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DRAMATIC CYCLES

Drama moves in great spiral cycles. Without
reduplication of fora there is 8 recurrence of aia; with
a constant change of viewpoint there is a repetition of
tyve.

Engiish drama is religious and allegorical in its
beginnings, romantic in the Elizabethan period, satiric
in the eighteenth century, naturalistic in the nineteenth,
an@ now, in the twentieth the curve has turmed back to
aymbolisa and mysticism.

Present day mysticism and symbolism is the immediate
successor of the most exact naturalisa, and bears many of
+he traces of that naturalisa, about it, contradictory as
such a statement may seem. Yeats presents Irish manners
realistically in his patﬁoticauy symbdlic "Cathleen Ni
Houlihan", O'Neill preseﬁts the Negro in mentality and
speech most accurately in his_ethically'snggestive "The
Eamperor Jones", and Percy Mac Kaye is entirely true to the
spirit of historic Hew England in his delicate fantasia,

®"The Scarecrow'.




Drama has become symbolic and suggestive, and at
the same tixme searchingly psycﬁological. It has become
interpretative of the complexities of the human spirit,
it has 1laid bare planes of consciousness in the din
intricacies of the mind, it has sought to interpret the
most tangible sensations of tbé heart. To express
this a8 new dramaturgy must be éieated.

Needless to say the developnent of a new dramaturgy
must be slow, and to a certain éxment unconscious, though
more than one dramatic creeélgaé besn written during the
period. 0l1d conventions are gfadually sloughed off,
new means of expression are gradmally created, until the
drama becom=8 an instrument 0f expression capable of con-
veying the most delicate nnanceé across the footlights.

Phe stages of such dramaturgic develop ment may be
barely suggested by the brief consideration of a few
outstanding plays covering the period from 1880 to 1921.

Beginning on the night of October 29, 1881 and run-

ning three hundred and fifty nights, "Zsmeralda" by Frances

(1)
The dramatic creed of ome of Zngland's leading con=-

temporary playwrigihts is found in the essay "Some Platitudes
Concerning Drama™ in "The Inn of Tranqgifility™ by John
Galsworthy.
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Hodgson Burnett and #illiam H.Gillette represents tae type of the

sentimental romsntic play populer in the early eighties. The

Characters are type characters, & vixenish mother, a faithful

lover, & gentle old fether and an inhocent young daughter. It hes

the rursl atmosphere common in American melodrams of that period,

but no actual loc al color. Dialect is introduced in the spceches

of the o0ld father, but , though it gives an added pathos, there is
none of the cadenced beauty since develoved in dialect speech. There

is a slight subvlot, amusing in itself, full of dbright dialogue, but
marred by a forced sprightliness. Thi§ sub-plot serves as & means to
bring about the denoument. The story is told in four acts, covers
& period of several months, deels with 2 simple complication, and is
full of striking climexes. It is not concerned with a deep study of
motives or mentel states, but is decidedly objective and superficial.

In 1882, before he was touched by the influence oI Ibsen, Zenry
Arthur.Jones, in Collsboration with Henry Hermaﬁ; Produced "The Silver

King".

"The Silver King" is =n out and out melodrama, having all the
Conventional situations, desling with murder, criminel gangs, &
reformed drunkard, concesled identity, excessive poverty, the cruel
landlord, the parent a2 stranger to his children, and money from a
mysterious source. It hes & sudéen happy recd justment at the end, sfte
after long and appsrently hopeless SOXTOwWS. It is handled with &
great deael of stressing of viojent emotions, but hes 1little in the
wey of character study. The story extends over a period of four

years as is frequent in thet period, ofmovel-like: dramass: Fedeels
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with twenty-eight sharacters, in seventeen scenes é¢istributed among
five scts. The plot vdepends upon the supposed murder of Geoffrey Vare
by Wilfred i)enver, bat =ctuslly committed by Herbert Skimmer. Denver,
beving been drunk at the iime, supposes himself guilty. The mystery
3s clesred and the plot unraveled by means of Denver, in disguise, and
pretending to be &eafy hearing one of Skinner's gang remird him of theé

murder. There sre seversl episodes, loosely comnected with the plot, .

but 2iding its generel advancement. Persons ere introduced who seﬁe }
very temporery Beeds. The scenes desl alternetely with two groups of ;
persons, only comnected by the murder of Vare. There is rmch self- j
explenstory soliloguy and meny asides. |

EZvery scene ends with a strong and stagily thrilling climex, of
v.'rhic'n the end od Scene III, Act IV is the turning point in the play
and the most stegily thrilling of 211, for here Denmver lesrns thet he
wss not guilty. The denouement maintains suspense by alternate hope and

fear.

Devid Belasco's "May Blossom™ in 1885 belongs to the same era, buti
js less violent. The play desls with & period of six years in four acts
two Of which ere in the same setting. There are fifteen persons and *

a few supermumersries, fiskermen and children, all of whom are more oOr

less essential to the plot. The plot has but one element, but is set
off by the comic relief of & bashful, middle-aged lover who has strug-

gled for thirty yeers to propose to the lady of his choice, The war-
time period mskes posible the imprisoned hero. ?here is & double
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case of men long absent, first the lover, then tke hushand. The crisis
|is precipitated in the second act by the return of the first. Action i
delayed in the third sct by the relief element, =nd closes with the
climax of the play--the husbend leaving because his wife cannot forgive
his perfidy in letting him marry her when he knew thst her first love
wes not dead. The fourth act maintsins sn artificial pathos throuzh
the child element, and diluted by the comic relief. It closes with a
sharp turn which restores happy relations betweenhgnd wife just as he is
about to depart forever without eveﬁ being seen by her.
4 play of the heroic type, full of vslisnce and romeantic sentiment
is "Paul Ksuvar" by Steele Mac EKaye, first produced in 1888. It is a
five sct melodrama, clesrly unified in plot. The entanglement depends
ugon & paper, a warrant for execution signed by the hero and filled in
by the villain, and proceeds by means of disguises and misunderstandings
up to the very end. The speeches are short, the soliloquy and aside
have been dropped, and the exits and entrances sre well timed.
Every act hes & much stressed climax at the end, rather violeﬂ#

in tone, a8 exampled by the end of the third act, in which Khnvar'sv
supposed death has been announced to Disne, upon which she announces
her secret marriage.

Disne: Traitors do not die to save their victims! His life

was noble! His death sublime! (to the Duke) You have

foully wronged the men who bravely met & martyﬂs_death-for

you! heve scorned snd spurned me--Now I disown Poul

Lz Rochejaequlein: Where are you going?
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Disne: Beek $0 the sans cullottes .

Duke: Dienel! Daughters

1]

Diene: XNoi Not your dsughter -- dbut his wifel 3XNo longer
Diane de Beaumont -- but, themk God, Diene Kauvar!
Lfter this the plot begins to untangle dbut the cetastrophe is

delayed by a battle and a mob scene ir which Xsuvaer, disguised as
Ls Rochejacquelin, hes a nerrow escepe from his own trOOpé. He hes
assumed the disguise to allow Ls Rochejacquelin to escupe. <+he play
ends with some sententious remarks:

Disne: At last, thenk God, dear France is free of tyrants.

Paul: Liberty is wed to juétive, and smerchy is endede.
This is sbout the last of the violent melodrams whose conventionel
sentimentality had so long cherescterized stege products.

In 1893 Lrtkur Wing Pinero produced "The Second Mrs. Tanqueraye.

Here the plot is without complicsted intrigue, the tone of the diaslogue
is simple =nd nstursl. There are four acts. ?he climax is brought .
about by a coincidence whick occurs at the end of the third sct, that
is, the eppecrence of one of Peule's former "protectors” as suitor
for her step-decughbter's hend. This savors of the stage trickery of
a former time, snd is emong the lest of & long series of timely
eppeerznces which have served to meke the good happy and to punish
the wicked in no end of stsge householdse. The unravelment is s
metter of spiritual recognitions in which the interest centers in
Pzula's state of mind. The eatastroPhé comes suddenly, but without
eny turn in sction. It is a steady sdvence to the end.

"irs. Dane's Refense( 1900) shows the influence of Ibsen on Henry




Arthur Jones. The action covers abtout three weeks and is told in four
|acts with twelve characters. The plot is simple, the dialogue is natural,

there are elements of humor, tut no comic relief. The clash comes al-

most immedistely, tut the ful;,revelation of antecedent circumstance is

not made until the climax scene which closes the third sct. The last act
is very quiet, and ends with a hopeful note. The act-ends are stressed,

tut not with violence, everything is in the conventional drawing-room tone,

ani tbere are no artificial contrivances, such as letters, disguises, over-
heard conversatlons. or lost gloves to tring atout a de nouement. Suspense
is maintained by one hope after another teing destroyed . The sudience is
iin the secret from the first and passes through the ssme mental states'as
éthe heroine. The whole interest teing centered in her, the last act loses
%force ty her gksence.

? The next year Granville Barker geve the drsmatic worlid "he Harrying
of Ann Leete", a plsy with the slightest of plots. "The Second Mrs. Tran-
jqueray" and "Mrs. Dane's Defence” desl with the results, there has teen a
great deal of action in the past, such action as might have teen included
in the type of play which extended cver a period of years. Here we are
dealing with the future, with hopes vaguely suggested. "Vaguely sug-
gested" must apply to the whole structure of the plsy, dialogue, exposition
plot and Dé nouement, yet the impression left is vital and clear. The
dislogue is handled as conversation is handled in actual life, intuition

is stimulated and a clear fatric is wrought. The "moments” of the vlay .
are not stressed, all moves evenly. Zven the proposal of Ann to the gar-

dener gt the end of the third act which %ten years Peck would have teen
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T culze oo verowl Zirsmoris, thouth meeting with considereble astoniskment
is tre;tea Witla restraint.

Zon; John 4Abud -- you mean to merry. When you merry -- will you

merry me? i{

( 4 blenk silence, into which breaks Carnsby's sick voice)

Cernaby: Teke me indoors. I heard you ask the gafdener to marry you.

fon: I asked, him.

Carngby: ..l heard you say you ssked him. Teke me in -- but not out of

tie rain

Ltne suthor even loses this fine opportunity to exploit parentel authori
The wedding tekes place, and the ending is problemeticel but hoveful.

The subleties of Barrie bring & new note. "ihe_Admirable Crichton" was
presented in 1903, whimsicel, delicately suggestive, quietly humorous, but .
large in idea. The plaey is centered in the gharacterizetion of the hero. In
the first sct he is the perfeect butler, in the second set he is the men of
ection, in the third, the king of e desert island, and in the fourth, the
perfect butler egein. There is no intrigue, no very tense moment. The end of
third act where Chrichton gives the signal which will bring & ship to the
relief of the pearty shows some struggle, but without stage hysteries., "Bill
Chrichton has got to play the game"}gis the simple expression which indivsate
the difficulty of his sction. This is the cerisis. The fourth set desls with

'

the readjustment of 1if%Aand is full of comic suspense, the denger of a

reveletion of conditions on the $sland being constant. ?his light, humorous -
subtle comedy, dealing suggestively with besic socisl reletionships, with-

out stage tricks, misunderstendings or farcieal complications, is new.




9.

In the mean time the poetic one~act vplay was developing. In 1904
"The Kings Threshold” by Williasm Butler Yeats was produced, perhaps an
extreme type, but notadble in its extremity. It is verse, composed
from a pictorial point of view, and dramatizes & single phase of a
simple theme. 4 play without sction, with no intrigue, dealing with
things of the spirit only, it rises in intensity from one scene to
another in which Seanchan, the poet, who has elected to stwydAve on the
. Xings' threshold rather than accept an inferior place at the King's
table, resists one temptation after another and is finaslly triumphant.

John Millington Synge was alsc writing his peassant dramss, putting
the flavor of the Erse speech into English, making pleys as unébphis-
ticated as his dremstie personse, but as perfect structurally as the
Parthenon. In 1907 "The Playboy of the Western World™ appear;d. it
is a three act play, observzng the unities of time, place snd actlon.
'"he humor is the humor of charscter rather than that created by extrav~

\
agance of situstion. There are eleven charscters of whom four;gpeak

',

nearly all of the dialogue. The exposition procedes in<naturai con~
versation with no apparent consciousness of being expostion, f;lly

two third uhrough the first act, then the clash comes,-the riwalry
between the Widow Quin and Pegeen for the possession of Chrlsty.

The second sct works-up to a lyric love scene, contrasted by bhe fear
of Christy st the return of his supposedly desd father. ~The \tﬁ.u:a act
is a series of sharp turns; the triumph of Christy in the gameq Y
followed by his bumilistion on being confronted with his father, Aﬁg
apparent murder‘of the father followed by the attempt ofvhis fellé?%&
to hang nim, the return of his father, and his departure; tfansfbrmgéf\

from a pitiful creature to a lad of spirit. The act ends are Euietfﬂikz
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and the end of trhenlay is quiet. Therc is one stressed scene in every
act? 4lvays near the end, the confronting of Christy with Mahon whom
he is suoposed to have murdered is the climax, at about the middle of
the 1.st uct, but interest rather increases than diminishes from this
soint, because of the immediste strugrle with the frightened peasants,
the surprise of Mshon's sccond uppearance and the triamph of Christy's
departure.

Tragedy, though rare on the modern stage, is exemplified in Jahm
Masefield's "The Traredy of Nan™, osresented under the direction of
Granville Berker in 1908. Here z2gain we have peasant peosle speaking
a8 peculizr dialect, and the unities of tiae oslace znd actibn. The
action itself is very siwmsle, centered in one person,'Nan, wno is fuliy
srevareé for before her entrance, and who, after her entrance is in
very nearly 211 of the scenes. A poetic and mystic atmosphere is
introduced in the talk of the aged Gaffer, vhich gives to the long third
act in vhich the denouement and catastronhe are zccomnlished, a fugue-
iike tone. The enisode of the money isthe timely coincidence old in
drama, and this brings cbout the luast turn, the immediate cause of the

catastronhe.

"The Tragedy of Nar™ is realictic im setting, sp=ecch, character
presentation snd historic atmosphere, but also strongly flavored with
20etrye.

"The Yellow Jacket™ in 1911, by George G. Hazelton snd Benrihqis
one of the many plays of pure fantasy, rich iu o;iental coloring, but
without any uttempt at reality. Of thesame type is Edward Znoblavch's

"Xismet"(1911) and Percy Mac Xaye's "A Thousand Years Ago™ (1913) .
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=11 three of these plays asre elaborately plotted, have meny charac-
ters, and are rich in incident, but keepr the central char;cter con-
stantly before the eye. They are like nothing that ever was in any
land at any time, yet they are naturzl and full of truth. The dia-
logue is simple and direct, now and then tinged with poetry. =ercy
lzc Xaye's play is written in verse.

The seme influence is felt in the plays of Iord Dumsany, thouch
his are neither so long nor so complicated. "The Iaughter of the Gods”
produced in 1918 is & three-sct rlay. There are Zourteen persons, many
of them of minor importance. The action covers a tire of three days. The
first act creates the sirrle entanglement, that is, the rlot to get the

-

ring sway from Thek by 2 false prorhecy. The act closes with a forbod-
ing word: the conscience-stricken propnet exclaims,” The gods will run~
ish us."™ The second act shows the king uninryressed by the nrorhecy, and

the gueen sick with terror because she nas a presentment of death. The

last act is most full of susrerngz. The king has not gone, znd the con-

]

syirators imow thaet if they sre discovered they must die. The prrophet

2lks about with the executioner st his heels-at sunset he must die if
his proyhecy proves false. £t sunset, just as the rrophet decides "The

-

>0Gs have lied", destruction bvegins. There is: sudden thunder and darkness,

ng

-

the pelace collarses, there is mocking laughter, and the dying propnet ex-
claims "It is the laughter of the gods that can not lie, going back to.
their hills." The simple story, developed with marked structural simplic-
ity is yet full of fatefull suggestions. It transrorts the srectator to
the vorder of unspeakable mysteries and vegue terrors.

Parzllel to this drama of fentasy developed the "Slice of Iife™ drama |
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such plays as Elizabeth Baker's "Cheins™ (1911), Stanley Houghton's
"dindle Wekes"™ (1912) and St. John Ervine's "Jane Clegg" (1913). These
plays are all structurally simple, and sligzt in plot, depending for
their effect on character delinestion., They deal with middle class or
lowly people, and the dialogue reproduces their uncultured speech.

There is nothing sententious or epigramatic, no sparkle of repartee, but
simple naturasl often crude speecih. ne apart, the aside and the solus
have practically disappeared.

"Jane Clegg™ is fairly representative of the type. It is a thiee
act play in one setting, involving seven persons. Huch of the ection
representing the resultant crises of emotion. The exposition 1s accon-
plished by a discussion between wife and mother of Henry Clegg's snort-
comings, occasioned by his coming home late. The seeds of the plot are
sown in the wife's refusal to lend her moxey to the husbvaznd, end the
serrival of & check belonzing to his employers but in Henry Clegz's name.
The act closes with en incident which shows Clegg hard pressed for mon-
ey. The second eact is climactic. Henry Clegg has embezzled, &nd is
caught in 2 coil of 1lies, but it is treated without bluster, the tone
is guiet and even, but tense with emotion. Though the second act has
been said to be climactic, the technical climex is in the third act,
where Munce, to whom Clegg owes money, reveals Clegg's relationship
with another woman to Jane Clegg, his wife. From this point the vley
comes guickly to a conclusion, the relentless strength of Jane's char-
scter keeping the action subdued and almost majestic in movement. It
comes to an end in the same metter-of-fact menner that has character-

ized it throughout.
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O0f these two methods is borm a third, naturalistic in detail,
fentastic ané poetic in effect. 4an especiallﬁ fine example of this
form is "The Hairy Ape"” by Zugene 0'Neill (1921). The author is care-
ul in the descrivtion of his first scene to say, "The treatment of
this scene, or of apy other scene in the play, should oy no means be
natoralistic”e It is to be life conventionalized znd symbolized. The
chorus-like echoes of the derisive stokers to Yank's remarks with the
invarieble stage direction,”The word has & brazen, metallic guslity as
if their throats were phoncgrapn hornse. It is followed 0y & chorus of
nara barking laughter. "is an example of how the play seizes oun Some
salient feature of life and reduces it to & pattern. The sfter-church
varade on Fifth Avenue is an examvle: "4& procession of gaudy marion=-
ettes, vet with something of the relentless horror of Frankensteins in
their detached, mechanical unawareness, "Their manner of unseeingly
avoiding Yank and his comvanion, and the fact that Yank's bumpings 4o
not jer them in the least adds to the mechanical effect, and hss its
subtle implications.

The play is arranged in eight scenes, throwing aside entirely the
0ld sct structure. Yank, excevt in one scene, is counstantly the center
of interest. He speaks the great mejority of the lines. The play has
almost the effect of é sagae <+t is e series of detached episodes, only
connected by the continuity of Yank's idee of revenge for the insult
which he fancies he has received. The speech is the uncouth speech of
the lower class of seamen, but Yank's harrangues often have a rcugh
but poetic nobility. The meaning of the whole play is voiced in such &
speech by Yenk in the first scene:

"Hell in de stokehole? Surel It tekes a man to work in hellcHell




woild, dey stope Uere sin’t :ao0thin' no morel let's vhat IT.. -
seyin'. Everyting else det muxes Ge woild move, £0..8D'n meles

1

3

it zmove. it ca +

E

t move witout somen'n slse,see? Pfn juk o

,.n

Govn to me. I' &t de bobtionm, got mel Lere cin't not:sEE' foither.
i'm de endes I'm de stertd 1 stort somep'a sndc de woilid movesl"
In the Tirst sceze we becom: cequainied with Yenk, He stctes his

cese. I tze second we getl the cesuse of 211 that follows in lildred
bougles, the pampered, ertificiel product of & vast fortune. It is her
-@ecision to visit the stozehole trat is txe incentive to &1l the {ollowirs
cction. ine third scene is in thé stozerole. 2erc comes the clash. ytnk;
fencies her presesnce is ¢ deliberate insuli. Txe moment of the closh is

-~

witioul words, the stzme-~direction resds: "*ﬁa—“**ls defensively with &
sr¥ius | murderous srowl, crouching to e sa:rnf nis 1ips érawa beek over
his teeth, his suell eyes gleecning ferociously. He sees liléred, like &
white svperition in the full lisht from the open furmece doors,Hbe gleres
into rer syes, turned to stone, is for ner, during his speecch she hLas
listened, peralized witkh horror, terror , her whole personelity crushed ,
beeted in, collapsed, by the terrific impect of this unimown, ebysmel
brutslity, nsked and snemeless. £8 sne looxs at his gorille fsce, &S his

eyes bore into rers, s“e ucters ¢ low, choxing cry enc shrionks ewey Ironm

hin, putting both hands up begore ner eyes to shut out the sisht of his
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face to protect her omn. This startles Yénk.ﬁ Zigs mouth f2lls open,
he rrows tewildered”,.

From this point we proceed directly, erisode by episoée, to the
catosirorhe. There is neither entanglement nor disentenglement, there
eanmnot be said to be any rlote. 411 is in the sonl of Yanke. Zech
evisoge is rroater in intensity than the lact, rmeh is in monologue.
The scenes ore trief, each trinfs & new defent for Tenk, tut his spirit

is never broken. =e dies with & setiricnl word on his lirse

)

Conventionalized 1life is 21so precsented in the oxne-zct produetions

¢

of Alfred Zremvorg, comtined, still, with & good decl of naturalism,
and full of subielties. "The Silent Waiter®, rlayed tenrind & window,
59 thot the oulience does no%t see the foce of the waiter until the cat-
cstro:ne, is less comventional then many of ais, for cxumle "Vote the
Tow Moon™ or "At the Sigm of the Thumb ond Ilose", but is structurally
choracteristic of & very cemeral movement in dramee. The two persons
remain seated oprosite ome another during the entire ricce. Nothing

harpens, It is drame 07 the mind entirely. Jim is abvout to te

)

married. Hol hac loved the same :irle Bzl reveals to Jim her spiritual

effect u.on hime Her demands thot ne live up to her conception of him

g selfe-anmninilation to hin. Jim recognizes the szme thing in nis
experience and they decide to-die, which they do Ty poisoning The winee.

Only when they are dead and the waiter draws the shades do we see that

nis head is 2 death's r2ad. The dislorue is mede up of 2lmosterkily

-
[4

vrief Speeches, the thongnt procecds by delicate gradations, almost
in the mommer oF Eenry James, vut the woint is clearly enouch made and

the spiritusl sctiorn rises in a2 rurely drametic menner. The rlay is
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(1)

static an@ reminiscent, the cresent is nothiig--21l is in the pact.

Such, triefly, ere the rhases of contemporary drame, undergo-
ing constent chanre, and steedily inecreasing in power of delicate and
spiritual exgression. It beran with the external and romentic trezte-
ment of life, proceeded throurht 2 reriod of bald noturslism ard hac
now entered = reriod of symboliem and surcestion. Its mechonical de-
Tices have become simrler and less artificisl. It hat bhoniched neny
old conventions and out rrown meny stare traditions, has zcauired new
intentions, and new means of expression. It taekes for its subject
& rmltitude of things, in the words of Clyde Fitch, "every class,
every kind, every emotion, every motive, every occupation, every bvusi-
nese, every icdlemess”, It deals witnh 211 these thin;s with aa effort
to reproduce life, to create the illusion of rezlity, »ut in thoet
treatment action nas given vlece to thourni. The 1lot is no longer
comrlicated with an entanglement of incident, we cre no longer hur-
Tied breathless from one adventure to another. We a2re rTather teken
deeper into the mentality of our dramatis versonse. The center of

interest hes shifeted from decds t0 ideas.

(1) This play is the same in theme 2¢ "Ie Dance devent ILe (Hre
rolr™ by Frencois de Curel, tut is treated even more subjectively,

2v4 in the static manner.
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II

Play Structure

"hen all the mysteries of humanity have been solved,” says Bron-
son Howerd, "the laws of dramatic coustruction can be codified and
clearly explained, not until then.” The drams is too near to life to
be reduced to an exsct and invariable formula. Formulas for play mek-
ing have been mede, followed and abandoned, there is a constant flux in
the techniaue of this art as in that of any othere.

Three formulaes have dominated the English stage in the past, those
pf Shekespere, Scribe and Ibsen. The influence of these models is
still felt. Stephen Pﬁilips in the early days of this century wrote
somewhat in the Shsakesperian manner, and the influence of Scribe and
Ibsen can be seen in very recent plays.

Seribe's method was to meke a brilliant presentation of characters
in the first aet, to create through the second and third acis & com- .
plicated intrigue of misunderstending, the cléaring-up of which would
jnvolve some "propérty”, to lead up to =2 crisis in the fourth szct and
to vring sbout a cheerful denouemen* and conclusion in the fifth eact.
The climax and denouement were almost invarisbly dependent on some
lost erticle, an overheard conversatiom, oOr the reading of e inter-
cepted letter. The Scribe exposition is always brief and rapide.
Antecedent circnmstance is of 1little importancee.

Oscar ¥Yilde and Clyde Fitch are among the last whose work hes been
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grectly influenced by Scrive. Tre intrigue of Fiteh is not ucueslily so
complieated es thet of Scribe, nor the Gependence on propertiec oo
slevish, but his climax gnd dencuement are 2lmost invorigbly in ihe menner
of his Ffrench predecesser. “he overnecrd conversstion is quite irresistibvle
to hin, eppesring in one form or anotier in meny of his plays.

in"3ecu Drumel” the fortunes of the kero tura in the scenec in wkich
Vincent makes the wnfortunate mistake of tiimling the concesled Zrince is
the Zesu. In this scene there are three recesses in the room, ccch foing
effectuel work oi concealment., The heroine in "Jathan Hele" ic concecled
berind & curtain and heers zathen's plen to go to the cnery 's conm as &
sry, Just efter heving promised her not to cxpose himself wamecesserily ,
tius creating the crisis of the love story esné & striiing cct-end.

The overreard coaversation is a coanvention tunet cles hard. Zven

John Gelsworthy in TEhe Skin Gane” puts a spying moid bohind & screen \
©t0 Iind out the secret of &Ibe's nast, though he mekes no use of tne mai&%
information in the unraveling of the plot. The letter has liikewise held
its plcce in the meiring of intrigue, and as & pivot on wWhich to turn o plot
H.V. Eszond , as late as 1901, in"When Ve Vere Twenty-One™ zdés to the

- o

complicetion of ais plot and brings sbout the crisis through the finding of
a lost letter with an exmbiguous signsture.

Ibsen's metiod is to stete the pest aad Gesl witkh results. Zis expos-
ition is not confined to the first act, but extends well up to tic crisis,

wnicn is neer the middle or towerés the ead of the play. Fhe vlot

ede
(]

simple and the conclusion is problemstice. Zis work is botxh cerious and

paturslistice.
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The Ibsen influence was brought into Eaglish drems by Joacs in tke
eignties, end has stecdily incressed, tkhoush now wndergoiny strong I

%)

T

ifications snd spparently giving plece ©o newer inflzences. +he icndency
towerd wnity of time and plesce in econtemporory &rcme is prodably larzely 2
titridbutable to him. Iis sipplieity, his seriousness and his anclytical
psychology heve nade en indelible nerk on dranctic form.

The Ibsen method of retrospeetion, combined witi: his owa delicets
humor mekes Derrie's "The Twelve Tound Look", produccd in 1914, g&.cheracter-
isticelly modern pley. It decls with tie roecticns of & woman who finds in
+the man wnom She has nmerried nothing but fetuous self-setisfection in his
worldély sucess. £11 is far enoush in the pest for the suffering to kave
ceased. The dialogue is in the past tense, -- twO pcople revesl to cech
other their perts in en episode long past, and the result is & fine psych-
ologicel enclysis kept lively by the suthor's geniouse. It hes nome of the
Ibsez gloom, but would probably never heve existed but for tre Ibsen
PTrOtoFyPe.

411 drsmes sre fundenentally alike in structure. The five perts must
exist. There must be exposition, entanglement, climex, disentenglenent, ¢
snd conclusion. On this is based the old theoty of five act c(biw.)“s’ ons

and trhe pyramidal structure so cerefully ...L.aly"ed by Frezteg, Witk ozne

(1) Freyteg, Gustaev; Die Technic des Drames.
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act allotted to each. -This pley form has in reality mever been more
‘then & theory, thesction generslly rising through three of the five
scts and falling abruptly from some point in the fourth. The four-
act play mey be the outworking of dremetic law as stated by Aristotle.
He divides a2 play into four parts: The Protasis, the introduction of
cheracters and action, Epitesis, the entenglement of plot, Cstastasis,

the countetturn, and lusis, the solution. This is the zct srrangement
of e great number of four-act plays. The three-act play has its sct
division according to the beginning of the struggle, the climex, end
the catastrophe, the climax coming well toward the end of the second
act. Two-act plays are rare. In these the first sct is in the nature
of a prologue, the second contasining the crisis and denounement. The o
one-act pley must contzin all these parts, bdub, becausé of its exteeme
ondansation, the bulk of tkhe play consists in entenglement and climex.
The five-act play has lost its vogue. Tke only plsy by Jones ,
since his early melodremas, in five scts is "Michael and his Lost
ingel”, in which the last act weakens the effect of the whole. Charle s

-

Ramn Kennedy is fond of the five-act form, using it in his master-
viece, "The Servent in the House™ ( 1908), in which the construestion

is off the traditionsl pyramidsl form. Percy MacKaye has used the five-
act form in his "Jeanne D'Are”, but the pyramidal form is less appsr-
ent. The turn in Jeamme's fortunes may be regarded as being in the
scene in Act IV in whi@h the court machinations against her are shown
by the appearance of a rivel sorceress in Catherine, but her career =uws

moves on in triumph to the end of Aet IV,
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The four-zct pley is very frequent, and its sct asrrangement con-
forms very closely to the fourfold lristolelian division. Tre exami-
nation of.one representative rley will show that conformity.

