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2.

TUCTION

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

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

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

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

ides must arise from within...."l

Chopter 1 , eckground

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

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

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

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

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



"s ;1ut¥Inous men end a wine-bibber,"

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

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

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

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

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

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

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

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

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

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

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

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

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

on a slight groundwork

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

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

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

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

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



detached response, #or the artist here is stylistically superimposing

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

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

by a symbolic figure such es the skeleton in Oranmer.

The Hativity play, like medieval expressionism, belongs both to

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

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

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

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




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

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

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

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

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



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

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

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

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

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

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

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

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

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

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

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

rhymes betray the doggerel beneath the alliterative cemouflaje,” He

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

into prose and whose opening section has & simplicity and directness

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

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

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

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

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

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

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

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

charecter. Chermacters are historicsl or mythicel even if coalesced,

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

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

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

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

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

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

Octopus.
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As Crenmer is also & festival play, with many similarities,
and Seed of Adem too is similsar, and because Chelmsford
is not as unified as one would expect drema to be, this play

will not be looked at closely.



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

- John Styan.

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

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

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

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

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

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

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

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

point of view, Cremmer develops; the Skeleton is graduslly revealed,
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all other characters are dcliberstely flat end stetic (c.f. the statie
evil charscters of th. mmsnce), Their flatness suggests their limited
outlook and steture, and provides implicit comment on it. Sometimes
this is memorable.

~treacher: But God -

God has only us to defend his gloxy

and what will happen to thst if we lesve off kiliing 7"

The motives, actions and resctions of these charecters contreat
with, end parallel, those of Thomas (and of the audience) e.g. the fiight
of the Frescher when ‘ueen !ary enters contrasts with Crammer's stend,
This is a part of the way that these characters are used to florm the basic
structure of the play, the pattern of interest, first seen in the criest
end i'reacher® who embody the besic dichotomy - Catholic/Frotestsst.

The violenoe of this clash is expressed from the beginning. Ihe play's
setting is associated closely with the communion service, with the Singers
entering in procession end preying. ¥When the r'resgher and iriest run

on and abuse each other, the contrast with the former prayer snd

formality is startling. And is pointed up by the inversion of prayer as
they curse each other - "the Lord remember you !" etc.= by the liturgical
succession of their cories, short end psrallel, end the highly iguwrative
language they use - "scabs end emerods”, "Beast","Devil"” - whioch astands
out after the abstract, leisured prayer of the Singers, The two views

are effectively summed up in "Word" end “"Altar"; later, paralliel words are
used e.g. "communion” and "adoration”, "Witnessing” and "sacrifioced”,images
becoming a structural device in the same way as character,

The besting rhythm, expressing strong emotion, contrasts not only
with the Singers but also with Cremmer's speech which follows with its
gentle rhythms and thoughts. This is pointed up by the link provided



by "halter”: the I'riest had introduced the thought of burning at the
stake and hanging, (2 pointer to lster developments): "You shall come
to the fire with your hands 4n a halter”, and Crammer enters immedistely
after end speaks of riding. Crammer's interests of scholarship and
horseriding are Juxtaposed to progressively illuminate each and his
cherscter, Gentle rhyth is built up by such balanced phrases linked
by alliteration and rhyme as "steeds end atudies"”, tenderness and
tyranny, riding and reading. Archaisms end "poeticisms" such as
“Ol'erstriding”end "twain", and synsesthesia e.g. "softens a mile"
contribute to the impression of a scholar snd & gentlemsn. The
effectiveness of the Juxtaposition of Crammer's two interssts can be
seen in the rhythm of

"Coming in from the gallop, I wault on language halt

often but speed sometimes, and alweys heed

the blessed beauty of the shaped syllsbles, I would let go

a heresy or two for love of a lomily style

with charging challenge or one that softens a mile

to a furlong with duloet harmony, enlarging

the heart with delicste diction...”
which ably expresses Cronmer's excitement from words and style. It
is not until Williams has built up this scholarly impression of Cranmer
that he shows the strength of Crammer's convictions e.g. in the slight
shock of "lusts to withdrsw itself" and the emphasis on less poetic
sounds such as "creature”, "nature”, "Nurture". Yet the way Crammer
speaks of riding (e.g. "tyranny”) hes prepared the sudience.

"Word" end "Alter" summarize the imeges that the Prescher and
Priest have, Other characters asre shown to be following images. FPart
One of the play cen be divided into four sections : the first, up to
the King's entry (p.7) is introductory end focuses on these basic
Protestant-Catholic images. The second section comprises Thomss'
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promotion to Archbishop, Anne's to Lueen, and her downfall (wp to p.
15). In this section the King's image of Anne's love is shown,and
i{ts bresking. This section centres on the resultant hresking of Anne's
image - personal glory - as she falls from favour and is condemned to
death, The next section presents the King's vision, the "crimson
flashing cresture” of which he ceught & glimpse, and tried to hold,
in Anne, And his horror of dying without finding the object of this
vision, a horror of non-being, The Xing then dies, clutching Thomas
and refusing to "think on Christ alone,"” These three sets of images
together with a sketoh of the imeges of the Commons (c.f. the Preacher's
end the riest's; and of the Lords (riches end power) lead up to the
final section of Part One., This builds wp Thomas's image and the
Skeleton's efforts to persuade him to go beyond it. The action of
Fart Two is set unde way as the Skeleton tells him

"I mist run then after you.

You will choose the rack instead of the cross 7...

Of all my Faether gave me I will lose none.”
The Second Fart enacts this,

Use of words such as "emerods", parelielism, strong rhythm,
and simplicity seen for instance in the suwmmary conteined in "Worxd"
snd "Altar", emphasise the distance of the Priest and Prescher from
reality. As does the technique seen esmpecially in the speech of the
Lords, whereby » charscter litersily "speaks his mind"”, often showing
his subconscious motives yet unaware that he has said enything unusual,
Other charecters mey be similarly unsware that he has said anything
untoward, depending on their own spiritusl swereness. But the sudience
is made strongly aware by, for exssple, the use of Biblical or

liturgical language :
"Segond Loxrd : "We are making a ritusl for owr own Communion
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on lands, houses, chantries, abbeys, guilds which
are broken for us, snd blood is given for usee."(p.21)"
Or differently, as in the character of Anne Boleyn, by s ruthlessness
("I wanted so little only the Crown becsuse
it lay in my way and a few smell pleasures -
variations from llenry,)
which is counterpointed ageinst the childish simplicity of agiteted
repetitions ("Henry Henry Henry....") end the childish narcissism of

her image :
"Cranmer : Be you the imapge of God's imsge
Anne: I have seen an image of myself :

8 golden-shoed, crowned and redmouthed image

which the King holds in his hands over his

landseees”
lienry is more central in the play. On the level of plot structure -
seen as the "historical” or "objeotive” events - he is the centre of
Part One., His entry is the climax of the gredual entrences. The Singers
build up this impression with their preyer for the Xing, And the action
proper begins from his entrance, as Henry immediately calls to Thomas and
speaks of his merital problems. Henry's ocentrality in Act One parallels
Mary's in Act 1I, the one reign quickly resulting in Thomes' rise, the
other in his immediate fall, The Act division thus develops the Preacher-
Priest division, drewing this division closely into the centre of the play
(Cranmer's struggle).

Becsuse lHenry is more importent he is not as simplified as the
other characters. Yet Williems limits characterizstion of Henry too: his
desire to obtain a dispensation and to merry Anm}.cpiokly sumarised.

His appointment of Thomss es Archbishop is almost sutomatic. His



dissppointment with ‘nne and sentence of her are mot dwelt on,
attention centering rnot on Henry but on the eivect on irme end Thomws.
Herxy i at times seen interacting with other charsoters, tut this is
sinmplified and highlights Thomas' plight. His "reality" is limited
too by the hishly fizuretive langusge he usss. It is vivid and sterk
in ite simplicity and compression, contresting with the nrocession
and preyer

"Thomas I am merried to a Desth,

The Lives I sew one slain in the woman's blood.

