but does not appear to hear her
voice.
BETH never looks at DUFF, and does not appear to hear his voice.(p.8)

In Silence there is not even a set, merely "Threc areas. A chair in

each area." For the most part the characters talk aloud to themselves,

"shoring fragments of verbal memory against oblivion", as Ronald Bryden

77 Pinter's "punctuation" here ex-

comnented in his QObserver review.
presses the theme by itself. Lt the beginning of the play Bates and
Rumsey each relate to Ellen to some extent (each even makes a tentative

physical move in her direction) and their exchanges are punctuated

merely by pauées, but soon the characters are isolated in their areas
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and their spoken thoughts are broken up into smaller and smaller
fragments by silences. The final stage-directions read: "Long

silence. Fade lights."(p.51)

In these plays Pinter passes beyo:d drama as it is normally defined
to a form of theatrical poetry obviously influenced by Beckett's recent
work. Q1d Times. however shows a partial return to the type of con-

flict presented in The Homecoming. There is a struggle for dominance

between two of the characters with the object of establishing a clainm to

possess the third. But, as in Landscapc and Silence — though there

is a little physical action and morc overt mental conflict, the

dialogue fluctuates ambiguously between past and present until at the

end of the play the characters rcalise that they are and always have

been completely isolated and alone. There are two settings: the living
room and the bedroomn. In the living-roonm are two parallel sofas on
wvhich Kate and fnna lic, and a chair at right angles to them on which
Deeley, the "0dd Man Out", sits. In the bedroom there are two divans

and an armchair which Pinter stipulates "are disposed in precisely the

same relation to each other as the furniture in the first act, but in

reversed positions (p.47) The rooms, therefore, can be seen to be

mirror images of each other — public and private reflections of the
same continuing isolation.

These last three plays of Pinter would seem to take ithe "enclosed"
play as far as it can possibly go —— at least while remaining more or
less in the naturalistic mode. It is not surprising, therefore,
that the intervals between the appearance of each new script from
him grow longer and longer. If the danger of "open" form is that it
may ultinmately expand into chaos, that of "enclosed" form is that in

the quest"to iron it down, eliminate things" it may contract to the
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point where the curtain will rise and fall on nothing. Beckett's
Breath (1970) virtually achieves this, but Pinter so far has managed
to balance on the brink without going over. It is a remarkable
achievement, and in no way diminished by a statement he has made,
borrowing a phrase from Eliot's Four Quartets, that for him each new

play has been "a different kind of f\nilure."'78
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NOTES
A1 citotions in ny text from T. S. Eliot's plays are to the single-

volune Collected Plays (London, 1952). Citations from Harold Pinter's
plays are to individual volunes (published by Methuen) as follows:

The Birthday Party and other plays (London, 1960)

The Carctaker (London, 1960)

The Homecoming (London, 1965)

Landscape and Silence (London, 1969)

01d Times (London, 1971)

Citations are followed by parenthetical refercnce to the page numbers
of the appropriate volumes.

(For a conplete list of the Methuen editions of Pinter's plays to date
see Bibliography, Section A.)

1. John Lahr, "Pinter and Chekhov", Tulane Drana Review XIII (Winter,
1968), p.138.

2. John Russell Taylor, The Rise and Fall of the Well-Made Play
(London, 1967), p. 140.

3. Ibid.

4. John Russell Taylor (op. cit., pp.138-9) cites a passage by Noel
Coward from the introduction to volume II of his Play Parade
(new, enlarged edition, London, 1950), in which Coward perceptively
analyses the nature of Pinero's social drama and pays tribute to it.
Eliot's debt to Coward is discussed by Katherine Worth in an
article, "Eliot and the Living Theatre”, contributed to Eliot in
Perspective, ed. Graham Martin, London, 1970 (pp. 162-4).
Coward's admiration of Pinter's dramatic craftsmanship is also
worth noting here. Martin Esslin citeg two tributes to Pinter
by Coward in The Peopled Wound, London, 1970 (pp. 23-4).

5. "Dranatis Personae" The Criterion I (April, 1923), pp. 305-6.

6. "Elizabethen Dramatists" The Criterion II (February, 1924), m.116-7
7. "In Memoriam: Marie Lloyd", The Criterion I (January, 1923) p.193.
8. Ibid., p.19%4.

9. Op. cit., p. 304.

10. "A Dialogue on Dramatic Poetry", Selected Essays, 3rd enlarged
edition %Eondon, 1951) p. 44.

11, "Poetry and Drama", the first Theodore Spencer Memorial Lecture
delivered at Harvard University. Published, London, 1951, and
reprinted in T.S. Eliot's On Poctry and Poets (London, 1957)
pp. 86~7.

12, "Little Gidding" I, Four Quartets, reprinted in The Complete
Poens and Plays of T.S. Eliot, (London, 1969), p.192.
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19.
20.
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"Little Gidding" V, op. cit., p.197.

Reprinted as "Writing for the Theatre", Evergreen Review VIII
(August-September 1964), p.81.

Cited by Carol H., Smith in T.S.Eliot's Dranatic Theory and Practice
(New Jersey . 1963) S TS I

Harold Pinter "Beckett", in Beckett at 60 (London, 1967), p. 86.
Martin Esslin, The Peopled Wound (London, 1970), pp. 41-2.

"Writing for the Theatre", op. cit., p. 81.
Ibid.
Ibid., p. 82

Raymond Willians, Drama in Performance (London, 1954), pp. 111-2.