The first act of St. John Ervine's "Mixed Marriage"(1911) intro-
duces and characterizes the six peréons, stetes thet a strike haes been
declared, shows the religious prejuhices of Ireland =nd brings Reiney
to the decision to speek in & Cathoiic rgll in spite of his prejudice;
the Protasis is acconmplished. The gecond act brings sbout the engage-
ment of Hugh end Nors, Catholic ané Protestsnt, and Michsel (Catholic)
versuedes Mr. Rainey to speak egsin, his influence being such that it
may werd off a riot. The is the Enitasis or entanglement, the Catas-
tasis or counter action follows quiﬁkly in the next act. Rsiney dis-
~covers the engagement, oproses it violently and refuses to spesk. The
Iusis, conclusion or catastrophe follews in Act 1V, 2 modb breaks loose
storms the house, Michael is zilledvtrying to paecify it, and Norsa,
rushing out, thinking to stop the sﬁooting, is srot.

An even greater number of playé follow the three-sct division.

W. S. Maugham's "Penelope™(1909) wiil illustrate the usuel structure.
The exposition occupies sgbout a thiid of the first ect, Penelopve an-
nounces Dickie's.infidelity to her %amily and friends, the rest of the
act cousists in the formetion of & 51an of action by Penelope's fsther,
the invention of a petient,"lrs. Maék“ by Dickie to cover his infidel-
ities, and the beginning of Golightiy's plan, i. e. thrusting Dickie
unon Hrs.'Ferguson, his inemorats ad nsusesm. The struggle has begun,

in the next act comes the climax. Dickie, though sick to death of Mrs.
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Ferguson, is on the point of going to FEris with her. DPenelope re~-
veals her knowledge of the affair, pretends to be amused by it, Pickie
is outraged, and at the very end oI thelzct, determines not to go to
Paris. The solution ir the third sct reveals that Penelope also imew
that Mrs. Mack was a fiction, breaks up the affeir between Dickie e é
irs. Ferguson, and sterts another between Krs. Ferguson snd the vener=-
able beau, Davenport, ending with the sugrgestion that Penelope now
<nows kow to hold Yickie.

The first act of a two act play introduces the characters, pres-
ents the clash and ends with & minor climasx. ‘There is an interval be-
tween the two ucts, varying in length, in "Suppressed Desires™ by
George Cram Cook and “usan Glaspell two weeks, in Eugene O'Heiii's
"Diff'rent" thirty years. The second asct must contsin enough nerrative
" to span the interval, then move quickly to the major climax and con-
clusion. |

One of the most exquisite productions of this type is Lord Dun-
sany's "The Tents of the Arabs". The first sct sktows Bel-Nerb's
Crgving for the city and the Xing's yeerning for the desert. Bel-Nerb'-
end. the XKing look alike, being half-brothers.  The King goes into the
desert and promises to return in s yezr. The second sct introduces a
new ehrrscter, tihe gypsy whom the Ting has loved in the desert. The
Yesr is up, it is a terrible wrench to leave her snd the desexrt, but
'sir -e it involves his honor, he must. While they linger unwilling be=
fore the gate of the pslace, Bel-FRarb sppears,announces himself to

be Xing and is sccepted. Eznars and the Xing hgve their hesrt's desire.
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King : When at evening the sun is set we shall weep for
no day that is gone.
Egnarza : I will resise my head of a night time sgainst the
sky, and the old unbought stars shall twinkle through my
hair, and we shell not envy any of the diademmed queens
of the world.
"The Tinker's Wedding"” byJorn Millington Synge is a more unified
form of the two-act plyy. Eere the interval between the acts is only
one night, therefore th;re is no need for a second exposition,. |
The one-act play is the logicel outcome of the spiritualizing of |
the drsma. Its emphasis is on emotion and character as opposed to
intrigue. Its eaposition and conclusion are disposed with in a few
lines, the mein stress being on the crisis, (1)
The arrapgement of a play into a series of scenes without at-
tention t0 sct-division #s s new movement of which the conspicuous
‘exponents are John Drinkwater and Eugene 0'Neill.Drinkwater's"Abraham
Lincoln™ is in six scemes and his "Oliver Cromwell™ is in eight.
Fugene O'Neill has written both "The Hairy Ape" and "The Emperor
Jones" in eight scenes. All these plays are purely episodic;;the
historicel plays deal with long period_s of time and are loosely con-
structed, "The Hairy Ape" deals with & series of more or less detached
events extending over sbout two months' time, all relating to the
struggle of man ageinst the socisl organization, "The Emperor Jones"
portrays the agonies of & night ‘of fear. |

The smount of antecedent circumstance is _varisble_in modern
(10" Percy HacKaye in his "George Washington™ has invented what he
cells "the ballad Structure®, in which historic episodes are woven tog
gether by means of appropriate ballads.
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pleys. it mey occuny a lerge shere of the play, or only = few lines,
depend.ng on its nature: the more objective the pley the less tre
exposition. The manner of the expositicn hes become very adroite. Zexrly
nineteenth ceatury pleywrishts were prone to imitete Seribe ané Jumes
£ils in heving & house meid 7ith an inconsequentisl duster discuss the
family's affeirs with the dutler, or heving the persons of the nley relete
to esch other things wickh they obv@%usly must Imow, These nethods sre no
more.

John Gelswar thy is & moster of exposition, whick he usually coafines
entirely to the first acct. 4An exerminsticn of "The Sldest Son™ will show
how he mensges to meke an expositibn nerch with the entenglerment.

The first get is divided into two scenes, vefore sn¢ sfter dinncr,

both in the seme setting. The curtsin rises with 2 predty ledy's meid

fote

Astanﬁing st the foot of the steirecase withj%wo bouguets. Ls the vorious
versons , fanily and house-guests, descend %heir dialogue cherzcterizes
then sherply. Tane theme of the play is introduced by the discussion
between Caristire and her husband of & marrisge that is sbout tc be forced
by Sir William amons the village folk. Bill is the leét to come GOw

and we immedistely suspect thet there is something between him and the

pretty mseigd.

2111 : PFredel what's the nmetter?
Freda : I've something to sey to you Ir. 3ill, efter dinner.
Bill : Ilfister --?

After dinmer there is & generel discussion pro and con of the foreed
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marriege end the rishls and wrongs of it. Si&/7Willism has an interview
with young dumming, the culprit, end seys he mst leavs if he rofuses to
merry the girl. 3il1l is shown to be irriteble., Hpbel Lenfarne is seen
to be in love witk him, Xe tells his mother of an unpleesant interview
with his fether concerning his devts. Iis Tether inmsistis on his settling
down end merrying iebel Lenfarne. Bill refuses and is saved from a guarrel

by his nother's tset. ZFreda enters, returning & rinz, "I've noifworn it

since Cromer"”, ske says and tells hinm to merry lebel.™ That font%ight's
all you realiy loved me in" she contimues and essures kim, " Fou needn't
ve afrgid I'11 ssy enything + - -Iwhen.ii comes.” The =2¢t closes with Bill
Teglizing kis situstion, The ke:-,r-ﬁott:has been struck es soon as the st-
tention of the sudience has become focused, and chanece has been given for
impergonel discussion of thz problem before it is kpowr to sprly to one
of the femily.
T-io Bising action” or entenglerment , extends up to the elimex which is
asuelliy in the penultimete act.

The rising action of "The Famous lrs. Feir™ (191¢) by Jemes Forbes
is cheracteristic of contemporsry staoge technique. Early in the first
aect Gillette appesrs seeking to engege Irs. Peir on e lecture tour,
The opposition of the fanily is imiedistely seen., vy the end of the second
gct it has crested en asctusl sntegonism. Gillette geins ank influence
over the deughter, -Sylvia in the second act/ gnd ¢ fescinstiong widow has
begun enmeshing irl Fsir, Ia the third zet Sylvie hes undergone &
social deteriorstion whilkkher mother has been sone on the lecture tour,

ené I Feir is bedly entengled by the widow, while Gillette hes embezzbd
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Lrs. Feir's eernings. The climsx occurs et the end of :iet III, consisting
ir thc elogerment of sSyivis.

Climax is regerdéed as the turning wnoint of the setion, and thouth
ususlly in the penultimete esct, msy be delsyed to tke lmst cet, s in
"Ledy Irederick” by ¥W.S. lLigughem. Jeer the beginning of the tkird sct
Lady Prederick receives the ycung liarquess of ilereston while she is
meging up, &ad so destroys nis infstustion for ker, cfter which comes the
d%@ﬁemen .
vhile tre entanglement is usually termed tkre "risinﬁ(action", the
elexment of suspence msy be so well memdteined through tlhe disentanglenent
or alllngactlon ., that intee8st is not only held but intensified up to
the ciosing action or denouenmert.

he diserteaglement of "The Sxin Game™, & threc azct play by Jokn
Galsworthy, begins in the second scene of Act II, but the doubtful nast
of Chloe is merely ninted and her nervous excitement is so intense that
susgense riséSg steaédily. in the ti:ird sct the fecics of her past ere
Teverled zud the true elimsx is resched in her silent confecsion near
the middline of the first scene, ZIvents hurry'upon each cther to the ena.
Her lot becomes derker snd derker until she sttempts suicide. Ve &rec
left witk & Jope thet she may live, but without much hope for her heoppi-
ness. fThere is no: "fall" in the sction , through the long disentsnglement
there is & continuous increase in the intensity of emotion ané interest..

The sharply unexpected tura so fregquent in the eignteenth ceatury =nd
in the early ninteentq century, has rrecticelly given plasce to & c¢lose thst

is felt to be ineviteble. Very recent dremas, though it mey deel with
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dreams and phantasmegoriz, yet strives to keep close to life, so that
|the end is seldom final, but rather a suggestion and a hope than a
conclusion, and quite the logicel outcome of what has gone before,
This catastrovohe 6r conclusion has taken many forms.
The pantomimic ending, in which Barrie is especially happy, is one
of the most recent developments. That in "What E%ery FJoman Knows" is
brillaintly successful. |
Maggie: Ieaugh,Jdohn, lsugh. Watch me; see how easy it is.
( 4 terrible struggle is taking place within him. He cresaks.
Something that may be mirth forces & passage, &t first painfully,
no more joy in it than from & spring that has long been 4ry, Soon,
however he lsughs loud and long. The spring ka*ér is becoming
clear. Maggie claps her hands. Je is saved.)
This conelusion is richly suggestive. John Shand's soul neededa spark
of humor and he has won it. _

The catastrophe of"Storm" by John Drinkwater is also without lines,
illustrating the tragic use of pantomimee..ilice has waited through the
night for her husbend, unwilling to listen to the possibility of his
being lost in the storm. The storm clears and the stage direction reads:
"There is & knock: Alice ovens the door, and the 01d Man stands there
with his lighted lenterm. She looks at him and neither speeks. She

turns awey to the table.” After this pantomime which says nothing end
tells all, she speaks, "We have waited -- 2l11l this time -- to know--" andgE
the curtain falls on her sorrow.

The terribly egonized cry,” God, O God, give us breadi"™ which




28

closes "The Man on the Eerb" by Alfred Sutro is indecisive, but a ather
‘|hopeless ending. Fe feelthat defest has overtaken the characters of the
play, that they must secumb to poverty and staervation.

The conclusion of Bernard Shaw's "The Man of Destiny” &8 simply
the end o#an anecdote. Napoleon throws down the letter compromising
Josephine, with the words, "Caesar’s wife is above suspicion. 3urn it.”
Then the lady very cleverly replies, "I wonder would Caesar's wife be
above suspicion if she saw us togetheri™ Napoleon replies,"I wonder."
and they look into each other's eyes across the table as the curtain
falls, leeving you to any conclusion you please &s to whether the
incident is closed or mnot.

The climaxes snd conclusions of the various acts are as carefully : -
planned as the climax and conclusion of the whole play. <The one-scene-
to-act tendency has led to powerful act-end stressing, the purvose being
to carry the tension over to the next act.

Bernsrd Shew in "Captain Brassbound's Conversion™ manages to
create a éuestion et the close at the end of the first and second actse.
In the first act the sudience has devined that Captsin Brassbound is
Sir Howard's brother's son, and thet he holds a deadly grudge against
his unele, thongh Sir Howard himself hes no suspicion of it. 3Sir
Howard is sbout to empley Brassbound to escort him and Lady Cicely on
an expedition intoc the Moorish hilis.

Brassbound : Sir Howard Hallam, I advise you not to attempt this

expedition.
Sir Howard : Indeed, why?

.—-; TVamm o el A
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Brassbound : TYou are safe here. I warn you, in those hills there ig

a justice that is not the justice of your courts in England. If you
have wronged & man, you may meet that men there. If you have wronged

& woman, yon mey meet her son there. The justice of these hills is

- the Justice of vengeance.

will

cool

Sir Howard : 7You are superstitious, Captain. Most sailors are,

I notice. EHowever I have complete confidence in your escort.

Brassbound : Take care. The avenger may be one of the escort.

Sir Howard : I have a@}eady'met the only member of your escort who

might heve a grudge against me, Captsin: and he was acqhitted.
Brassbound : You are fated to come, them?

Sir Howard : It Seems so.

Brassbound_ : On you heed be it. ( To Lady Cicely) Good night.
leaves the audience wondering what form the ¥engeance of Brassbound
take, and if he will be successful in esrrying it out.

ifter fhe Homeric struggle of the second sct, and Iady Cicely's

and adroit handling of the whole situation, managing in & humorous

yet climactic séene, to make Brassbound give u-p his vengeance, the act

ends

withp reversal, Brassbound in Sir Howard's power.

Sir Howard : I told you you were not in a stréng position, Captzin

Braessbounde TYou are laid by the heels, my friend, as I szid you
would be.
Lady Cicely : But I assure you ——--

Brassbound : What have you to assure him of? You persuaded me

to spare him, Iook at his face. Will you be able to persuade




him to spare me?
| The curtain goes down on the cuestion. By this time the audience knows
Lady Cicely well enough to have no doubt of what she will do, bdut it is eag-
| er to see how she will do it.
According to Freytag, every act andiécene must have a pyramidal
| construction, but suck is not the usual vractice of the contemporary
dramatist. There are numerous methods of handling the sct, but the most
' frequent is to open quietly and lead from climax to climax to the
:strongest scene at the end. There may be 2 climactic scene near the
imiddle, but the last scen%must be most poignant and most intriguing,
§ 3iving the effect of constant rise in action,
in examination of the act-structure of John Galsworthy's "Strife™
§ ( 1909F will give an idea of the method which, though not universal, is
¥ frequent.
The first act opens ouietly with & business meeting and states #ee con-
ditions clearly and rapidly. There is 2 strike in the Trenertha Tin
R /orks, end John Anthony, the chairman of the board of direédtors, is alone
fazainst a compromise. About the middle of the act 2 committee if the
woekers is introduced. This is the climax scene., "There éan only be one
master, Roberts,"” says inthony to which Roberts replies, "Then, be Gad,
Bit'll be us." ifter this the action sinks a little, but close; with what
is most intensely emotional thougzh quite statiq) inthony ¥€ alone on the

g§stage, knowing that the directoes are about to throw him over, but iron-

lad in his decision.

Ther&afé two scenes in the second act. The first begins with an
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f exposition of the workers' condition. It is iz the kitckhen of 2oberts?

-

‘f house. Lrse. Hoberts is sick, and the triumph of Zoberts is contrasted

¥ vith her condition. Iiadge, a'girl gy thr works, versuedes her sweec-
heexrt td?ead the opposition to Zoberts among the workers. This is the
| turning point of the scene.

| ledge : I heve done for Zobertse.

Irse Roberts : Scornéully) Done for my pen, with thet —--

The second scene is the men's mass meeting. The nmeeting is first
) turned eway from Roverts, and then turneé basck vy him in & durning speech,
l very long for contemporery drame, but very deftly handled. inother turn
comes when liedge brings word thet his wife is dying &nd ke hurries aweye.
It closes with his defest, having khed its height of sction in his
impessioned sveeche

The third sct is strong with subdued emotion. The desth of 1Ts.
-loberts is the incentive force of the ection, introduced in the scene in
} wrich the excited iizdge sanounces to Inid, You've killed her, for ell
| your soft words, you and your fether -- ". It is the feeling that they
neve killed her which tekes the lest rermsnt of fight out of the directors.
The sction rises steadily to the culmineting scene in which the decision
of the directors is resd to Roberts. . vhen he resds this end finds that
the directors heve outvoted theii cheirmen, he voices the cetestrophe:
"The you're no longer chairmen of this Compsnyd 4Lnl «— hs,has,hs,d
They've thrown ye over == thrown over their Chsirmsenl Ah -- E8 ~-he--
40 -- they've done us both down, lir. inthonye." ALfter this outbur§t there

| is & gquiet close. Texnch sesys to Harness, the Lavor Union msn, "Do you
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know sir,--these terms, they're the very same we drew up together,
you and I, and nut to both sides before the fi.ht began? 41l thisSe-
21l this--and--and what for? Harness replies, "That's where the
fan comes in,”

One sees in tris play much that is cheracteristic of the day; an
intellectusl theme, action which rises steadily almost to the last
lines of the vlay, snd every act marking at the close an imvportant
vhase of the strug:-le.

In the gast forty yesrs drama has undergone & basic evolution in
matter of nlot. The complex intrigue inherited from Scribe has given
place to a simplicity almost Greeki Theme and character are emphasis-
ed rather than edventure. The eye of the dramtist has turned from
externals to the strusgles in men®s mind, Even in its skeleton the
‘drema has become Spiritualized, A brief considerstion of two typicel
American plays, one of 1880, the other of 1920, Steele Xac Kaye's
"Hazel Kirke" and Fugene 0'Neill's "The Straw™, will show the dramoe
tic tendency in plote.

Hazel Kirke's father has rescued Arthur Cerringford, Lord Trave
ers, from drowning, and Hazel and Arthur have fallen in love, though
it is.arrenged that Hazel ‘iskto ¥arry Asron Rodney when the play begins.
Rofney releeses Hazel, in svite of her father's curse. They are mar-
ried on tne Scotch border, Arthur’s valet seeking to arrange thét it
shall be on the wrong side of the border, =nd thus be illegal. When
Arthur discovers this his immediate step is to go aiter & clergyman to
secure a lezal marriage. While he is gone his mother acqueints Hazel

of the situstion and tells her that she must give him up becasuse his
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Eather hés appropriated the whole fortune of a young werd. If arthur
does not marry the ward his femily will Dbe disgt‘a.ceﬁ and the mother
will die of the shsme. Hazel leaves, goes beck to her home, finds her
father obdurste still, though now poor and blind. Rodney offers to
marry her, her father will have nothing to do with her, she f2l1ls into
the dam is rescued by her husbend who has found that the marriage was
on the right side of the border after ell, and the father relents.

In"The Straw” Eilecen Cermody is found to heve tuberculosis, is
teken to a2 sanitorium by her fether, a selfish drunkerd,and her betroth-
ed, & shallow egoisﬁ. There she falls in love with Stephen Murray, &
journslist wﬁom she helps in his work, but who does not return }jer
love. He gets well and leaves, she grows worse., Stephen comes back
when she is dying, finds that he loves her, and the pley ends with the
frgil hope that his love will help her to recover.

The complications of the one play, with its multiplicity of in-
cident and its entirely objective interset is typieczl of the mid-nines:.
teenth ceﬁt’ary, as thesimplicity, the entirely subjective end spiritusl
interset of the other is of the esrly twentieth century.

A play may be constructed without any pleob as is Shew's "The Inca
of Perusalem”, dealing with & slight situation in a picuant manner,
for the sake of presenting en idea or & point of view.

Theme plays are very numerous. ?he dreme in becoming subjective
has become ethical in intention. In constructing & pley upon any given
theme incidente erd episodes, even subsidiery plois mey be irtroduced,

but they all beardirectly on the main idea, and ere never pursued
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further than needed to give emphesis to the drematist®s point.

Social injustice is the theme of Golsworthy's "The Silver"Box"e.
To bring this out he must have two cases of theft, committed under
like circumstances by persons of different socisl strata. ;T'he doings
of young Barthwick heve no cther interest, the rise and f2ll of his
fortunes are not followed. ZIhe sufferings of the unfortunste Jones
and his family in their hopeless poverty sre the absorbing interest.

The device of using an enveloping szction , or e play within a
play is & phase of the two-strended plot which has been employed fre=
quently in the contemporary drsms. <*his ancient method of dremstic
constructicn has tasken a new form in that the theme remeins the same
throughout, the minor action being en exemplification of the msjor.

In Zdwerd Sheldon's Romence™ (1913) the immer play is e vision
scen by Bishkop Armstrong as he tells Herry, his grndson, a story of
his youth for Harry's guidance, lest he meke the mistske that tre
grondfether so narrowly escaped. JThe prologue states Earry's case
end the epilogue marks his decision, unchenged by the warning. The
past comes and goes magically in the derkmess, and the sorrow in it
is softened by the knowledge thet the good 616. bishop hes been
very Lappye

John Drinkweter's "Mary Stusrt™ (1921) is similerly conmstructed,
except thet it lecks an epilogue ond that the vision is dissociated
from the lives of the persons in the prologme, its commection with
them being Boyd's interest in Mary Stusr and his fine portreit of her.
The play within the play is an embodied exposition of Boyd's argument
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that some women have 2 capacity for love which csnnot be sntisfied by any

one individu=z=l.

Infinitely less obvious, helf humorous, hslf suggestive of the fear-

some possibilities in our fates, is Lord Dumsany'’s "If" (1921) in which the
hero mekes an excursion intc his own psst, and 211 is changed by his hav-
ing caught s train which in reality he missed. The vision here, sl1s0 pss-
ses before our eyes, @2nd the hero is dbrought bsck to & comfortsbly common-
plesce present after 2 fantastidally adventurous past.

The comic-relief sub-plot, frequent down through the eighteenth cen-
tury, has slmost disappesred. In "The Csse of Rebellious Sussn" (1894) by
Henry Arthur Jones is onme of the last examples of it. EHere Ferguson Pybus
and Elaine Shrimpton, whose domestic troubles, trested in the spirit of
comedy, baiance the more serious plot of Tsdy Sussn snd Jemes Harsbin sup-
rly the minor action. The theme is not precisely the sezme, but in esch
cese the woman's sctions sre touched by the feminist movement, new in the
nineties, 2nd regerded ss both comic and dangerous.

The episode is used not infrequently to emphssize some point of char-
scter, or to strengthen & situstion. Bernard Shaw employs it in "¥sjor
Berbera™ (1906) where the ruffisn, Bill Wslker, strikes an innoffensive
little Selvation Army miss, and suffers for it in his conscience because
no vindictiveness is felt and monetsry reparetion is not asccepted. Msjor

Barbars, talking to him like an equsl, and striving to save his soul is

surely snd strongly delinested and the incident serves to further present
the problemsticel side of the play-— the question of money snd conscience.

A notsble difference in the printed play of today snd the printed
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play of day before yesterday , is the smount of "stage bussiness™
provided by the guthor. “hat was formerly left tdg:he actor or the
nenager is now carefully worked out by the author 1;1 his study, and stated
in clear and concise language, that his lines may bte interpreted amd
read according to his conception, Staze directions indicete action and
menner of reading, and give an understanding of cheracter ani mood, In "The
Return of FeterG Grim" by David Belasco {1911), the stage directions are
characteristic of the modern method. When Catherine is on the eve of her
unwelcome marriage: » .

Frederick : Tomorrowds the day, desr.

Catherine : {very subdued) Yes -—-

Frederick : A June wedding -- just as Uncle Peter wiched .

Catherine

{as before) Yes. -- Just a8 he wished. Everything is
just as he -- ( wikh a change of mammer -- earmestly looking at
FPrederickj Frederick. I don't want to go awsy, I don't "?—Lt to go
to Burope. If only I cculd stay guietly here%:&:'g ~-( Tears in her
voice as she looks around the room) -- in my dear home,

BDernard Shaw's stage directionms are apt to evolve into essays, but
they ziways bave the interpretative guality. The actor who studies them
sincerly w_ill' present the character gs imagined in the dbrain of the author.
Tre desth of Louls Dubedat in "The Doctor's Dilemma” gives en ideé%;f his
less pretentious directions, and what they accomplish,

(Welpole rsises his hend warningly to silence him, Sir Ralph
sits down quietly on the sofe and fraznkly burifeshis face ian his
bandkerchief)

Hrs, Dubedat
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lirs, Dubedat : ( with grest relief) Oh that's right, dear; don’t

spare me; lean 211 your weight on me. INow you are reslly resting,
{Sir Patrick quickly comes forward and feels Louis's pulse; then
takes him by the shouiders)

Sir Patrick : ILet me put him teck on the pillow mem, he will be

betiter SOe.

Mrs, Dubedat : { piteously) Oh no, pleasse,doctor. Ze is pot tiring

‘me; and he will Pe so mmrt when he wekes if he finds I kave put
hinm aday e

Sir Patrisk : Ze will never weke again, { He takes the body from

ba

1

or and replaces i% in the chair., Jidgeon, momoved, lets dowrn the
back and mekes a bier of it)

Yirs, Dubed:t : (who nss unexpectedly sprung t: her feet, and stends

dry-eyed and stately) Was that death?
Tris coreful zttention to mauner is most significant of the spirit of
fjcontemporary drems, it is a mark of the concentration of interest on per-
Boonality.
The structural simplicity, tre lsck of complications and trickery, the
Bouietly logical developmerni of the modern play, are gll the resulis of 2
certain spirituslizing of the drama, & turning of ithe attention from the
: outward and objective 1o the inwerd and subjevtive interests.
The skeleton of a drams in one generstion cap not diiffer from thet of
Menother in its mein erticulations, but evolution may dispense with super-

Mfinous parts or develop needed ones, In strueture the play of today has
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attained an entique simplicity, and at the same time a Ifreedom from
the trammels of convention. The playwright comstructs for the sake
of his effect. He may make a play all exposition, 21l rise or 21l
f211, if he pleases. He may atrophy the others of the five esses-
tial perts to mere hints or suggestions. His object is not to make

his play well, but to establish a spiritual immressione.

-
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IIl.
THE UNITIES.

John Dryden in the seventeenth century s2id of the Tnglish dreame
wnat is equslily trve in the twentieth, "The genius of the Znglish csn-
not besr too regurlsr e play.“(l) A% no period hss the 3Inglish Trams
adhered strictly to the "Unities". ILiever have T“nglish critics demand-
ed any set form for the steage, or formulsted =2ny set of laws for the
drama, as did the more exacting French of the classical pericd. 1In
conseguence of this unrestricted liberty the gramatic form hes become
more and more diverse until = modern critic 2] of the drams utters
the dictum, "The only valid definition of the drsmatic is: "Any re-~
rresentation of imaginsry personsges which is capsble of interesting
sen aversge sudience, =ccembled in s theater.”

In this grenat diversity, there is still = merked tendency towsrd
the development of 2 Unity, less rigid =ond sustere than the clessicel,
but having something of its severe dignity. This Unity is by no mesns
an end in itself, dbut is resultent upon s growing intensity of concen-
trstion. The more recent the drsma, the grester the concentration—
sometimes on s st=te of mind, sometimes on 2 socisl rroblem, sometimes

on s psychological study. Be the drsms merely s wisp ¢f whimsical

farce, such ss Alfred Yremborg's free verse pentomimie, "Lims Beens”,

or sn elementsl tragedy like Masefield's "Tragedy of lian", there is still

> —— — - — - -

Introduction to "Don Sebsstien”.

(2)
Williem archer, nplay Haking" P. 48




40.

the clear focusing on one theme, one ides.

Tﬁe Pley, under the influence of this concentration becomes mech-
enicelly eimpler. The plot d:ops its subsidiary thresds and ceases to
be episodic, the time is shortened, the number of scenes is reduced,
with & decided tendency toward one scene, and the number of characters
js rednced to the fewest possible. There is no waste or dissipetion
of emotionai force, whatever diverts from the main theme is eliminated.
"Relief" scenes dissppear along with whatever else is extraneous to the
mein ides.

Thie is not to be accepted s of universsl applicstion. ¥illiem
Archer has well said, "There are mo rules for writing 2 play".‘l)ﬁlays
are still written in which the plot hes more than one thread, though
this is often, as in Langdon Mitchell's "The New York Ides” {1906) only
to bring & more decided emphssis on the theme. Even the ultra-modern
Shaw wrices his "Caesar end Cleopatra®” for nine changes of scene, and
Bennett and Knoblahich allow a time of fifty-two years for their "Eile-
stones™. Examples cof this kind could easily be multiplied, but they
are rather exceptional to the mein lines of development.

The first effect of simplificetion in the drams is a reduction of
the pumber of persons in the play. Since 1900 this reduction is very.
merked. The only recent drames in which there is a very large cast are

those of the pageant of pasque type. Percy Mac EKaye in his 'fG_s_nterb’a:_ky

(1)
"Play Msking™ P. 3
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Pilgrime” or his “Jeanne d'Arc..” has fifty or more persons, and i.a.w-
rence Eoueman, in the "The Chinese Iemtern" or "Prunella" (wriften in
collsboretion with Granville Barker) £i11s the stage with gay figures,
but, in the main both the thoughtful, and the lighter dramass have about
ten cheracters, often fewer. Such highly cancentrated bits of psychol-
ogicel or social study a8 Sianlsy Houghton'’s "Hindle Wakes" (1912}, or
Githe igwerby‘s "Rlz_ther:ford and Son" {1912) seem especially adaptéd to
the smell cast. "Hindle Wakes" has nine persons, of whom one speaks
only & few lines, ”’oei.ng a merely perfunctory servant. "Entherford ﬁnd
Son" has eight characters, one of whom, krs. Henderson, exists mainly
for the sake of local color, though her brief dialog throws corsider-
able light on the character of old John Rutherford. Attention is cor-
centrated on four charaseters throughout, old Jomn P.nﬁherford. his n
John, Janet, 1118 deughter, and Mary, John's wife. St. John ?‘_vine's
"Jene Clgg "{l)another social study, haes seven charscierss "The&si-
est ?a'ay"m by Zugene #alter has SixXe

Comedy, likewise, experiences this rednction. Hubert Henry Dla¥ies
produced "Gousin #nte” in 1905 with seven charscters, and "The Hollusc"
in 1907 with four; Percy iiac Kaye's "Eater™ has five characters, and
Berrie's lsugh proveiing "Alice-Sit-by-the Fire” has seven. Bernsrd
Shew's "Philanderer”™ hes eight characters, one of whom is & rather ino-

(1)

1913

(2)
1908
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consequential page.