Corpse - concelved is the heir of my kingdom and power.”

The merrisge-Deathn shook of the first line is empheeised by
"sow/glain” and further by the moire concrete and compressed "‘oo;rpao-
oconceived” which: &8s pointed up by & chanve in the bssically repular
riythn to emphasise "corpse . The speech bullds up to the agiteted
order to Creammer "my scul pines ; the land dies ; counsel the ¥ing,”
the sbeence of comectives keding Femry as a rether wooden figure end
emphaniaing Crammer's position, The influence ~f Charles, the foly
Roman Tmperor snd ary's uncle, on the Pope previnting the dispenmation
for lergylh marriesge ¢o Anne caming throu:h, it is expressed vividly
and allecoricelly, the allegory while highlishting Hemxys Teecling,
sustaining the static nature of his charscte: isation.

"The Pope's throet is thick,

His cold wes caught in the ilps, Chriat's imege

Is worized hy German cords to mechanical slory."

The Alps are of course colde- than Bome, 80 on this lewel
the image is accurate, The repeated "th" sound ("throst”, "thick";
suggest the cold snd the sound ss well as the meening begin sssociations
of restriction vhich are continued in the imege of the puppet. Again



there is the repid, disjointed build up of phrases, ending his
words in a state of agitation :

"y mind misgave me ; God confiims me; my children

die, for my seed is drowned in my brother's blood."

The presentation of lenry is simplified but is sufficient for
his pert in the play: he is not caricatured. One way that Williams
avoids this and at the same time builds up perticularity, is by using
less usual and less simple words or mixing concrete and abstract
imsges. "The ope nods from a corner" (p.8, is balsnced by "I em
turmoiled esch way with desire and hope” (p. 8). (Williams often uses
nouns &s verbs and vice ve:rss to combine the simple and the unususl),
"ldechanical glory" is another unususl combinstion,

In the case of the more simplified characters, feelings and
thoughts are simultanecusly and obviously counterpointed in their
expression of them. Anne's selfishness is immediately obvious when
she tells her image. This tends towards caricature. !lenry is more
"real" then other such characters; this counterpoint is less
imrediate when he spesks, DBut the impression builds wp. "My mind
misgeve me ; God confirms me; my children die...." is one instance -
Henry is seeing coincidence ss the Judgement of God -~ the lack of true
logic being suggested by the missing of conmmectives. Similarly,

Henry spesks of "my kingdom and power" (c.f., "Thine is the Kingdom,

the Powerss..") and this identificetion on liemry's pert between the

heslth and glory of his kingiom with that of God's is agsin suggested

as Cranmer replies "Omnipotent sir...” The images he uses show this
counterpoint too: Henry's contrast of Anne who has "live children

playing by her" with "the mitred Skeleton of Rome” st the door of lMary's
room is ambigucus, as the Skeleton has already been presented as a

figure of suthority. Later Henry tells Thomas of his nightmare, using the
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same colours es Anne, the difference between Anne's "golden=-shoed...
red-mouthed....image of myself” and lenry's "crimson, flashing creature”
being a measure of their difference of stature and of structursl
importance,

The I'riest and Prescher, the Lords, the Comnons, Anne, and
lienry to a lesser extent are structurally importent rather thsn importent
in themselves (in so fer as this distinoction can be made even in a play
such as this, as Cranmer is. But they ere further actuslised than the
Singers who are a formal device, s chorus. In an article called "Religious
Drama” written in 1838 Williems suggests that the most obvious uses of
the Chorus ere (i) to represent multitudinous mankind, (ii) to unite the
other actors with the audience, The second use ought often to be
superflous....Comrentetors are...dsngerously weskening ; they are
turned from the play to the sudiences,..” For this reason Williams
says he prefers not to use choruses, But he adds: "An slternative -« which I
have been trying - is to make the chorus - after the :rotagonist - the

most important charaoﬁer.-."a

The Singers in Thomes Crammer of Canterbury ere by no meens the
second most irportant charecters. DBut they are intesrated into the structure.
The Singers enter first in the play, they begin snd end each Act; at
different times in the play they sing pselms or preyers expressing the
feelings of people on stage, conveying a depth of feeling that the more
wooden characters cennot, More importent, thedy?:re the Skeleton's Singers
sble to pray the words thst Thomas writes but-n:t understend. (p. 36).
For they are the choir (and the congregation) of the Comnmunion service
which Thomes writes during the play, and which 4s the basic setting
of the play. It is the basic movement of the play - Thomss' moving
to 8 real comumion., "I am equated now to his very soul" says the
Skeleton of Crammer at the end of the play (p.57) and of course the



sacrificisl aspect of the Communion service is a paresllel ¢to Thomas'
martyrdom.

As ¥illiams says "the chorus...unite the other actors with
the audience.” Does this weaien the play ?. Williems susgests that
Choruses sre weakening because "they are turned from the play to the
audience,” That is, they break down the involvement of the audience with
the events on the stage to emphasise thelr significance. The stylisation
of the Freacher, Priest, Bishop etc. has already contributed to this
breakdown. But they build up a certsin actuality; for Williems thus
cen quickly suggest the setting in time and plesce. The Priest and
FPrescher are recognizsble summaries of attitudes thst the sudience
knows were present. The stylisation helps distance events to this
period. And provides a solid setting for Crammer. The Singe:s,
though not cherecterised, heve a similsr fuhction, building up the
setting of the @9 Commnion Servioce. They do not need t?(furtber
integrated for they do not function as the main Commentator; the
Skeleton has this fole. They are his 3ingers (p.36) snd very much
subordinated, ‘nd the Skeleton is "the second most important character,”
Auvdience involvcaent srises centrally from Cremmer's struggle., Most
of the other characters btuild up the background providing the events and
vividly suggesting the different factions among which he attempts to
maneuvre. They also provide a pattern of character and action,a
thematic bacikground, building up Crenmer's characker by parsllel and
contrast., They express his feelings or the opposite of them,
They act similarly (they sll have images with which they wontuse
reslity) or in contrast ; the Prescher running away before Mary's
entrence points up Crammer's stance, Ly building wp the pattern they
enable Williams to present s camplex person, and yet to shape his
sudience's reaction. But for audience involvement with the "hero's"
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struggle, Thomes must have s strong antegoniat : the conflict must
be exte:malised for the suiience to participste. The antazonist is the
Sieleton.
The Skeleton has en snteocedent in the charecters of HSetsn end
Gabriel in The iite of the ragsion (1929).* Its presence in Crommer
is followed by the iccuser in Chelmeford, the Third King and ilother
lyrrh in Seed of Adam, Good Fortune in The Death of Good Fortune and,
in liouge of the Octopus, the Fleme, usually considered the best of these figures,
The best introduction to this figure is sn article by +illiams
in Contemporary Review in 1020, nine years before even The Rite of the
Passion, The article is cslled "The Hero in English Verse"; in it
#Williems speaks of the separation of the "Champlion and the Oppressor of
liankind,” This is seen, for exsmple, in /ilton's isradise Lost, with the
complete separstion of God the Father (the arbitrary Cod, essociated with
Lew) and Christ, end the consequent loss of the reader's sympathy with God .
“Only the expression in that will [i.e. in God's arbitrary me of 8
passion of love could save him, and that is an idea which is certeinly
not artistically expressed in }ilton." @m problem is that
"Though we speak of reconcilistion between men and destiny, it is really
conquest that we look fory,.to satisfy completely the idea with which we
follow any of the legends of the Hewo, thot Hero must endure, combat and
overthrow his enemy, making it the instrument for the achievement of
-= poetry has not yet told us wnet, or perhaps certain of the dark
poems of mysticism slone have done so,." @ Williams concludes
the article by looking at Patmore, in whose tork} slthough it is fairly
remote from the tradition of symbolicsl hero, "men is consclious throush-
out od the true neture of his opponent snd men's heroism - in so far
as it exists at all - is but the continued stteapt to confirm his
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will to that greater Will, There is the same darkness and pain
i.e. as in Wordsworth or }(Brovming or Tennylon—} «ee but it is

a suffering acoepted or even desired. There is nowhere any doubt
of Love, or of the perfect rightness of the relations between God and
the soul - suchi names sre in these poems, given to Jestiny and iian,