As Carol H Snith has noted, "In part, the sane motive determined
Eliot's wusc of a coridic surface in The Cocktail Party as that which
lay behind his disruption of the cxpectations of his audience in

The Family Reunion: the desire to destroy and clecar away conventional
modes of thought and interpretation of events in order to reveal

the hidden meaning and the divinc plan behind appearances." (gg.
cit., p. 147) This strategy is, of course, similar to that of

Shaw in his carly plays, but in Eliot's hands both the purpose of

the strategy and its effect are different.

Williams, p. 110.

See Eliot's coments in "Pootry and Drama", op. cit., p.79.
"Poetry and Drama", pp. 80-1.

M.C. Bradbrook, English Dranastic Form, pp. 176-7.

"Poetry and Drama", p.82.
Ibid., pp. 82-3.

Katherine Worth. "Eliot and the Living Theatre", Bliot in Perspective,
ed. Graham Martin (London, 1970), p. 161.

E. Martin Browne, The Making of T.S. Eliot's Plays (Londonf 1969),
p. 111,

Ibid., p. 112.
Carol H. Smith, p. 116.
Grover Smith, T.S. Eliot's Poetry and Plays (Chicago, 1956), p. 208.

See Eliot's letter, dated 18 July 1948, to Martin Browne in The
Making of T.S. Eliot's Ploys, pp. 173-4.
Ibid.

Eliot comments to Martin Browne in his letter of 18 July 1948, "In
order to use the same set for fct IV as for Lct I, I have put a
final gcenc at the end of fict III, which was not contemplated in
this form when I last saw you, 80 as to get Julia, Reilly and Gibbs
together with all the others out of the way. This is the kind of
scene which I, naturally, rather fancy: and which equally naturally,
I fear you will disallow." Martin Brovme's suggestion about in-
creasing the useé of the Guardians in the action was made in a
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letter to Eliot dated 31 July 1948: "From Act I scene 2 to the
niddle of Act III scene 2 the play consists of a series of
interviews. BEach is of great interest in itself but they do
not seen to me to be sufficiently integrated into a pattern of
action. The solution of this problem seems to lie in the use
of Julia and Gibbs." (Martin Browne, p. 175).

Williams, p. 106.
See Martin Browne, p. 232.

Many critics have comnented on this. For example Desmond Shawe-
Taylor in his New Statesman review (3 September 1949) of the
Edinburgh Festival production of the play remarked, "Mr Eliot's
characters are admirably anusing puppets, he manipulates them as
cunningly as the magician in Petrouchka ... I find something
faintly repellent in the quiet smiles and superior wisdom of Sir
Henry and his two pals. Considered as moral teachers and
'guardians' (a key-word of the play), they suggest a group of
infinitely superior Buchmnadite leaders out of the Upper Sixth
instead)of the usual Lower Fourth ... ( Cited by Martin Browne,
p. 238.

See the letter from Martin Browne to Eliot cited in note 36 for
the former's detailed suggestions about these interruptions.

Martin Browne, p. 246.

Williem Arrowsmith in "English Verse Drama II: [The Cocktail Party",
Hudson Review (Autumn 1950), pp. 113-4, discusses this linking of
"half-sight" images and observes "The meaning of Julia's half sight
is to be found in a proverb: In the kingdom of the blind the one-
eyed man is king." The Guardians have spiritual half-sight, while
Edward and Lavinia are at the outset spiritually blind. Arrow-
smith observes (ibid) that, "The intent of the imagery, then, is:
the parable of a modern nmiracle, the recovery of sight." These
conclusions are cited and further discussed by Denis Donahue in

The Third Voice (London, 1559), pp. 117-120. Katherine Worth in
"Eliot and the Living Theatre" takes this inagery a step further:
"... as in The Family Reunion, the force controlling the action,
whose agents the Guardians are, is represented by a watchful eye;

in this play it has a disquieting likeness to the omnipresent
Orwellian eye which haunts the modern mind. The likeness is
strengthened by the image of the singlc eye shared by three, an
image pointing to the legend of the Gorgon and her petrifying
stare." (Op. cit., p. 164)

Thiz image is obviously informed by the episode in Eliot's source
play, the flcestis of Euripides, in which Heracles descends to
Hades to bring back Alcestis to her husband Admetus. The Unknown
Guest is here preparing Edward for the return of his (spiritually
dead) wife, Lavinia.

See Martin Browne p. 214.
Ibid, p. 218.

Ibid.

Ibid, p. 219.

Carol H. Smith, p. 180.
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The offering of drinks takes on a variety of symbolic

implications at various points in the play. The cocktail party
is itself a secular ritual which may be ironically contrasted

with the mass, and the ritualistic libations at the end of Act 2
are unmistakable. On the subject of Reilly's drinking habits,
Carol H. Smith comments: "Sir Henry's ritual identity is suggested
by his continual drink of gin with a drop of water (he is adulter-
ating his spiritual naturc with a drop of water, representing,
time, flux and humanity).” (p. 179)

Martin Browne, p. 220.

In an interview with Donzld Hall in the Paris Review XXI (Spring-
Summer 1959), pp. 48-70, Eliot comments, "It sometimes happens,
disconcertingly, at least for practitioners such as myself that
it isn't always the things constructed most according to plan
that are the most successful. Pcople criticised the third act
of The Cocktail Party as being rather an epilogue, so in The
Confidential Clerk I wanted things to turn up in the third act

which were fresh events. 'Of 2-=rge, The Confidential Clerk was
so well constructed in some ways that people thought it was just
meant to be farce." This interview is reprinted in Writers ot

Work: The Paris Review Interviews, 2nd series (London, 1963
pp. 77-94.