Ae playwrights advance ln the mastery o0f technigue they diminish
the rmmber of charsctiers. Jones in "The Siiver King®, produced in 1882
hes twenty eight characters, in "The Middleman™ produced in 1889, ke
hes eighteen, in "Eichael and his Lost Angel™ {1896} ten charscters,
pius e few supernumeraries, in "The Cgse of Revellious Susan”™ (1909}
thirteen end in "¥ery Goes Firet" (1913), twelve cheracters, of whom two
heve euch slight roles as to be negligible« Pinerc varies from the
twenty-nine cherscters ¢f "The Princess end the Butterfly” {18%7).to
the ninc chsracters of "4 Wife Without e Smile" (1905). He moves less
directly toward the geel then Jones, heving severnteen cheracters in
"Ledy Pountiful™ (1891) only elever ik his masterpiece, "The Second Krs.
Tenguersy” (1893), tkirteen in "The Fotorious Irs. Ebbsmith"™ {1895) and
twenty-three in "Trelavmey cf the Wells"™ (18¢98).

A1fred Sutklhss tended, =ico, to 2 reduction, having twenty cher-
acters in "The Wells of Jerico", produced first on October &1, 1904,
fourteen in "The Price of loney™ (1905), seventeen in "The Fascinating
¥r. Vanderveldt™ (1906) snd eleven in "John Clade's Homor™ (1907).

¥i1lien Somorset Memghem is more constans, having ususlly thirteen
or fourteen cheracters in eny pley, s2nd coming down to ten in "_I;e__ne-
lope" (1909).

The reduction of charaslers 15 oftem the rssult of ecomomy of piot, -
which lops off the merely episodic and incidental, and .prunes awey any
dislog that does not dbeer fmmedistely unpon the mtter' ir hsné. Char-
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acters formerly introduced for "relief™ scenes are disappearing, igss

o

often than formerly sre therceny charzcters who have no essentisl funcé
tion to perform, The 0ld time reisoneur snd confidsnte are very sel-
dom seen on the modern stsge.

An interesting phase of this condensstion in the number of char-
acters is seen in the trestment of mess scenes. Crowds sre rare, but
the impression of pumbers is created by whet the persons on the stage
Sspeak of as within their 8ight and hearing.

Clyde Fitch became very clever at the manipulation of such effects
His skill in this respect developed as he became mester of his techni-
que. Iﬂ?*Barbara Frietchie™ produced in'1899, in eddition to the nine-
teen rolés deTinitely nemed in the play-bill, the action requires a
very large crowd of supernumeraries in the street scene in which the
tragedy is consumated. There must be many persons, moving, shouting,
speaking or the effect is lost. In his trans-itlantic drems "Her
Great ¥atch™ (1905) he manages to produce the effect of croﬁdea socizl
effsirs with.only eleven éharacters. The lawn fete and the dancing
are off-stage -- the musie is.heard, the crowd pleys its part indirect-

1y but effectively. The Countess Casavetti is s purely decorstive
character, a gay butterfly from the great social fumction Foing on
out of sight. Bhe is of very little use dramaticelly, but she brings
the brillient, unseen socisl function on the stage in her person. In

this ply as in "Her Own Vay™ & ball is suggested as being in
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rrogress though none of the dancers ere seen. The device, however, of
8 secluded conservatory end sirains of distant dsnoe-mmsic, is by no
means the exclusive property of Clyde E"f.teh.

Filliem Voughn Moody, in "The Faith Healer™, slso gives the effect

of hnge crowds, though we cnly know that there 2re several hundred per-
sons outeide from Littlefield’s seresstic speech, u)e_nd the enormous
amount of food the snxious Marths Beeler is rrepering. “Their singing
end the confused murmur of their voices proclaim their presence, but
we See only a few who prese angrily into the room there their tragiec
ropresentative (a charecter wost essentiel to the plot) hes told them
that Kichaelis hss let her baby die. '

Y The conspicuous dmericen melodremss heve stesdilr deminisihed the
wamber of their persons. - Brozson Hgwerd's "Shenmendosk" (1888) had
iwenty-two spesking perte ané great crowds of sumpernmmeraries, Gillete

s "Seeret Service" {1895) hse twenty-nine in 23dition to the squad
which arrests Captain Thorn. Lugustus Thomes in "Alsbame" (1527) hes
only ten charecters and ne Supermumeraries, iz "Arizoms™ {1899) fif-

toen characters with the snggestion of s whole troop of cavelry oft-étage,

end in "The Witching Hour" fourteen characters,

The mﬂo&rama has dispensed with cheracters by simnlification of
plot, by limiting the geographical scope of its aetion, shortening fha
tigie and eliminating spectaculer scenes such as battles or any large

group scenes.

(1)
Act II.
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The effect of lessening the mmber of cheracters is that of ine
tensification. It gives & more mirm¥e enniysis of cheracter, sllows
of & more complete psychologicel developrment, snd crestes an intimscy
between character and endience which gives the sudéience a fuller sSym-
pethetic understanding of mentsl states and mentsl growthe 4the vivid
personalities of the recent drame have been malde vivid by isolation.

The concentrstion 61’ the drama on esome psychologicsl stete, or
some personal or social crisis rather than on the development of an
intricate stoxry nas its effect in time-unity.

There 18 certainly no feeling smong rlay-wrights and producers
thaet 2 unity of time is at all essential, but there is s wide=8pread
tendency to write plays in which the time 3is contimmous and extende
ing over only a few hours, or possibly e day or two, because only by
this means cen the most vivid effect of emotional intensity be pro-
ducede.

A crisis of nerves such as that in Mzsefield's "The Tragedy of
Nen" could hardily extend beyond & few hours snd remain convincing.
Sen is lashed into a fury by the nagging of her sunt, Mra. Parsetter.
Her nerves are sirung up to the point where she seizes & knife and is
ready for murder. She has a brief interval of happiness when she is
sure of Dick Smrvil's love, suddenly deshed by the vrderhand nlotting
¢f urao Pargetter and the treacheray of Jemny, together with her con=
ciousness of Dick's weskness and worthlessness. These torturing
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hours ere the culmination of the months of wunhappy brooding, she is
caught by & nervous frenzy, she seizes 8 knife egsin, she cries out
that she will spare all the women whom Dick would betrey "Spare them
the hell. The hell of the heari-broxen.” Then, &s the noisé of the
in:mshn:v tide risss, she cries, "Look for & strange fish in the nets
tomorrow,” and goes.

Suen unity is hot the result of any convention of composition,
but of necessity. It is to be & study of a psychic phase, an explans—
tion of a sudden and dreadful =c¢t, ard on extention of the time into
days or weexs would utterly destroy the impression.

Analogous to this sounl-crisis is the social crisis of Jomn Gals-
worthy's "i?rife". Here the action tekes plzce ‘between the hour_s of -
noon and s8ixz, and deals with' the settlement of a great strike. It is
easy (o imagine the time extended over seversl weeks, showing the eon’-_'
dition of the strikers the various siages of the sirike, with its grow-
ing suifering and animosity, but it 18 slso0 easy to see thét this would .
ve considerably less forcible than taking the situation up at the point )
where it nas become intolerable both to employers and workers and deal-
ing swiftly with the outcome. Old Anthony, strong snd stubborn, thomgh
his 13fs is slmost spont, and Roberts, fierce in his resentment of so- .
ciai wrongs and.Getermined-even in the face of his beloved wife's ap-
oproaching death. meet in a2 hrie?f, farious grarple of wills. The ef=
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Tectiivenesc of the struggle is due to the brisk and continous sction.

The intellectual crisis of Cherles Renn Kermedy's "The Idol
Bresker™ is mude eftective and emphstic by the time-gg;ty. Great de=
cisiors have iong continued ccuses, but trey are made in & few hourse
Zhus the time of this play is two and onc half hours, marked by the )
strixinz of the cloek, ard s2imost identicel with the time of production.

Another play in which the dramstic time is about identicel with
the time of production is Bermard §§§w’s "Getting Married”. Here Slhe
accumniation and massing of marital crises at one time, in one spot,
deelt with guicxly end censecutively, is most effective. It has the
effect of emphasis and does not ellow time for the passing ol the moode.

Darrie, in his joyous comedy, "A1ice-Sit~By-The~Fire” confines the
aciion from tes~time to midnight, hecause it would te impossible for
the delightful heroine to keep the same roint of view much longer than
thate & Tew dsys of sunshine wonld te sure to Gissipate her young fone-
gies, eroused by five theasters in one weeke

- dack London's "ITheft” {1910) covers é reriod of twenty hourse. It

deals with a8 corisis foo sherp to be prolonged. ~ men and & women rmst
chocse between social effectiveress and love. The very rapid action

centers sround a packet of letters, stoler in succession from the her-

oine's father, from her lover, who is t0 use them for the seke of & re~ -

%
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forr movement, by an ogent of the father, and again from the father by
the heroine, and returned to the lover, whom she &t the same time re—~
nounces. Life moves through the play like an avelasnche, the hours are
packed close with & quick succession of events, snd the resultant ef-
fect is voth brilijisnt and vivid. The keen emotions, the strain of
decision could not have been prolonged. The nature of the play de-
manded a tinme unite.

o modern pleywright confines himself to =2 time n_z_xit:,’. ¥sny do
not observe it &t 2ll. ZEach is constrained by the psrticulsr effedt
which he is seseking, but in genersl the tendency is toward effects thst
can be goined, in pert, by this meflis. '

The esrliier rlays of Henry Arthur J;gnes were somewhat biographical
end lacking ir sharp outlines, so we find his "Sgints apd Sinners”™ (1884)
extending over a perlod of four years. !iThe "liiddleman,” five yesrs lat-
er, covered a Teriod of three yeers. Such plays are reslly novels in
dizlog, they deal with characters in process of development, not with a
great and isolated crisis. The much more repid action of "irs. Dame's
Defense” in 1900 covers 2 period of sbout three weeks, and deals with a
rach more sharply defined crisis, lirs. Dane fighting the shadow of her
vast in 8 hopeless struggle for love and happiness. ":{:i_ry Goes First",
likewise extends over a period of sbout one month, sliowing time for fhé

wiming of Whichello's titls.
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One seec, then, they while Jonee reduces his time element, ho
does not reech 2 time unity, tut that with the reduction of time he
goincs in dramstic intensitye

rir srthor Ving Pinero hes not usunlly nade his rleys eztend over
s great period oi time, though the eariier ones were likely to cover
several months. "The Second ¥rs. Tangueray” {16893) begins in November
ané ends during the ecrly vart of the following yesar, tims providing
time for EZllean to meet Captain Hugh Ardale, snd showing the develolzf
ment of Peula's charactere. "The Hotorious Mrs. Ebbsmitha" {1825) plays
cut ite ressionate action in one week, ané is conseguentliy more 2 study
oi moods than "The Second lrs. Yanqueray”, whiie "The Gey Lord Qunex"
(189¢) roes thromngh its meny =nd rapid chenzes in o space of tuwo days,
end ", Wife Tithowt A Smile” in one day and & half. The diflerence
betvieen these earlier and later plays is mainly thet the esrlier allow
Tor the changes made by time while the later ones desl with an emotion
uncooled by reflectione.

The lawless Shau has done, it woulld seem, everything that can be
done to. a play. If he has given us "Getting ¥arried,” where the time
iz whet is sctually required to speak the #ires, he bhas also given us
"Bg,ck t0 Methuselah", where the time is sbout forty thousand yearse.
His plays, as often as not, however, are within the compess of a few
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hource [ lapse of cix months is necessary to the plot of "Pygmalion”,
since the whole theme is the dovelopment of the umspesksble Elizs Doo-
1ittloe, but”j;@hﬁanaerer" plays in less then ‘wenty-four hours,
for here he desls with 2 crisis of jeglousye "The Doctor's Dilemal,
reculres seversl days, to give "R. B.'S” serum time to kill Dubedat;
but "Y_gg__:%éver Can Tell™ re?uires only a few hours to accomplish the
melving of Crsmpton's Ifrozen affections when snrroﬁnded by the vigorous
varmth of his Joshing oung familye. Shew’s time seldom extends over -
more than a fcow days, for his tendency is ‘c;o deal with crisis rather
Shar prolonged struggle, ané he seeks alwsys & rathér shary effect.

Barric’s plays ordinsrily cover rather a long periocd of times
"Quality Street” {(1215) allows 2 lapse of ten yeers between the first
ené second =ct, and s2llows about 2 week for the events of the last
threee "The Admirsble Crichton”, "Vhat Every Yoman Xpows", and A
Xiss for Cinderella" extend: over several monthe, for in the first two
the important thing is the effect of circumstances on charsoser, and
in the last muckh of the pathetic besuty of the play depends .on the |
tine which hus elspsed in the illness of little ™iliss Thing".

It is beczuse Barrie is more interested in charceter them in -
crisis that he so seldom regards the unity of times

Charles Tznn Xemmedy gquite invariably observes the ‘unity.of time.
"The Servant in the House” begins in the esrly morning with Menson

laying the cloth for treakfest, it is nearly eight and the Biskop of




Bensres is expected as twelve thiriy. The laest zct begins &i twentvy
minudtes past twelve end runs ten minutes, just about the =ciual
f wroduetion. In this pley, as in "The Idol Brezker” snd "The Winter

0

%east", there is no interval between the scts. The time of "The Win-
ter Teast" is three hours,.%hat of "The Idol Bresker™” twe hours end &
half. These plerys sre especielly significant as specimens oi arama-
tization of en emotionel crisis which hes been noted to be & tendency
0f the day., and e tendency thet nececsitestes unity oI time.

Clyde Iitch never observes the twenty-iour hour 1limit, nor hes he
ever a play oi continuous sction. "Barbera Irietchie” (1899) extends
cver four days with en intervsl of two days between the second and third
acss. "The Climbers" (1900) has an intervel ol Fourieen months between
the Tirst and second escis aiter which the ection is continuous. "gggtain
Jinks of the Horse Larines" (1901) hes sn interval of two weeks between
the first ard second esct, eiter which the ecsion is continuous, there
sre shori intervels between each act of "The Stubbornness of Geraldine”
(1502), "Her Greas® liatch” (1905) has sclmost contimious sction, with en
interval of only one day beitween the first end second act, and "?Eg

fruth"(1906) covers & period of five days with trief intervals belween

American pleywrights hevé not sdopted the unity of time as generally
as those of Znglend end Irelend, though meny examples could te fouhd.

The ever popular "Secret Service" accomplishes its complicated actvion in
—

taree nours. Langdon Mitchell's "The Hew York Idea™ works out a two




52.

threaded plot, to two separate conclusions in thirty six hours, and
Jack London's "Scorn of Women" covers thir‘!:eén hours. |

The intense emotional effect obtained by the unity of time in we1]$
illustrated by Sussn Glaspell's "Bernice", first presented by the Ero-
vincetown Players, March 21, 1919. Here the aunthor is able to dramae
tise a very intangible bit of spiritual development, the effect of a
dead wife's message on & men of impressionsble temperament. The time
is from late afternoon of one day to early afternoon of the next. It
is just time enough to accomplish the change indiceted by the constant
brooding and introspection shown in the sctione.

Hodern Uaity of Tima is seen to be & result, not 2 ceuse; it is
not the unity of the clsssical drams, in its stately fulfillment. of
Fate, nor the unity of the Fremch drama in 1t§ brisk development of
intrigue. It is 2 wnity growing out of the emphasis p‘.'l'aced‘ on psychol-
ogicel and spiritual snalysis. The drama is desling more i::tth the
subJective than the obJective world, looking deeper into the mind.
Doirng this, thcughts, rather than acts, receive the emphaéis, and the
tinme is shortened to sccommodate the duration of s m@ntael state. |

Sueh & play as "lady Windermere's Fan" observes the unity of timé
because the influence of Scribe was not yet passed in 1692, while such
a play 88 "Hindle Wekes" observes the unity of time because by 1912
the drams was moncerned with the anslysis of the Springs of action ra-
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ther than with the action itself.

Comedy sheres the tendency to short time and to the- enslysis of
mentel statess "C_g_nsin Eate" by He He Davies (1903) has its section
condencsed to five hours, dealing with the decisions of several per-
sons in the complications of & love plot, and "W&e—Up—Jomthan" by
Bughes anl Zice has even a shorier time, dealing with the decision
of the children of a household in favor of a fairy lore and dresms
ratiaer than moneye. "
The faantestic drams is almost 1nvariab1y given to time uni.t_y.

A very excellent exemple is ledy Gregory's "The Dragon", the time of
which is from breskfast to dinmer. It £s 21l on the day of the Prin-
cess Kuela's doom, vhen the Dragon is to come over the ses 'and devour

2,

her. The sction begins with the King*s surreptitious brealfest. Dur-
irg the second sct Memms, the King of Sorche in disguise, prepares |
the King's dimmer by megic, and the third sct follows immediately
after, while the dessert is still om the table, *hns giving the Drag-
on, with his new vegetarian instincts, after his combat with the King
of Sorcha, a chance to comfort himself with nuts for the loss of the
_|Princesse. '

Edward Xnoblavch®s "Kismet", a tale close packed with adventure,
is 811 In the clessic iixit of twenty-four hours.

The Ullity of Plsce is not so frequent as the Unity of Time in the
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modern play, ulless confinement to one locality be regarded as Unity
of place, in which case it is very frequent indeed.

The one-scene-to-sct tendency is very gemeral, however, ani peny
plays have their emtire action in one sdens.

From 1882 to 1913 Jones reduced his scenes from the sixteen of
"The Silver King", to the one of "Msry Goes First". Pinero, likewise,
from 1897 to 1905 reduces from the five sets of "The Princess and the
Butterfly™ to the one of “gife Without 8 Smile”.

Iike the reduction in the rmmber of characters, or in the drametic
time of a play, this reduction of the mumber of scenes is the resuit of
a simplificstion both in structure end theme, The time of complicated
intrigue end meny thresded plots being past, and time of concentration
on character, mood or theme having come, it is & natural censeguence
that the sction illustrating this chai’acter, mood or theme, be played
out in very few places, and often in one.

The one-scene tendency gives a force %o & pley nol obtaincble where
mehy scemes are usede St. John Ervine's "John Ferguson”, for instance,
plays entirely around the hearth of John Ferguson, having 3is tragic : -
scenes of action off-stage, and only lesrned by the audience throngh
narration. This transfers the emphasis from the physicel tragedy to the
spiritusl tregedy, lends & dignity end a pathos to it, and creates an
stmosphere that both explains the characters and deepens their éffectiye-
ness aramﬁcalm’ fvhﬂe it is = somewhat g___tatic drama_. it crestes an _




55.
impression of simple folk whose emotions strike deep roots into their
hearts. -

"Rutherford and Son" gains much of its impression of susterity
from being pleyed in the living room of the austere o0id men, John Furh-
erford, where he had been so msny years the domestic tyrante Hed the
scene shifted to the open for a love scene between Janet and Mertin, or
ned it shifted to the works and shown the young John absorbed in his
invention, the spell would have beem broken, the sudience wow’d have
lost the feeling of *he hopelessness of struggling sgainst this herd -
hesded, hard-hearted o0ld man.

tnother tragedy of the spirit, J. O. Francis®' "Chenge", a Welsh
pley wrﬁ:ten in 1913, gets much of its effect from the one scene. The
labor agitations of Tewis Price and the death of Gwylym occurs off stege, |
but the tragedy in the hearts of the 0ld fether and. mother, and the bit- |
berness in the young hearts of the sons shown in the simple living room
where the sonS hsve grown up, gsins in poignsnoy by its very homliness
and qnie"ude.

The one Scene of Charies Kenyon's Kindling" deepens the pathos of
the plsy. One nsver escaspes for a moment from the atmosphere which hes
teught Maggle that birth is & misfortune, thet the children of the slums
hsve no chance to live heslthy Iives, and therg fore no right to be born.
;. change of scene would have been & relief which would have weakened greal~

1y the effectiveness of the play.

Susan Glaspell’s "Berniee keeps continmally tefore the sudience the
personality of the dead Bernicee. The play is scted in her sitting room
where the persons of the piay ﬁnd constant reminﬂ.ers o:E he::. "EVvery-
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thing is Bernice", says nrer father and he changes the position of

2 cushion and removes her itea tatle, in the hove of making her hus-

tend's entrsnce less peinfal. The steging of the pley in this room

enforces the point that the persomality of Bernice goe%_on living,
%

thet it is %0 be +the determining feetor in the 1life of her husband

through all the yesrs ©0 come.

Sinee 1905 an inereasing rumber of pleys are written for one
cetting. The setting is very often an interior, though many very
stiractive ones have exterior scenes, &S "romander :alkXT. ‘In near-

17 every case the unity éi scene is the result of & deeper ummity,

not merely e strueturel unity, dut & uwnity of thought which heg Iorc-
ed & structural unity. The unity of scene, rerhaps more than the
other unities, has resulted in what Toe has called a2 "Totality of
effect™ which has come to be one of the chief .2ims of the modern viay-
wrighte

The real unity of the modern vlay being 2 unity of thought, the
emphesis falling sometimes on theme, sometimes on chézecter, the result
is a uniform plot. TFlays mey be didactic or aﬁalytical, they may strivg
to effect a sociel reform, or to create sympathy for some rathologicsal
state, or merely to armuse by & humorous or satirical treatment of some
social or personzl foible, vut they sirive to do omly one thing at a
time. In comseguence %“he tlct is gererally a plot of ong thread, or of
threeds so closely woven that it wonld be impossible to §§sentange them‘

No modern pley is built up of sueh unrelated plots ss, for i;st&nce

"The Relapse” by Venmbrugh (1696) where the story of Sir Novelty Fashion

and his disestrous courtship of listress Hoyden is only comnected by on g
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scene with thet of Loveless and imande., Two plots in the seme play
do oceur, but in such & memmer &s to mske one devendent upon the other.
langdon iliitchell's "The Hew York Ides" ilJustraetes the roint. Here
the theme is divorce, &nd the chief persons two divorced couples. Zach
story is mught out to an independent close, but in the development
they are so intezjdependent es to be inseparsble. Cynthiz ﬁar cke
the divorced m.fy “’of John Kerslakeiis,on the eve of her merrizge to
Philip Phillinore, confronted with her former Lusbend amd Vidse, the
forner wife of fhilip. Vide is the men-devouring type of womsn, snd
arrouses Cynthie's jealousy by rer attentions to Jokn. When Vids is not
vusy with John she prsctices her graces on Sir Hilifrid Cetes -Jzrty,
Who is in love with her when Cyanthis is not in closer nroximlty.
Cyanthis joes with Sir Wilfrid to the races oa her wedding gay end Xeeps
Fnilip and his femily weiting &ight hours Ffor the eeremony, exriving
only to hasten swey to nrevent John's merrying Vide, which she very efs
fectually does by merrying him herself, while Vide comsoles Sir Wilfrid.

Lnother theme pley of several strands is Rechel Crothers! "He snd
She™ {1912). Here the tneme is the problem of women's worke Three
:aromen are presented, illustretdng three views of the problem. Tom
Eereford, & talented sculptor, tskes pride in the work of his wife, who
is slso & sculptor; Tom's essistant, Xeith LcXenzie , is in love with
Ruth Creel, 4mn's friend, Rutk is & successful journslist and is une
willing to give up her work, while, to Keith's conventionsl ming, it
seems unthinkeble thet his wife should work. Deisy Hereford, Tom's
sister, is & women of strong domestic instinets, but, at the beginning

of the nlay when she has no msiriconiel prospects, end looks forward
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women, Tom is competing for a commission to decorste 2 public build-
ing, but is unsastisfled with his model. Amn hes made drawings for
2 design also, snd offers him her ides. Hs finds her frieze chsrming.

- but hardly strong enough; therefore she determines t0 make her models
and s;eﬁd them in herself. After a time of snxioms weiting, during
which the ‘charms of Daisy are becoming more and more apparent to Keith,.-
the #100,000 prize for the frieze is swarded to #nn. This is a sdeverc
’blow to Tom's magculine pride and he refuses o0 heve any share in the
money, rm\.h as Le needs it. A sericus break between hushand and wife
is. only prevented by the necessity of Ann teking Xillicent, their
aaught% away to bresk up 2 clendestine love affeir, and Tom conceats
to *mak!e the frieze. In the meanwhile Ruth has decided she cannot give
up. hei' work for Xeith, and we see thet Daisy will soon console him.

’Even thet most invertebrate of modern plays, Grenville Barker's
"!Eha Madras House,™ may be said to be unified as to plot, in so far
as’ ij: has sny plot. The whole acti on centers around the persomality
éff’ Cénsta.ntine ledres. He does not appesr until the third sct, but

/" the whole etmosphere of the firest sct is mede electricsl by the frie-

t:.on' of his idess and point of view with that of the excellent Huxtable

i'; fam:!.ly. !Ehe mnrest and the sorrcow of the second act are conseguences o”
of Mé dneds. In the third act he appears,,to startle the poetic Kr.
Sta#e with his unususl Visws, snd in the last act he revesls himself

s a.?ﬁ his views toward women end li¥es and one feels whot a devastation .
l:his “}m‘tauty leaves in its weke. Seye Fhilip to him, "As-the son of

f elsome merrisge, I hsve grown up :r.nchne& to dislike men snd
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despise women. You're so full of this purpose of getting the next
generstion born. Suppose you thought a2 little more of its updbring-
ing™. When he has left the stage thet stmosphere of his presence
remains snd FPhilip snd Jessice struggle sgeinst it, they "hate that
farmyard world of sex"--they wonder, "Has'nt Humenity come of age
at last?, but they find no solution,

In Eugene Wﬁlters "The Essiest Way" we have an exsmple of the
play highly centraslized in its heroine. Iaura Murdock is on the
stage when the curtesin rises for the first sct and remains except
for the last brief scenec which is played between Will Brocton and
John Msdison. She opemrs the second act with a pantomime and is on
the stage throughout, ending it slone on the stage durning the crucisal
letter. The curtain for the third asct rises discovering Leurs and o
Will st breskfast, she remesins on the stsge throughout, closing the
act with a brief solus. She is on the stage at the rise of the fourth
act curtein and remsins throughout. The pley is s series of duolo-
gues, with & third person present sometimes during three or four
speeches, sd thet Iasura spesks st lecst half the lines. Every thought
in the plsy is concentrated upon her.

A concentration slmost equally intense is shown in Pinero's
"Iris™, though Iris is more frequently shsent from the stage, and there
are several group scenes, both when she is on, and when she is off theﬁ"
stage. Whatever is seid, however, is said sbout her, there is no sub-
sidiary thread to the plot.

Not a personality so muchss s state of mind is the central and
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unifying element of “Ei_nﬁle wakes". Famny, the extrodinary heroine
who defies convention snd shocks even Alan®s sense of the fitness of
things when she declines to marry him t0 save her repﬁtation, keeps
the attention even when she is silent, or not on the stage. There
cannot be said to be a minor plot in the plasy, though there is the
minor interest in Beatrice Fsrrar end her reaction to Alan's infidel-
ity, but the constant focus of attention is on what PFanny?s purposes
‘are, and the mentsl sources of her sctioms. Sir Timothy describes
her as "a sulky iooking wench", Alsn "thought she looked gay", we
find her person of comnsidersble spirit who thanks Jeffcote to talk
to her without swearing, since she is "not one of the femily yet™,
She mesters the whole situastion, The play is Femny from first tc
last.
Glanecing at the work of a few conspicuous playwrights it is

evident that they have grown toward s E_nity of p__lot. throwing off,
perhaps, some influence of the C_guedy of Mamers with growing skill
in technignee.

Hot until 1896 in "m‘chael and his Lost Angel™ did Jomes attain
plot unity of the modern type. Before thaet date, while the thresads
of his plots were closely interreleted, their interrelstion was some-
what that of the novel., Not centering about some clearly defined cen- |
tral idea. The two d¥amatic strugglesof "Sgints and Sinmers" are those
between the psstor and his hypocritical parishioners, snd between Let-
ty and Fenshswe. They sre interdebendent but do not deal with precisely
the same theme, The three actions of ”@tewash_ing Julis", on the
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other hand, are 211 phases of the same thing, man's faselnation by
women Of doubtful antecedents. "Krs. Dane’s Defence™ is even more
unified, the whole attention being centered on the forceful person-
ality of ¥rs. Dane and thst of her brillisnt asntagonist, Sir Daniel
Carteret. “Mary Goes First” plays around one theme, the thirst for
title, with a struggle betwee-n two women for precedence. A number
of rather helpless men are in the background. Its unity of sction is
quite complete. ¥

P__.'!._nero has never been given to subsi diary plots. Whenever he
hss 2 minor zcticr he mskes it entirely dependent on the msin 'action.,
Ellesn's unhsppy love for Ardale ("The Seeond Mrs. Ténqneray") is wot
only essentially s minor action, but is necessary to. bz'ing about the
catastrophe of the méin asction. The two actions of “&L Px ncess and
the Butterfly™ sre closely connected anslogomsly, &ince the men's love
for the young girl is the obverse of the woman's love for the young
msn, In "Iris"there is no snbdrainate action. Iris is the constent
center of interest, only her peronelity and Iie_;_ story are of any con-
sequence, the unity of action in this case, being the ou’ccomé of cone-
centration on character. It is the same with "Mid-Chammel”. Hsre Zoe °
is the constant center of interest.i Ethel Pierpont ari her hapjpiness
or desolation are of the most secondary or minor importsnce. Not only
is the emphasis so thrown that this is true of the sudience, but 211
the persons of the plsy find hér of supreme interest to them. In this
plaw the unity of sction and the concentration on one charscter and one
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theme combine to zive a crystazline clearness of impression.