These two meditations, on ren es the Hero send on msn as the
soul, heve not yet been united, We wait still for the poet who shall
show us Nestiny becoming God -« more especially who shall show us,
perha;s in some symbolic figure, man, conscious first of that fate which
in character and ciroumstence seems to tyrannise over and endanger
him, becoming aware of that which lies behind = msn conquering the
Omnipotence which Milton enthroned and finding the Lover with whom
Patmore walked i~

"Jee the Christ stand !~ "

From the beginning of the play, the Skeleton is the 'symbolic
figure shown to be lying behind,...charectef 6ircunstance. "

The play opens with the procession of the Singers and
their preyer that "thou being our ruler and guide, we may so pass
through things temporel, that we finally lose not things eternal,”
thus pointing u. the movement of the play. lext to enter are the Freacher
and Priest /\ ThenCranmer, soon followed hy his counterpert, the Bishop
who is "vested with scolytes and incense.” ‘The association of Cranmer
with the Prescher,end the Bishop with the Priest is pointed wp by
Crenmer's denunciation of the obscwring of communion by adoretion.
Then the Skeleton enters, carrying the crosier, symbol of spiritual
authority and introduced by the Singers.

“Blesszed is he who comes in the name of the Lord"

He is like the synthesis of a diaslectic, the Preacher being
the thesis and the Priest the anti~thesis, the Skeleton canprehending



end going beyond both,

Similarly the Skeleton is shown to control State affairs. e.g.
In the firet exchenge between the King and Thomes, af'ter bringing Thomes
to the King the Skeleton thenstands "between and behind them" as the
King tells Thomas of his merrisge problems and invests hin as
Archbishop of Centerbury. It is the Skeleton who gives the orozier
to the King who then gives it to lhomes. The Skeleton perticipates in)
but stays beyond, both Church parties, and participates in, but stays
outside too, politicel activities.

The whole ection of the play is set under way by the exchange
between Thomes and the Skeleton at the beginning of the play. Thomes
prays

"0 that the King, O that Cod's slory's gust

from heeven would drive the dust of the lande...

set with his fire sblasze

their heavy somnolence of heavenly desire, his word bid

what God said be heerd, what God bade be done,

that the King's law might run savingly through the land:

so might I if God plecase, outcast from my brethren stend."

The Skeleton's reply is immediate, pointing out that people do not
need to worry that their preyer will mot be heerd, far "asking, at
once, before they seek, they find.... They run, after each entreating
him, runs his prayer.” The action of the play is the working out of
Thomas's prayer and the Skeleton's reply.

Just as the Skeleton drews together the Priest-Preacher
dichotomy so in the whole structure of the play he draws thresds together.
Earlier, I divided Part I of the play into four sections, the first
showing the images of the Priest and Preacher (the besic division of
the play), the second Anne's, the third Henry's and the fourth, which
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the others lead up to, Thomas'§s The imeges of the Lords and Commons ere
shown too. Of all these images only that of the Lords has not been

. resented to some extent when the Skdeton points to them: "lark the
images go sbroad”, claims that he "set the images free"” and that he is
the origin of them: "spett®@l images, lacking lo¥We's ;race, of me
ssseach grows 8 wicked sutomaton to esch, a diseassed bone, to be

flung to Gehenna; Yet I only a: the pit where Gehenna is

sprung.” Each person must go beyoni his image, This is rituslly
enacted as the Skeleton goes round the stage es if blind and begging,
ssking if they know the way, and each group answers.

"Priest: Aceipe : this is the way

P r: Audi, this is the way
Commons : This, we hesrd was the way
Lords: This, we feel is the way
King: This thet I bid is the way
Coumons : This -« is not this the way 7

The Skeleton replies : I am the way

I the division, the derision, where

the bones dance in the darkening air...

eesthe way to heaven and the way to hell.”

And es he goea round the stege, singing, everyone is
fraduslly drawn in until all sre running after him.

The Skeleton leads or beckons people here and there;
he is & Death figure, leading inne out under his cloak. lie encourages
the Lords in their opposition to Crammer, and encoursges Crammer to
recent. IHis is & rether violent nature: when he cennot schieve his
ends by peaceful means he does not give up:

"I mst divide his \L.e. Cremmer's |life to the last evsck

and pull his soul - if 4t lives - through the oracks..."(p.22)



His nature is paradoxical : he describes himself as "God or the Devil"
(pe 6) and later as "the judas who betrays men to God.,” (p.35).

But it is not only when the Skeleton is central in the
action, as here, thet his nature and his relation to the events
are seen, Forspresent on stage almost continuously, he is e constent
counterpoint to the sction. lie is a perlw commentator, telling
and warning of what 48 {c come, pleading, replying to questions and
prayers, wryly or pessionately interpreting and linking events and
attitudes. Through the Skeleton, "lieaven's point of view" is seen,
And Heaven's sctivity. irrom Cranmer's prayer for renewsl onward,
the play offers the double perspective of Cranmer's point of view on
the one hand and on the other the "reality"” lying behind and in what
he sees as real. The integration of the Skeleton into the structure
of the play enables thc comment to build up the drsms, not detract
from it.

The woodenness of the chamcters allows the Skeleton this
function. For it is in keeping with his nature as destiny. Their usually
stylised and pattermed movement or stillness, contrssts with the
Skeletons movement snd egility ss he runs, Jumps, sits for s moment
crouches, threatens, chsses, or twns abruptly to speak to the sudience.
This is reflected in his speech and its contrast with that of other
characters.

The Skeleton's speeches are strongly rhythmical, with short
and end stopped lines, balsnced and repetitive phreses, and simple
words, His words are linked too by slliteration and assofi®fce ;
end-rhyme is more reguler, I[iis words carry a sense of suthority from
the finality these devices affoxrd.

"Fast runs the mind

and the soul e pace behind.”

The rhythm is usduglly jerky, contrasting with that of all the other
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characters, emphasising, as here, his disruptive effect,

"without haste or sloth

come I between both,."
The combination of simplicity, often cmlloquisal di?zn and syntax, and
strong counterpointed rhythm, with its Jerky low-key effecty on the
one hand, snd seriousness seen in frecquent violence of imsgery,
statement and action on the other, is the 8keleton's cherscteristic
way of speaking.

"There blows 8 darkening wind

over soul end mind :

faith csn hear, truth can see

the Jangling bones that make up me

till on the hangmen's day

ond along the hangnan's way

we ell three run lewvel

mind, soul and God or the Devil’

This combinstion gives his speech & detachment consistent with his
nsture ("This aiso is thou, nether is this thou") and moving easily
into ironic comment, a lightness of tone, and a sense of movement
which lifts the play.

#illisms later felt that the figure of the Skeleton was a little
crude. Yet, by drawing on history, tradition and ceremony, by
exploiting masque elements and by the device of the Skeleton, Williems
was able to present his idess forcefully, end at the same time to
gain the sympathy, the inwlvemsnt of the sudience in his concentration
on an Everyman "hero” who is muddled, often ineffectusl, and only
shakily honest right to the end.
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See above pe L.

Actually the Singers  resent the theme before the :riest and
FPreacher enter, but it is in general terms, end is not
dramstically presented by them,

Image of the City p. 88

Anne Ridler sees the Introducer of the !lasuges es a

fore-runnexr too.