Katherine Worth makes this point obliquely in her article "Eliot
and the Living Theatre": "In selecting a form giving splendid
opportunities for exploring conditions of alienation but none at
all for solutions in terms of 'ordinary, social morality', Eliot
followed his theatrical instinct, though only by making things
difficult for himself as a moralist." (og. cit., p. 165) I had
already completed a full draft of this chapter before I read Miss
Worth's article which, although it does not deal specifically
with structure, takes much the same view of The Cocktail Party as
I do. Her main point, however. in the sentence I have cited at
the beginning of this note prompts the thought, which I had not
consciously formulated hefore reading her article: that "enclosed"
form is inimical to moralistic cexhortations, whether implied or
overt. It is the pattern which counts; hence the special
effectiveness of Beckett's and Pinter's "enclosed" drana.

M. C. Bradbrook (as Katherine Worth observes in her article on
Eliot) has noted in her study English Dramatic Form (London, 1965)
how "Harold Pinter's earlier conedy seems to reflect Eliot
indirectly. The Birthday Party, whose very title is reminiscent,
shows the unlucky hero being abducted, after a scene of
mystification, by two diabolical Guardians, to be trecated at an
unknown d:stination by a sinister and powerful character, Mont
(who may be either military or sa- “orial or diabolic)) (p. 173
Miss Bradbrook also notes the similarities in the speech patterns
used in this play and Eliot's The Cocktail Party.

Landscape (1968), although set in ".’he kitchen of a country house",
also emphasises the physical isolation of the characters.

Pinter notes that: "The background, of a sink, stove, etc., and

a window, is dim." (p. 8)

Pinter interviewed by Kenneth Tynan in the series People Today,
B.L.C. Home Service, 28 October 1960. Cited by Martin Esslin
in The Peopled Wound, p. 34.
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John Lahr, "Pinter the Spaceman", A Casebook on 'The Homccoming',
ed. John Lahr (New York, 1971), p. 185.

The underlying circularity of The Birthday Party is emphasised in
Pinter's poem on the play, "A View of the Party":

And Stanley sat —— alone,
A wman he might have known,
Triuvmphant on his hearth,
Which never was his own.

For Stanley had no home.

Only where Goldberg was,

And his bloodhound McCann,

Did Stanley remember his nane. (Poens, London,
1968, p. 18)

"Writing for the Theatre", op. cit.. p. 82.

"A Director's Approach: An Interview with Peter Hall", A Casebook
on 'The Homecoming', p. 16.

The Caretaker and Silence end with the stage-direction, "Long
silence." The Room ends with a blackout before the curtain; The
Collection, in its stage version, ends with a slow fade to half
light and then to blackout; The Lover with the stage direction,
"They arc still, kneeling, she leaning over him"; The Homecoming
with the stage direction "She continues to touch JOEY's head,
lightly. L3XNY stands, wetching":; and 01d Times with a long,
still, and silent grouping as the lights fade and then come up

to full before the final curtain.

Martin Esslin in his full-length study of Pinter, The Peopled Wound
(1970) makes this point (conveniently using the samc term):
"silences are notations for the end of a movement, the beginning of
another, as betwecen the movements of a symphony." (p. 220%

In these plays the patterning of the (verbal) action by silences
is of crucial importance. There is no other way of signalling to
the audience the beginning of a new movement.

"Harold Pinter: An Interview", The Paris Review XXXIX (1966),
p. 26.

This is rather obvious but it is as well to distinguish Pinter's
usage in this respect from that of Granville-Barker, the first
modern English dramatist to employ the three dotes notation exten-
sively. Margery M. Morgan in her full-length study of Granville-
Barker states that he used it "to indicate the phrasing of the
dialogue for the actor's delivery: the breaking up of speeches
into separate short intonational units, 'Little tuncs' requiring
great flexibility in the use of the voice. In nany instances,
perhaps most, no perceptitle pause is intended [Dr. Morgan's italies]
but the actor has to suggest —— and the reader may understand —
that new thoughts are crowding up behind the words: as they are
uttered." (A Drama of Political Man, Preface., p.vii) Granville-
Barker's method is intercsting as an earlier atterpt to evolve a
dramatic notation which could guide the actor in the details of
his delivery. His method, however, does not have the precision
of Pinter's.
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John Russell Brown, "Dialogue in Pinter and Others," The Critical
Quarterly, VII, No. 3 (1965), p. 229. (The extension to
Professor Brown's deflnltlon is necessary to clarify the distinct-
ion between the pause and the hesitation. It takes two to pause
in The Homecoming.)

Another important example of this occurs in Act 1 at the end of
the sequence in which Teddy and Ruth arrive at the house in the
niddle of the night. Teddy's unease at Ruth's suddenly announced
decision to "have a breath of air" is sharply signalled by
pauses., The audience le~rns in Act 2 that Ruth was born nearby
and before her marriage had been "a model for the body." In
retrospect then it can be inferred that Teddy suspected that her
urge to take a walk at night round her old haunts was prompted by
8 yecarning to escape from an cmotionally sterile marriage and
return to her old profession. The pauses in fact operate as
another subtle "plant" foreshadowing Ruth's eventual decision to
leave Teddy and take over his father's household.