4l1fred Sutro meinteins 2lways a unity of theme and néarly always
a unity of action. In "The Wells of Jerico” the double situation of
Two men of wealth, one merried to a frivolous wife and the other in
love with that wife's sister, is so closely k:nit as to constitute e
real tnit. The two phases of the same thing give emphasis. "The ~
Price of Money" has likewise two actions to elucidate one theme.
Lilisn has paid the price of money, but Joe {inds the price too high,
end foregoes the money. Ome action is entirely dependent on the other

There is in this way complete unity. "John Glade's Honor"™ has only

one actions The only interest is in what John Glade's wife will do
when he appears Jjust as her ilove for another man has ripened, 2nd in
what John Glade will do when the sifnation becomes clear to him.

Until nineteen hundred the American drams had & strong tendency
to =& double or triple action, sometimes rather 1ooselj connected,
sometimes on the same general theme, end very often not. Since themn
The tendency towsrd unification of plot and theme is msrked.

Bronson Howard's "Shenandosh"™, produced in 1888, has & quine
tuple plot.' Each vlot is a love story in which the lovers are
divided by the Civil War, But there is no predominant theme. Gen-
eral Haverhill is slienated from his wife throuzh a mistaken' Jealousy,

Kerchival West and Gertrude Ellingha.m are much in love but Gertrude
is so strongly pé.rtisan that she will not confess her love for 2

northern suitor, ¥adeline West and Rob ert Ellingham are separated
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cruelly encugh by the war, but withoui party animosity; snd the dash-
ing Jenny Buckthorn finally brings the bashfnl Heartsesse to the point
of confessing his love for her sfter hé escapes from 8 souihern ioﬁson.
The szddest phese of the story is that of Col. Haverhill's som Framk
W ose clandestine marriage snd pathetic death bring: sbout both the o
entonglement and the solution of the Colonel’s vert of the plot. The
Complicated and novel-like story is far from & unit, but is much unl-
fied by the close entanglement of the varicus phases of the story. In
his "Xate, A Comedy"” (1906), there is a very predominent theme, which
voth sctions are-built to illnstrate, that masrriage is secred through
love, 2nd only through love.

Clyde Fitch keeps pretty consistentlj t0 one sction througho'ut.
The minor action of "Barbars Freitchie", the love story between Ber-
bars's brotaer Arthur end the pretty little neighbor, Sue Royce, mere-~
1y serves as an aid to the main sction, and to emphasise the tragedy
snd psthos of Civil Wer. "Her Great Hatoh" has no real minor action,
the machinatlons of Mrs. Sheldon being necessery to the meinsaction.
In "T!xe Prath™ there is & very smusing minor plot o:r Krs. Crespigny
and Roland, which serves to axi¥ein:Becky's inherited tendenciss mq‘-’-- -
to supp].y\ a motive to Mrs. Crespigny for the revelatiocns of Becky's .:
deception which she makes to Warder. It is so wrfught into the main
plot =s not to break the uwnity. | |

The plays of Avgustus Thomas have, as 2 genersl rule two fairly
distinct p}‘ots, :.ntsracting wpon each other. He keeps an effect of
wmity by ceiztering sll the sctich abount one dominsnt charscter, and by




64.

| producing a strong flavor of "atmosphere”. "A}_.g_pm"-, for instsance, is
redolent of the south, =nd all the warious love complications grow out
of the deep southern prejudices of the 0ld planter, Col. Preston. There

1s. ctherwise & loose comnection between the two main stories, the love
of Carsy Preston for Mr. Ammstrong, and that of her father for Mrs.Page.

"Arigona" is 80 western that one cen almost smell the dust and the
sage brush. The plot has several phases, the main interest being the
read justment of Estelle and her husbarnd to each other, but the love
story of her young sister and the fortunes of the unhappy Lens are so
involved with her story through the double dealing of her wonld-be lov-
er, Capt. Hodgmsn, amd her staunch friend, Lieut. Denton, that while
it is a friple plot, it yet has undoubted mnity. "The Witching Hour",
likewise, has three thresds to the plot but they a1l . center in the
mein theme, mental telepathy, and sre all dominated by the mastering
personelity of Jack Brookfield. In "As A Men Thinks" the two main
stories, that of Elinor Clayton's wrecked marrisge and of Vedsh Seelig's
love, are united by their commection with De Iota, anmd both are brooded
over by the fostering spirit of the good Dr. Seelig. FThis can certainly
be considered the unity of action, when all parts of the piot are in;
terrelated and interdependent.

Plays of a didactic nature attain mnity through their theme, Very
often to define sharply his concept the dramatist centers his action a-
bout some pathetic or tragic figure, the more striking the figure 'standa
out the mordforcidly is the lesson brought to the auwdience. This mekes -
a simple unitied sction desirable. |




65.

"The Nigger"™ by Edward Sheldon is a play whose theme gives it unity,
Here we have the race problem. Every moment of the play brings to bear
on the question of what has been and whet is the white man's responsibil-
ity. The sntecedent circumstsnce goes back three generations to the
quadroon grandmother of the hero. The first erisis of the. play concerns
the lynching of a Eegro. -The rioting of Negroes brings the hero, the
governor of some southerm state, to the decision that he must let s
Prohibition Bill pess. This causes his cousin, who is in the liquor
business and knows the secret of the governor*s birth, to revesl it to
him erd to threaten to make it public. The comclusion is that the gove
ernor dedicates his life to the betterment of the Hegro. |

A delicately suggestive play, with e distinct moral significance,
though scarcely & didsctic play, is Percy Mac Xayls “The Scarecrow”.

The fantastic, illusory, symbtolic hero cventers all the interest upon
himself. Goody Rickby is making his ribs when the curtein rises, from
that time on h# is constantly in the minds of 811 the persoms of the
play wntil, at the end, he has grown beyonid his origin of husks and
"bewitched pumpkin®, and dies, exmobled by love, 8 men.

There is rarely any lack of unity in any modern play, though the
conventional unities are by no means regarded as necessary. It very
often happens that a play whick violates ome of the clessic unmities
nbserves the others, =znd is a perfect unit in organization. "Miles-
tones” with its very long time, extending over the lives of three genera-
tion, is still & unit. The action is all played in the same room, the

characters are a1l in the same family, apd in each generation they all
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'strugglé with ‘th.e game problem.

]lany comedies observe the unities of place and action; bnt extend
over seversl days of time. "Famny and the Servent Problem” by Jercme
K. Jerome, {1908) gsins its unity through the predomizating personslity
of Fanny and her struggle with her pious uncle, the butler. ZThere are
no other threads to the plot, no minor complications, end the duration
of several days does not meske it seem less = unit.

The sparkling comedy "Eef Eusbend’s Wife" by A. E. Thomes (1910),
with its six persons and one setting is not less a unit because of the
deys nscessary for the completion of the simple intrigue. The follies
of a hypochondriasc are the whole theme, and the play presents itself as
a perfect unit to the mind. |

"Billeted" by F. Termyson Jesse end H. M. Rerwood (1917) has slight-
1y less unity becsuse of the minor interest in Penelope's iove story, but
this is so closely woven with thet of the heroine as to be indespensidle.
It hes the unity of place, and = constsrt centering of interest on one
personelity, and has an 2dded touch of ertistry in the way in which the
sentimental clergyman whé is used as an expository character returns to
832 zest to the finsle which mnifies it fui-ther. |

| The degree of unity astained in "Annas Christie™ by Eugene Oj_N_gill
is somewhat typical. The play is writtem in four acts, the last three
of which are in the same setting. It extends over é' period of nineteen
days and introduces thirteen persons. Of the persomns introduced there |
is no vital interest in eny but Arma, her fathsr and Mat Burke, and of

H".‘
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these'th.ree Anna is supremely importent, Caly these three persons
eppear in the last three scts except for & very brief scene in wkich
Johnson, the deck~hand, anéd Chris bring in the ship-wecked seilors. 4nna
leavestthe stage once efter her entrance. The sction is intensely
nnifieds Ihe change of setting breeks the unity of plesce only in e A
techiical sense, the merine etmosphere is kept. The true unity lies in
ths study of Anne's problem end her emotionsl resctions. )

The eimost unniverssl simplifica;bion of plot is attended by &
quieter section. There is something approaching the statie in the recent
drems« The concentretion, alresdy noted, on theme or cherscter requires
that the dominsnt personslity be kept before us, hence we asre likely
to have scenes less broken by entrances end exits. The fewsr characters
also consequent on this tendency prevent the breesking of scenes. The sim
plicity of the intrigue lessens the rapidly chenging personnel of the
stage. The 0ld comedy of rushing sction is gone, justsss the old tragedy
of violence is gone .

Keny plays of todey sre deeply emotionsl, full of the pethos of life:
Zew sre entirely tregic, snd those which could be congidered tragedies
are ordinsrily subjective in nsture. The emotional appesl is, no doudbt,
deeper thazi in the objective dregma, but the sction is quieter.

"The Tragedy of Han™ is not a tragedy beczuse Zan, in a fury of
nerves drives & Znife into the heart of Dick Gurvil. Zhe tragedy is the
loss of her last girlish dream. The darkmess of it comes upon her in &
scene of gaiety ., when Dick' engsgement to Jemny is ammounce by iirs.

Pargetter. "Iwish — I wish the grass wes over my 'ed”, is all she seys
It is o simple speech, but more touching thsn eny long end declenm=-
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atory expression of griefcould be.
| When & play deals slmost entirely wi th thoughts and emotions the
ection is necessarily quiet. The theme of s play is very often s man's
or a womens mood or state of mind, and the interest in externsls is only
such as 10 bring out his or her impressions. Such is the case in Eliza-
beth yer's "qgains". Cherley Wilson's yearming to break the iiwisi‘ble
chains that bind him to his hated desk is the whole theme. The play never
riges to any great emotionsl pitch, the nearest to that being that in te
/qassey's' sitting room when Lily is a bit hysterical over Charley's wanting
to go sway. There are no striking events, no great moments, no thrills;
it simply follows the even, uneventful life of a few simple, middle class
people through a crisis which is entirely mental snd without any fruition.
Githa Sowerby's "R_tltherford ana Son" is full of tragic atmosphers.
It is the tragedy of blighted youth, of unfilfilied possibilities. Through-
out there is a quietness of action dume to repressed emotion. The opening
scene shows that the sullen Jenet is sore-hearted, ani that Mery Goes not
feel herself wolcome or st home. -In their quiet answers to the faultfind-
ing Ann they reveal what they sre experisncing.- HMsry says, "If I am'a
stranger, it's you that makes me so", and Janet, "I can't sit and sew & 1 ’

day". From these words we feel the hopelessness of their lot. When John
enters he, too, is seen to be upset, "My nerves are all on edge, he says.
sfter his disheartening interview xith Eutherford the whole force of the .
situation 1a spoken. "Do you suppose I'm going to sit down under his bully-

ng?" he says, end she replies, "You've dome it all your 1ifew
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Rutherford, in his scene with Martin, shows how his life is bound
| up in the works, and how the danger of failure imrts him, Janet W th
her starved yearnings to be "Down in the village"--in smongst it--in =
cottage-~-itappy mebbee™, has her moment of hope, but when she sees that
Martin's love of his mastver is greater than his love of her, she goes
speechless ont on the moors, =md Mary and John, sbsorbed in their own
problem, let her goe Finally the 0ld man is left. MNary teils him,
"john's gone--and Richerd-~and Janet. They won't come back. You'we
all alone now, and getting 0ld"--So the play closes in quiet pathos.
Bvery life is in wreckage, but it was 8ll inward sgony. There is no
violence of any kind, only sn occasionel outburst of ‘bitterness, or ez-‘
pression of pain or regret.

The suffering of Herdiss in "The Fﬁ.n‘berfeast" is an exsmple of the
restrained asction of the modern play. From the moment that she bears the
thud of Olaf's fall in the adjscent room, and reslizes that he has killed
himself to escape the fulfillment of his oath to her, hopelessness begins
to close in upon her. "Woe, woe, woe, for hate and bitterness, and the
cruel hunger for men's red blood", she cries in remorse. When she dis-
covers that Valbrand lives, end that she has been the ceuse of Olaf! B‘
death withont reason, she is stunned. The stage direction is , "From
this point to the end she speaks with deadly quietness--no ex;zotion—- and
with gradusl dimimmendo®. She learns thet Olaf was Bjorn's son, she takes

Bjorn’s ring in listless hends, and when she hears the cry of Sevenhild
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from the bower where lies Olaf's demad body she says "It is enough.” She
speeks no more, but sinks into the chair, "= picture of deep woe". tWhen
Thorkel speaks to her at the end of the play he finds fhat she has died.
The curtain falls as he spesks her name, "Herdisa". The scenes of vio-
lence are 21l off-stage, the duel between Valbrand ami Bjorn, the slsugh-
ter of the sons of Ufeig and the suicide of 0lsf. Only this quiet death
is on the steage.

The prevelent tendency toward concentratioﬁ in the drams finds its
fullest expression in the one sct piay. The career of "Wurzel-Flummery"
by A. A. Milne is typical of what is befalling the drama. This was writ-
ten as 2 three-act play, but only accepted for the sfage after it was
reduced to two acté. Shortly after its produnction in 1917 it was rewrit-
ten in one act, condensed to its prime essentiels., What this little play
has undergone, drams seems to be undergoing.

With a few rather unususl exceptioms the one act play is an absolute
unit in every respect--time, place, _acfion and theme.

VYery often thc_-:- time of the one act play is coincident with the time
of produnction, though smetimes the drametic time is considerably longer.

e

PR

A strikxing example of the swift passing of time is seen in Jeannette Erks‘

"Welsh Honeymoon", where the supposed time is two hours, very carefully
noted on the clock by the persons in the play, the whole sction teking
about one half hour to produce. _ -
- 11 true one act plays are naturally in one sstting but some plays
usurlly designated ss one-act plays require a change c.af‘ scene, John |

galsworthy'smgttle Man" is a notable exsmpls. Here there are three




71.

distinet locelities, & stetion restaurant, a compartment on a reilway
trein, and the platform of snother station. It is really = very brief
three sct play. Another of the same sort is John.gggefields' "T%gﬂgamp-
den Wonder™. Here there sre three scenes in two settings, and several
days elspse during the sction.

There cre ordinarily very few charscters in the one-sct play. One
of the first modern one-act plays is s melodrams, "Sweet Will™ by Henry
Arthur {gnes, produced in 1887. It uncomsciously estaplished a stand-
ard with its five characters. Meny plays have fewer, some more but the
majority have four or five.

Since the one-act rlay desls with & smsll unit of time it must deal
with = single crisis. The crisis msy be of any sort, comic, tragic, sO-
cial, politicel or psychic. Heny of the more recent ones deal with &
purely spiritual crisis, and ere often strongly symbolic in flavor,.

The ome-sct play becomes sn implement of satire ir the hends of Ber-
nsrd Sggw. who dramatizes the meiest incidents, not for the sake of the
jncident, but for the sske of the keen ghaft he can neatly place in the
heart of some populsr fsney. In "Augustus Does his Bit™ he has his fling
at the untrained, inept war worker, and in ﬁfﬁgﬁanska, the Bolshevik Em -
press" he holds revolutiors mp to ridicule. Both are perfect units in
concentration of attention on one centrel personelity.

His "gxerrulled“ with its four charscters snd brisk sction is an ex-
cellent exemple of unity. The four persons ere two msrried peirs who try
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to bresk the msritsl monontony by falling temporarily in love with each
other’'s parimers. It falls into three divisioms, first the scene be-
tween Mrs. Juno sni Gregory Iunn, then the scene between M¥r. Junc and
¥re. Iunn, snd finally ail four working out an adjustment. Time, place,
action and theme are sll units.

Tedy Gregory's comedies are all very brief. They have few charac-
ters, end deal with a very sharply defined episode. T"Spreading the Hews"
deals only with the inciden%t of Bartly Pallon's following Jdack Smith off
the stage wi th his forgotten pitchfork, and what is said sbout it. "The
Bising of the Moon" has for subject only a policeman's conmivance at the
escape of a criminal, "_H_y’acinth Halvey™ only a youth®s ineffectuesl efforts
to get rid of his zo0d name.

In her "ﬁ_oats" there sre only three persons, aad omne of those, 8
blundering waited, exists merely create the situation. The action con-
cerns & trifling incident of exchanged costs with no complications from
outsiaé. ‘In "Damers Gold" (two~acts) the gold of the miser is the ine

.centive force, and every line of the plasy in some way pertains to ite

Alfred Sutro’s one-act plays are very brief and nv&[ they have
often only two or three characters, though "The B Braﬁelet" has eight.
Antecedent circumstance is so cleverly introduced that, in "The Men in
the Stalls" for instence there is s8ll the substsnce of 8 three act play.
This pldy 18, in fact, just the crucial scene of a lorg plsy, dut it is
perfectly clear emd satismng

ﬁe ona-act plays of Percy ¥ec Kaye are brief bits of s'ymbolism,




full of deeply poetic suggestiveness. ”Sim Average" desls with a crisis
of decision‘ in which Andrew decides not to desert the American Army.
"Gettysburg" dramatiges a momert of patriotic fevor which inspires s
semi-invalid Civii War veteran to get up ané msrch with "the boys™ at e
reunion.

The one-act tragedy must slso desl with a point in time.

The grestest of one~-act tragedies, John Millington §_ynge's "_fx_iders
to the Sea", is built on the drowning of Bartley, old Maurya's last s.on.
Nothing is introduced into the dGislogue that does nol desl with drowning
and the power of the sea, the relentlessness of which is steadily en-
forced on the mind. The action is restreined and quiet, the death takes
place off-stage, The effect of ever-despening sorrow is maintained to
the end.

The growing ropularity of the o_rl_e-act play, along with the constantly
increasing unity of the longer drame, seems to indicate something like &
return to the severe regularity of the ancient dramsa.

The unity of the modern drsme is the effect of the aims of the drama-
tist, not the outcome of any formulsted technique. The drsmatist hasd e-
sired to present some great crisis of life in its fullest intensity, and. "
the time unity has been the natursl result. He has desired to concentrate
interest on personslity, end = simple plot with the unity of place has
grown out of this desirg His aim has been to present a study of spiritmal
states, and his sction has become uwnified, simple, majestically quiet. -
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So long ss the unities serve as & vehicle for the dramstist's express-
ion they will endure, but 2 sense of freedom hes come into drematic
composition which mekes it impossible t¢istate sny technical law. The
tendency seems o be incfeasingly in favor of highly unified composi-
tion, especially in feepeet $0 vlot and theme. The spiral €urve sp=-
peers to be bringing us beck to the Greek form, but the spirit of the
modern (rams is nct the austere spirit of the ancient ert. 1t has a
wermth. axéd sympethy lacking in the dreme of two thousand years &go.

This new spirit is what makes form uncertain, it is the spirit of living,

7

growing things, with which crystalized form is impossible.
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Iv.
The Settinze.

The Coasts of Bohemia sre effectively blockaded. Ho modern drama-
tist may dare to approasch them. Whatever dealings he would have with
Bohemia must be by & land route, and he must make no errors in the his-
tory, manners, customs or fashions of that stetel

Stage'settings must be true to conditions, even if symbolicelly or
fantastically treated. They must create an iliusion oi reality and be
geogrevhically and historically correct.

iThen the staze-setting was ieft to the imagination, ané might be
changed every ten minutes 1 the author so willed, on & comparatively
bare stege and with e uniform light, sudiences needed some description
to 2id them in visuslization. They must then be told thet it was "the
witching hour of night" or thet there was "fog and misty a&ir". The mod-
ern stage manager Will'creéte the fog snd the lines of the play need
not mention it.

The setting has become an important part of the playwright's con-
ception. It must be a fitting beckgrouné of the theme, it must become
an adjunct to the presentation of character. It mey be used 1o creaﬁe
atmosphere, or to establish a mood; it may be made to suggest much in .
the past of the persoms, their tastes, education, social inheritance

and their limitations or aspirations.

At the rise of the curtain, even if the stage be empily of persons,
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the exposition begins. We can discern the period of the play, the

- gocial status of the characters, thelr wealth or poverty, their oc-
cupstions, smusements, and, if there be snytbing digordered, or espec=
ially errenged, their irmediste condition.

There sre fewer scenes than in the pest, bzt esch is worked out
witl; such sttention to deteil thet & grezt part of the story is tecld
pictorially. The eye interprets as well as the ear. '

The qusint eitting room of kiss Susan end Xiss Fhoebe 'jlhrossel
with its old time furniture end “the little chintz ruffles on the legs
of the sofa eststlishes the period of "gumaiily Strest™ at the First
glence snd tells us of the dsinty meidenhood that &wells toere, with
wnat ideas of crder and gentility.

The ultra-modernity of Dearl's drawing room, in Y. S. }gaugham‘s
" Qur Bettors", with its aecoratioﬁs infiuenced by :_Bg.skt md the Rus-
sian bellet, is mo less a point of historical accuracy. The real value
of course, 0% p“'esenvlng this outré/ room, s td make the proper back-
ground for the heroins, & product of 2 very ontré phase of socisal *Ce-
‘velopment. ’

fs the theme of pleys from the Eligebethan days down to the early
part of the nineteenuh century usually was ccncerned with the Aves
of the aristocratic, the scenes were supposed to be in suﬁmtuous homes,'
snd there being little sttempt at reaLsm, there was little vanety
in their plan. Since the drema of today concerns itself with every
possivie soc1a1 status, in every possidle cormer of the world, anﬁ s:ane

the critical Splrl» of the age hes imposed upon it ﬁdelity to fact we.
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have an infinite varietye.

Soeial status is zlweys ad%auately expressed by the setting. Fome
times the =zuthor takes very little responsibility in this matter, leav-
ing ali the aeuallﬁ%o tne taste and judgment of his manager, but very
often he writes ouf,cgreful end detailed deseriptions of the setting
end so fits the,gﬁtion to these descriptions that they become inevitable.

Barrie is élways guite specific as to the exact type of his inter-
jors, and he meXkes then expressive of his persomns not only =8 to their
social stetus, btut as to their clightest idiosyncrecy. The drawing-room
of Tord Loam in which is played the first and 1-st act of "The idmirsble
Crichton™ is = delightful exemple. "There are £0 ALy cushions in it
that you wonder vhy, if you are 2n outsider, and ddn't ¥now that it needs
six cushions to meke one fair head cormfy. The cuskiens themselves gre
cushions-ss 1arge as beds, and there is an art of s;nking into them, &nd
of waiting to be helped ﬁit of them. There are seversl famous paintings4
on the wells, of which you my sey "jolly thing thatT, without losing
caste. as knowing too mach; a2nd in cases there are glorious minatures,
tut the daugnters of the house cannot tell you oiwhom;--~There are 2
thousand or so of roses in basins, several library novels, and.g Trow
of weeﬁly {1lustrated newspares lying agsinst each other like %él}en ,
soldiers.” This is the perfect setting for these aristocraticefeiegant,
jndolent people. Lo less nerfeét is the sitting-room of the W§}1§ fomily
in "What Every Women Enows". “”here is one fine chsir, but, neavens,

not for sitting on; just to give the Toom 2 soeial stundlng 1n‘>q\\mer~

P . : ‘\
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£ENCY e ~~—w= There ig 2 lsrge =nd shiny chair which ean bhe turmed into

a bed if you look the other way for s moment,~----The other chairs sre
horsehsir, than which nothingz is more comforteble if there be = good
81it down the seat. The seats are hervily dented, btecause 2ll the ®y-
lie femily sit down with 2 dumpe-~----There is & book-case of pitch-
pine, which contains six hundred books, with glsss doors to prevent your
getting at them". This is precisely the home for the owners of the lo-
ecal granite guarry. N

The simple home of the Welsh collier is described in the stage dir-
ections of J. 0. Francis's "ghange*. The paper is bold in Gesign, but
feded, on the mentel piece =are candle sticks, fiat-irons =nd tea-cesnester,
st the bhack =n old cdresser hung with jugs =nd set with pletes, on the
lowest shelf are well-worn books. There are five ordinary kitchen cheirs
2 high-bzcked wooden arm chair snd en old-fashicned round tabie, covered
with 2 red cloth. This gives the effect of a room long lived in by sim-
ple people.

Such rooms as the sitting room of the Wylie family express s col-
lective personaiity, the product of seversl personslities but the drama-
tists =ive us 8iso expressions of individuel chsracteristics. Such set-
tings exist in plays that center in stwdies of individuals.

imy's sitting‘room in Barrie’s "Alice-Sit-by-the Fire" wes crested
by seventeen year old Amy, =nd must 10Qk like her. The flower pot has
a skirt, the lemp shades have ribbons on them, the table cover snd win;
dow curtains are pink, the book shelves sn white, and a little insecure,

the walls are adorned with Amy's own sketches. If the play were to be
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acted in a different sort of setting it would lose half its piquancy,
for the room tells us much about the inrnoceni, unformed, romantic lit-
tle idealist who made it.

Avgustus Thomes, who is 2 practical stage manager as welli as au-
thor, expresses +the personality of Jack Brookfieid in tne seh used for
the Tirst an@ third acts of *The Witching Hour.® Every thing in the
rocm is handsomwe and luxurious. There are 2 nuwber of fine paintings
'on ths walls, and fine broazes on the book skhelves, the furniture *is
simpls, massive, and Colonial in type". It is the abode cf a man of
means and taste, with only the small card t2dle 4o indicaie the gambi-
ing proclivities of the @wner. _

In the same pléy the setting for the library,living rocm of Jus- ;
tice Prentice is equally aprropriate. The bock-cases reaéh to the ceill-
ing and are filled with volumes in sheerskin binding. There is a buf-
fet fitted witk glasses and decanters and above the buffet is a beauti-
ful canvas, by Russeau. The art-lcver, the laxyer, the bon viveng’Jus-
tice Prentics has his proper background.

A very unusual, but thorcughly modern seiting is that of Alfred
Krexborg's 'gpnday', described in the autho;% words: ®One of those
box~-1ike landings of a New York Tenement. There are thres apartment
doors-one in the isft wadl, twe in the rear—and a dumb waiter-door in the
right .~—~A banister connectS the stairway %o and fpem tre flcor above.®
This setting, like the market-place of Molisre, gives opportunity for the
meeting of meny people whose lives touch only a2t the circumference.
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Palace and hovel, desert and ice-field, wherever man has lived,
or in whote¥er realm of dream man has imagined himself to be, the dra-
mﬁﬁzgas represented him, Hot only does modernm drama treat of diverse
locelities, but each individnel dramstist hes & wide range of ﬁck-
grounds.

tord Dunssny seis MS'%ughter of the Gods" in & gorgeous orien- ;
tal pelace, his "}i Night at an Inn™ 2t & lonely and shsbby inn. The
scene of "The Glittering Gate™ is in the dim land of the imsgination.

The suthor dsscribes it: "The Lonely Place is strewn with lsrge black
rocks ani nncorked beer-bottles, the lstier in greet profusion. At

. beek is 2 well of grenite built of great slasbs, and in it is the Gate
of Hesven. The door is of gold.

"Below the ILonely Place is an abyss hung with sters.”

The unearthly scene is 2lso attempted by Alice Gersteuberg in her
drsmatic menologue, "Beyond®. She describes it thus: “The Scene sug-
gosts limitless spsce =nd mist, end is played bebind a curtein of gaﬁzé.'
The floor rises from right to left as if misty clouds had made irreguler

stepping stones to heights off left.™

Engene Q'Neilltekes his andience to sea in two of his one-act plays,
"Ile", and "In the Zone", The setting "Ile™ is =2 small square compart’-l-
ment about eight feet high, with a skylight in the centexr looking out
on the poop deck. On the leff (the stern of the ship) a long bench with
rough cushions is built in ageinst the wall. In front of the bench s "-
table. Over the bench, several curtained port-holes. "In the rear left,




81.

e door lerding to the captain's sleeping cuarters. To the right of
the door & cmell orgarn, lcoking as if it were brend new, is pleced
zgainst the wall., "6n the right, to the reér, a msrble topred side-
toard. On the side-board, & woman's sewing basket-—~ee in the center
of the room, a stove. From the middle of the cciling 2 henging lemp
is sycpented. The wells of the cedin are peinted white".

The curtsin rises on zn empty stage, in & moment the stewerd comes
in, there is 2 brief pantomine. During this time the sudience cean dis-
cover, even without the zid of the play bill that th;s is tke c=bin of
2 pronerous siktpper who hes brouvght his wife to ses.

The set of "In the $one“ is the sesmen's forscastle, "en irreguiar
shaped compariment, the sides of which almost meet at the far eri o
form m trisngle. Sleeping bunks about six feet iong, ranzed three deep,
with a space of two feet separsting the uwpper from the lower, are built
against the sides. On the right, sbove the bukks, rough wooden benches.
Cver the bunks on the left, & lamp in & brecket. Ir the left foreground,
a doorwey. On the floor meer it, a psil with a tin dipper.”

vhen the curtain rises the men sre sleeping, but the mind is pre-
pared by the setting for scme rough end vigoromws acticn veen they swake.

Eynge does not write a deteiled discription of his settirgs, but fae]
are all very poor 2md simpie, the sort of interidr frequent smong the
Irish peecentry. The Setting for "The Playboy of the Western World" ie
sketched in rather completely, "Country public-house or shebeem, Very
rough and untidy. There is & sort of counter on the right with shelves,

hblding many bottles and jugs, Just seen sbove it. Erpty barrels stand
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near the counter. :t back, & little to the left of the co4nter, there
is 2 door invo the open air, then, more to the left, there is a settle
with shelves above it, with more jugs, and z table bsreath a2 window.
&t the left there 1s a large open fire-place, with = turf fire, znd a
smzil door into an inner room®.