Chspter Three - The Nativity Plays

If, es ioger Sale insists, "it is the province of the
imagination to make me understand that a thing is so regardless
of what I personslly believe”, then Seed of idam 4s not very
succeseful., It is more like "a reminder of a truth already believed
in" (p.212) /\ From Crenmer's combinstion of naturalism and symbolism
#illiems moves towerd a symbolic structure uniting event snd spiritual
reality. Seed of Adam is essentially s celebration end development of
something the audience already kmows. It belongs in the tradition of
a drame gradually developing from sn inanimate nativity scene. The
play is sbout the Way of Return (to Feradise) for which Adsm is searching -
Adem knows thet it lies in "the centre, the core of the fruit" which he
dropped sndoannot finde The expressionist "telescoping of time" sllows
Adam as the father of mankind, to be llary's father and the father of the
Three kings - the Tsar of Cuougasis who represents the iest seeking Jjoy
or oblivion in trade, exploretion and riches; the Sultan of Bagdsd who
represents the o %torn search in art and philosophyg and the King of
Myrrh who"represents the experience of man when man thinks he has gone
beyond all hope of restorstion to Joy "leAdam, as Ceesar Augustus orders
a oensus to be taken, to try to find someone who can help him in his
sserch, The Third King, sccompanied by a Negress (liell) arrives
after iary end Joseph : the Third King is the core of the fruit. The
Negress, whom he calls "lMother Ifyxrh" attacka Mary, tut is defeated
after liary's cry "Parturition is upon me", And sfter lary goes to the
stable, the Third King sends lMother Myrrh to be midwife.

The play is less convinoing then Crammer becsuse there is
no dremetic foous for Williams' idees, for the Wsy of Hetwrn. The plot
coheres in the Mankind figure Adem~Augustus. He is disgusted with the
behaviour of his children, and decides that ,to protect Mary from them ,
she end Joseph shall marry. Attention now twrns to iary, Leter when the
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Chorus ory out to him "Fether Adem, save us ar we perish,” he re-enters
as Augustus, but his part is limited to the announcement of the census
and its purpose, and 8 brief order to his soldiers to seize Illother iiyrrh.
At the end of the play Josep!: amks Adem who shell be midewife; it is the
Third King who snswers. Adam's next and last ection is to go to the
steble when called by liary.

Mary is more often in the centre of the stage, the drametic
action, It is lary who fights Mother lyrrh et the climax of the play.
But she enters the play long before. liary is contrssted at the beginning
of the play with her brothers and sisters because she will not "mershall
phenomena : Cows, clowns snd crowns are all slike to her.” oJhe does not
develop significently, acting as a counterpert to the action of the play
(the search) : “wve su gests "Paradise perhaps is hers and here.” The
charscterisation of !‘ary thus anticipates the way of retwrn and she
elaborates on this way when she explains to Joseph the nature of love.
"low can one be in love with someone 7...to be in love is to be in love,
no more, no less. Love is only itself
everywhere, at all times and to all objects...
The glory is etermal, snd not I,
and I am only one diagrem of the glory."3
In this way Wwilliems provides some indicetion of the effect of the Lativity.
For she is spesking of the principle of lno,{tm. The "diagren” is
implicity related to the Tsar's wealth and the Sultan’'s philosophy, for
they too cen be "disgram(s) of the glory”, but only sfter the Nativity.
The problem is thet it is the effect of the lativity = the Nativity es the
Way of Returmm -~ that is Willisms' subject in this play. And it is diffioult
for such a situation to be the focus of attention. Ususlly a play centres
on a character, for it is essier to focus action, ideas,snd emotions
from these, in a charsoter. Sometimes the drematic focus is e symbol, as
for exsmple in ChelYov's Cherxy Orehand. The situstion of the play — the idess,
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the feelings of the characters, and the action - is focused in the
difficulty with the
cherry orchsrd, But the Nativity is thet it cannot be the focus of
the sotion. Nommelly & writer will have asn Iveryman charascter at the
centre of the play, as Williams does in liguse by the Stable, f{or this
reason. Willisms,in Secd of idem» splits the foous between Adsm the
searcher snd llary the yrotagonist. The weainess of this is seen at the
climex of the play, where the intensity of the conflict between lary
and Motler “yrrh is lessened, both becsuse Mary's struggle is not one
thesudience is involved withsend because the climex is drewn out to
include the actusl birth off-stage and adoration,

The symbolism of the apple, though it mskes the pattern more
clear, does not reall meske the play more convineing., Adam ate the
fruit, and threw the core over the fence of paradise. The Sultan
and the Tsser asre lighitly associated with the smell and tase of the fruit
end the Thixi iing - lyrrh - is stated to be the core. ilore exactly, he
seys later that the sun split the core and he grew out of it, lie is
akin to Despair caelling himself the “itch","the diesbetes of the dammned.”
The sun slsc relessed a small worm at the heart of the core which is
forever eating. The Third King calls her his "little liother !yrrh
because of ler imortel embalming”. The situation is clear in the play:
because of ‘an'e sin, he is insepersbly linked to evil - it is a part
of him and to deny it is to deny part of himself., It is inseparable
unless evil itself is conquered. So the climax is the fight- dance
between liary snd Vother Myrrh., The symbolism is not altogether
convincing becsuse, with the introduction of Mother ifyrrh, it becomes
mechanical, more in the nature of allegory. The Third King as the ocore
of the apple has been  repared fory even though we do not see the
progression to this state in any charscter., The association of the Tsar
end Sultan with the smell and taste of thefruit is light, But with the



introduction of o worm at the heart of the core - however horticulturslly
and theologleelly sound this is - the myth, already strained, loses
conviction. To demand this sort of conviction from jeed of Adam is, however
perhays unfaixr, It is a2 Hetivity plsy in a tradition of dazsling
spectacle, It is meant to be enjoyed. Nswson cuotes an introduction

to the play on the occasion of {ts production in watermoor Church,
Cirencester. "The man who will not like Sesd of Adsm is the

intellectusl smob who retes unde standing higher than enjoyment

(whioh he records ms wulger), who feels he ought to understand everything,
and who then gets aross when he does not and the bubble of his pride

is thus pricked, It wes no intellsctusl snob who seid of Seed of Adam
"that was & wonderful play. The more you think of it, the more you

see in it." It wes a curcte's charlady."(p.90)/| To this ed hominem

arpument, it is perhaps warth noting that Sged of /idam, like
Crenmer and Chelmaford, is indebted to the mesque tradition., The masque

was an elabors%e enterteimment written in poetry, and often symbolic
allegoriesl, or mythological. Costuming was elaboreste, spectscle and
music important. ilot wrn often slight, serving merely to bind together
the verious elements. largy's fight-dance with lother ilyrrh, to which
the Chorus sway, can be linked with the dance of the measked figures at the
climey of the mezcue, in which the audience often Jjoined, In this
sort of struoture, the entry of e lMother Myrrh who iz the worm at the
core of the firait, snd then becomes midewife to Mary, is part of the
spectscle,

Willisms uses the meecue in a celebration of the meaning of the
Netivity. The play is effective in ewoking his impression of this



meaning. I% is osherent snd hos o simplicity of subject not to be
galnsaid by the mumber and fluldiiy of charscters. For the structure

is clearly poatterned from the entronce of the two groups representing
Eastern snd vestern Non, end then dn the contrast with lary. The
action is probable e.g, “dam'a conce:n for Hary's ssfety motivotes his
betrotiual of ber to Josephssrd the arrivel of the Third King is rendered
probelble by the oensus., The sluplicity does mnt detract from
excitement. 7T.5. Pliot comrented after seeing the play performed
"Tesenct only foaund it extremely esciting, but wes aware that the actors
and mast of the sudience 348 too; and that 1 regard ss the first piece
of evidence I hove seen of the grest possibllities of the modern mystery

plsy. 3

Lxoitene t iz huilt up by e€.:. meaque elements, plot, and also
by the "telescoping of time,” The richness of associstions this sllows
lends the play an intensity. Yzt there is e lightness in Jeed of Adams
preser:t in Cragmer by tie use of the Skeletor but subdued by the
ponderous Thomes, e wit of the kind that Eliot descrites in his ea:ay
on Yarvell, "There is he.o an eqguipcise, ©» balance snd proportion of
tones. s een ounaiant inspeciicn end criticism of experience...a recognition
Implicii ia the exprosalon of every expenencs, of other kinds of experience
which axs posuible.”(pp.?ﬂﬁ-éﬂ This can be ssen in the longuage which
combines richness sud the ocollocudal : "molten an: golden strecms” sre
spoken of, end then tle Teer comuents