There is possibly a similar "sccret" underlying a number of the
cxchange. between Max and Lenny (i.e. that Lenny is not Max's son
but MacGregor's), but Pinter deliberately leaves the point
ambiguous. Paul Rogers who played Max in the original RSC
production of the play, has stated that he believes Joey to be
MacGregor and Jessie's son. Rogers makes the essential point,
however, about the fanily infighting that "The rules of thls game
are that nobody ever shows a blow actually register." \

Actor's Approach: An Interview with Paul Rogers, A Casebook on
'The Homecoming', p. 165. )  Whether or not Lenny is Meox's son
both of them are too experienced to make Sam's mistake.

All the characters before speaking their first words are 'shown"
to the audicnce: Max .31 Lenny by the opening curt~in, Sam and
Joey by entering on silences, and Teddy and Ruth by “Qiscovery"
when the lights come up after the first blackout.

The parallel sequences in Act 2 are not marked off by silences
(though there is a "double silence" before the cruciazl part of
the Lenny/TedLy one), and during the Lenny/Max plotting episode
Teddy and Joey are olso on stage. Pinter (as usual) is content
to meke his points subliminally.

"The Homecoming", Tulane Drama Review XI, (Winter 1966), pp. 85-191
Ibid, p. 191.

The difference between the effect of Teddy's role as played by
two different actors is indicated by some comments of Peter Hall
in the interview published in A Casebook on 'The Homecoming':

"Teddy wa~ only changed because Micheael Bryant, who

played it in England, couldn't go to New York. So we got
Michael Craig to play it . ves I can't compare the

two performances; I thought they were Loth brilliant.
Michael Bryant was so much the campus intellectual who'd
opted out of any kind of responsibility in human terms,
wanted to keep his hands clean. He did that absolutely
beautifully. Michael Craig got some of that, but he

also had something else which made the pley even more
horrific. He was the biggest bastard of the lot, as
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well as being the withdrawn intellectual. He really
was. So when he went at the end, leaving his wife he
was not in any way & victim or o martyr. He was the
biggest shit of all. He was leaving them with their
de serts. He was leaving her with her deserts. And
he was the worst of the lot." (p. 20)

This is perhaps questionable. John Normington, who played

the role in the RSC production, considers that Sam is a nasty
character, "just as capable of putting in the boot as the rest

of them." ("An Actor's Approach:, An Interview with John Norming-
ton, A Casebook on "The Homecoming™, p. 137) But Sam does at
least make a desperate attempt to stop Ruth's defection from
Teddy to the family.

As noted in Chapter I of this thesis, Pinero achieved the same
result in Iris (1901), by lowering the curtaoin for thirty
seconds in his first and third acts.

"'Homecoming' is a fruitful pun: 1. Jessie, in Ruth, returns
home; 2. the Mother brings Home back to the family; 3. Ruth
is returning to her birthplamce (as is Ted); and 4. the play
erupts into a veritable household orgasm (or tribal rite) just
before the final curtain."  Kelly Morris, op. cit., p. 186.

The "prodigal son" parallels are discussed in an article by Hugh
Nelson, "The Homecoming: Kith and Kin," Modern British

Drematists, ed. John Russell Brown (New Jersey, 1968).

"Pared to privacy, melting into silence", The Observer, 6th July,
1969.

"BEast Coker" V, Four Quartets, op. cit., p. 182. Cited by Pinter
in "Writing for the Theatre", op. cit., p. 82.
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Chapter 6

Sunmary and Conclusions

I

Modern dramatic form is usually discussed in terms of
modifications to and reactions against the realistic mode, but in
this thesis I have endeavoured to consider the structural techniques
of six playwrights of the modern English theatre from a somewhat
different perspective, namely (to persist with the optical metaphor)
that of dramatic focus. Realism as a theatrical style may, for
convenience, be dated from the middle of the nineteenth century, but
the basic contrast between what I have termed "enclosed" and "open"
form may be found in drama (and, indeed in all art) from its
recorded beginnings. It may, for example, be observed in a com—
parison of Sophoclean tragedy and Aristophanic comedy or of the
tragedies of Racine and Shakespearo. In essence the contrast is
botween works in which the author has sought perfection of form by
stripping away all that is inessential to his conception, and works
in which the author has sought to include as full an impression of
the manifold complexity of life as his medium and theme can encompass.,

This polarity of approach, though it can be found in the drama
of different periods, is not strongly marked in every age.
Elizabethan drama, for example, is generally "open" in form though
some plays (such as Ben Jonson's major works) are more tightly
constructed than others. In English drama since the 1890's, however,
thero seems to be evident in the work of certain major playwrights
a strong tendency towards one or the other of these two basic
structural approaches. The central aim of this study has been to

provide evidence for this contention by discussion and analysis of
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the theatrical patterning of some relevant plays. The need
for detail in this has meant that my study is necessarily a selective
one, but I hope that the selection of plays and playwrights has been
gufficient to provide the nccessary evidence. The purposes of this
final chapter are to assess the usefulness of the analytical techniques
I have used, to summarise the results obtained, and to consider

briefly the implications of thesc results.

II

I have endeavoured to analyse the thcatrical patterning of the
selected plays in two complementary ways: (1) by exanining their
overall "blocking" patterns — i.e. the order, frequency and grouping
of the characters' appearances within the general structure established
by the act and scene divisions; and (2) by examining in detail the
use of entrances, exits, stage-business and pausation to impress the
momeAt-by-moment unfolding of the action on the audience. My
principal tool for (1) has been the scenario graph. This, though it
might be more aptly described as a blunt instrument, has the merit of
providing a compact visualisation of the "blocking" pattern from
which it is frequently possible (in the light of one's knowledge of
the play) to make some useful observations and, on occasion,
comparisons. It obviously becomes useless when a playwright decides
to dispense with cntrances and exits as, for example, Pinter has in
his most recent plays. There is no simple way of studying the
detailed internal patterning (2) of a play, but the terminology of

movements, sequences and units has at least provided me with a way of

discussing it. I have tried to use these terms with care, but while

sequence is usually a precise term (though sequences vary greatly in
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length and impact) movements and units involve value-judgements

and interpretation a® well as theatrical signals such as entrances
and pauses. Despite these admitted limitations, I believe nmy
methods of analysis have yielded some useful results.