Bsrnard Shew hes scenes almost every where, .includirng Feili(l)
ard the Gerden of Tden,(2), but ome of his most crigimel i in » dilapi-
doted licorish castle mezr the Atlues MHountsins.(3)

gglaworchy in ”{ustice", has three scenes in‘a orison. ZEach is
guite clesrly indicated by the author irn kic stage directiocns. The first
is the warden's office. "A plainliy furnished room, with two large bar-
rod Windows-----digtempered walls, abook case with numerouns officisl-
iooking books, z cupbosrd betweern tee windows, & plan of the ptison on
the wall, a writing tsble covered with documenis™. The next is the cor-
ridor of the mrison. 'The wslls are colored with greenish distemper up
to a stripe of deeper green about the height of = men's shoulder, and
above thkis line aie whitewashed. The flvor is of blsckered stones. Day=-
light is filtering through 2 heavily barred window =t the znd. The doors
¢f four cells are visible. isusch cell door hzs a little round seep-hole '

at the lovel of a mun's eye, covered by & little round disc, which raised

(1) .
Act III of "Man and Superman®, not acted on account of the great
1engt? of the play. —
2
{ )ggck to Methuseleh--Scene 1.
3

Captain Brassbound's Conversion.
S




upwards, affords a view of the cell. Cp the wull, close to exch cell
docr, hengs a little scusre board with the prisonsr's nume, nunmber end
reccr. The third sceme is the interior of one of thess cells; "2 white-
wushed space tuirteen feet broad by sever deep, and nine fset high, with
% rounded ceiling. The floor is of shisny bdlackered dricks. The barred
winaow of ogngae gluss, with a ventilator, is aigh up in the middle of
the end wall., In the middle of the cpposite end wall is the narrow doorT.
1n = corner are the matires and bedding rolied up-----ibove them is a
cacrter-circular wooden srhelf, on whick is & Rinle and several little de-
voticnal books, piled in & symmstrical osyrsmide----In another corner is
the wooden frome of w bed, stsndirg on end. Trhere is dark ventilatos
over ike door. and wnother uxder the window,”

These minutize of detszil crexte the priscr ztmosphere, =rd aid much
iz giving the audiencde the impression thet Falder is securely and hope-
lessly locked away from life.

The settings used by 2inero, and other men of his peneration are apt
to be of the conventicnal, drawing-room type, bvut ac early as 1899, in
"The Cey Lord Cuex” we have & scene in a manicurist estsblishment minutee
1y woried ocute. Siﬁce 19CC the érewing-room is less:cand less in evidence.

The fact that every sort of psrson in every sort of plzce is nrow pro-

&

per dramatic moterial explains this wide varietye. ,But the setting does
not slone 2id in telling the audience vhst sorﬁkof person, in what sort~
of piace. It has a function for more subtle, in which suthor and stage
menager combine to produce on the éudience 38 mental state comparable to

that in which the actors are supposed %0 be.
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The golden dream scene of "é_E;ss for Cinderella" has been made
even more like a wonderful dream‘by 8 vague blue beckground, not pro-
vided for by Sir James in his stasge discription. Producers of‘"f>
Night at an Inn"™ add to its creepy horror by the semi-darkmess of
approaching storm and rumbles of thunder with flashes of lightening,
not even sugzested by the text of Lord Dunsagy. ”Tbg_fgll Remembered
Voice" "is produced in the melsncholy semi-darkness of & dying firé.

A slight change in the sppesrance of a set from one scene to the

next is often made to denote the mental state of the charscters. Re-

gan's unrest after his defeat by the Archbishop in Sheldon's "The Boas"

is shown by the condition of his librsry. "The room is in slight dis-
order, the desk is covered with newspapers end clippings. Hewspapers . P
with glaring hesdlines sre tumbied stout on the floor. Chairs havepvﬁ
been movéd from their reguler positions". Ehese small details ad@z/
tremendously to the feeling of nervous strain produced by this enéire
act. Things are felt to be in sbnormsl condition from the first giigpse
of the stage, snd there is o steady tighteming of the strain to the
and of the sct.

The atmosphere of the piece is generally established ty the iﬁi-
tiel set. W. S. Msugham Jdoss Zhis very-wsll in,ﬁifpk Strag“. Tﬂggﬂ
Bcene is: "The lounge of the winter garden of the Grand Babylon/gg-
tel. There are palms snd flowers in profuéion, and numbers of ﬁéttle

]
/ P

tables, surrounded each by two or threes cnsirs.” It is his p .
to create a farcisl situstion by mingling an sristoerstic group,: :
, PP
g group of the newly rich, no bdetier beck ground comld be inven#?&}

A
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thaen that of a luxurious hoiel where such people find a common meeting
place. The luxurious tone of the Grand Babylon, moreover, establishes
the tone of the play, 2 piece in which luxury is the dominant factor in

the lives of the persons.

The atmopphere of misery and poverty is established by the setting

of George Calderon's one-act play, "The Little Stone House". Its
scene is the sitting-room of & wretched boarding house in a Russian
village. "It is night; the 1light of en oil lamp in the street dimly
shows Snow-covered houses aend falling snow. The room is plainly fur-
nish=d; & bed, & curtain on a cof&, some books, eikons o & skrelfi in a
corner with & wick in a red glad8s bowl burning be ore them, vaper
flowers, and Esster eggs on strings. 4 phO“ogréph of a man of twenty
hangs by the eikoms.” The snow, the poverty, the apperent piety sug-
gested by the eikons and the light burning before them create an atmos-
phere without which the play would 1ose its stronz eifect.

The effect of utter misery in Frances Pemberton Spencer's "Dregs”

is more than half sccomplished by the setting. It i1s & room "combining

the kitchen, dining-foom, parlor and bed-room 21l in one. Up stage

to the right, en unvarnished wooden table with an 6ilecloth covering.
ibove this some shelve hold some battered-looking dishes, one tin and
one china cup. --- Up stage to_the left & dilapidated folding bed,

down stege left an old-fashioned stove dbuilt into the wall with shelf

above. A4 kitchen cheir is facing it. 4 depressing remnant of upholstery

and setin , £alsely posing &s an'easy cheir' , holds the center of the
stage. To the right of this a musty looking pillow and an untidy scat-
tering of women's clothes.” This is worth ten pages of ordinary ex-

position. Cne glence at the stage tells a number of things. #he
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setting suggest lives of misery snd a process cf gradual degrgdation,
it shows that it is not merely s dwelling place of poverty, but of e
poverty thaf lecks in imitistive, industry and self-respect.

Becsuse interiors are more suggestive of personelity, snd the so-

ciel history of the cherscters, & preponderating number of the sets of

| modern drama are intericrse. A further reason, no doubt, is that since
the grester psrt of our lives i§ lived within walls, = greater verisimi-
litude to life is sttained. \

Wherever the setting is an exterior there is an excellent technicsl
reason for it. A play in which there is a Iarge element of paéeantry
requires en exterior setting. Percy Mac Kaye's "Jesnne D'Arc", in which
grest crouds of verscns figure_, representing diverse classes, is played
almost entirely in exterior scemes. The first sct is at "The Ladies’
Pree” neer Domremy.. The young peopie are st their hoiiaay sports, and
the suthor is thus eble to esti~blish & concept of the villsge life =nd
the village people. The scene of Act III is a mesdow before the walls |
of Orleans, :the only possi‘ole scene where the sction is entirely that o
men-st-arms besieging 2 city. Scene I of Act IV is near the tent of
Jesmnme before the walls of Proyes, which s8llows a freer action anﬁ the
presentation of more charscters than would be ressonsble within the
tent. The presence of the tent also yemi;:s the scene between Jeanne
and Catherine to be played neer at hand, yet off stage, which D'Alencon
snd La Hire spesk 2 dialog which explsins the situation. 'ﬂzé second
scene of the same Act is & street in Fheims, and thus :.ntroduces a tri-

umphent procession showing the enthusissm of the people over the victor-‘
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ious Jeanne.

The second sct of William Veughn Moody's "The Great Divide" is an
exterior which serves two purposes. It adds greatly to the western st-
"mosphere and at the same time gives & plsusible meeting place for Ruth
end her former friends.

One-~act plays of a fantestic or mgsque-like character are often set
in exterior scenes. TErnest Dowson's Eﬁierrot of the Minute" needs its
moonlit-garden, for no where els; could it possibly exist. Mary Carolyn
Davies gives her allegory "The Slave With Two Faces™ an exterior. It is
a wood through which runs a path bordered with wild rose bushes, which
affords a beauntiful background for lovely girlish figures, snd is also @&
reasonable meeting plsce for the various figures. The formal garden back
ground, with its fountain, urns and low shrubbery, of "The Wonder Hat",
that fantastic harlequinesde by Ben Hecht and Kenneth Sawy;%c is like-
wise necessary to give =& common.meeting-place of unrelated groups, but
equally importent is its beauty as a2 background for the historic fig-
ures of Harlequin, Pierrot, Punchinello, Columbine and Margot.

In planning an interior setting the pleywright becomes an architect,

and lays out the plan of the whole house along with the garden, the stree

or whatever exterior environment it may have. He must do this in order
to account satisfactorily for his entrances and exits, asnd the where-
shouts of persons when not on the stage.

The careful architectursl arrangement is well illustrated by Henry
Arthur Jones! "Mrs. Dene's Defence". ™At back are doors opening into a

conservatory which is lighted up. On the right side are French windows
opening upon 8 lswn. On the left side up stege is a door opening off
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into the large drewing room". During the act 21l the entrances, excep?t
one near the end, are mede fram the drawing-room door, from which the
sound of music m¢& conversation indicstes a social function in progress.
The comirg and going is made to seem very naturel on this account. Hrs.
Dane and Lionel make one exit into the comservatory, which gives Mrs.
Dane opportunity to overhear that a malicious report is being circulated
sbout her, just as she is sbou’ to mske her reentrance from the conser-
vatory. In the second act the same set is used. The guests enter,when
coming on the stage for the first time, from the drawing room side.Lady
Eestney makes ner entrance through the window on the lawn, and when the
guests make exite in order to clear the stage for important duwologues,
they go out by the window onto the lawn, =md return that way. The finsl
exits are made on the drawing room side. This gives a free snd natursl
- effect to the comings and goings on the stsge.

The stege is sometimes divided into two parts, showing action in
two interiors at the same time, or in sn interior emd sn exterior. Such
ie the scene of "The Queen's Enemies"™ by Lord Dunsany, & stair case on
one st de of the stege descending to = door, on the other side the under-
ground temple into which the door opens. All the persons'descend the =
stairs and enter the door, and the Queen lesves by the little door samd
stanis praying to the Nile on the stair.case while the green waveé sub-
merge her enemies. The seventh scene ‘of "mL Heiry Ape"™ shows the in-

terior of a room on the ground floor snd a nerrow moochlit street with- -

out. We see Yank come down the street, gein his sdmittance, snd be final-

1y foreidly ejected into the street where he spesks a bitter solildquy,

o
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and is finally mede to "move slong”™ by a policeman.

This srrangement gives 2 very realistié effect and has the ap-
pearance of linking the sction tc life without. It also accounts far
entrances sn exits in a satisfactory way, but lacks in unity.

A room opening into = other is used.effectively in Bernard S_‘{mw's
"@.‘eat Catherine™. The scene is a triangulsr recess communicrting by
a heavily curtained srch with the haxge ballroom of the palece". This
arrsngement serves many purposes. 1t gives the effect of a msss scene
and & brillisnt sociel affair without the necessity of arrsnging a mass
scene, it accounts easily for sll exiis and entrances, being a place
where 211 the persons concerned would be apt to be, smd it affords a
plausible place for a private interview with the Empress.

The interior set erranged to give contact with the outside world,
or to suggest life beyond the nsrrow confines of the home is not uncom-
mon. The last sct of "Em Hever Can Tell" is set in the.drawing room
of a hotel, opening on a terrsce, where a masked ball is taking rlace.
The scene is 8 gay one, with strings of Chinese lanterns in the trees and
dsnce music by the bend.

An interior is often lahkea to the outside worléd by a2 street visible
from & window, the action in the street in some way affecting the actimn
within. The staege direction in the diseription of the set for Act I of
gglsworthy‘s "ge Pigeon™ describes the externai rart thus: "Through s
huge uncurtai;zed window close to the 'street door the snowy lamplit -
street can be seen, snd beyond it the river and a night of stars". It
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is necessary for the aundience to actuaslly see this street for the funll
force of wvhat follows to strike him, When Wellwyn is slone there comes
en insistant though feint kmocking at the streét door, when he opens it
he sees "& young girl in dsrk clothes, huddled into a shawl to waich th:
smow is ciinging. She has on her arm a basket covered wi th & bit of
sacking”. The street backgrouné sdds much to the pathos of her figure -
and makes the sudience more sympathetic with Wellwyn's charity. The
next time Weilmyn opens tke door = figure moves from the lamp-post to
the door way; shortly after there is a tapping on glass and a face is
prossed sgainst the window pane, so the 1ife wi thout continues to come
into Wellwyn's studio.

The little taylor shop of "The Baby Cerrisge™ by Bosworth Crocker
is two steps down from the side wslk, and throughout the baby carrisge
which is the motif of a1l the comedy snd pathos of t.;ne piece is visible
through the window. ‘

In "The Hecessary Evil" by Cherles Remn Kennedy the street is visi-
ble through the window, and a dislog between the lamp lighter and "The
Woman", and the sang of the lemp-lighter ss he passes down the street
are heard. Becesuse the women is both seen and heard in the street be-
fore she mskes her apvezrance her personelity seems to have 2 growing
effect nwpon the persons concerned.

A setting that harks back to the dsys of goliere, the street scene
with action going on both inside and outside the howes, is 3%1i11 popu~ -
lar. "Pomsnder Welk™ by Louis Hapolson Parker takes place entirely in
a smell park in front of a quaint row of 0ld hcuses. The first and last
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"
acts of Berbars Prietchie "are laid in such a scene. People speak

from windows snd bslconies, sit on porches snd steps, and walk and
dance in the streets. "Thg_?iper" by Josephine Preston Pesbody Marks
hes & very eleborate setting of this kind. "The Harket—placé of Hem-
lein. Right, the Minister, with sn open shrine(right center) contain-
ing a large sculptured figure of Christ. Right, further front, the
house of Kurt, end other narrow house fronts. Left, the Rathans, and
(Gown) the home of Jacobus. Front, to left =nd right are corner-
houses with projecting stories snd casement windows. At center resar,
s narrow street leads away between houses whose gables 21l but meet
overhesd.” Every detsil of this setting is quite essentiel to the
action. ZPersons enter and lesve the houses end the church, pray &b’
the shrine end walk down the street. In no other setting could 21l
the men, women snd children of Hamlein be involved.

Yuch of the decorative splendor of present-day stage scenes is
due to the ertistry of stage mansgers, but very oiften the playwright
plens his color effects with a defirite dramalic purpose. In most
cases where the color and decorative effects are planned by the author
it is to express symbolically or by suggestion some underiying thought
in the plsay.
| Three acts of John'leswortﬁy's "The Mob" are played in a room
"gppsrelled in wall psper, cerpet, and éurtains of deep vivid blue".
This is explained when Katherine sayé to More, "Do you remember that
48y on our honeymoon, going up Ben LQWZ£9? You were lying on your
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face in the heather; ybu seid it wes like kissing 2 loved women. There
was a lark singing--you said that was the vcice of one's woi'ship. The
hills were very blue; that's why we had blue here, beéause it was the
best dress of our country. You d0 love her.” The men has expressed a
poetic, pestriotic sentiment even in the decoration of his home, the
vivid blue is a constant reminder of his fervor.

In "The Gezing Globe™ Eugene ‘;!glot has used color most effectively.
Oze looks through a room that is s study in cream color and dull blue,
into e gsrden where there is much purvle pink bloom end & gazl g=-globe
that glows like gold. The costumes of the two women, .aull vurvle, grey
and green, blend into this, and the whole makes a.back-ground which
makes the flame-colored fisure of Nijo with his flashing jewels strike
with double force upon the eye 2né the iinagination. Rijo is a symbolic
figure, he is the glory of Fame, and to the simple neople of his island
home he 18 ss dazzliﬁg as his epparell. The delusion of splendor is
made mbre poignant by the strongly accentuated visusl concept.

Yeats plans his color effects very carefully. For "The Coumntess
Cathleen™ he has the following description: ™A room with a2 lighted fire,
and s door into the open =ir, through which one sees, perhaps, the trees
of a wood, end these trees should he painted in flat cclor upon 2 gold. .-
or diapered sky. The walls are of one color. The scene should have the
effect of a misssl painting.” The missel painting background is precise-
1y the right one for these poetic figures, it is colorful, unresal and

suggestive. Another scene in the same pley is "A weod with perhaps dis-

tant view of turrated hounse st one sidef, but 211 in flet color, withe
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out light and shade, and sgsinst = diapered or gold beckgrovnd." The
| beanty oF such & background recommends it strongly, hut its fitness for
legendery end urresl situaticn is its strongest recommerdation.

Percy ixc Eaye hae cvlanmed some very besutiful stare effects, es-
pecielly in "Sinted, the Sailor",. The masque~like and fentastic neture
of this piece lends itsel? tc 2 poetic and symbolic setting. It opens
with & forest scene in the midst of a furious snow cstorm, presently some
dancing forms surrouni & thorn bus£ then--"The snow has become rain-
bow coloreé, then dissppesrs wholly, revealing the forest traansformed
inte a rediant, orﬁéﬁal garfen, blossoming with flowefs. stetely with
terraces and carved pillesrs of arcsdes =2t the beck. On the left, a
main reth leeds to the gigantic closec door of & csstle. In the centre
of this door glares = huge Knocker, grotesounely designed, in brass and
preczous stones, like & human face."” The frozen, snow-laden trees re-
mein s sort of frame ot the sides of the scene. The song of the dance
ing figures explasins the mesning of this change:

"A1l that takes bresth

In the ;ap of change reposes,
Deep in the hesrt of desth
Are Roses-roses.”

At the end of the play the snow again fellg, forming & fiimy cure
téin that cuts off the view.

This marvelous s?ectacle is made possible by the clever manipula-

tion of electric lights, =8 are seversl other illusions in the sewe play.

In the second act when Besuty goes to sleep the light in the rose window
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foden apd the portreit of Florimond becomes $1ivminsted. Florimond
' himseif steps cut of the frame snd it becomes instantly dark. As Flor-
inond approaches her couch the room becomes dsrk execeprt for = light
wrick glows on the frogen roee, when she sweres the stained glsss win-
dow azein glows with light. In tre last ect the norireit glows »nd
grows derk os the hopes of Besst risé or cirk, finzlly vhen Beauty de-
elsres the: che loves Beast, there is e spiden bleckress in the hall--
“gut of the bleckness--2 burst of ;hining butterflies light uvp the Rall,
reveali the @nchanted Court transformed.™ Through the pley the many
$1llvsions of light, the coming anéd going of the sickle moon, the glowing j
and Jerking of the portrait, the winéow or the stately lady's sphers,
add a megic ond e mesning quite beyont sny svggestion in the lines. Ehe
pley becomes full of beautifol signi%icance by whet is suggested to the
spirituel nature through the eye. '

‘ Light nas become not omly the means of the illusion of megic, buk
of the illusion of real*ty. Dabid Belasco has become the'lesaer in this
trench of stage craft. Montrose J. lioses says of him ix his 1ntroduct1cn
to "The Return of Peter Grimm": "Belasco naints(l)with sn electrlc switch
board, until the emotion of his play is unmlstakably impressed upon the
eye~-~-He spent whole n.ghts alone in the theatre suditorium w1th his elec~

tricisn "feeling® for the "siesta" somnolence which carried n1§3aud1ence

(1)
Belasco's own words desezibe his methogd:
"] have often sat in an orchestra seat at rehesrssl and
painted a moonlight scexe from my recollections of an actusl
one. I have directed the distribution of light and color on
the canves sg s painter manipulstes his colors, Shaaing here,
brightening there, till the effect wes comPlete.” - -

\-"
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instantly into the Spenish hest 0f o0ld California in “T%g_?ose of the
Ranch{.

Tme is most convineingly impressed uwucr the sudience by cranges
of light., In the first sct of "Thq—ggsiest 7ay", "It is 1s te afterncen,
snd, es the scene progresses, the quick twilight of = caﬁbn, teausiful
in its tints of purple ord smber, becomesr later titch tlsciz, =nd the
curtain goes down on an absolutely black stage."” A scene like this i
poetry in itself, therefore the descriptive spleniors foun2 in the lines
0 older vlays sre sbsent in the plsys of today. The emotionsl effect
of the scene becomes s becksround to the terse and concentrated dislogue,
its infivence iz intangitle, but deer.

The emotional effect of light is very effectively used in the fougth
act of Bernard Shaw's "Caesar end Cleopstra,” When the imsze of the god
of the Nile is brcught to Cleopetra there is an instant change in the
iight, 1t becomes "the megente purple of the Ecyptien sunset™, this is
stértling tc the persoms.cf the play, and t¢ the sudience, and seems. Dre-
mopl tory of the deathecry that is heerd in a few minuies. This death-cry
+ee$ is the cne for = deepeciing purple in the sky. When the angry shout-
ing of those incensed by the death of Photinus rises, the feeling of ter-
ror is increassed by enother change in the sky. It "has bLeccme the most.
vivid purple, and soon begins to chenge to a giowing pale orange shewEWWYﬂ
darklier and darklier". The scene ends in magnificent moonlight, and
the last picture is of Ftatateeta lying desd in the semi-~darkness on the

CETIRT e
ST )
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steps of the altar of Ra. Many of the lines in the play are trivial,
and the tone of the dialogue is not always that of tragic dignity, but
it is nevertheless in this scene full of mystery and horror and digni-
fied with the grim majesty of. tragedy, made effective by the appeal to
the emotions through the eye made by the well timed changes in the
gorgeous light effects.

When the Countess Cathleen (lgas 801d her soul for her starving
peasantry the twilight gradually darkens and the rumble of thunder is
heard. During the death scene the wind roars and there are flashes
of lighgping, Aleel says, when Cathleen is seen to be dead and the
thunder is crashing, "Angels and devils clash in the middle air."™ There
is complete darkness, followed by a "visionary light,"™ in which the
armed hosts of heaven appear, having conquered the devil and taken the
soul of Cathleen. The vision passes, and the peasants are seen kneeling
in the very dim light. Here is the effect of pity and terror deepened
by the dim light and the storm, and also the heavenly vision made
effective by the contrast of 1light.

Light has become as important a part of the stage setting as the
furniture or the painted backgrounds. The clear, heavenly blue of the
sky is as important to the cheerful, irresponsible tone of St. John
ankiﬁ%f "The Constant Lover," as 1is the semi-darkness to the tone
of secrecy and conspiracy in Percy Maq_gayé%‘ "Sam Average." The soft
light of a spring day and the glowing tints of sunset are needed in

Jeannette ggrks! erry, Merry Cuckoo™ to give truth bo the sceng¢e, and

(1) William Butler Yeats, "The Countess Cathleen,® Act IV
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they have the additionel value of being in tune wi th the tender senti-
ment of the play. The mysterious besuty of & moonlit night does much

both for the poetic dream of Ernest ngson'gj}éigrrot of the Minute”,

and for heunting pethos and tragedy of Sada Cowens' "Eiptram of Skog-

errek”.

The use of night snd storm fits well with eyrie and megical ef-
fectss The night-supersition is so deeply imbedded in the mind thet
monsters and horror appeer to belong to it. Happiness snd mirth, on
the other hand sre invarisbly associated with sunshine. Whatever is
sinister is staged in s night scene, whatever is Joyous is staged in
the bright light of full day. Where tragedy and suffering sre mresentcd
in interior scenes, as they generally ere, it is still in night scenes
or in the dim light of the end of dsy.

There are two widely divergent methods of stage setting, one ex-
act in realistic deteils, the other vergue and suggestive, of the im-
pressionistic school.

The method exploited by gggnhardt ané advocated by Gordon @Grgig is
.characterized by elsboraste simplicity. It suggesté through fentastic
perspectives and color schemes more symbolic than netural. It makes its
eppeal to the mind through tenebrous channels of imsgination. The 8chool
of Belasco, on the other hand, appeals to the senses through a mass of
realistic detail. He calls his method the "poetic adaptation of na-
ture". Leon Bakst and his foliowers have attempted to combine both

methods, and have created bigarre, gorgeous snd startling re-
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(1)
sults.

In gereral the playwright or menager is realistic or symbolic in
nis setting in accordance with the nature of the playé)and the effect
which he desires to produce.  is David Belssco said 0f his mounting
of Zugene Walter’s "The Essiest Wey", "4 Boarding-house room on the top
$1looT canrot be trested in any other way than as & boarding house-
T00m.-~--1 do not say there is no suggestion in realism; it is unwise |
to clutter the stege with needless detail. But we camnot idealize a |
1ittle sordid ice-box where & working girl keeps her miserzble supper;

we cannot_gymbplize a broken jug stending in & wosh-basin ol loud de-

(1) -

The possibilities of the art of suggestion in stage-craft are
far from exhausted, every avenue of aesthetic perception is made a means
of appezsl.: :

Elsvorate experiments heve been msde by Sadakichi Hartmen to add
+0 the color and form of the settingz such odors as would suggest to the
mind emotions and experiences more acuiely than any words. In the Fgr—
um for iugudt 1913, after describing his experiments, he spesks of the
rossibilities.of this art: “---ind if in 2 play like "idadame Du Bar-
ry", at the moment when the unhapry mistress of Louis XV on the way to
the guillotine, meets the lover of her youth and utters words to the
effect that everything might have been different if she hed kept her
erpointment on a certain morning years ago to gather violets in the woods
with hir, suddenly the odor of violet like = vwague reminiscence, became
perceptible in the audience, it would undoubtedily produce to the fullest
oxtent that sensuous and emotional turill---p¥easing to the highest and
lowest intelligences alike--which we know as an aesthetic pleasure.”

(2)
Yontrose J. Hoses, Representative Flays by Lmerican iuthors
1856-1211 Page 84.
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ign. These sre the necessary evils of a bosrding house,snd I must be
true to them." A plsy desling with modern life esnd modern problems in a
rezlistic way must keep the illusion of reality.(l)a rlay desling with
'Fnreal, poetic or legendery figures mey have & dim =né suggestive set-
ting, sppropriste to the fignres cf its dreem-like structure.

The setting of some very recent rlsys is reslistic ernd symbolic at
the seme time. Bernard §§aw's "ggart-Break dounse” is san allegory. He ssys
of it, "It is cultured, liesured Zurope before the wer.” That is perhaps
e 1ittle Shevian inmsccursecy, in view of tne sir-raid in the last sct. Ee
seems t0 be symbolising the English s&ip of state drifting nc where, eand
vhe first two scts are set in & room as much like the after pert of & ship
25 possible, "the windows sre ship-built, with heavy timbering, =nd run
right scross the room =s continuously as the stebility of the wsll allows.
2 row of lockers under the windows provides an unnphoistered wind ow sest”
et. Ceptain ShotoveAkeeps up the ses satmospnere by his constant use of sea
terms, but it is not until the lsst five mirutes of the pley thet the di-
slog brings out the allegorical idea: |

Bector: And this ship that we are =211 in? This soul's

vrison we c2ll England?

Cept. Shotover: The czptein is ir kis bunk, drizkirg bot-

tled ditchwster; and the crew is gsmbling irn the forecastie.

(1)
In the introduction to the works of Clyde Fitch edited by kicn~
rose J. Moses the great care of Fitch in metter of the detail of his
ettings is described: "Even in suck = simple comedy s&s "Lover's Lane"”,
uring reheasrsals, he spent hours fastening spples e&nd pinning blossoms in
he orchard scene." In 8ll of his descriptions of stsge settings the same in-
inite attention tc deteil is seen, 8 charscteristic of this typre of drams-
st.
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she will strike, and dnk and split.®

The same sort of thing is seen in John Galsworthy's ®"The Foun-
dations®, first presented June, 1917. The first act is set in the
wine cellar of Lbrd ¥illiam Dromondy's town house. The motif word ,
"founcdatiohs® is used very early in the dialog, and vedy signifi-
cantly. Little Anne is with James, the butler, while he selects the
wine for dinner.

L. Anne: Oh!----James, are these really the foundations?

Jdames: You might 'arf say so. There's a lot under a wop-

pin' big house like this; you can't hardly get to the bot=

tom of 1it.

L. Anne: Everything's built on something, isn't it? And

what's that built on?

In the second act the Press puts into words the meaning of the
play when he jots in his note-=bock concerning Mrs. Lemmy, the sweat=
shop sempstress, "A momental figure, on whose labor is built the
mighty edifice of our industrialism.® This sticks in her son's mind,
and at the close of the play he says, *0Oah! An' jist one fing! Next
time yer build an' ouse, don't forget—it's the foundytions as bears
the wyte.®

Both of these plays have, externally, a strong flavor of realism
and actuality, byt the subtle undercurrent of meaning gains much
strength from the visual embodiment of the figurative expressicn of the
main idea.

An interesting contrast to either the realistic or impressionistic

stare setting is "The Yellow Jacket®™ by George G. Hazelton and Harry
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Benrimo. This play makes nc rretense a2t either. Its scenery is
such as a child might construct to play out his fancies, and has
ruch the same effect on an audience as thechild's rude construc-
tions have on him. They seem at the time real, they seem full of
poetry and charm, yet there is all the time an amused semi-ccnci-
cusness that it is énly make-believe.

The unchanged background for all the action is a recm with
two doors, an oval opening a: the back where the musicians sit,
and above it a squsare balcony. At the lefé are property boxes with
some chairs, stools and tables stacked together. When the soul of
Chee Moc ascends into Heaven the Property Man adjuets a ladder for
her to climb into the gallery. When Woo Hoo Git must climb a moun-
tain the Property Ean and his as istants pile up tables and stools
into a peak: When Git Hok Gar perishes in the snow the Property
Man séreads a white sheet over him. A bamboo pole represents a wil-
low tree, a table with a2 chair on it is a strong castle, the actors
pretend to step over a perfectly imaginary threshold. The mere reading
of the stage directions wmculd give the opinion that it was simply an
elavorate piece of foolery, but the dignity and beauty of the lines, the
uhiversality of the truth in its idea combine with the eternaliy child-
like in the zudience tc make it both 2 forcible and impreassive production
Its success seems a negation of all the elaborate stage craft which
the last forty years have produced, but it owes much to the illusicn
created by oriental costuming, and the exotic orange, green and gold

of the room in which it is worked out. It seems foreigh and fantastic
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which helps in the acceptasnce of unreslity as symbols of the resl.