"Iricked oul in riches, half the world follow me

whe fall, orswl, or are kicked into dry ditches."
There sre relatiwly fevw imsges (as distinot from symbols) in the play,
and when they scour they tend 1o zound selfeconscious as when Adem
desoribes Mery us "es agile as the honey plucking bee..." and Joseph'®
"To ses swung whole scusdrens in the charge end - in a wild clatter
of words bresiing - flung down the spesking of s poem, when the matter



LS N

is sorims fo the Mashing snd slashing of @ ateel line at the throats
blond," The corbination of rickness and the collocuial, the literary imege
used hy s irritated Cuth 1, the expresaive owver-use of the myth, ‘the
combination of intensity from the strong sssociation of cheracters
with obvrious petierning: all these ocomteoibute to the "wit” that kZliot
spenics of, A paworf™l impression ‘e swoked, tul the sudience is kept
detachedly criticel,

It i3 this powerftl evocation of Willisms' idees thet Lhe
Death of Coed Fortupe lacks, The vloy is more abstract. Its subject,
the Alscever; thot all fortune is good beceuvse of the Incarnstion, is
worked cut in the decth and reswrection of the alieporicel fipure of
Gond Fortune. l!lie iz o cuccessor to Crsmmer's Skeleton, but he shares
the role of Neceasity with larxy, Mary is pertislly mythologised ,
her role in the play being similer to thet of the Fleme in libuse of
the Octopugs “he introduces the play, descrilbing herself : "Regins
substance to move throuch averywhere the sensuality of earth and eir.
I wae its mother in its bezinning: I taught the royal scothmayers
to follow & roving star, and Wought them to their prirsl, fer end
hisrc~chicnl head, I am wisdom whone nare s Vary. I wept by the
Deead. 7T aroea with the ‘risen." In accardsnce with thia she controls
sotion throughout the play.The introduction coantinues "I heve detarmined
that in this %town this wery day this geay popular lord sghall come to
his chenge an? 8 atrsnges new vision of himsalf,” Mary decides when in
the play this shall happen. She them bids him rise, and encoursges
him to tell whet he hes l3awnt., 3She ends the play comenting on, end
dismissing the charsctars who will not accopt fortwme 38 good ¢ "Iou
hove chosen your ways; be blesced; go with God" The choloce is then
put before the audience, During much of the play lary has been silent,
only occesionally commenting, But ber very presence on stuge is a



counterpoint to the sotion, an effective commentary on the action,

Good Fortune ia lightly, but effectively chamcterised.

His entrence is onrepared for by the arrival of first the Gld “oman
and the Youth, snd thm the Lover and ‘agicisn, who are curious to see
kim, #»nd want or have this good luck., His venity is lighily sketohed
in when he greaks :

"y mere arbitrery choice...

I deion to sratify; cry then my praise...”

And his response tc the Girl's scepticism,

"Am I defreuded in my chosen town 7" suggests a freilty which
the “ing and other characters txy to ignore by their W'bing ceremony.
It is after Good Fortune's death thet the play weaiens. (he turning
point, the actual death of Good Fortune, is more theatrically effective
snd more convinoing, theun the discovery that all fortune is good. Hecsuse
of $he doubls centre - (o0od Fortune and .iary - very little is actually
seon heppening. lary, the omniscient PYippetecr, snnounces Go0d Fortune
shall die, snd she has a seisure. Later when she com:ands him to rise
8 little of his experience of his Journey back to life is seen, most
vivid when Good Fortune is before Christ who is on Mary's knee :

Yoary: “bat does he say?
Gond Fortune: He says Live Good Fortune -
Woman, woman on esrth, tell me to die.
Hary: ¥hat is he doing?
Cood Fortune: e has taken my heert from my side
and is twisting it in his hands.... )
But even here it is reported, with charscters on stage looking on.
He hes had no choice, And much of his jowmey he does not desoribe until
it 48 finished. During his journey Good Fortune has lost his wvenity,
and,as Blessed Luck, he is quite colourless., The effect of his life



and death ia seen in the other chwracters, but tney are few and are
stock cusractera.- the King, the Lover, the old .omen with her
hidden savings who dislikes her dsughter-in-lsw, the :lagician/fortune-
teller.» except for the girl, ler refusai to believe end later, her
uncerteinty, are more interesting, Hut she is not oentral enough for
the playh ideas to be convincing. Wiiliema' upe of masque
spectacle to convay the impression of the cenitrsl discovery, is very
limited in this plq probably because the play wes written for a
war-time touring group. «#illisms uses the syumbol of the star to link
the Nativity more closely with the onstage Mary and to suggest Cood
Fortune's contact with the Netivity, but the star is not sufficiently
part of the whole structure of the play for it to be convinoing, or
indeed to lose its triteness.

The Lovex'n shout “thet is it { that is 4t 1"

all iuck is good" is extravegant.
For this is not shown in the play,.

liguse by the Stable is less ambitious in theme then Uood
Fortune. It is a morality play showing i‘an, stigelied by rride,
umwittingly becoming entangled with liell, And the gradusl call away
from thea by the Nativity, with the help of Gubrlel, It is the
unified foous on Lisn thet makes this play more successful than either
Good Fortune or the later Grab snd Grage. Willlems shows the ‘effect
of the Nativity by geagepig the sction on Han's inner confiict; Fride
as an olhgo ricel character representing the sin is finely fused with
FPride ss the “an's antagonist in the play. Man end Pride are iovers
and Pride introduces len to her brother, lell. /en, curicus sbout
Hell's hui. sugzests they go there some time, When Pride tells men
that Hell hss promised his house to them, lien arrogently suggests that
perhaps Hell imows he would teke it from him, Pride replies
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"I love, how I love to hear you talk so

but for my sake do not be harsh to my brother

for your rride's sske, smile at her brother Hell...”
Similaxly Pride leeds l‘an to play a came of dice with the stake
of “thet 0ld Jewel your servent talks

often ofees

soul he calls it, I think"
by the acourete plea

"Sweet for i'ride's sake throw him something in retum.”

This strong counterpoint within the mein characters ensbles iillisms

to dispense with the central omniscient commentator, liary in Seed

of Adem snd Good Fortune, ond the Skeleton in Cremmer., It is the

same device == an extreme form of dramatic irony, a morality convention
- that he used in the gpeech of minor cheracters of Cranmer. Hut

liouse by the Stoble is not as static as Crasnmer because there are few
characters and they participete more fully in the action.

The lightness of tone to which the counterpoint lends itself
is part of Man's characterization, for men is rather stupid, blinded
by pride. At the olimax of the play, when !‘an at last calls on
Gabriel, and Gobwiel goes to him “in his magnificence”:

8ir, God mede me end bode me wait

on this moment in yowr life: what do you ne:d 7"

Man replies genielly "You sre a good fellow,"

Drams such as this obviously has its limitations. It is
the simplicity of the subject/theme that enables Williams %o be
successful, for this play has less scope then Urapmer in particular
for presenting Willisms ideas. W” its campanion
and sequel, is more complex, and shows the limites of the morslity
play.
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W which sekes place 100 yeors af'ter the event
is about rride’'s atterpts o win Mon back, Like

it is s worelity play and Joseph and MHery of the
former play arc repluced by Faith and Graces The pley lwo mere of
the lightness vl uoyse Ly the sipble with Crace se a "Sirescme boy"
who whisties waen .zide leods ‘on astrsy. Feith is o sophisticeted
yoeung ledy wuc {iguts fride wvoumam to uomen®. I%ell 19 more sctive
in this play, witn wore initlative and power. iTide now calls herself
‘bedf~iss,cou’ and is lcas attracviwe, especially in cagparison with
Feith, ihe play concentrates fer more on these allegoricsl characters.
1t begins witu an exchaage between iride and iieli before isn is present.
¥ride is on stage taroughout tie play, exccpt for the wery end, and
is consiantly active. She is the muin cheracter. Lesc confident than
previousldy, she is .an's dlscarded mistress tryluy to regain her
foracr holds ahsa she is rinally ordered by ‘on to leave, her terror
or bedd is vivid,