The scenario graphs of Pinero's major social dramas illustrate
the general similarity of their "blocking" patterns and suggest
sone of the ways in which their author attempted to overcome the
problem of combining realistic effect with fhe artificial plot
formula of the well-made play. As the graphs show, the plays are
regularly proportioned with (except for lglg)three long acts and a
shorter final one. Though the number of characters in the plays is
rather larger than we find in the plays of Eliot (Murder in the
Cothedral excepted) and Pinter, the blocking patterns show the
dominance of three or four characters in each play. The actions
clearly revolve around the central female character who after her
initial entrance is rarely absent from the on-stege action. Some~
thing of the basic action of the play is usually suggested by the
ways in which the appearances of the other character ere related to

that of the heroine: in the graph of The Second Mrs Tanqueray, for

example, characters are introduced in the second and third acts but
disappear from the graph during the last act. In the plot of the
play, as I have noted, the arrival of each new character appears to
offer Paula sone relief from her conciousness of social isolation
but this hope always proves illusory. Of all the social dranas
Iris has the most expressive "blocking" pattern, with the progress-
ive defection from the heroine of all her admirers until she is
cast out by the last of them. The main point, however, which

energes from analysis of these scenario graprhs is that, though the
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plays get progressively longer, Pinero uses fewer sequences in
his later ones. The reason for this is that in his later plays
he simplifies the plot structure in terms of complications in order
to give himself more roon for realistic characterisation.
It is in the internal structuring of the plays, however, that

their essentially "enclosed" nature is most apparent. As has been

shown by detailed analysis of sequences from The Second Mrs Tanqueray,
The Thunderbolt and Mid-Channel, Pinero meticulously puncliates the
action by pauses and silences so a8 to emphasise its logical develop-
ment. This punduation is contrived so that it appears realistically
motivated, but in fact it divides up major sequences into an almost
mathematically-exact series of units and movements. There is, indeed,
a strong sense of symmetry evident in the construction of many of
Pinero's acts and major sequences, and this is often emphasised by
repetitive stage-business, The giving and returning of the latchkey
at the beginning and end of the climactic scquence of Mid-Channel is

a typical exgnmple. Such touches emphasise the working out of a
pattern in which the beginning strongly foreshadows the end. The
theatrical effect suggests the inexorable unfolding of a pre-determined
design.

It was precisely this air of inevitability in Pinere's social
dramas which infuriated Bernard Shaw and impelled him to expose them
as, in his view, pretentious: entertainnents. The "blocking" patterns
of Shaw's major plays, compared with those of Pinero, show hardly any
consistency at all. After his earlier works in which the structures
(though not the contents) are fairly conventional, Shaw's "blocking"
patterns become increasingly idiosyncratic and irregular. There

is, indeed, little point in generalising about then, except to say



315

that Shaw was attempting to let the action of each play find its own

peculiar shape. Thus the "blocking" pattern of Major Barbara reflects
a relatively clear-cut outline of "exposition, situation and

discussion", Getting Married shows a progressive introduction of new

points of view until Mrs George arrives and the grouning dissolves
into a series of duos and trios, the groupings in Misalliance seem as
haphazard as the lives of the characters, and the patterning of

Heartbreak House shows its inhabitants alternating between futile

sceurryings-around and inertia wntil the moment of nemesis arrives,
The "Third Manner" plays display an even greater variety of "blocking"
patterns (most of then multi-scened) which must likewise be interpreted
according to the distinctive ways in which their "emotionalised
discussions" are developed. However, the scenario graphs of a
nuriber of these plays do illustrate one common structural feature:
Shaw's use of "dispersal endings" to emphasise the unfinished nature
of their actions. Notable, too, in these "Third Manner" plays is
Shaw's use of series of symbolic settings to give a kind of
netaphorical emphasis to the general dircecction of the action.

Detailed analysis of the internal theatrical patterning of Shaw's
plays reveals the fluidity of his technique. This is apparent even

in such early work as Mrs Warren's Profession. Analysis of the major

sequence between Vivie and her mother at the end of Act 2 reveals a
conpletely different relationship between stage-busincess and dialogue
fromn that shown in Pinero's drama. Stage-business is used in seen-
ing excess in the first part of Shaw 's scquence in order to suggest
the insincerity of Mrs Warren's attitude and behaviour. When she
begins to speak in earnest however, Shaw dispenses with stage-

business altogether so that the audience will concentrate on the
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dialogue. This, as I have demonstrated with reference to other

Plays such a8 John Bull's Other Island and Major Barbara, is a

basic feature of Shaw's technique. Stage-business is often used
for light relief and to vary the prce in between the serious
discussions and sermons, but the climactic passages of the plays
are essentially verbal. In this respect the final act of Too True
to_be Good appears to me to demonstrate the quintessence of Shavian
theatrical technique. In c¢ssence this act is; as Shaw frankly
adnitted, a collection of stage sermons, but each new entrance is
brilliantly contrived to create a shock effect which keeps the
audience alert for the torrents of ideas which are yet to be
released.