Zhe impressionistic scene &s smited to the symbolic or =zllegoric
drems is well represented in Zugene ii_loﬁ's "Hunger™, a one-act morslily
v.ey in which the various charscters hunger égf verious things, snd the
cne who has been satisfied warns them sway from the locked door of the
banguet hell becsuse only the huhgry can be happy. The set for this rie ce
is: "A grest gray tower, so tall thet you cannot see its top, is beside
s gray rosGe. A purple door, cutlined with & latticed band of gold is in
the center of the tower, and there =re huge light-green rocks on either
side. In the distance are sever=sl poplar tiees and a rolling country.”

It is s besutiful, harmonious, unnetural ricture in which the emphasis of
color on the ell-importent door centers the eye naturslly where the lines
center the thoughts.

In ?flsworthy's "The Little Dresm™ the scenes of the dream sre vague
and full of illusion, s the scenes of s dream should be. The changes.of
the dream =re brecught sbout by shifting lights and periocds of dsrkness.
"As the mountains brighten they are seey tc have grest faces. The face.of
The Wine Horn is the profile of a besrdiless youth. The face of The Cow
Horn is that of a mountein shepherd, solemn and brcwn, with fierce bdblack
eyes, and & black beard. Between them. The Grest Horn, whose hsir is of
snow, hes & high, beardless #isage, as of carved bronze, like a msle sphinx,
serene, without cruelty."” When this first phase ¢f the dresm dissolves, 2

youth with the face of The ¥ine Horn is standing in. the portico of =en inn,

thrumming & guitsr, agal n the scene changes and "on & green alp, wth 81

eround, nothing but blue sky", there is "s brown faced Gost—herd blowing
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on s pipeﬁ\%ﬁe next chenge, "a faint glow stesling up, lights the snowy
heed of The Great Horn, and streams forth on Seelchen. On either side
of thet path of light, like shsiows, The Cow Horn end the ¥%ine Horrn stand
with cloaked Heads."” The Cow Hern speaks,.

"Thou traveller to the tideless sea

Where light snd dark, and chenge ané peace

Are one--Come, little soml, to Mystery."

These beantiful, vague stege effects are dreamlilm anéd elusive, bdut
they seem t0 impress the conciousness with even more than the lines imply.

¥uch of the burden hss been 1ifted from the dislogue by the art =inid
mechenies of modern stege-craft. The condensation and concision whichiis
psrticulerly charscteristic is partly due to the self;explanatory nature
of the setting, snd to the emotionel suggestiveness of whst is conciently
before the eye, and does not, therefore, require such verbal emphesis.

The sulBjectiveness of Contemporery drama is partly due to the objec-
tiveness of the setting. There need be no lines describing the externsl
world, the thought nay turn entirely inward, it maey concentrate on rerson-
21ity snd allow time, place and season to establish themselves unobtrusive-~

1y through the eye.
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v.

Dramat arsonse.

*Slice of Life™ is a vivid term, and aptly applied to zuch
modern drama. The playwright of today cuts down intc the living
substance of society, lays tare its vibrating nerves, takes hum-
anity undiscuised and elemental, shorn of artificialities apd so-
nhistications, and presentis it with all its problems.

Realistic figures from every pessible social siatus, repre-
senting every phase of professioral and industrial 1life and every
jnterest and point of view tread the boards. Peasani, laborer, cri-
minal, saint, each has in him the essentials of 2 modern dramatic
hero. .

A verisimilitude to life is created which was altogether lack-
ing in the hard glitter of the brilliant and conventicnzl Comedy of
Manners. Simple people, with the problems and emotions of every
day have taken the place of the super—men and women who endured such
extraordirary adventures in the past.

Nomenclature is an index of modern realism. If we go back 1o

Congreve, or only to Sheridan or Goldsmith we find the character
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pigeo_n-holea by his name. & c}owardly boaster is called "Captein
Blu.ffe“i.(lz)m u.:mrigus 0ld fellow “Fondlewife",(az)a reigning belle is
"Hrs.Millement™ ,(g)silly coquette is "lady Froth", (4)“Tony Lump-
xin's Esg.ntelligence is evident enough from his name, and her vo-
cabulz(a:ﬁ explains "lirs. Malaprcp'.(e)Lady Sneerwell and ¥iss Ver-
Juice live up to their names.

The nineteenth century had not altogether cutgrown this method
of nomenclsture. Osear Hilde nsmed the clergyman in "The Importance
of Being Ernest” "Rev. Camnon Chssuble”, and an especislly stupid
society man in"lady Windemefg‘)s Fen" "Mr. Dumby". In the twentieth
century Barrie's "Lord Loam" is suggestive of the land-owning
aristocracy, and John Gelsworthy's "Builder" in "A Femily Men" is
appropriate to the enterprizing self-mede heroe. The is something more
remotely and delicately suggestive of personality in theselast,
however -- they do not seem to belong to the type clessificstion.

Earlier then Oscar Wilde we find Dion Boueicault closer to the
0ld convention in nsming tke cast of' "London Assurance"(g)with such
petronymics as "Courtly”, "Dazzle”, "Spanker", and Codl". Thk fifty
years between Boucicault end Wilde maxk , if not the pessing, at

Jesst the modification into into something more subtle, of the con-

(1) Congreve: <he 0ld@ Bechelor
(2) Ivid.
(3) Comgreve: The ¥Way of the Vorld

(&) Covannten: TH8.DP838s 788 Eonguer
{6y “Sneértden: The Ribals

(7) Sheriden: +he School for Scesndel
(8) The Admirsble Crichton

(9) 1941
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vention. 3 new bssis for naming hegins very e«rly in the nineteenth
century.

3ince 1880 type nsmes sre very few. Captsin Heartsesse is the
only one in "ghenandosh"™, s typicsal miZcentury qg}odrama. One finds
a foint suggestion of such n@menclature in Jones's "The Crussders(1891)
vhen he cells the pretonticms rhilosopher Burge~dawie, and his sbsurd
1ittle satellite, Pigg. MUrs. Morfhitt ené Lirs Barter of Alfred Sgpro;
"The Price of MHoney"(1905) hsve the true Comedy of Mmnners nomenclaturs,
snd "Tremhlett", the nere of the le=3ing cheracter is 2t lesst sugges-
tive of the somewnat meex 2ad poverty-ri&den hero-ZFrofessor Belliarti”
of "gfptain Jinkxs of the Horse Marines"(elyée Eiﬁch.lQOl) reminds one
of Egﬁgrevéé Haster Gavotte or Sceribe's Profesgzor Crescendo. The con-
vention is undoubtedly outgrown, though these sporadic survivals exist.

Symbolic figures in the drsme hsve nsmes reminiscent of the Morsl-
ity Pley. The Christ-like figure of "The Servant in the Souse" is Kenson,
The neme of the three morials of Gelsworthy's "The Iittle Dream§” sre
pure type nsmes, afiter the msnner of the moralivy rlay, butjbeing in a
forelgn tongue, &0 not strike so beldly on the ear. Seelcnen or The Lit-
tle Sounl is tempted awny from her mountain home by Zamond, The World,
but is loved sné held to the soil by Felsmsn, The Mountsinesr, or Hen
of the Craggs. |

Szm Average represents American menhood in Percy'ﬁaq_g?yé's one-
ect play of that title. Joknm Gclsworthy's Wellwyn in "The Pigeon" slso

savcurs of the Morality,
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Present day nomenclature is generally suggestive both of so-
cial status and character. In Jones's "Mrs. Dane's Defence®, for
instance, Lionel Carteret is a name which suggests both elegance

and aristeceracy, while Mr. Bulsom—~Porter would be expected tc be &/

+
)

‘pretenticus and rather wulger parveru., In "Whitewashing Julia®,
¥r. William Stillingfleet would certalinly be a gentleman of un-
doudbted social ncsiticn 2nd some nersonal charm, whereas Rosie
Benbow suggests the blowsy pr?ftiness_of a country bar maid.

4s Sir Walter Scott says L)"Some authcrs prcduce names,
either real or spproaching tc renliiy which neversiheless possess
that resemblance to0 the charactier which has all the effsct of wit,
and oy its havpy ccincidence ﬁith the narrative, greatly enhances
the pleasuré of the reader." Ifany conismporary ﬁlaywri?bts have this

{(2) -
nappy faculiy.

¥rs. Dudgeon in Barnard Shaw's TThe Devills Disnivnle® has

o

i
]

a
name thati sounds like a recl New Engiund name, but 3. the same time
characterizes her irascitle temperament exactly. The “Blundell of
Pinero's "Mid-Chennel™ is highly suggestive of Blunder, and as such

is well fitted tc peoplie whe create needless disasier for themselves,

(lgReview of Southey's "Life of Bunyan®.

{2)The graa% thousht »ut into the seleciion ¢f names $0 make them
expressive of personality is shown in a letter by Clyde Fitch irn which
he speaks of the selection of 2 name for the heroine of %The Giri With
the Green Eyes".#You see, I want a diminutive name that shall express
atfection from the speaker,arnd yet be a 2ittle strong. Jinny has a cer-
tain strength that Molly and Dolly or anything that I can think of
haven't got./

\\\\
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The names of the persons in Granvilie §E;ker‘s dramas ¢f the

mance, as prosa;g‘as that social group could possivly ve., Tne
Huxtabie family\ 'ef Denmark Hill are all that their naze implies,
a drezry product of financial success. The Veyzey farily of #The
Voysey Inheritance® are perhaps named with a 1ittle of the Sype—
naming rendency of the Comedy of]Kanners, for they are persons who

nake themselves emphatically heard in the world.

(54
L'

Mames suited to parviculur loszlities as well as o types of

2
2Ersons Are ommon. Eligi)Doolittle(d)belongs tc easi-end.London,
2s surely as Alick Hylie\a peleongs to Scotland. Ail the flavor of
Irisnh peasant life and Celtic lore is in the names ir the pliays of
Yeats, Lady Gregory or Synge. Bartley Fzllon, lirs. Delane, Michael
Cocney and like Mc Inerney are examples from Lady Gregory's “§§ven
Shert Plays™, typiczl names of the land of Erin, snd The Princess

the Actrolossr in her "The Dragcn are as suggestive

8]

gaala_or Finta

of the legendary lore. Synge's Martin Doul and Mary Byrne in "The

_Egll of the Saints" are as typically peasant, though more effchonius
]

ard poetlic, and Deirdre and Haisi cof "Defdre of the Sorrows?® again

kark back to the days of legenc.

(X) Tre Mulrass Fouse{1810)
(2) Bernard Shaw "Pygmslion?(1912)
(3) 5. ¥. BeTrie, That Every Foman Krows{1918)
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American Dramatist:, as well, get a touch of ioccal colior into

-

tneir nomenclature. In TAiabama" Auvgustus Thomus uses typical soﬁth—
ern rames, Squire Tucker, Lathrop Page, Curey Preston, while in “é{i-
zora® ke shows the reacial mixture of ihe West by such names 23 Beaita
Canby, Tony Mostanv zand Lena Kellar. 1In “The_Great Divide” ¥cody
gives his Rew England beroine and ris western hero nares celicately

sugzeative of locality, Ruth Jordon has « flavor of New Engl:nd Pari-

tanism, und Svepien Ghent is sugzgesiive of the vlg roughnsss of the

4 great number of persons come and Z¢ upon the beards with ouly
first names, or without any numes at ali. In some nlays it is only
crharacters of very slight importance who suffes such neglecs, out
there are rany examples of an essential characier unnawes. In Charles
Rann %gnnedy's "The Necessary Evil® the prowagonist 13 simply ®"a woman™
in kis ”Tlg_gerrible Meek®™ the persons ¢f the p:ay are "A Peasant To-
man®, and "An Army Captain® and "A Soldiere®.

The ?ngact rplay, especially if 1% be avowedly symbolic, often

cces away with names. The caat of Stuart Wulker's "Six Who Pass While

the Lentils 2cil® is tynical. The seven perscns of the clay are: Boy,
Queen, Hime, Milkiraid, Blindman, Ballade~ Sirger, Headsrzn. That was

&1l they knew about each oth2r, and all the audierce needs to know.
Percy Hac_Kaye is prone to give his simple Yankee countr folk
first names only. We have 4hel, Elijah and Letty in "gpuck",'and An-

drew, Joel and Ellen in ®Sam Average". The audience is brought into

closer relationship with them by knowing only these simple, intimate
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names.,

Fondlewife, Bluffe, ani the rest of them were descendents of a
long dramatic line, extending back to the comedy of the ancient world.
Geta, the wily, indduvating slave was reincarnated in the intriguing
servant of‘gpliere, and the confidential valet of Congreve or Yycrer=
ley. He 1is the confident of the same wild young man in all genera-
tions, who strives to outwit the same sasvere and suspicious father,
makes love to the suime unfaithful wife who decieves the same gullible
husband, born and reborn throughout the zenerations. The wily courte-
zan, the boastful soldier and the sweet maiden of high degree and spct-
less virture were as inevitable.

English drama found these indispensible up to the middle of the
nineteenth century, when conventicnalities of many sorts began to drop
away.

The Confidante and Raissoneur, invariable in Scribe and Qgpas fils
"as well as in the English ggmedy of Manners, have kept their footing
longer than most of the slock characters, though trey have beccme rare
in the last forty years.

The confidante survives in Laura Frazer, who in "Thg_Iruth“(l)
appears only in the first act and serves by her sympathe:zic listening
to make a clear expositicn of the conditions between ¥rs Linton and her
husband, and of Becky's habitual inaccuracy. After she leaves the stage
%€ are reminded of her again when Becky, in the second act, calls her .

up on the telephone to request that she come 2t once to giee advice in

(1) Clyde Fiten (1508)
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her trouble, and then calls her again in a few minutes to prevaricate
about her sudden departure for Baltimore. Laura Frazer has no function
ex;ept an expository one, and not surviving throughout the'play, is un-
like the typical old fashioned confidante.

Pinero clings to this conventional type. Cayley Drummle in "The
Second Mrs. Tanqueray”(1833) and Peter Mottram in t%;d—Channelﬂ(IQOQ)
are completely the raissoneur. poth make it their chief object to re-
store amicable relations between husband and wife who have come to an
apparently hopeless impasse. We are never interested ih either one
for his own sake. Frayne, in "The Gay Lord Quex®, and John Pullinger
in 'izglﬁife Without a2 Smile™ are the raissoneur in a comic vhase.

Frayne is always ready with his advice and experience, but they
are such bad advice and experience that the audience is glad to see
Quex escape them. John Pullinger in “éBc’Wife Without a Smile®, a rais-
soneur whose advice on every subject under the sun, from buying lead
pencils to meﬁding matrimonial breaks is both copious and comic, has
the originality to give the hero advice which, taken, leads to quite
unforseen and undesirable resulis.

The Deceived Husband was an essential to eizhteenth century comedy.
He was invariably ridiculous and gullible, usually old and fatuous, and
never worthy of sympathy from the audience. The French rlay of the

nineteenth century with its eternal situation & trois gave a new turn

tc the convention and produced a type more worthy of esteem. The type

as a pure conventionality has about disappeared from English drama.
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Bernard Shaw, in one of his moods of irrepressible hilarity
satirizes the Deceived Husband in '§9W He Lied to her Husband®,
Here the wife's conquests are a matter of pride tc the husband, and
he is offended with all men whe do not go down before her charms.
He says to the lover whom he has surprised: "The bnly member of the
present Cabinet?, that you mizht call a handscome ran has neglected
the business of the country to dance with her, though he don't be=
long to our set as a regulsr thing. One of the first srofessional
poets in Bedford Park wrote a sonnet to her, worth all your amateur -
trash. At Ascot lacst season the eldest son of a duke excused him-
self from callinz on me on the ground that his feslings for M¥rs. Bom—
pas were not consistent with his duty to me as a_host; and it 4id him
honor, and me too. But she isn't gocd enough for you it seems. You
regard her with coldness, with indifference, and you have the.cool

cheek to tell me so to my face. For two rins I'd flatten your nose

to teach you manners.® In "Oyerruled®™ he “oes the situation a irois

one better in a situation a guatre. 1qrs,¢9qmﬁls fEirtation with Mr.

Lunn being nicely balanced by Mr. Juno's flirtation with Mrs. Lunn.
The absurdity of the dialogue in the final adjustment scene should
be a death~blow to the time honored conventional role.

Alfred §E}no alone among authors of recent plays presents the

deceived husband on much the o0ld conventional basis. In ®The Man in

the Stalls® produced first Oct. 6, 1911, the lover has tired of the

wife and has to core with her terrible wrath at being cast aside.

This gives an original turn to the situation, when she announces the
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lisson to her husband. He goes through the ususl French-conventioal
raving and orders her out of the nouse, but she saves the situation by

a fit of merriment, after which she tells him it was & Jest, and

the curtain goes down on as @ocilely deceived = husband as any of
Wycherley's or Congreve's., John Glade(]':}.s & very different person.
His Peal and passionate devotion to his wife , his dignity'and his
quite untheatrical strength b:ing him closer to actusl life in spite
of the conventional situation.

Drema in any period must natnrally' deal Withj“:guch the same situs-
tions, but the conventional nature of the characters disappears &s trg
study of mood and motive deevens. Blundell and Zoe in "Mid-Channel"”

are guilty of marital infidelity, but they are nof conventional types
because their emotionsl exveriences touch truly human and natursl
problems. Modern plays represent 211 of the 0ld stock characters,
warmed intc reslity and life.

TEe Intriguving Servent, dear to Wycherley and -Congr'eve, has no
modern successor. Instead of such servants as Jeremy in Congreve's
"Love for Love"™, who manages his master's sffasirs, both amorouns and
financi'al,' we have such o0ld servants as Emmy in Shew's "The Doctor's"
Dilemma™, who tekes & mofherly interest in her employer, calls him
"Sonny", and is careful that he have oh a clean vest when the
oceasion demends it -- tyrammizing over kim in 2 manner entirely

affectionate, The numerous and pious Bemmett family in Jerome X,

(1) Alfred Sutro : John Glade's Honor
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Jerome's "Famny =nd the Servant Problem” hsve more tc do with the
plot, but have none of unscrupunlous cleverness of the eighteenth
century servant; instead they are a2 burden to the femily on sc-
count of their two great goodness, even pretending to form the
mind of his lordship's pew lady.

The American treatment of the servant is hurmorous, bhut gives
the servant a less intimete relationship with the household. The
climex of an American piece mey turn upon the aet of a servant, ss
in Susan Glgspeﬂ%s "@gckless Time" where &n ideaQis sbandoned to
keep the ¢o0k from leaving, but the servemt has no direct pert in
the entanglement. .

The drematic personmel of tragedy until very recent years was
confined to the royasl or noble, to demi-gods end heroes. Comedy
muet degl at least with very sristocrstie society. Today there is
nc rhase of life unrepresented on the bosrds.

Society pleys, of course, still exist, but in Englend they sre
tending to become middle class. A census of the dramat{g personae
during the last forty years would show 2 marked decrease in the num-
ber of titled personsges. |

gﬁgpes gives us both the aristocrat and the middle cless in his
comedies, but he always mansges to keep distinetly to the uprer lay-
er of the middle class, even in ?gg;y Goes First" his persons sare
those eligible to title. .

Linero delinestes people outside sristocratic society with grest-
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er sympathy end accuracy, though most of his very simple people are
clownish, and lack both in true comedy =2nd pathos.

In "The Hobby Horse" the ycung lady whose imegineticn is respon-
sible for the entangliement of the plot is & poor governess. Some of
the brightest lines of the pley are due to the sparkle of her vivaci-
ous temperement. The true hero of the piece is the poverty-stricken
clergyman, who falls in love with Mrs. Jermyn, supposing her to be
Miss Moxon, the governess. He is represented to be 8 very fine &nd
noble fellow.

In "ng_gpconﬁ Mrs. Tanqueray" the sociel tone is more elevated,
but the heroine is from the demi-monde. That, of course, is not new,
being slmost a convention of the French drams. We never find her vul-
gsr, but we glimpse the world from which she csme in Lady Crreyed, =
wcman of ithe same antecedents, but of less native refinement. ILedy
Orreyed feels that she must smother herself in diasmonds to maintsin
her renk, and whenever she spesks reveals & sordid snd common~place
mind. All her 1little vulgaritiss srs insufferable to Paunle, who tells
Drummle, "I've outgrown these people. This woman--I used to thing her
'jolly'~-sickens me."

We have a8 glimpse of the ertist world in "gglawpey of the Wells",
as well as of the stupidity and stoginess of & certain type of the Eng-
lish middle class. The heroine is & warm-hearted, charming little sctress
and the most interesting men, an asctor, Tom Wrench, who h=s written =

cupboard full of plays which the mansgers refuse to consider. His idea
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is "To fashion heroes ount of actual, dull, every-dsy men--the sort of
mer you see Smoxirng cheroots in the club windows in St. James's Street;
and heroines from simple maidens in muslin frocks."™ Of course that is
Pinero's own ides, end that cf the men of his period, sn idee which hss
become universel, and hes been carried further to include not only the
men in St. James's Street, but the men in the humblest villages, in the
most obscure farm kitckens.

Pipero, like Tom Wrench, convinced the mansgers that not only the
01d conventionsl stege types were dremstic, but 2ll men snd women, and
younger playwrights have followed him, and surpassed him in studies of
the English 1life.

Grenville Barker paints his portreits in family groups. The domi-
neering Mrs. Huxteble, the pudgy ¥r. Huxteble, theirvsix maiden daugh-
ters, and the querulous kMrs. Madras, M¥r. Huxteble's sister are drswn to
the life in the first sct of "The Madrss House", with more interest in
the picture than in the drsmetiec purpose. The Voysey family sre as .
complete a picture, and "The Voysey Inheritance™ is more of & dramatic
unit. Major Booth Voysey prefaces his loud voiced sentiments with "If
I were & conéeited man.” Honor Voysey, the eldest dsughter is the slave
of the family. In three short speeches her place in the houvsehold is
shown:

Honor: Booth is so trying.
Alice: Honor, why do you put up with it?
Honor: ©Someone has to.

Mrs. Voysey is interested in the sociasl status of Oliver Cromwell,
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ir. Voysey is @2 susvely rlausible men, his son Edwerd, the partner in
the business is 8 sensitive ifleslist.

%ggw, who has no particular respect for any kind of comventicn,
mixes people of every possible social degree in his plays. His most
ettrective middle class heroine is probsbly Csndide,whose life is so
sociglly unpretentions fthat she invited her young sdmirer into the
kitchen to peel the omions. The most interesting chsracter in "Get-
ting Merried" is Mrs. George, the wife of a co=l merchant, whose charms
heve been sn allurement to young men of all classes for more &ears then
it would be courteous vo guess. He presents her not ss the usual vul-
gar representative of her class, but as the element2l Feminine. She
borders upon the symbolic, and we feel the vastness of what she repre-
sents when she seys, "Wwhen you loved me I gave you the whole sun and
sters to play with. I gave you eternity in 2 single moment, strength
of the mounteins in one clasp of your arms, snd the volume of the sess
in one impulse of your soul."™ She is among the first of the drametic
characters .of her kind, simple, commonplace, even vulgar at times, bdbut
deeply signigicsant.

John Galsworthy goes deeply into the psychology of nis persons,
and has no trace of the traditional or conventional in his types. Fal-
Ger, the excessively nervous, sympathetic man who is guilty of forgery
. |pnd is broken spirituslly by his prison experience is new on the stage,
ps is Roberts, the strong-willed, socislistic labor-lesder. In Clere ‘

Desmond he hes presented the "merried women on strike" in an entirely

New way.

Rebellious Spgep m Struck"  but conventions WeTre to strong for
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(1)

her, ?fancillo rretended to strize, but Clare went to the logicsl
end.

In American plays the tenfency is consténtly away from society
drame. The rich loecsl color of the msny rhases of American life is
finding its way into stage-land.

Slyde Fitch presents us to irs. Crespigny, the ignorant and pre-
tertious Xeeper of lg?gings, Augustus Thomss makes the hero of his
most powerful drama ) a professional gambler, H0ody creates = ?sro
who is a religious visionary from the sheep-welks of the west. °)

‘#e hsve the Alsskas "sour-dough", snd the Indisn dog-puncher in
Jrek ggndon's "ggorn of Women", We have Tony iMosteno, the Mexicsn
vaquero in Augustus Thomss's "Arizona". Stuart qg;ier in "The Medi-
cine Show" presents tie back-woodsmsn on the banks of the Ohio River.
Edwsrd ggglaon delinestes the politicel boss of Irish gxtrection in
Kichsel Regsn of "T@g_}oss". He shows us Zegan, the unscrupulous
volitician, ignorent, & born scrapéer, bt finely loyai, end with
vossibilities of deep tenderness.kioody delineates the weatern gold
seeker in "Thg_gpeat Divide™. Stephen Ghent is the helf-ruffien,

helf-gentlemsn of the o0ld widd days.

Most significant of sll the types in the drama todsy sre the

(1) Dumes fils--"Francillon™ (1887).
(2) The Witching Hour
(3) The Faith Healer
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lowly and simple, the people remote from the ~enters of culture end

the sophisticatious of civilization. By presenting such people the

drsmatist suceceeds in suggesting deerer and more poetic meanirgs in

life; he reduces life to the elementsl, snd makes his simple figures
sﬁmbolic of great end eternal truths.

Ocmedies and trepedies slike sre played iz the farm kitchen, the
roor shop, the humble garden or some other hawnt of the lowly.

The only great trsgedies of coantemrorsry prodvetion, kssefield’s
"T@g_ggsgedy of Nen" sn? Synge's "Riders to the Ses", sre drames of
pessant 1life. Not the Irish schocl =lcne, but Fnglisk writers sas
well ere rich in peasant ccomedies.

XMrs. Hsvelcex Ellis in "The  Subjection of Xezinl introduces eim-~
prie Cornish villagers--mssefield presents the wes# country folk in
"Thg_ggmpden Wonder™ and ﬁgzg. Harrison? end Gilbvert QﬁEﬂﬁn in "Mery's

Wedding" portrays the people of Westmorlend. |

The Irish group confine themselves slimost entireiy to the pemssn-
try when they write on mcdern themes; their legerdsry heroes, like the
ancestry of the Irish, =sre 81l kings.

Hike Me Inerney snd Michsel MNiskell of =iy Gregory's "The Fork-
house ward", though confined to their beds, 2re lively exronents of
Irish perserslity, they csn not live together without gquerreling. In
.’!he Gaol Gate she depicts two simple figrres, majestie in scrrow. Tee

final speech of Mary Cazgl is a poetic glorificsticn of the deed of

Denis Cshel, going to his desth rather than give information, "Tell
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it out in the strects for the people tc heeor. ﬁenis Cahel from Siieve
Zchtge is deads It was Denis Cahel from Daire-csol thet di~d in the
vlace of his neighborli---~I to stoop on = stick through half 2 hundred
yeers, I will never be tired with praising! Come hither ¥ary Cushin,
till we'll shout it through the roads, Denis Cshel died for his neigh-
bor!”

vynge in the person of simple country lad dramatizes the eternsl
spirit cf make-believe, 1nn$he«,?1ay-boy of the VWesterm World", but in
"ﬁhg ?Eoers to the Ses”™ his pessant folk give truest expression to the
emotional depths, and to the eternsl, tragic struggle of humenity with
the netural forces. The simple 0ld peasant women, Xeurys, has lost her.-
husband and 21l her sons in the sea. When the sea has tsken the last
one she laments, "They're sll toghether this time, and the end is come.
¥ay the Almighty God have merey on Bart&y's soul and on ¥icheel's sounl,
and on thae souls of Sheamus snd Patch, and Stephen and Shawn; and may
he have mercy on my soul, Nora, snd on the soul cf every cne is left
living in the wcrld.* Hot Antigone, not Desdemons, nor sny other hss

surpassed this o0ld pessant woman in tragic dignity.

comic, there is usually s note of pethos ewen in the most emusing situa-~
tions, and, more often then not, some socisl problem is presented, some
evil which the author believes may be corrected if he caﬁ catch the
public sympsthy.

It is not only the humble people of rursl life, but the humble of

The Znglish snd American treatment of humble folk is seldom entirely
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the grest cities that figure in these pleys. Barrie's heroine in "2

—

i

Ziss for Cinderella" is e weif of the sitweets of London, ss is Flizs
Doclittle in Shaw's “gzgnealionﬁ. The chief persons of Charles Zen-
yon's "Xindling" ere slum dwellers, snd the hero of Bosworth frocker's
one~-sct tragedy, "T@E_Epst Straw”™ 1is the Germsn-American jeritor of

an gspartment houvuse.

In "Eg_the Zone" and "Ile" Zugene Q'Neil introduces the sea-far-
ing man at see. They a~re men of vsrious origins, ss shown by the nom-
énciature, "Spitty", "Davis", "Clson", "Secotty®, "Ivan” sné "Ysnk". In
"§3yond the Zorizon" he presernits typicsl New IEnglsré farm pecple, with
one ses-cepinin, eslso typieslly Hew England. They are pecvle who have
been for seversl gensrstions on the scil, and have a pride in it =nd
love of it, with one son to vhom ﬁas come vague aspirations for something
besutiful teyond. In this lies the drams nnd the prthos, &s well as

the trath of the picture.

James Forbes drametizes the stege people themselves. In "EQ§_§how
Shop™ ail the peorle of the stage ore presented in sction, From the mane
ager +o the stege carpenter. In "Thg_gporrs Lady” the two most impor-
tent wcmen 2re chowmus girls, who nre shown toth in their humble rome
surroundings, and behind scenes with other chorus girls, in a highly re~
nrlistic atmosphere of make-un, stage slang, stege jeslousies and stage
temptations.

David Belasco makes the heroine of his artistic tragedy, "gggsme

—— .

Butterfly ™, = Japanese Geishs Girl.