The Jdeflection from 1 es the central cheracter is emphasised
by irrelevancies such as the qut'y , osetween Faith ang Cabriel =
Geuried: lsdan,/ could ke o bettcr then listen to Faith's songs ?
Foitu: weal, to be frenik. thot dopendses.."-
which, while it contrasts the two zroups (Fride and Hell,Feifh and Cebriel)
anc characterises ¥aith with a certain lsck of self importance in
contrast with rride, it detrscts attention from their relation to iisn.
Even when move directly reievant to the action, the ceaceless activity
of the other silegorical characters often detracte . Its result is that
most of the contlict of the play talkes plece outside “en and its
relation to him is dlurred Jdespite the witty exasctness of the allegory.
The long conilict between I'ride and Faith, the attempt of liell %o, pwn
Grace, Feith's cepture by Heil end Fride ; Hell's bag of odds and ends



containing Abel's blood , Jegebel's belt, Adam's tooth, the kiss of
Judas etc ; liell's sttempt to strike Faith which, missing Faith, hits
Fride = all these have an allegorical significence which i: not vexry
difficult to work out. But their number and complexity contrasts the
simplicity of allegory end symbolism in liouse by the stable: the

soul as a Jewel is simple and effective; it is part of the structure,
8 Jewel being an abvious stake foradice gsme and a suitable gift

for Christ., The linking at the end of the play, of lan's continua.
drinking with ride snd liell is convincing £{sbriel, bringing iian to
Mary, apologiees "Ledy, ilan is a little drunk and = littlo sleepy with
e little hankering sfter lell. "At the end of Grab snd Grace, although
the fight is exciting and /len's pain and apprehension vivid, yet thesfe
are not the culmination of a pley-long inner conflict between faith
end pride which 'an's faith (eided by rasce. wins, ‘he diffioculty
in drawing the plasy togethr et the end, end paining intensity by

the expression of rideb fesr, is seen in the language. "Baboons'’

and "urooodil;n" are suddenly introduced. f#orse is the use of the
word "denatures" at the culmination of Pride's fear,which is almost

bathetic :

Faith: "But what does he (llell do ?
Fride: Denatures

Gabriel: Denatures !

Faith: O horribie ! ©

God, pitiful God, have mercy on us ell.”
The play however, is amusing and if it does not convey all the
allego¥ioal significence that is contained in the events and cheracters
certeinly much of the situation is conveyed.
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Appendix of Seed of Adam, written by Williams, Collected i'lays

pe 173,

see above pDPe =5

Dawson p. 91.

Grab end Grace is not aciuselly a Christmas play - but, as
companion and seqguel to liouse by the Stable, it is

convenient to grouwp it here,



CHAPTER IV ihe liouse of the Uctopus

Like the Nativity . lays, liouse of the Uctopus is e much
simpler play than Cranmer. ‘ieaning end events sre united in a

symbolic structure. There is one simple division between the Way
of Txohangel* end the mpire of lMastery, or Anthony snd Assantu,

or the Chorus and !erstall - i’ref'ect, Alayu end Rais. Basically
this is & split between Good and Tvil, The Skeleton of Crammer

is here divided into two, the - Flame and i'o-1'u (“f*Crenmer's
"Cod or the Devil," p. 6), corresponding to these two extremes.
The later is evoked, but not present in person : it is seen in

"''0 = 1'u's men" the l‘arshall and irefect, and in Assantu, the
antagonist. This simple contrast between the way of Exchance and the
enpire of '‘astery is used to show the nature and seriousness of the
actions and motives of inthony, the pretegonist, which are, in turn,
used to show how easily the two ways can be confused.

Anthony is a priest who has brought the Gospel to the island
end is head of the little Christisn community. le is contre ted
with Assantu, a member of the Church who betrays Anthony to +'o -
1'u's men, and later tries to kill him. Assantu is attempting to "
‘compel a sacrifice", to gein spiritual protection and power; in
the terms of the play, he is seeking the Flame uncovenanted.

The Flame is the Holy Spirit or more ususlly in the play,
sn image of the Holy Spirit:

e are of those who first ceme into being

when the Holy GYjost messured within the waters.”
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He ie the Spirit both conwensnted and uncovernanted, i.e. inown in
the Churoh in fedith, 4n the way of exchange, end uncoveranted, wented
a8 spiritual power, es Assantu wants it. This spproech prevents
Agpsantu from schieving his goel for
"It is yow own nature you eee, Assantu, not me. ,,
_ranﬂ'" what you see here is only a sperk
of thet furious dance we made before wy
oomponions and 1 were gathered and thrown snd
sesied to the Christisn altgrs and tis souls of men,”
Assenty, in his efforts to gein this power, enters the serviee of
P'o = 1'u, the Gotopus, not reslising the full implicstions of the
Empire of “astery :
Assontu: "It was promised, lord -
iHorghall: e and you heve no comon terms,
therefore no areement. : 'o -~ 1l'u is wnicue,
If you need comonslty, you must belicwve other feiths
the Christisn and {ts Incermation for all I care.
Now you will obey us to whom you hawe given
yoursell when you gave ua the :r'riest.”
¥'0 = 1'u is presented in horrific imsges especisily the
Uctopus. Thie is one of the shapes of which the Flome speeks :
"we powers of heeven, we flemes of the 5 irit ve
seeds of conjunction - are sometimes seen on eerth
in uncovensnted shepes, shapes of triumph end terror,
tempting gloom end greed, Ask your hoarts, my pecple,
if you do not misteke your desires for the fires of the
Spirit.”
S0 J'o-1"u is the Flame when imown (grmsped) uncovensted, as Assentu
experiences him, The plsy develops the persllel between Anthony and
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Assamtu 80 that, by §mpging vividly the "dewouring" of issantu by
the Uctopus, the parallel spiritusl Octopus” that is entangling
Anthony is evoked. For Anthony, by wenting to be his commmity's
means to Cod,is shown to be similarly refusing the W“ay of Exchenge.

liouge of the Octopus thus attempts to convey fer more
éistinctive idess or ideass in greater depth than the Nativity Plays.
Its thorough explorstion of the iay of Lxchenge pareliels Cranmer's
of the image. The effect of silliam's change from naturaiism, the
difference made by the greater actuslisation of the spiritual mesning
in the structure of events and characters, can be seen hy compadring
the two plays.

The sction of iicuse of the Uctopus is strasightforward. In
Act One the Flame enters and introduces the play : the locstion (| land

in the outer sees),the general subject (the Xind of God'a Church;,the
basic situstion (a young Church in his care which is struggling against
"en empire of peyanry” called i’'o=l1'u), and the specifig imnediate
danger from Assantu. After this introduction, there are fiwve msjor
sections or dialogues in Aot 1. The first is between the Flame and
Assantu, and illustrates and develops the Fleme's introduction to him,
Assentu will not heed the Flame, who then tells him "do your choloce".
The second is between Assentu and iais ; this choice is put into action
as Assantu gains the obedience of Reis by showing her e "token" from
the Octopus, i.e. by his relationship with I''o - 1l'u, She agrees to
help him kill her brother, Tantuls, as part of a long texm plan to rid
the islend of Christians. The third section centres on Anthony's
reluctsnce to leave his commmity end their insistence thd¥ lesve

them to God's protection. Tension is built up as Assentu too tries

to persusde Anthony to leave but for rether different ressons : he

has errenged for Anthony to be caught by r'o-1'u's men that evening.



lie asks Tentule to sey goodbye to lais before he leeves as Anthony's
guide. The othex“n go to colleot inthony's and Tantule's supplies,
and Reis leads Tentuls towards the trecs and Assantu. Their argument
sbout the different means of salvation, as well es pointing up the
theme, is drsmetic in its immediste relevence to the doomed Tantula.
Tantula is killed ; the Christians resppear and are tol: that spies
killed Tewtula, end Assantu takes Tantula's place as guide. :Anthony
and Assantu leave together and the Chorus sre left, Oroyo wondering
why there was no cry from the deaths, and Alayu fesrful of being
burt,

Assantu-in his reletion to the Christian Commmnity, i.e.
a3 the immediste denger from .''o-l'u, -~ is thus central throughout,

The discussions on the need for the commumity t» "take refuge in

the lisker of all and the Flesh-Taker;... whogse decds are enough for
our needs,” nd on the different views of saivuiion, Hsis's end
Tentula's, are dramatic, forwarding movement and building w the sense
of danger.