Analysis of the "blocking" patterns and internal theatrical
structure of plays by O'Casey and Arden reveals several broad
features which are also evident in Shaw's drame, along with sone
features which are peculiar to then. The most obvious features in
common are the increases in sizo, scope and complexity which can be
seen when their early plays are compared with their later ones. All
threce playwrights favour large-cast ensemble works, and the later
two, because they place more emphasis on action than discussion,
normally use a considerable number of entrances and exits. (1t is
worth repeating here that though Pinero's later social dramas also
increase in length the structures become simpler. There is also a
clear difference in character between the family groups in plays

such as The Thunderbolt and the larger and nuch more varied ensembles

in the plays of Shaw, O'Casey and Arden.)
Generally speaking, the structural outlines of 0O'Casey's plays

are nore regularly-shaped than those of Shaw and Arden. In none
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of his plays does 0O'Casey use more than four acts or scenes, and
these ere usually approximately equal in duration. This
regularity of outline is further emphasised by the use of seasonal
or diurnal patterns in the act structures of a number of the later
symbolic plays. When, however, the "blocking" patterns are examined
it is evident that the internal structure is highly episodic. In
a number of the plays a measure of linear continuity is provided by
the almost continuous presence on stage of one or two central

characters (such as Marthraun and Mahan in Cock-a-Doodle Dandy), but

the overall effect of O'Casey's patterning is to convey the
inpression of an entire community responding in various ways to the
central conflict.

Arden's plays give the impression of being even more thickly
populated with disparate individuals. His casts are large by modern
theatrical standards and they appear even larger because of the busy
and somewhat fragmented nature of the "blocking" patternms. In Cock-

a=Doodle Dandy (and Kathleen Listens In) O'Casey presents his

commwnity in a single setting comprising three related elements —
the house, the walled garden with its flagpole, and the surrounding
countryside — which together may be taken as synbolising Eire and
perhaps the wider world beyond its boundaries. Arden, however,
generally presents his comnmunities in a more piecemeal fashion using
a nunmber of scenic locations. In order that the various scemes can
follow without a break, he requires open-stage nethods of

theatrical presentation with the various localities being
represented by selective (of ten enblenatic) details rather than by

fully realistic settings. In Armstrong's Last Goodnight he demands

the use of the medieval staging technique of "sinulteneous nansions";
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in Serjeant Musgrave's Dance and The Workhouse Donkey he aeks

for skeletal settings which can be changed with a minimun of

. interruption to the action. The use of these techniques enables
hin to juxtapose successively or simultaneously the various
elements in the conplex patterns of his plots.

The scenario graphs of Arden's plays thus display "blocking
patterns" which are even more complicated than the larger works of
Shaw and 0'Casey. Arden does, however, sinplify things to a degree
by assigning nost of his characters to interest groups (g;gL "Labour",

"Conservative ", "The Police", and "The Electorate" in The Workhouse

Donkey) and by the use of certain characters as "presenters" who can
give the audience some idea of the direction of the action and main-
tain continuity through the scene changes. Both these features
enmerge clearly from the detail of the scenario graphs: characters
belonging to a particular intercst group often enter or leave the
stage together, and certain characters can often be noted continuing
on stage despite a change of setting. But the most interesting
feature of these scenario graphs is the way in which the "blocking"
patterns suggest the basic conflicts of the plays. Thus the graph

of Serjeant Musgrave's Dance shows the alternation of "cold" and

"warn" scenes in Acts 1 and 2 which mirrors the fundamental difference
of attitude between Musgr~ve and the women, :nd the graph of Arme~''- -

strong's Last Goodnight suggests the irreconcilable division of

interest between the Palace and the Castle. One further point which
is clearly indicated by the Arden graphs is his practice of building
to a final confrontation scene involving nost or all of the cast.

In The Waters of Babylon and The Workhouse Donkey he ends with a

chorus involving everyone except the protagonist; in Serjeant
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Musgrave's Dance and Armstrong's Last Goodnight he allows & brief

epilogue after the climactic scene to point the moral in a quiet and
subdued nanner.

The nmain point which needs to be made about the internal pattern-
ing of 0'Casey and Arden's plays is that it is overtly theatrical.
Attention is gained not by subtle pointing to isolate key details,
but by strong entrances, broad gestures and enphatic stage-business.
Neither playwright uses the technique of meticulous punctuation by
pausation which is so characteristic of the drama of Pinero and Pinter.
O'Casey's and Arden's plays, as I have denonstrated in the analyses

of Cock-a-Doodle Dandy and The Workhouse Donkey, can be readily

divided into nmovenents and episodes signalled by strongly-emphasised
entrances and exits, but for the most part their sequences cannot be
subdivided into srialler units which have any theatrical validity.
Like Shaw, Arden and O'Casey have so nuch ground to cover in their
plays they can rarely afford to slow down the action, let alone allow
it to stop.

Analysis of the techniques of theatrical patterning used by
Eliot and Pinter show these to be clearly different in kind fronm
those used by Shaw., O'Casey and Arden. The scenario graphs of

Eliot's Murder in the Cathedral, The Fanily Reunion and The Cocktail

Party display "blocking" patterns which have a clear tendency towards
fornal synmetry. These plays are two-part structures (despite the
ultimate descision to present The Cocktail Party as a three-act play)
in which both halves are evenly weighted; key scenes and sequences
in the first half often being parallelled by related scenes and
sequences in the second. Pinter's most recent full-length plays,

The Homeconing and 0ld Times, display a similar balance in their
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two-act structures, but this is more evident from a detailed study
of the texts than from scanning the bare scenario graphs. What
is evident at a glance is that Eliot's and Pinter's plays usually
keep 4o the spirit, if not the absolute letter, of the neo-classical
unities. The casts are small, only one or two settings are used in
each play (if two then the sets are usually in sone way complementary),
éhd the action takes place over a linited time-span, often a single
day. On the other hand, the tendency of "open" drama is to ignore
the vnities,

As with Pinero, however, it is in the detailed internal pattern-
ing that the "enclosed" nature of Eliot's and Pinter's plays is most
evident. Both "punctuate" heavily so that attention is drawn to the
details they present. Much of the control in Eliot's plays comes

from the precision of the verse, but theatrical "punctuation", as I

have shown, is very important to the effect of The Cocktail Party.