The variety of hurhle types is inexhausinble, znd The drcmatist
hae found thet there was but ons ster from poverty vo crime, sSo we
have & number o0f niays where crimipsls nlzy notv suberdinate, b
ing
tut
rFiven 2 <y
"ATI
vonts them to et sway with the
kar-i when thelir ju
Frances Perberten Spencer's "Dregs”, whom the ]

rluclked off the vricen steps, dsclsres of he 'zelf Yo him °

o b

| fer ye, 1lied, done sny crocked thins ye told me %o", buu
211 of fenirnine loyelty znd $ity for childhood, and dsres mo mmeh to

seve o ¢hild, that she is &8 true 2 hercine ot &unf.

Berrord Shew shows Fesmy, the shanmeless women of a fronbier nin-

ing towz in "The Shewing-Un of Blznco Tosnet™ to be "z faliiure ss o
bsd wormaan" beesuse the thought of bow Blsmso gave up 2 stolen homse.
0 the mother of =z sick child wken "he folt the Iittle child’s hends.
on his neck” prevehts her from giving wvidence that he was a horse-

thief.

In these criminal chasrscters, es in the peasent characters there
is = touch of the symbolic, from them it is only ore step to the en-

tirely symbolic cherscter.

(1) Zora punseny.
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Heomi, the gypsy, &nd Jake, the wastrel of _Eennedy's "The Idol
| Breaker" sre reslistic in sprearsnce and in speech, but their dizlog sug-
gests €11 the mysteries of 1ife and religion. They spesk of the grest
thinkers and teschers of the past, Tasomi csalls them her childrew:
Jgomi: Uy first borni He wes like the twilightl There was
the promise of resce in his eyes. - He went amohg the wild
things, teming them.
Jake: He met s wildness bigger than he knowed. It tore him
in the forest.
Foomi: His brother come like noondsy--g child of joy. Ee
lept emong the hills. He sang.
Jeke: An gdder lurking in the river reeds mistook him for
2 trush, =2nd he sang no moree.
DHeomi: liy third--thet child of sorrow----I can see him now,
his srms outstretched, & little broken sscrifice--He was God's
daybresk! His love touched every -body. He filled the world
with itd
dske: I dragged him down slongside me, ¢ thing of shattered
dreams, snd trempled himi
llarson, in "&’hé Servent in the House" is & bold riece of symbolism.
ile mey represent Christianity, or perheps Christ himself; at any rate he
is more than humsn. In snswer to the viear's question "In God's nepme,
who are you?" he replies, "In God's name, your brother", and the curtesin

falls, letting the sudience meke what conclusion it cene
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There is = delicate =nd intengible symbolism in the plsys of Williem
. Butler Yests. King CGuaire end Seanchan(l)are Worldly Veelth and Poetry,
no doubt, and the Countess Cathleen(z)is Self-Sacrifice, dut, as in =11
legendsry literature, the types are neither pure symbolism, nor pure re-
glisnme.

The Symbolic figure is rarely the purely sllegoricsl figure, =nd
even wvhen frenkly sllegoricsl hes distinctly human personsl treits. EE?
Average nay be Patriotism, or the Spirit of '76, or Tie imerican Citizen,
or Jjust Tncle Sam, dbut he is merely = Few Englend Yenkee, with the Yankee
érawl snd the Yankee humor. The persons of ZEugene Pilot's "Hunger" re-
prescnt each a c¢lsss or type of bhumenity, but each is an irndividusl. "The
ezker of Dreams“tZ)represents sn sbstraction, but he is 2 lovesble =nd
fatherly old gentlemsne.

The most fantastic of symbolic figures is Lord Ravensbsme, the hero
of Percy Msc Kaye's "The Scarecrow”. Goody Rickby crestes him of broom
stick and flsils, = pumpkin, a best, gourds snd corn stuffed into en iron
frame, and he is given 1ife by Dickon, her familer spirit, the Devil. He
is introduced into society as Lord Ravensbane, of the Rookeries, Somerset-

shire, and mskes asvsreat sn impression in society as any shem dandy ever
did, but by the influence of love, becomes capsble of self-sscrifice~—-
and so grows to be truly = men. The sudience exclains with Rechel 2t the

e ]

(1) The King's Thresholde.
(2) Play by the same name.
(3) Oliphant Down--eme acte
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lagt fsll of the curtsin, "Was it & Chimers, or a hero?”

The Devil was often enough on the stege in the middle eges, but on
the modern stace he is = rare}visita.nt. Dickon spresrc first pulled out
of the forge by Goody Rickby's tongs, end ascures us at once of his ideni-
ty by exclsiming "I haven't been nsbbed like that since St. Dunstan tweak-
ed my nose.” He chenges his guise durlng the play, first to revresent Then-
eezer, Goody's errsnd boy, snd then to personete the tutor of Lord Revens-
bene. He is not e vindictive spirit, but humorous snéd mischievous. He sp-
pesrs the means of Femesis to the =sudience, but to the percons in the pley
he is unrecognized until st the end he tells Rachel that she has outwitted
the de¥vile. Ifistress llerton exclsims "Satsni™ and he vanishes.

Other unesrthly visitants are seen upon the modern stage, fairies, en-
gels, sainte, even (_}hrist. These supernsturel visitors heve long been gb--
sent from the stage, and in their revivsl enjoy o treatment guite new and
individusle.

The homely trectment of Satan by Percy lec Xaye is counterbslanced by
sn eouslly homely treatment of Christ dy Lady (iz_'_ggory in "The Zraveling
'=n". He enters in "4 ragged white flannel shirt, and rmd-stsined trousers.
He is berehesded and barefooted.” Only 2 child is in the hut, with whon
he plays, meking s gerden of cups end plstes on the floor, and teking him
for 2 ride on = form, singing gayly. The woman of the house comes baeck and
berates him soundly for his untidiness end drives him out. "I will go“.,
he says, "I will go back to the high road that is walked by the bere feet
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/

of the poor, by the innovent bare feet of children. I will go back to
the rocks and wind, to the cries of the trees in the storm.” Only when
the child tells her "He was as if walking on the water. Thers was a
light before his feet", and shows her the branch he carried with fruit
and blossoms on it, does she kmow that "He is the Xing of the Worldl"
The treatment is poetic, simple and human.

The saints of Percy Mac Kaye's "Jggnne D'Arc” are more convention-
al and stately, as is in keeping with the royal rageantry of the piece.
His fairies, "The Ladies of Lorraine™, only sing, but appesr by their
proximity to inspire Jesnne in‘her patriotic fervor.

The fa\Fry child of §gats'4k§§nd of Hearts’ Desire™ is saccepted as
child-like by the other rersoms of the play, but seeﬁs most unearthly
to the audience. As the play progresses it becomes less snd less child-
like, more snd more unearthly.

/659 Servant Haidﬂ/of'Doris Fe Halmen's "Will O' ZThe Wisp",‘lgeta-
morphcsed into the orange-haireé, alluring, dangerous spirit, never
spezks throughout the play, but is still the dominant spirit of it. She
is vividly kumsn, though supermstural, the jeslous womsn deeply in love
and triumphantly virndictive.

—

Percival Wilde creates a character in his one-act "The Finger of
God", which is at once human, reslistic, supernstural and unexplained.
" |A little, poverty stricken, shivering office girl comes to the spart-

ment of & man who is about to run eway with his compeny's funds, and by

(1) One asct--First vresented Dec. 8, 1916.
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her faith in his honesty determines him to be honest. She goes to the
"lwindow while he answers the telephone, end when he turns she has van-
ished. Wes she a ssint, s fairy, s ghost, or a figment of the imsgi-
nation?

The ghost of Wiowani appears from the portals of & swelling in
his own great picture in Lawrence Hous¢men's "The Chinese Lantern". He
is g friendly and philosophic spirit, interested in both the art life
and the love life of the hero, and himself as resl as flesh when ne en-
erges twice from the hospitable door of his house.

The supernatural on the stage today has lost its grim and Cothic
characteristics. The spirits are kindly snd loveable, sometimes the
ghosts of those well beloved by the living characters.

The influence of the‘wave of spirituslism following the World War
is seen in such plsys as ggrrie's "The Well-Remembered Voice” and Rita
?gllman's "For 411 Time". In the first the unseen spirit of the dead son
moves sbout the room and spesks in cheerful, hearty tones to the gentle

old father. In the second the dead son, Maurice, is neither seen nor
heard, but his spirit seems to hover sbout a certsin cheir, sitting in
which verious persons receive influences from him.

The continued presencé of the dead is shown without sny ghostly hints
in Susan Glespell's "Bernice". Bernice died a day or two before the rise

" lof the curtain, but she is as much a person of the play as any of the visi-

ble cheracéers. Kot through ghostiy interference, but by the continued pow-

er of a greét personality, she gives to her husband, the sensitive ertist
type, 2 new power, which we =sre mede to feel will last.
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Unseen cheracters, living and dead DPlay a part continumally in
recent drema, giving 2 lerger effect to the little world of the stsge.
The fete of the second Mrs. Tanguersy might have been different but for
the chergeter of the first lMrs. Tenguerayi Whether or not Tllesn's mes-
geges from her desd mother were the result of her imagination, the in-
fluence of that ¢9ldly go0d woman w-s responsible for the attitude of
Tllean which made life so difficult to Pauls. The sieck child in "Funi-
culi-Funicula"(l)is naking these restless, discontented artist people
fece life as a matter of responsivili ty.

Sir Anthohy ¥ellish in “§£? Anthony" by C. Heddon Chambers, never
appears, yet he is an umportant figure in the actipn snd well delinent-
ed, both by Clarence Chope's sccount of him in the first act and by the
letfer dictated to Chubb, his secretary snd received with great Bhagrin
ﬂy Chope. The whole mction centers sbout his supposed friendship with
Chope, ani very few lines sre wiihou: some reference to him. But for
him Clarence Chope's life would have been as drsb and uninteresting as
that of any city clerk, nor would he have passeé through the experience
thrt made & snob intc = sensidble men.

In "gytherford and Son", Susan, the cook, hes a young men, end is
neglecting her work. We do no%t see Susan, much less the young men, dut
this frank love affsir in the kitchen is seen to have its effect on
Jaret, who has been excluded from the life of the village by her ruth-
less 0ld father.

(1) One sct--Rits Wellmsn, 1918.

- - - e - -
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(1)
e Quinn, in George liiddleton's "A Good Womea"  is spoken to
e -—

over the telephone by Cora Werren. e have he~rd of him hefore, we
know that he is an unscrupulous politician, thet he is about L0 Tp-
sef all the good work of Hal Merrill. All we know of his style of
speech is that she ssys, as she hsngs uwp the receiver, "Yes, I xnow
I'm 's hell of a fine women'”’, but we hsve him, and &ll the world he
represents in our mind, even thougzh there be but two characters in
the little play.

The picture of life, the effect of actunality is aided in many in-
stances by characters whose technical necsssity is slight, who night,
by & little menipulstion, be dispenced with entirely. Buch is GLH-

seppe in Bernsrd Shaw's "The Man of Destiny”, or antonio and Nellse,

e

ont—

the Italizn servantis in ginero’s "The Notoriouns lirs. Ebbsmith". These
give s flavor of Itely, and 2a effect of atmosphere which is as much
a pert of the setting as the scerery.

The sense 6f locality is one of the new festures of drama. Char-
scters sre drawn true, not only to their station, dut to their province.
They think eni speak as only persons of thet locelity could think and
spesk. In America our heterogsneous pcpulstion contridbutes greatly to
this. - Ireland, Weles and the northern countries of Englend are like-
wise becoming locelly dramstized, As the persons of British drema

cesse t0 be aristoerstic, they move from London =nd the grest country

() One sct--~-181l6.
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houses to mining towns, fisher villages and mill-towns and farms in re-
gions remote from Hetropclitan infliuence.

The OEETaCt play in America, vossibly because of the Litile Theater
movement, is marked in its lccal coclor. 8Susan G}gfpell's *Trifies”®, and
"ngse the Book®", both produced by the Provincetown Players, present two
phases of New England 1ife. The first is a glimpse of lonely farm life,
the unseen protagonist is a woman who has been maddened by the silence
into commitiing a crime. The other pictures the New England aristocracy
of intellect in a university town. Hary Aldis zives a picture of the

—_—
Irish American in "Mrs. Pat and the Law®. In Oscar li. Wolff's "Where

But in America® we have the Scandinavian servant girl-—at her best——and
in Elva qs_gpe's, "Hattie", the persons are German-American, very poor
and humble.

¥elsh life is drawn in "Change™ Dby J. O. Francis, and by Jeanette
Yarks in "The Merry, lerry Cuckoo®, and *E_Eelah Honeymoon®. We have
the north of England in *Hindle Wakes" and "Rutherford and Son®—a
Welsh mining town in ‘§E;1fe' and the country along the Severn in 'Thg
?£§gedy cf Ran®.

¥e have seen that the unity of the drama i3 generally dependent upon
the emphasis given to the cent®al character. This central character is,
more ofién +han not, a woman, though we have such conspicuous examples
as "Michael and His Lcst Angel", 'Thgiﬁitching Hour®, or John Drinkwater's

"Abraham Lincoln®, where the central character is 2 man.
The extent t¢ which a central character dominates is strikingly like

the method of the ancient Greeks.
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As in the Greek drama, he or she is usually on the stage practical-
ly all of the time, speaking more than half of the lines. The plot cen-
ters entirely in one perzonality, the other figures scarcely serving as
more than a back ground.

Though far from the Greek in spiri: qlggill's monologue plays, "The
ggperor Jones® and "TQE_gairy Ape" have this characteristic.

Laura Kurdock in Eugene gigter's "The Easiest Way%, and EE}S in Pin-
ero's play of that name domin:te the action of the piece entirely. All
other characters shrink into insignificance beside them. These plays are
merely an analysis of a certain type of woman, laying bare the workings
of her mind, showing her good intentions, her weaknesses, and her final
moral collapse.

'Thgzzgagedy of Nan® and 2§}ndle Wakes" show an almost egually great .
‘concentration on a feminine character, but in these we have studies in
strength rather than in weakness. Nan's is a character full of a ferocity
most terrible when aroused, but capable of a deep and beautiful tenderness;
Fanny (in Hindle Wakes) has a more inscrutable strength. There is a fiaznme
tn her, suggestive of huwor, and a great stubborness. She sits quietly whilé
arrangemenis for her marriage with Alan are discussed, and then annocunces,
"It doesn't suit me to let you seitle my affairs without so much as con-
suiting me." The spice of her wit is shown in the dialog with Mrs. Haw=~

- |thorn in which she makes emphatic her refusal.

Mrs. Hawthorm: It's because you choose to bes a girl who's

lost her reputation, instead of letting Alar make you into
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an honest woman.
Fanny: How can that be?

Mrs. Hawthorn: By wedding you, of course.

Fanny: 7You called him a blackguard this morning.
¥Mrs. Hawthorn: So he is a blackguard.

Fanny: I don't see how marrying a black guard is going
to make me into an honest woman.

Mrs. Hawthorn: If he marries you he won't be a black-

guard any longer.
Fanny: Then it looks as if I'm asked to wed him to turn
him into an honest man?

These four 4o not exhaust the types of heroine; there is ®"Mrs. DotY,
%. S. ggggham's dashing and charming young widow, Mrs. Dane, with her
questionable past, "Mater* the humorous mother, and "Prunella®™ the dainty
heroine of Laurence Hggseman and Granville §§;ker's Dutch garden, fairy-
like love story of that name. They are women of every possible sors, but
always very vividly human.

Even Prunella is vividly human, and she is one of & large group of
persons in fantastic plays where there is a stroﬁg element of unreality.
She is innocent of the world, a f2iry princess in a garden. When Pierrot
begs for a kiss she says "But thai's nothing. I kiss people regularly.®
The kiss of Pierrot wakes the fairy princess, she owercomes=her hesita-
tions and flees with him. After her sorrows ﬁe fin& her terierly forgive

ing to Pierrot. When Pilerrot exclaims that her heart Geute, she says

sy
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"For thee, only for thee. Quick to thy nest.

Thou Wandering bird, and there take rest!" )

Such poetic and fantastic plays as "Prunella® or §gn 'bggrdre of
the Sorrows®™ or Dumsany's "“Gods of the Moﬁ;;ain"introduce an unreal
world, but the charac:ers have sufficient of human weakness and folly
to keep the illusion of actuality. Even so delicate a fancy as Eznest
ggyson's "The Pierrot of the Minute", silvered over with moonbeams as

e,

it is, has all the tender wistfulness and idealism of the love of sen-
sitive young hearts,
There is apparently no iimit to what may be dramatized and made

to speak upon the stage. Galsworthy, in "The Little Dream™ gives per-
sonality to the mountains. They speak to Seelchen, offering he: the

various gifts of life. Lady Gregory gives us a Daggon ocut of fairy lorg
and lets him speak, expressing his sentiments about food and *the flesh-
eaters of Adam's race®. Bernard Shaw presents a very loveable lion in
"Androcles and the Lion',/who, while he speaks no lines, does some very
effective pantomime. Stuart Wglker makes a butterfly the guiding spirit
of "Gix Who Pass While the Lentils Boil®.

One striking feature of modern drama is the role played by the Mob.
Since %he drame hastome t0 deal with present day life and its soccial
and pqlitical orcblems it cannot neglect a feature of modern life so
powerful and prevalent. The mob scenes are slmost tnvariable off-stage
scenes, bvut their reality is made evident by the sounds of shouting and
trampling, or the hurling of missiles through windows.

When the curtain rises for the second act of Edward_sgg}dcn's "The
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Higger“, the stage is empty, the stase direciicn is, ®*from far away out-
side, can be heard the dim, threatening murmur of an angry mob. Occa-
sicnally an indistinguish=zble roar or command rises above this, and
there are iwo or three distant gun-shots, followed by a renewed comme-
tion. Then, gradually growing nearer, the sound of a small party of
drunken ricters is heard in the street below. They pass, talking,laugh-
ing, singing, occasionully firing off a revolver.® Then a dialocg is

heard outside:

A Man's Voice: Wheah'll them niggers gone?

Ancther: Reckon we've finished 'em up good.

This,and what follows makes clear that there is a race riot in hrogress.
During the act there is now and then the noise of distant firing, and

- near the close, after Cliff's revelations concerning Phil's ancestry,
another group of drunken rioters pass. This riot becomes thus the de-
termining factor of Phil's life, leading him to decisions that would
not otherwise have come to him.

When Donald Griswold is hurt oy one of Kike Regan's henchmen in
"TQE_EQSQ' the mob attack's Regan's house. HNear the close of the third
act "The low murmur of an approaching crowd is heard in the distances®,
after a briefi interval "the sound outside has become an angry roar.®?
Regan looks at them, and when Davis suggests that they must be drunk,
exclaims, "Aw, g'wan! They're about as drunk as a bunch of tigers!(the-

roar increases.) Hear that? They're mad——mad clean through!" Davis

identifies some of the men as he looks out the window, "And the fellow
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See those Italians by the

climbing the fence-—isn't that Grayson?
gate? Why they're all mixed up, gentlemen and toughs, scoopers and big
business men.® Presently voices from the crowd are heard articulately:
"That's right! Fire another! Gimme that brick! Come out o'there! He
don't dare! The damn coward! Smash his windows!® This continues, Re-
gan faces them at the window with a pistol. There are cries of "Lynch
bim! Get a rope, boys, and Lynch him!® just as the geng of the police
patrol is heard, and the voices of policemen begin, ¥Stand buck there!
Stand back!® This brings the play to a crisis, Rezan's arrest and im-
prisonment follow, and the shock of the whole situation causes a reade
justment in the relationship with his wife and a happy ending.

The presure of the crowd is felt in "Thg_fg}th Healer®™. Their
songs are heard anéd the shouts of religioms excitement such as "Hallew= -
lujah! Emanuel! or "Praise de Lamb", all of which increases the pa=-
thos of Michaelis's apparent failure and to the triumph of his final
success.

The mob scene of fgggnge” is supposed to be at a considerable dis-
tance from the quiet sitting room from which Gwen and Liz:ie Ann watch
it. The stage direction is: "a sound of voices going down the hill is
heard, and in the distance a confused hubbub.——From time to time dur-
ing the dialogue between Gwen and Lizzie Ann the noise is heard again,
not loudly however, for both door and windows are closed." After a
few moments,"The murmur cutside rises. There is a great shout.® After
this the women look out and what takes place is described in their dia-

logue.
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Galsworthy in "The Mob", makes a forecast of the end in the first

scene when Mendip says, "There was never a time when the word ‘patric-
tism' stirred mob sentiment a2s it does now. 'Ware 'Mob' Stephen—
tzare 'Uob'!"® At the end of the act, after More has made his unpopu-~-
lar speech against war, and his best friends turn against him, he re-
members the warning, and exclaims *'Ware mob!{."™ 1In the second act the
skirling of bag-pipes and the march of a regiment under the windows changes
the sentiments of lore's constituents, just convinced by his eloquence.
In the first scene cf Act III we make first—hand acquaintance with the
crowd, who surrcund More in the street, jeering and angry, but do him
no actual injury bevond a cut on the forehead caused by some missile.
The dialog at the opening of Act IV tells that the windows of the house
have been broken twice by mobs. Mendip warns More that he had best leave
because news of a victory will mean streets full of revellers and a fresh
outbreak. Presently the shouting is heard, voices are distinguished,
®There 'e is! That's 'im! More! Traitor! More!® First nut shells,
then stones are huriedhat the window, then the room is invaded, and in
the excitement More is stabbed by a wild—eyed girl. The struggle here is
patriot against Mob, and the ¥ob is as sure and certain in winning as the
Greek Fate.

Augustus Thomas brings the mob on the stagerin ';ELEEE;oura"(1893).
In Act IV Jim Radburn is warned of its approach, whereupon he takes ofﬁ'
his collar, adjusts his guns, takes a chew of tobacco, and waits. The

mob is kept outside the fence, only the leaders being visible, and the

parley ends, rather melodramatically, in their great enthusiasm for the
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man whom they came to take to jail. This kind of mob 1s more easily
handled on the stage than the destructive type presented by Galsworthy.

Two effects are seen to be the result of present day selection of
characters in drama. The first and most obvious is that every phase of
modern life is seen on the stzge, and that the greatest effort 1s made to
produce an exact facsimile of life. The characters are true representa-
tives of their stations and their location in name, appearance, speech,
and ideas. We have an accurate representation of life as it is. Less
vatent, but more insistant is the undercurrent of symbolic and suggested
meaning. The siwple peasant, fhe humble prisoner, the moman of the
streets is each made t0 represent some mysterious but eternal truth, is
made the exponent of some beautiful dream or aspirétion.

If the drama is didactic in intention, as it very often is, there
is kept a poetic haze of suggested, rather than pointed meanings, much

may be read into thenm.
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VI.

The Dialogue.

Even in the seventeenth century the convention of versified
dialogue had its cpponents who believed prose to be the proper me-
dium of stare dialogue. In his *A Defense of an Eséay of Dramatic
Poesie", Dryden replies to a critic whose inference is ®that,since
verse 1s granted to be more remote than prose from ordinary con-
versation, therefore no serious plays ought to be writ in verse®,
and who urges ®that a play will still be supposed te be a composi-
tion of several persons speaking extempore; and that good verses are
the hardest things which can be imagined to be so spokean.® Though
Dryden engaged in a strenucus opposition to this view his young
contemporary Congreve followed the lead of Moliere and slipped in-
t© prose,

From Congreve to Oscar Wilde stage prose was highly polished,
rhetorically correct and often dazzlingly witty. Since 1830 there
has been a growing tendency to make the language of the stage ex-
actly the language of life. Elegance of dilalogue is recognized to
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be no less a convention than smooth flowing numbers, and the speech of
the stagehas become ragged, elliptical and colloquial in its search for
reality. |

In place of well-rounde? sentences and polished periods we have of-
ten the unfinished sentence } so frequent in conversation where thought
flashes quickly from mind to mind, or where emotions are too grecat for
smooth exvression.

As the drama has broadened its field beyond the palace and the
drawing-room the specech of its dramatis personze has become most di-
verse. Authors of the drama have become as exact in their local color
as authors of the short story. As the drama has gdne into the provinces
for its subjects it has adopted the speech of the provinces. The origin

and social training of each character is accounted for in the pronuncia-

tion of his words and the construction of his sentences no less than in

The melodramatic play is especially given to that form. When the
voice ceases on the rising or sustained inflection he feeling of ex-
citement is stimulated and maintsined. In Charles Klein's ®"The Lion
and the Mouse"{1905) this device is used throughout. There is a sprink-
ling of such speeches on every page, as:

Shirley: I said nothing except it was shockingly sudden—
and
Jefferson: But you didn't say ro-—and you accepted that
ring.
Shirlev: Only as a souvenir—but I-—
This is a means of arcusing the sympathy of the audience through its
naturalness and its suggestion of a struggle agalnst repressed emotion.
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the lines which he speaks, and the limes which other characters speak
about him.

In the evolution of the dialogue Wilde is the link beiween the
drama of yesterday and that of today. The clear brilliance cf his
startlingly paradoxical and wiltily epigrammatical lines is the last
Tlare of the torch lighted by Congreve. Lord Darlington in Lady
Windermere's Fan" "can resisi anything but temptation®, and revlies,
when she says, "Eelieve me, you are betier than most men and I some-
times think you pretend to be worse®,®%e 21l have ocur little vanities,
Lady Windermere". The sparkle of his wit is not greater than that of
John Worthing and Algerncn Moncrieff in "The Importence of Being Er-
nest”, when the fiancee of each has found out that he 18 not Ernest.

Algernon: I den't think there is much likeli-
hood, Jack, of you and Miss Fairfax beingfnited.
Jdack: TWell, that is no business of yours.
Alcerncn: If it was my business I wouldn't talk
about it. It is very vulgar to talk abou: one's
business. Only people like stock brokers do that,
and then merely at dinner par:ies.

dack: How you can sit there, calmly eating muf-
fins-when we are in this horrible trouble, I@mn't
make out. You seem to me to be perfectly heartless.
Algernon: Well, I can't eat muffins in a1 agtated

manner. The butter would probably get on ry axffs.
One should always eat muffins quite calmly. It ig
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the cnly way to eat them.

Jack: I say it is perfectly heartless your eaiing

maffins at all, vunder the circumstances.

Algernon: When I am in trouble, eating is the only

thing that consoles me. Indeed, when I am in really

great trouble, as anycne who knows me intimately will

tell you, I refuse everything except focd and drink.

At the present moment I am eating rmuffins because I am

unhaepny. Besides, I am pariicularly fond of muffins.®
Gwendolyn's remark, later in the play, "In matters of grave importance,
style, not sincerity is the vital thing" seems indicative of Wﬁlde'acnn
attitude. There can be no feeling of sincerity in such 2 constant rat-
t3e of rerartee.

The dialogue of Henry Arthur Jones is often quite as funny, but
it derives its fun from peculiarities of character and from the amus-
eing situation rather than from the swift exchange of bright remarks;
it does rot, morecver, hold up the action for the sake of the lines as
is often true in ¥ilde's plays. Every speech beurs directly upon the uem
working out of ths zlct.

The merriment in the lines of "¥ary Goes First"(1913) is due main-
ly to the piquancy in the iively Mary herself. ¥when on the verge of ve-
ing sued for saying that Lady Bodsworth looked "like an impropriety®, she
isteing advised by her lawyer:

Felix: I wouldn't say anything 3bout it mhile there
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is ¢ lawsuit pending.

liezy: Tot say angthing sbout it? O, yes I shelll
Every day I think of something freshil

Pelix: I hope you are careful to ssy nothing that
isn't strictly accursts,

Iary: Accurave? TYou don't expect me to be zcocuwr-
ate after the swfzl things she is saying thout me?
Felix: 7You must remember it will all be tsken back
to her.

Mory: TYes! Thet's exsetiy what I wemte I thought of
two perfectly fiendish additvions yostordaye.

This drires a hesxrtier laugh than the flaching wit of Vilde be~
couge the comedy is more deeply humen.

The crisp, rapild, broken dialogue of ordinary speech is echieved
by Pinere very eeriy. KHe uses it effectuslly in sericus and conic
scenes alike.

YA Vife Without o Smile™ is ropié Zire from start o0 <firnish. Vhen
Rippingill'.; metrimonial entanglemont is st its knottiest we hove the
Tollowing:

Christabsl: Ifre. Zippingill, I have received instructions

from my dear friend, idss Ileiklejohn, to restore you this,
Riro 11: H&ikJlejohn! Avis®s masiden nameld ‘
Christsbel: With IMiss lleiklejom's regards end best wish-

s for your Tutures
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Rippingill: Her--her wedding ring---(his cup shakes
so0 violently in his ssucer that it is in danger of

f211ings <She tekes both cup arnd saucer from him and -

places them on the tray.)
Christabel: Permit me.

(irs. Lovette enters hastily.)

1rs. Lovette: Seymour=--

Rippingill: Dora?

lirss Lovette: Thet sort of 2 night heve you nassed?

I am almost afraid to inguire.
Rippingill: Horrible.

irs, Lovette: Oh, you are in no state to receive a

fresh shock.
Rippingill: Freshe=-i
Christebel: Something hss happened.f

Rippingill: AViSe==?

irs. Lovette: She wishes to0 see you, Seymour; She

hes en important sunouncement to meke:
Rippingill: Announcement?
The Vebbmarshes: Announcement?

i’:zjs. Lovette: She~-She is engaged to be married to
Iire Zrood.

Christabel: Heayesd

Webbmersh: Ify derling, tkis romence grows hourlye.
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This is very neturalistic snd lifelike, but has passed beyond the
polished periods of Oscer Wilde.

The dislogue of Granville Barker cuts deeper. It is more like
regl talk in that cross-cﬁrrents of thought are seen while the main
jssue is constently followede FHis speeches are ususlly very short, .
but not often broken. There is slways an intensity of life expressed,
o sort of arder of enthusissm. When Zrebell 1s in his deepest trouble
he has the following dislogue with his sister: (&ct IV of "Waste”,1907)

Fronces: What is it you sre worried sbout——if o mere
sister may ask?

Trebell: I have been working out problems in legsl and
political slgebra.

Frances: You want to think of yourself.

Zrebell: Tes.

Frances: Have you ever, for one moment, thought in thsat
sense of anyone else?

2rebell: Is that & complaint?