This simple progression snd economy contrests with the action
of Cranmer. rart I contains a greet mumber of events snd e great number
of characters. After the greduasl entry of the Singers, the Pricat
and Prescher, Crenmer, the Bishop, and the 3keleton, the action proper
starts. Cremmer is sppdnted Archbishop; Femry gsins his dispensation
and marries Anne; the Lords attempt to have the monastries dissolved.
Anne is sentenoced, the English Bible is writtem, the Lords attempt to
got rid of Thomas; Henry dies; the Lords take power; Thomas begins to
write the Book of Common Prayer., The speed of this suggests the
uncontrollable progression of these events; and the consequent pressure
on Thomes., But to keep the focus on an essentially inactive Thomas
and his spititusl conflict, Willisams creates stylised even caricatured
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charecters and the play hes a stark quality unlike the rapid movement

of liguse of the Ootopus. Ons reviewer noted of Crammer thet the words
wero}g:am; there is no resl stage action in the play. It "of'en seems
to be ritusl rather then a play.” Ancother wes impetient of the "talky"
character of Cronmer, snd suggested thot it wea perhaps time "to create a
new menner ror these gyubolic biographies.‘; And the V.lese reviewer,
linking Cremmer with ‘lirder in the Cethedral, spesks of it es being
"rether mystioczl then eveutiul, rether lyricol than ramatic.” 3 vents
and charsciers are linxed,snd significence shown by the Jkeletons

The Flame does not heve such a ubiquitous role, Ilie is not
continuously on stege : in Act II he 4s seldon present. This ict is
begun end ended by servents of i'o-l'u, and it is by their words
and actions that the sudicnoe is gulded. /‘nthony's offer of protection
- provided he agrees to use the name word for both God ané :'o-i'u -
is placed Luwsdiately following the larstell's talk of mentel and
spiritusl sbsorption snd issantu's discovery thet to serve i'o=l'u in
eny way involves ultinste totel gypgervience La¥oughout the play
Assantu takes the role of  ntagonist. And the Chorus of Louse of the
Octopus combines the functions of the Singers and the Commons of
Cremmer expressing end reinforeing whet is (rightly) felt and said by
more active charscters, end elsc perticipating importantly in the
action.

The simplification of the role of the aymbolic figure makes
him more coherent gaining the sympetiy of the audience in a way that
the Skeleton 8id mot. The symbol of a Skeleton is powerful, imsediately
drewing on ssscciation of death, end essily extended to imeyes both of
a hangman end of a puppet. The essocistions of death are very relevant
to_Crsmmer with its theme of acceptance of the cross in recognising the
limitetion of images, its setting of the communion service, end its



acticn which leads uwp to s martyrdom, The specific sttributes of a
Skeleton are drswn on when the Skeleton speeks of images being his bones,
diseased when seen singly, but in reality dancing together. 7The iLmage
drews on the medlsval dance of desth and the mystic dance of life., 3But
this dance of the bones, whioch images the theme of the play, is not part
of 1ia basic structure in the ssme way that the Fleme is. The sudiznoe's
interest, but not thelr gympsthy, is drewm. The Skelcton remains
Neoessity : in the teims of “iliiam’s erficle on he lexc® , “Dastiny"
is too ecaentric a figure to "become wi”.

In contzsst, louge of ghe Ootopbus osn be acen as & uniflied
symbolic struciure ocenteping on the Flame. The Flame introduces and
enda ihe pley snd his domination of gction is reflected in inages.
*Fire" (1,6, is used, referring beck to tho "ense and Joy of cur Lord"
("some or you tonizht are slive and alight with fire of this same :ind"
seys thc Floue). .nd rveferring forward to "the mind of God's Church..
ee the only and universal Joy.” The Flame then linits himself %o this
fire: "ie sre of those vho first came into being

when the lioly Chost nmeasured within the waters
the angle of orcetion; then in a sudden visibility
we dropped frow his ushing {lame-scettering wind,
to teach the blessed the speech of heeven and of us,”
The symbol/image of fire is present throughout. At first it widens into
"ghow", "light","dznce”. But, as telk of I'o=l'u beglns, it widans.
"eeeewe {lames of the wivit
sesecare sometimes seen on esrth

in uncovenanted shapea, shapes of triwph and terror.”

The Flame and P'o~l'u are not coupletely separate and the imege
pattem round the Flame merges into that of the Octopus, which is
primerily predstory ("tentacles", "clutch”, "mew") end often of the
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sea or #Water ("cctopus", "shark”, "crocodila") : Assantu, trying to
grasp the Flame as spiritual power desoribes him as "angry mmoke...
fire... licking and pricking our hesrtas with the hunger of the sea,
and the sea beyond the sss,” There are two types of fire, the fire
of the Flame cowenanted, committed to the"purging »f scula” yot
“gentle end cleansing, and the fire of the Cotopus desoribed in

terms of "flsry volcenoes", of choking and stifling, There are two
types of water, the merciless sea ssscciated with V'o-1'u, and the
water the Fleme speaks of : "I am more gentle end cleensing than eny
water.” And there sre two types of hunger. The Flemec apesks of "food
given"y the "eating ond being esten” of the Christisns seen especially
in the exchange between Anthony end Alesyu, contrasts with the eating
of the Octopus. The latter is descoribed in terms of "sbsorvtion”,
"devastation ", "rotting flesh", "decay", end "tooth-tearing”.

This symbolic unity, while it sllows the Flame 3 more coherent
role, has its Cisadvantepges, [ouse of the Ocgtopus lscks the actuslity that
%illisms cen quickly schisve from well-:mnown historical events and
charscters, and well known litersture. And #illiams does not replace
this by the sctuslity of sensucus imngery. This can be seen in his
use of the Octopus symbol., It is like a religious symbol rather then
e litersry ons becsuse William's relies on and builds wp, feelings and
associations that the resder has prior to the play, instead of sllowing
the Octopus itself to do thim, The first desoription has some direct
reference to an actusl octopus:

"sn empire of pageanry lies within these seas,

called P'o-1'u; it hes long stayed cuiet,

but now moves., It stretéhes wide temntecles,

gesps end clutches, and one by one fetches

into its mew these encient scattered islands.
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U now who shall save my young iano g@nt church ¢
but then we hear of "Father and Tater...

the grest shore of the ghostly islend

where your fabled father eats the fabled flgsh,...

the father who makes his meat of the desnd

amongz the fiecry woleanoes in the waste of the 563.e.

save me from the soul's swollowdng" {[.202-3).
Zven in the first pessage, "gesps" and "cluiches™ are highly {iguretive
rether thsn reflerential words and "mew" even more so,

A olose look et the imsgcs of a passsie confirmas this view
e.ge Anthony voicing his fears for the young church speaks ol "the
log thet within the mershes of a siesnont soul Aecomes the crocodile;
the shark's tooth thet teersAhe despairing heart; the negligent
body ceugnt/by weving tentacles ! the hidden daxr’ swprise/of all the
eyed crestures with meaningless eves " (261)

The three imeges vividly express ths horror thet Anthony feels.
They sre linked, being predeterg. DPut only the phrase "stagnant soul”
seems to me to approsch the sort of surprise, snd newmecss that :liot
speaks of, "Stapnant" hes strong essociations of atill water, putarid
end overgrown, associations which have not been lost or lessened by
mach metephoricel use. "Soul" has associetions cof gomething pure which
give its Juxteposition with "stagnant” a alight shook. "Shark's
tooth=tearing lacks the creative effect of Joining tio atill distinot
contents, and relies instesd on stock responses. It is a clicié . The
main disadvantage of thie is that although the suthor cen tius powerfully
present a feeling of horror, the reader and sudience 4 not experience
this, But both these examples, the growth of the octopus symbol, end
the pessage looked st - sre evocations of P'o-l'u. It is only in evoking



P'o=1'u that Williems uses this highly figurative langusge, And he uses
it to reveal charscter. In Act I the Flame speais of +'o-l'u, But
the Flame spesks e.g. as Assantu's "own nature” (it is your own neture
you sec, Assontu, not me,"” he says): he is » flexible enough figure to be
sble to speak the thougzhts of others. And the Fleme later speaks of
"your fabled father' V2% ani 1 spesk to the proud only in their own
tongue,
there I sm loud; otherwhere very soft" (p.252).