The sound of doorbells, buzzers and telephones is inescapable when
the play is presented on stage, and contributes to the impression
that the characters are being manipulated by nmysterious forces for
some inscrutable purpose, Eliot thus compels his audience to observe
closely in order to detect clues offered by the dialogue and action
which nay help to solve the uystery.

Pinter demands even greater audience concentration for his
plays. Here the neaning and pattern of the action become apparent,
if at all, mainly through the inpact of the various kinds of pauses
which punctuate the dialogue and stage-business, In Pincrols plays
it is gencrally possible to accept the liternl truth of the
inforontion comveycd by the dialogue, but this ic not so with Pinero's

drana., Inotead the audiciice g to concider the gesturcl
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significance of the speeches, and the main clues which Pinter offers
are to be found in the placement and duration of the pauses. By
noting the various hesitations, pauses and silences, the audience
can rake some assessment of the relative strength or weakness of
the characters. Even more germane to the purposes of this study,
however, is the fact that the silences alert the audience to the
most crucial moments in the action, and thus supplement curtains and
blackouts in signalling the beginning or end of the principal move-
ments. I haye demonstrated a similar structural use of pausation
in Pinero's drama, but there its role is supportive: the meaning
of the action would be tolerably clear (though less effectively con-
veyed) without it. In Pinter's plays the structural use of
pausation is cruciel for without it the audience would be lost.
When, however, the "puncuation" is examined closely, it is poseible
to verify Pinter's claim that for him "everything has to do with
shape, structure and over-all unity" and that he is, in this sense,

"a very traditional playwright".1

IIT

I believe that the evidence I have summarized in the previous
section supports my claim that a polarity between "enclosed" and
"open" structural forms is demonstrable in English drama from the
1890's to the present day. It is; however, also necessary to
consider, even if only briefly, why this polarity has been so
gtrongly marked, and what influence it has had on the development
of English drama. If the following remarks appear tentative, I
hope it will be appreciated that I am conscious of the fact that
this has been a selective study and that there is need for caution

in extrapolating general conclusions from limited evidence.
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The first point which needs to be made (or, from the point of
view of this study, admitted) is that undoubtedly much of the
structural experimentation which has occurred in modern English drama
has been in large measure motivated by the dissatisfaction of a
number of playwrights with the shallow "realistic" forms preferred
by the middle-class audiences of London's commercial theatres.
Indeed, for much of the period under discussion playwrights have had
to choose between writing for these theatres or not having their work
performed. It is, therefore, clearly significant that most of the
really innovative English drama of the past eighty years has been
written for non-commercial theatres, notably the Stage Society and
the Court Theatre (during the Vedrenne-Barker management) prior to
World War I, and the various subsidised theatres which have come into
existence during the last two decades.

The above explanation accounts fairly adequately for the
conparative dearth of innovatory drama written in England between the
world wars and for the much greater number of experimental plays
written in the decades immediately before and after this period; I
do not think it accounts adequately for the particular forms which
hawe been developed by the genuine innovators. Clearly a playwright
will be reluctant to write an unusually-structured play if it is un-
likely to be performed (few playwrights have the stubborness and
tenacity of O'Casey), but the existence of a market dces not explain
the innovatory form itself. Though the playwright will undoubtedly
be influenced by existing dramatic forms (both contemporary and
traditional), his prinicipal reason for creating a new one is likely

to be that only thus can he express his personal view of things.
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Of the six playwrights discussed in this thesis Pinero has
the weakest claim to be accorded the standing of a genuine innovator.
Despite his worthy, and not unsuccessful, efforts to raise the standard
of drama in the commercial theatre of his day, occasionallapses into
conventional sentimentality betray the lack of a distinctive and
emphatic view of 1life. The generally negative and "enclosed" view
which his social dramas appear to embody would, on balance, 8e€ed to
be the product of the dramatic form he chose to imitate and which he
sought, through careful craftsmanship, to bring to a new standard of
excellence. His work is best categorised as an attempt at improve-
ment from within the system rather than innovation, and as an
improver he merits an honourable place in the development of modern
English drama.

Shaw, on the other hand, possessed a clear outlook on life
which permeates all his drama from "potboilers" like Fanny's First

Play to major works such as Man and Superman and Heartbreak House.