This suggestion of the unreslity of P'o-l'u is picked wp later when he
speaks to inthony of "dresus...themes of sad nightmere...the universal
conceit....fantasies, lies of the soul,.” ’Zemtula is more explicit,
telling Reis "I have come now

cut of all these tales of a spectrel Father

on his island ...

But now we know that the FPather is 2 true Power

of good, end his son owr foodand not we his,

end there is but one Ghost and that holy,

“hink, sister of this God, All the others

ere nothing." (p.264).
In the light of this, the speech of Anthony's looked at above is a pointer
to his epiritusl condition. For he uses the highly imegistic language
natural 10 a frightensd superstitious member of s primitive tribe.
For R-" and Assantu these "images”, which to Anthony are metaphors,
actuslly are concrete snd “resl”. In Rais' speech p. 265 the only
metephor is the submerged imege of frightened birds. Her speech
is slmost stark, vith few,or simple, adjectives ("no boer or fat bull")
end syntex is loose :"to name a boar for you

that it mey there choke and stifle and decay
instead of you."

“¥iliisms does not abound in the kind of imagery which is the
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peculiar glory of older English poetry -~ the sharply reco nisable
picture of the femiliar (ususlly rural) objects."* Yet his langusge
is effective for in the same way that "stagnant soul" gains mesning
from the interaction of two different and definite contextss ilais'
speech combines unusual or technical words such as "solitary”,
Bisemberk”, "putrid", "bleak” with the simpler or more common words.
“The dead come dreadfully” is cuick and simple; "dreadfully” outworn.
The sentence continues however "to the bleas Sh@e," with its long,
contrasting vowels; and "bleak"” is unusual, This i{s immediately
followed by snother contrest: "oarless” rhymes with "shoe" making

it sound simplistic - she is a superstitious native ~ but this is
followed by "end drift alone to disemberk." "Disembark” is a very
exact word suggesting efficiency and loud spe® ¥Brs. _imularly the
rather extrsvegant "Father roems amid putrid flesh" is balanced by the
natural imsge of birds (soule chiVMping with terror"). This
contrest acts, 8s 8 contral, Oi"n“uot; comnents on !letephysicel wit @8
as constent ewareness of digparate experiencej so that #illisms is
able, as here, to use vivid ims ws, reinforced by rhythm, by
alleteration, assonsnoce, cons s rhyme, showing the horrific
fontasies of Rais and her simplicity, without degenerating to the
ridiculous and to caricature.

This way of speaking eppropriately links the m}t(toul
islanders, the more sghisticated but evil Marshell end Prefect, and
the desires of Anthony. For sll are resting in imsages. In their
literslness, or use of the seme images, their expression contrests
with the ephemerality of the apprehension of spiritusl truth seen in
the speech of the contrasting group, Siru Uroyo and Torns. Decause
they are no longer tied to the"fantasies", their speech is more
abstract. It can be striking beceuse of the occasional simple,
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homely imsge :
" It may be that her lest scresm

was no more than a ory in childbirth, when he was born

pisrcingly in her soul, and her very desth

her first motherly waking.”

More often it is striking becsuse of unusual combination of parts
of speech, very often adjectives becoming nouns e.g. "smaliness
of death", and "naughting”, and of the abstract and concrete or
abstract and sensuous such as "sweetness of fact", In & 2 \flr .
rhyme, allitersation, assonance eto. too the contrast is built up.

The problem lies in the combination of the two ways of
speaking, the simple more naturalistic with the highly (horrificelly)
figurative, which follows the good-evil division. liouse of the
Uctopus lacks Seed of Adem's distance in time which lends veracity
by removing the action® "e timeless di.umuﬁ.on“5 and by drawing on
historical charecter. The horrific symbolism outweighs the actuality
thet could otherwise be built up by the more simple language of the men
of the islend. And there is not the unified foous on the struggle
of the oentral charecter which could powerfully gein the eudience's
sympathy, It is with the struggle in Anthony that the sudience
sympathises; but he shares the dremetic foous with Asssntu . Assantu
is a colourful psrsllel, contrast and entagonist but not convincing.

For these reasons Williams does not overcome the ambiguity
inherent in the presentation of the spiritusl struggle, lie shows that
P'o-1l'u is @ "fentasy of Assantu's own soul” by presenting I''o-l'u
in horrific images that suggest the terror vividly, but keep the
sudience detachedly oriticsl. This remi:ds the sudence it is fantaay,
reveals charecter, and sllows the Flame to dominate. The diffioulty

arises when Willisms simultaneously shows ’'o-1'u as fantasy and relies
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on Assantu and the Octopus to point up the de)ih of the spiritual
struggle of a Twentieth Century eveusjuw,
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See above pp. 6=7

Dewson ppe. 90-1

Jee asbove ppe 31-.

Uside Lewis, pe 190 -

John liesti=Stubbs, ILuicoduction to golleoted i'lays.
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In Chapter Une two directions in Williams' plays were
noted. The first wes 2 movement from Cranmer's combination of
the historicsl and symbolic to the more sbstract lativity plays,
such as Good Fortune, followed by a retwrn to the histordical. The
other was a movement towerd a lighter style. These are part of
a genersl direotion wiich can be seen in terms of symbolimm. Cranmer,
Chelmsford, and Seed of Adam are similar in their use of aspects of the
mesque and ritual. They are pictorial : a succession of soenes, made
possible by the telescoping of time, is linked by, for example,
the Skeleton and Cranmer, This is rather like symbolism whose
essentisl qualitics, as seen by Colendge, were the reslity of the
symbol, its deriwationfrom something grester, and the presence in the
symbol of the thing from which it derives. These three plays lack
the latter. The natural end its significance are combined, but they
are not fused in symbol. From this type of symbolism,Williams moves,
pe haps because of the limited resources of the Filgrim Players,
to ellegory in Good Fortune, liouse by the Stable, and Grab end Grece.
As in the history of the morality play, allegory is effective when it
conoentrates on Everyman's conflict. But the range and extent of
ideas that cen be expressed is limited. The idess of licuge of the
Octopus , like these of Crammer are more distinctive. In House
of the Octopus Willisms comes neer to fusing the event and its
significance in a symbolic structure though, for exsmple, as Every
points out, the Flame still must explain thot he is Asssntu's own
nature. But the play lacks the distence that allows Crammer to
be convincing, distance oreated hy spectacle, dense poetry,
and the use of historicel charscter. And it lacks the conviction
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that can arise from the concentretion on e central conflicting and
developing chersctey from the use of hirtorical chareeter and from

1
tm“mtwnorthmghtmtofcenngv,wﬁumofmm

imegery,
Gersld iesles suygests willienf contribution:
"The unique quality of Williems' mind is thet it plays scruss
its materiol, whether historicsel or fiotional, and illuminstes
that materisl by personal vision, It is impossible that that
vision should be shared exaotly by enyone else. Insofor as it is
a Christisn vision, other Christisns cen spprosoh i%t; insofar es
1t is poetic or srtistic, it cen be experienced ss literature, Of
all the modern religious plewrights, Williams is the lesst even;elicel.
liere, he says, is the way things sre - things seen end unseen, The
resder csn scoept or reject the vision ss he wishes or ss he must.” <

1. TeS. Elfot, "The Metapt‘:’-iool Foets”
Modern Engish Dang
s il

o, Eerald  Wealks Reh%.o'l_;._ll_
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