He consistently opposed rigidity of form because of his belief in a
Life Force which continually seeks by experiment to create higher
forms of life. His plays are, therefore, dedicated to the
possibility and necessity of change. He unquestionably was the
principal figure in the English theatrical avant-garde during the
two decades prior to World War I, opening up a vast field of new
subject-matter and encouraging the inventive use of techniques and
ingredients drawn from a considerable range of classical and popular
dramatic forms. His later plays faithfully mirror the confusion
and uncertain standards of English and European middle-class society

after World War I, but the strength of his vision gives even these

oddly-structured works a sense of coherence. It scems likely,
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therefore, that one of the principal reesons for the existence of a
substantial number of "open" plays in modern English, and indeed
Buropean, drama is quite simply the inspiration and example provided
by Shaw,

Shaw is unquestionably a major influence on the drama of O'Casey.
I have in Chapter 4 cited several of the warm tributes which O'Casey
paid Shaw, and many more could be added. Though O'Casey's plays
lack Shaw's quicksilver facility with ideas, they display an equally
vigorous social concern, an equally passionate endorsement of youth
and vitality, and an even stronger dislike of hypocrisy and rigidity.
When the strength of O'Casey's likes and dislikes is considered, it
is not surprising that his plays are more emphatic in their overall
structure than Shaw's, but his belief that "life is never rigid"2 finds
expression in a vigorous juxtaposition of farce and pathos, realism
and fantasy.

Arden's drama is equally strong and direct in manner, but the
thought and feeling which informs it is more complex. This, I think,
is because Arden's instinctive sympathy for the vital Dionysiac
impulses of life is quelified by an appreciation of their dangers and
by a rational (though not enthusiastic) awareness of the necessity
for law and order. Ultimately his plays endorse vitality, but the
view expressed is never a simple one and the tension between what may
be described as the opposing sides of his personality is expressed
in dramatic structures which are often not merely complex but
fragmented in appearance. His drama is "public" in format, drawing
on a rich store of traditional and popular forms, but intensely
personal in its underlying poetic concern — namely, "to test the

truth of his own knowledge, feelings and vision."3
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T. S. Eliot began his playwrighting career by experimenting
with "open" forms and even in his modern comedies there are elements
and references which are derived from older (especially classical)
traditions of drama and literature. There is, too, an evangelical
motive behind Eliot's plays which might further suggest that an
"open" rather than an "enclosed" viewpoint informs themn. However,
the classical and religious references in his plays after The Family
Reunion are concealed so carefully as to be virtually invisible.
A slight similarity may be noted between Eliot's attempt to convert
to his own purposes the well-made comedy forms acceptable to the
entertainment industry of Shaftesbury Avenue, and Bernard Shaw's
perodistic treatment of the equivalent forms of the 1890's in his
early plays. Eliot's, however, is a much more covert approach.

His method in The Cocktail Party is essentially one of subversion

rather than parody: the subtle infusion of religious significance
into a conventional and shallow form of entertainment. By taking
this form seriously he hoped to demonstrate the conventional and
shallow lives of its audience and thus suggest their need for
salvation. Eliot in fact, manipulates the responses of his
audience in nuch the same way as, in the play, his Guardians
manipulate their "patients". The effect, in my view, is somewhat
chilling. Not only arc there implications of determinism in the
action of the play, but therc is an implied view of human society
(when unredeemed by divine grace) which is essentially in accord
with that of Machiavelli.4 The "enclosed" structure of The

Cocktail Perty, therefore, matches the viewpoint which informs it.

This, I believe, makes the play an important work not only in its

own right but in its foreshadowing of a new type of "enclosed"
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dramatic structure.

Pinter's major contribution to modern English drama has been
thie realisation of this form. In his drama he rejects all
"philosophies, tracts, dogmas, creeds, ways out, truths, answers"
and concentrates his attention on the surface behaviour of a very
linited number of characters in an cenclosed space. His sole
dramatic concern is to accurately record the patterns which emerge
fron the encounters of his characters as they manceuvre for position
among themselves, The theatricel effect of this is often highly
anbiguous. Martin Hsslin has commented how Pinter's plays are

5

simultaneously ' realistic and absurd,” and, from the perspective
of this thesis, a similar paradox may be observed concerning
structure: that the plays can be logically classified (according to
the definitions offered in the opening paragraph of Chapter 1) as
cither "enclosed" or "open". However, this synthesis is the result
of Pinter's method of stripping away inessentials so as to isolate

the underlying patterns, and, therefore, the plays are primarily

"enclosed". The differences between The Second Mrs Tanqueray and

The Homecoming illustrate how profoundly "enclosed" form has been
modified in English drama during recent years.

It is not my intention in this thesis to claim that "open" forms
arc superior to "enclosed", or vice~versa. Each approach is valid
in its own terms and has produced vital and innovatory drana. Shaw,
O'Casey and Arden (to say nothing of other advocates of "open" theatre
such as Joan Littlewood, Henry Livings and Charles Wood) have vastly
expanded the horizons of nodern English theatre; Pinero in some
measure, Eliot and Pinter have accomplished the even more difficult

task of imparting new relevance to apparently sterile and exhausted
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realistic forms. (Noel Coward and John Gsborne might, perhaps,
also be cited in this category.) What, however, I would like to
suggest as I conclude is the creative effect of the polarity. I
have quoted numerous comments by the selected playwrights which
confirm their prefercence for one or the other approach, and I con-
sider that it may be possible to demonstrate a further claim:
that conscious rivalry between playwrights favouring "enclosed" or
"open" form has, in itself, been a significant factor in the shaping
of some of the most original and influential works in modern English
drana.

NOTES

1. "Harold Pinter: An Interview", The Paris Review XXXIX (1966), p.30.

2. Secan 0'Cascy, Blasts and Benedictions, p. 83.

3. John Arden, "Building the Play", Encore VIII (1961), p. 23.

4. For Eliot's general endorsement of Machiavelli see the essay on
hir in For Launcelot Andrecws: Essays on Style and Order(London,
1928), pp. 49-66.

5. Martin Esslin, The Thectre of the Absurd, rev. ed. (London, 1968),
p. 291.
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