Frances: The first in ten years' houskeeping. |
Trebell: Ko, I never hsve--but I've never thought sel-
fishly either.

Frances: Thet's s paradox I don't quite understend.
Trebell: TUntil women do they'll remain where they sre--
and what they are.

Frances: Oh, I know you hate uS.

T¥ebell;: »Yes, desr sister, I'm afraid I do. And I hate
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your influence on men---compromise, tenderness, pity, lack

of purpose. “‘omen don't know the value of things, mnot

even their own value. |

frances: I1'11 take up the counter-sccusation to-morrowe.

Sow I'm tired and I'm going to ted. If I mey insult you

ty mothering you, so should yog. You 1look tired snd I've

seldom seen you.

Trebell: i'm waiting for s messsge.

Frances: o late.

‘retell: It's s metter of life or .desath.

frences: ‘re you joking?

Tretell: Yes. If you want to spoil me, find me = book

to read.

“rences: What will you have?

Yrebell: Huckleberry Fimn. Its on the top shelf towards

the end somewhere---or should te.

frences: I don't think I shall sleep tonight. Poor imy

0'Connelll

Trebell: ‘re you afraid of desth?

Frences: It will te the end of me verhaps.(She gives him
The took.)

Trebell: Thenk you. Merk Twain's s jolly fellow. He

has courage-~--comic couiage. Thet's what's wanted. XNoth-

ing stands sgainst it. TYou te-little yourself bty lsughing--
then 211 this world, and the last and the next grow little
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tno---and so you grow great again. Switch off some light,

will you?

Prances: So?

Trebell: Thanks! Good night, Prankie. _ _
This has no dramatic dash, no unexpected flashes of cleverness,
it is interesting btecause it reveals & man's mind working.
Galsworthy has the gift of catching rersonality in his 1lines.
His people always speak entirely in charscter. A trianguler conver-
sation from "Joy"(1912) gives a hint of this attritute.
Urs. Hope: Now, I've told your uncle, Molly, that he
is not to go in for this gold mine without making cer-
tain it's a good thing. Mind, I think you've teen very
rash. I'm going to give you s good takking to; and
that's not all---you oughtn't to go abtout like this with
a young man; he's not at all bdd looking. I remember him
perfectly well at the Fleming's dance.
Colonel: Nell!
Mrs. Hope: No Tom, I'm going to talk to Molly; she's old
enough to know tetter. ’
Mrs. gg¥§i_¢3§§§d12%5{?%§3i24;;t yourself into & mess; I
don't approve of it, snd when I see & thing I don't ap-
prove of---

Colonel: Nell, I won't have it, I simply won't have it.

Mrs. Hope: What rate of interest are these preference
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shares to pay?

Mrs. Gwn:
lrs. Hove:
Mrs. Gwyn:
Mrs. Hope:

Ten percent.

Whet did I tell you Tom? Are they safe?
You'd tetter ask Maurice.

There, you see, you call him Mguricel XNow

supposing your uncle went in for some of them~—-

Colonel:

(in a high hot voice) I'm not going in for

anything of the sort.

¥rs., Hore:

Don't swing your hat by the brimi{ Go and

look if you can see him coming! (the Golonel goes.)

Your uncle's getting very bald I've only a shoulder of

lemt for lunch, snd & salad. It's lucky it's too hot

to esat.

Shew has not the same gift of presenting personality, teing ra-

ther more interested in ideas than in people. HEis dislogue is often

very brilliant, and full of startling and amazing twists in language

and ides. Though much of his dislogue is in short speedéhes, in his

more didactic moments the cheracters sreak at great length, with only

the btreak of an exclamatory remark or two from some other person.

The whimsical turn often given to his dialogue is seen in the

first act of "The Philanderer™.{1893)

Cherteris: My dear: it is btecause I like you that I went

t0 merry you. I could love anybody--any pretty woman, that

is.
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Grace: Do you really mean that Leonard?

Charteris: Of course. why not?

Grace: Never mind. Now tell me, is this your first

love affair?

Charteris: No, bless my soul, no; nor my second, nor

ny thirde.

Grace: But I mean your first serious one?

Charteris: Yes.(Psuse. He adds with a very perceptible
loed on his conscience.)

It is the first in which I have teen serious.

Grace: I see. The other parties were slways serious.

Charteris : HNot always. Heaven fortid.

Grace: How often?
Charteris: Well, oncee.

Grace: Julis Craven?

Charteris: Who told you that?{turns awey moodily)

tgou,had much tetter not have asked.

Grace: I'm sorry desr.

Charteris: Do I feel harder to the touch than I did five
minutes age?

Grace: What nonsensel

Cherteris: I feel as if my tody had turned into toughest
hickory. Thet is what comes of reminding me of Julisa Cra-

ven. I heve sat alone with her just as I am sitting with
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Joue

Gragce: Justi

charteris: Just exactly. She has put her hands in mine,

and laid her cheek against mire, and listened to me saying

all sorts of silly things.{Grace rises and sits on piano

stool.) Ah, you don't want to heer any more of the story.

So much the tetter.

Grace: When did you break it off?

Charteris: Bresk it off?

Grace: Yes, treak it off.

Charteris: Well: Let me see. When did I fall in love

with you?

Crgce: Did you tresk it off tken?

Cherteris: It wes clesr then, of course, that it must te

broken off.

Grace: And did you btreak it off?

Charteris: Oh, yes: I btroke it off.

Grace: But did ghe treak it off?

Charteris: As a favor to me, dearest, change the subject.
In "Mrs. Warren's Profession"(1902) Mrs. Warren's statement of her
lcase is an exemple of his prolonged speeches. Tﬁe following is 8 par-
tigl quotation of this passage:

Mrs. Werren: Do you know what your grandmother was®
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!;_v_iﬁ: Ho. _

Mrs., Jarren: o, you don'te. I do. She called herself a
widow and had a fried-fish shop down by tkhe mint, and kept
herself and four daughters out of it. Two of us were sisters;
that was me and Liz; and we were both gcoé.looi:ing and well
made. I suppose our father was a well-fed man: mother pre-
tended he was a gentleman; tut I don't know: The other two
were only half sisters-—-undersized, ugly, starved looking,
hard working, honest poor creatures: Liz and I would have
half rmrdered them if mother hadn't half-rmurdered us to keep
our hands off them. They were the respectsble ones. ell,
what did they get by their res;:ectabilitj‘? I'11 tell you.
One of them worked in s white lsad fectory twelve hours s dsy
for nine shillings a week until she died of lead poisoning.
She only expected tc get her hands a little parslyzed;but

she died. The other was alwsys held up gs s modél tecause
she married a Government latorer in the Department victualing
yard, and kept his room and three children neast on eighteen
shillings a week--until he took to drink. That was worth
teing respectatle for, wasn't it?

Vivie: Did you and your sister think so?

¥rs. Usrren: 1liz didn't, I can tell you: she had more spirite

#e both went ot a2 church school-~-that was part of the lady like
airs we gave ourselves to te superior to the children that knew

nothing and went no were--snd we étayed there until Liz went
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out one night and never came back. I know the school-mistress
thought I'd soon follow her example; for the clergymsn was al-
ways warning me that Lizzie'd end by jumping off Waterloo
Bridge. Poor fool: that was all he lmew about it! But I
was more afraid of the whitelead factory than I was of the
river; srd so would you have veen in my place. Thal clergyman
got me a situation as a scullery maid ir a temperance res-—
taurant where they sent out for anything you liked. Then I
was waitress; and then I went to the bar at Weterloo station--
fourteen hours a day serving drinks and washing glasses Ior
four shillings a week and ny tosard. That was considered &
great promotion for me. Vell, one cold, wretched night, when
I was so tired I could hsrdly keep myself awske, who should
come up for a half of Scotch tut Lizzie, in a long fur cloak,
elegaﬁt and comfortatle, with a lot of sovereigns in her purse.
The series of long speeches continues, tut they have a lively and
interesting guality that prevents their tecoming fatiguing.
Masefield reproduces the btroken jerkiness frequent in conversation.
He schieves the effect very often bty his punctustion, very often writing
a group of words, a phrase usually, which has no vert as a sentence. This‘
is the way people sctusally ppeak, of course, tut such defiance of the
techicalities of writing is rare on the printed page. In "The Iragedy
of Pompey the Great" a few lines will serve to illustrate:
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Lucceins: XNot in ted, HMagnus®?
Pompey: I have had evil dreams.
Are you from Rounds?
Is 211 quiet?
Lucceins: Yes.
There 1s s light nesr Caesar's camp. They
are bturning their dead.
Our scouts took two lancers. They say that
Caesar's men are dying. Of fever and hunger.
Fompey: Yes. He rmst surrender within a few days. And
so they are burning their dead?
Lucceius: Yes.
. Pompey: Now we have Rome to settle.
I lie awake, thinkinge.
What are we Lucceius?
Iucceius: Who knows? Dust with a tragic purpose. Then

sn end.

The same fall of voice, imitating the diffeicult speech wrested
from a deep emotion, is used in Susan Glaspell's "The Outside". Allie
Mayo is telling of her life's tragedy: "Married--two years. He had
& chance to go north on a whaler. Times hard. He had to go. A year
and g helf--it was to te. A year snd = helf. Two years we'd teen

married. The day he went forth. The days after he was gone.




153.,

I heard at first. ILast letter said farther north~-not another
chance to write till on the way home.{A weit.) Six months. Another.
I did not hear.(Long wait.) Notody ever heard.”

Again, in "The Peorle, Susan Glaspell uses the method to obtain
an effect of great spaces and wide ideas. fhe Woman speaks: "A plain,
derk trees off at the edge, against the trees a 1ittle house and a big
tarn. A flat piece of land fenced in. Stubble, furrows. Horses wait-
ing to get in at the tarn; cows standing around s pumpe. A tile yerd,

& water tank, one straight street of a little town. %he country so
Still it seems dead. The trees like--hopes that have teen given up.”

In 211 these various styles of dislogue the one common character-
istic is the attempt to reproduce life. In the search for 2aclity
every playwright has become a student of speech, often of phonetics.
The plays of the Irish school do not reproduce the phonetic pesuliari-
fies of the Irish speech, btut, with the exception of Yeats whose work
is entirely voetic and has a vague, unreal quslity, they reprbdnce the
peculiarities of Irish construction. A few speedhes from John Milling-
ton Syne's "The Shadow of the Glen" illustrates the tome of this speech,
which is said to te Erse put into Eﬁglish.(l)

Michsel: I heard tell this day, Fora Burke, that it was

on the path telow Patch Darcy would te passing up and pass-

{1) aurice Bourgeois in "John Millington Synge and the Irish The-
atre”(London,L913) Pages 226-227, says, "Synge's Anglo-Irish is in the
- |main a told recreation from Gaelic--this applies not only to the phrase-
0logy used bty his chsracters, tut b the syntax of their sentences.-- :
411 his cheracters, despite geographical differences talk alike. Prots-
tly the reason for this close adherence to the native Erse was that Synge
felt that an Irish national theater in English is, as we have said, some-

hing of a cont jetion t : but S he wanted
éngl§sh to appeggdto ton. 48, analance e wrota ihen E%'g%?ﬁ%é&%%gPé% g,in
ed on the Yselis of nstionsi HErelend.n :
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snz down, and I heard them ssy he'ld never psss it nipht
or morning without spesgking with yourselif.
Tore: It was no lie you heerd, Kichsel Dara.
Jichael: I™m thinking it's o power of mer you're after
mowing if it's in = lonesome place you live itself,
“he flavor of Irelend is scarcely less rich in Leady Gregory's plays,
ac seen in a glimpse at "Spresding the FHews e
Bertley: You will mot get it into tremps todey. The
rain will be down on 1% by evening, and on myself too.
It's seldom I ever sterted on & jJomrmey but the rain
would come down on me before I'd find =any plsce of
shelter.

Jock Smith: If it didn's itself, Bartley, it is my

belief you mu}d aarry & lesky peil on your head in
vlace of & hat, the way you'd not be without some ceuse
of complaining,.
Padraic Coltm” has the same genersl tone, but his Irish are not so
simple, and come negrer 1o "book" English.
The love scene oI "The Fiéﬁ%r's House" is only less lyric than thet
of "The FPlayboy of the Western World". A few speeches reveals its po-

etic iilt.
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le___ﬁ: And I long to have more then walls and 32 roof
to offer you. I'd have jewls and gold for yom. 1I'd have
ships on the seg Ior youe
imire: It's easy to take a girl”s hesr¢ with the words
of & sSonge ‘
_B__r_:&: I'm building o house for you, Naire., I'm rais-
irg it day by deye
It is in the work of Bernard Skaw anmd St. Zolm Ervine who write
for Enclish pleyers, thet we fird & phonetic reproduction of Irish speedh.
In "John Bull's Other Islsnd™ both Mgliéh snd Irish cherscters speck, 28
well as severel degrees of Irish, amd each is indicated by epprorpricte
cpelling. The scene in which the dcstruction of the pig is related is
especially delightful.
Aunt Judy: Arrs hold your noise, Bermey. ¥hat is there
to laugh eot?
Dorsn: It got ites fut into the little bweel—
Aunt Judy: £h, have some sense: Jyoure like 2 psrecel
o'childer. Nors, hit him s thump on the back: he'll
have & fite.
Dorsm: Frenz, he sez to dhem outside Doolan's: I'm tek-
in the gintlemsn that pays the rint for a dhrive.
Aunt Judy: Who did he mesm by that?
Dorsn: They cell & pig thet in Englend, thot'e their

notion of a jokee
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Aunt Judy: Imsha God help them if they cam joke no
better thon thatl

Zoren: Thinw--

Aunt g_@:k i now don't be tellin it all over and
Settin yourself off agrin, Burney.

Hora: TYou've told us threc times, Ifr. Dorsn.

Ste Jolm Ervine in "Hized llarrisge™ seems to get even closer to

A few limes will sufficce

Reiney: It's = gran' work t' make posce. 4w, when ye
come t* think o' it, it's cwiful the way the warl’s bin
goin' on up til now. len fightin®' wi'! wan snother on?
rrosperin' out o' wen enother's misfortune. Wer =211
the time.

lrg. Reiney: Aiye, sx' the wurl' not 3 hs' penny the

better Tur it.

Rainey: Ye're right. Ye're right. Ye cre, indeed.
An' ye've or'y got til putt out yer hen's til wen an-
otker, en' grip them, an'! its 81l over.

irse Rainey: 4An' yer enemy issen yer ememy a-tall. Avr,
that’s quere, t' be seein' enemies where there is 1o

enenies,

The speech of Lencachire is suggested by Stenley Houghton in "Hin-
dle Vakes™, though he does not .attempt & vhonetic spelling to represent

the pronunciation. One speech by Christopher is sufficient to show the
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style: "That's enoughk, mothere. TE'1l leave her slone tonight. HNow
then, lass, no one's going to hsrm thee. Stop thy crying. Thou'd bete
ter get upstairs %o bed. Happen thou's fagged out.”™

Herold Brighouse in his Lencashire plays mskes no sttemnt to write
dislect, but, like Houghion, he mansges to catch the spirit of his pro-
vince by reproduciung local rhythms and tricks of sccentustion.

The short, shorp clauses of the work people in "The Northerners™ are
characteristic.

Joe: You're sgainst violence end you're agsinst politicse.
+ 40 you favour? . |
Mothew: I Tavour work smd I fevour my loom, snd if you've

said your sey I'1l be getting back to it.

In"Zgck™ the same thing occurs with now snd then a turn of phrase
that suggests the colloquisl. Vhen Wrigley is trying to force Zack to
nerry liartha we hove:!

Ers, dunning: It's mowt to 4o With merrying =snd promising,
go what it is.

¥rigley: I;’e promised her not helf en honr 2go in Pim Beg-
ley’s shop, with witnesses snd 2ll. There was Tim Besley
there and his missus, =nd the errgna lad end me.
Speech of this type in its simple homliness, full flavored ™ th locel-
ism and rooted in the s0il has 2 poetry and impressiveness nod ohtainablé
in the steteliest blank verse. Verses are cold =nd incepable of producing

the effect of vitelity or of sctusl life with its homor snd psathos,
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Jomn Hs.s%ield uses the "West Jountry™ spreech in "The Tragedy éf fen",
representing both the peculiarities of censtwmction and phoneticgsi The
conversation betwean Jenny 223 Tan in the Tirst act drings out thez:ain

i

pointse N
Han: It be kind of you 0 spesk kinde. -
Jenny: And us'll go out of 2 Sundaye Vay, us'll be girt
2riendse It 20 $o my 'eart tc think of thy trouvdle.

Isn: Will 'ee be s friend, Cousin Jemny?
Jenny: There, there. Wot pretty syes you ‘ave. TYour ‘airs
thicker then mine. 0w you 42 2 set it off.e Us'll 'ave no

| sscrets, will us?

HBea: ‘Ee will e my friemnd, won't ‘ee, Jemny? Do-ant *ce
be agen me=-I couldn't bear it if you turned ageinst me.
I%ve sometimes been nsar killing myself since I came here,
Your mother's veen that bldtter to e

Another phase of West countzy language is used by Jonn Galsworthy

in "A Bit 0'Love". Here the simple people spesk in brsaed dislect and the

others spesk culitivated Englishe Cns gets the full flavor of native speech

in the taVbern scenes.
Codleigh: Veall, Tibby Jerland, what've yu come for, then?

Glass o' beer?{Tibby takes the shilling from her month and
smiles sto0lidly.)

Godleigh: I shid zay glass o' ‘arf an ‘asrf's about yure

forms Yu'm & pragver masterpiece. Welld *Ave sister

llercy borrowed yure tongue? Aw, she Tavenlt, Fell, meid?
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2ibby: Father wants six cley »ipes plesse.

Codloigh: 'E du, dutee. Yo tell yure father ‘e c..n’t

fave more'n one, not this 'svenin'e 4And 'ere 'tis. Eaid

up yure shiliin’.
T14za Doolittle in Shew's "Pygmelion” is es fine = specimen of the
Tondon streets as is to be found in literature. The phonetic norrors o,f
her cpeech soon becme too much for Ir. Shew and he &oesn't sttemmt to\
snell her after she is well jptroduced. She speaks to the mother of Ired-
dy after he has upset her violets: "0w, eez ye-oos san, is e? Tel,
fewd dan y' de-coty bawmz a mather should, eed now bettern to spavl a2
pore gel's fishrzn then rem ewy sthaht pyin. Will ye=00 py me f'them?"

Irelond modified by Iondon aprears ir the speech of Irs. Forrell in

"Press e Qx” by Bernard Shaws She replies to the querry if she has
ever cast & favorsble eye on the person of }iitchener by saying, "I've
been t00 busy casting an mmiavoreble eye on your cloze and on the litther
you meke with your papers”, snd says to her daughter over the telephone,
"Glang, you young sceld: if I heé you here I'd teach yom msnmers, Thet's
enough now, Back wid you to bed; end be thankful I'm rnot there to put

me slipper £cCYOSS JoUe"

Even the speech peculiar to the tronch life of the late war has found
its way on the boardise. The Bﬂ.ﬁish soldier in "isid of France™ by Hsrold
Brighouse is & sample. "An you emd me will be spesking with our serjeenfs
if we don't buck up end cateh that bdlinking train. Come onm, old son, back

to the Big Stink for He,”
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This is an umpoetic, though reslistic enough speech, but is notable

for its occurence ir = play entirely poetic snd mystic in spirit. Such

is in conformity with the modern spirit, wvhich Tinds the richest roetry,

mosm IR~
and the rost tenuous spiritunl memces in the most common and gross situa-

tionse

In Americs the polyglot influences ol cur conssent influx of foreigm

vonrulation shows itsell variously in~ diiferent part of tha couniry.

Our ércmetists heve reproducsd our various dislects very sccuratelye.

Sectionel differcnces of speech sre chowm in many dramese Edwerd

Sheldon has done seuthern spaech in "The Figger". One g3ts 2 very good

concéption of it from & group Scems in Aet II:

Georgie: How is memmy? Po? ol' thing——7?

Barrincton: The Gove'noh's mighty goold to her--tries

+o make mp for losin' her gran'son that Waye Then she's
powe'fel religioue, en' I reckon thet helps-——Heah she is
NOWe—-

(Jinny enters with tray.)
emmy, ot the present moment I%3 rathsh ses you, cerryin'
so' coffee~tray then——
Georcie: Good mawring, MOIENyS
Jinny: Xewnin', liss Geo'gie.
¥re, Brrd: Po' me 8 CWp of yo'! coffee, marmy. It's
the only thing that'l do my hesd +he slightest good.
Berringbon: Iiommy considsh yo'self entitled to = courle:

o' Cal'negie medsls fo'! sevin® a rumble though useless life.

Percy liac Xsye in his "Yankee Fantasies"” hae csught the torne of rural
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Tlew EZnglend. 4 cpeech from "Chuck™ iliustrates:
ibel: That's ny signature, and its roin' to be yourn
kencefor'ards, world without end, et cet'ry. Jest Chuck

Vretls our new callin'-card: ibel Ghuck, end Iitty Chuelk.

The doorplate of old Dole is chmeked! It's our cell o
arms, Litty: Dermation without remunerstion--if that 2in't
misery, make the most. on'ti Chuck the home tea-party over-
board: Chuck the hull shootin® match-~chores, church and
fam'ly! CThem's our sters and stripes, and we'll hist 'em
on thet thar Bunker's hill,

Stuart Valker puts the loesl color of the riddle-west beck woods ine

to "The illedecine Show", Iis persams are slmost too lazy to talk, but they

do menage t0 express themselves somewhat.

Doctor: Y' got the liver pills?

Giz: Uh=-huh,

Lut'er: Took any?

Giz: Iiupe I'm savin' Ten.

Lut'er: Fwhat for?

Giz: Ti11 I'm feelin' sicker'n I em now.

Doctor: Vhere are they? |

Giz: In m' pocket.

Doctor: Tes, Sirl! It smelled like kerisene ter De=-

end ker'sene 'twuz--—Xer'sene'll cure heaps o' things

if you use it right.
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The speech of the Irishe-imerican is not represented as so richly
roetic or intensely individusl as the Irish in Erin, but there is =5ill
the romance and the optimism, Ilary 21dis gives us an exsmmle of it in
"irs. Pat and the Law". TNora spesks to her 1ittle invalid son: ™Och,
Jirmy darlin', have & 1little patiencel! lle nsme's not Hora 0'Fleherty
if lidss Carroll don't bring us =2 flower this day, or if there =in't
enough to go 'round, shure it's the bright happy worrd or the little
Jjoke or plan she'll heve in her mnind for ye'ull hesrien the._dsy es well
as & flower.”

The foreigner speaking English is no new thing on the stege, only
the very wide range of foreigners and the sccurzey of the study indivi-
duelizes contemporary drams, The Germsn prince of "Her Great l:teh” Ly
‘Cl:;de_Fitch is very German indeed. He snnounces his resignation of the
crown, "Kicht Princel It shell not =alles be made immediaste! It shell
teke up ome 1ittle time. Aber! Buti I hef mein mind mede wp. I will
give me up der thronee I vill be ir. Hohenhetstein os mein Cousin 2t
Austris who is now Ir, Hapsburg in der Switzerlondl®™

In Belasco®s dramstizstion of Jobkn Luther ILong's "ilademe Butterfly™
Jdepanese English is é.ttemptea. Ilndeme Butterfly has learned her Inglisk
from the slangy American liemtenant who has promised t¢ return vhen the
robins nest sgaine She is looking for those robins.

Hadame Butterfly: 'O looki” Suzvki--2 rodins. The first -
these springl Go, see if he's stay for nes'.
Suvzuki: It is a robins, O Cho=Cho-Sani

Hodame Butterfly: 01 o,
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Suzpki: 3But he's f1y awsy.
lindome Butterfly: 0! ¥ow they are slow this yeari

Se-2y, sce if you don' fin' one tha's more indus-
trisl an' do-mestics.

Just s=s the humble types of persons on the stage have been made |
symbolic and poetic, so has the speech of simnle and unlettered people
becone 2 mesns of poetic expression in the_drama. Prose rhythms znd cade
ences have fitted themselves to the simple, si.ncere speech o0f the hunm-
ble and produced e poetry, heunting and suggestive, elementsl end necive.

“he speech of Synge's Aran Islond pesssnts is full of rhythmic nove-
ments and the phraseology is constantly poetice 4 speech by lizurys, the
old mother in "Riders to the Sea" is typical, "There was Shearms end his
lfather, and his own father sgein, were lost in = dark night, =nd not s
stick or sign was seen of them when the sun weni upe. There was Pateh
sfter Potekh was drowned out of a Cursgh that turmed over. I was sitting
here with Bsartley, a.nd_he 2 baby, lying on mr two knees, and I seen two
women, end three women, and four women coming in, ond they crossing theme
selves, 2nd not sying s worde I looked out there, snd there were men conm-
ing after the, end they holding 2 thing in the helf of & red ssil, and ;
weter dripping out of it--it was = dry dey, Hors--smd leaving = track to
the door.” :

This simple, pathetic sppech, without passion end without figurative
lenguzge has 2 plenttude of poetic grace.

The poetic tons is maintained in the fervid oratory of the last Speech
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of "The Lend" by Padraic Colume “Aren't.they €o00lish to be going avey
like that father, =nd we at the mouth of the good times? The men will
be coming in soon, and you right say & few words. Indegd you night fao-
ther; they'll expect it of youe. ™ien of Ballykillduff", you might say,
"stay on the lend, and you'll be saved body ard soul: you'll be saved in
the men and in the nation. The nation, men of 3sllykillduff, do you ever
think of that 2t 2l1l? Do you ever think of the Irish nation thst 1is
waiting 211 this time 40 be born?"
John Ilsgefield hes made poetry of snother sort in the fenciful dio=-
logue between I'en and Gaffer sbout the tide. Here the rkythmic falil,
the repefitions, the color and the figures creste & rich and rmsicsl nas-
segee ‘
Tsn: They 'sven't no grief, the beasts =sn't.
Cropring in the mesdows when the sun do zkine.
Gaffer: They be efraid of the tide. TFor first there come
a-mermerin'! snd s~-wammerin'e iiiles eway that wammerin' be.
In the sea. The ship men do cross theirselves. 2And it core
upe It come nearer. Vammerin'. Vemmerin'! 'Ush it says.
'Ush it ssys. And there come & girt wash of it over the
rocke ¥hite. Vhitee Iike & birde ILike & swen o-gettin?
up out of the pool.
Han: Bright it goes. Highe High up. Flashing.
Guffer: And it wammers snd it bubbles. 4nd then it spre=zds

It gpes out like soldierse. It go out into 2 line, t curls
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It curlse It o topvling =smd toprling. And on it
comee And on 1t corme.

lgn: Faste Faste A blasck line. 4And the foam 211
creomint on it.

Gaeffer: A It bs = snske. 4 snokee 4L ?irt water snare
with its 'ed upe Swimming. On it come,

Len: & bright crowm uwpon it. And hungry.

Geffer: Tith = rushe Vith ¢ rosr. And its claws
clutchin' st you. Out they go st the sides, the clows
d0e

Hen: The claws of the tide. ,

Geffer: Singing. Singing. And the sea s-roaring
aftere O, it tskes theme They stend out in the riv-
ere And it poes over thome Over them. Ovcr them.
One roarin'rush.

Jsn: Deepe. Deep. Uater in their eyes. Over their

hair. And tonight it be the harvest tide.

Juring the l=st thirty years there have been few stage pleys writ-

ten in vercee.

stage does not fit well with verses The rapid, shorp exchenge of thought,
the elliptical styis, the elimination of rhetoricel expression snd of the
descriptive passages, have 211 combined to mske verse of any kind necrly

irmpossible on the stage. Verse,mmreover, scems unsuited to the reslis-

tic. expression of modern life.
= ‘e

The broken, regged, homely speech demended by the present
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Stephen Philips is one of the few who have essayed verse and been
stuccessfui with 1t, though his popularity seems to have pessed, His
is blank verse of a exquisite delicacy and grace, and he has so pro-
portioned his speeches 88 to svoid elther choppiness in his short ones .
or over length in his long cones. Ths historic pegeantry of his plays
makes verse seem slmost inevitable.

Percy linc Ksye hes used blenkeverse in his magnificent pagesnt-play
"Jeanne D'Arc" and in several of his other historic or fenmbastic plays,
as, "The Canterbury Pilgrims", and "FeWris, the Wolﬂ«“.

The increcsing appesrance of fentasy on the stage seems likely to
bring back verse of same sort. "The Piper”(1910) by Josephine Preston
Pesbody, end "Prunele"(1904) by Graenville Berker and lourence Houseman,
along with such one-sct vhantasms ss Dowson'g errot of the Iinute”
or the free-verse bits by Alfred Xremborg in "Plays for Poem=:iimes™ seens
to indicate the develomment of a new ginre which will find its natural
expression in verse.

Irreguisr verse forms are frequent, none more besutiful than those
of Hortense Flexmer in "Voices"(one-2ct,1916) in which the varying line
lengths fit 4o the rise and f21l1 of emotion. In its cadence it is an-
al¥gous to the broken prose of "The Tragedy of Pempey the Great". The
spirit of Jeanne D'Arc is spesking:

"in army kings shsll fear,
A silent host,

Seattered--boreftm==

Uourning at broken hearthstones in sl lands,
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Hating one thing--a hate that mekes them kin,
Stronger than blood and bone--the hate of desth.
dhich is their love of life.

Rime is not infrequent in plays of the gracefully fantastic type.
A pert of "Prunells" is in couplets, though much is in simple prose.
The couplets adorn the more sentimentzl vassages. The speeches in such
passeges are generally at least a line in length, & great number of the
lines are run-on lines end there is no emphatic eccentuation of rimes.
The verse passages in this pley are not all rimed in couplets, those
speeches in verse by the gardeners being vartly unrimed, and often not
in regular meter.

"The Pierrot of the Minute"’is entirely in couplets, all very
daintily handled. Few of the speeches are less than two lines in length,
still fewer less than one line. In the longer speeches almost none of
the couplets are closed, though, of necessity they are in the shorter ong
The effect is quite melodious, and entirely suitable to the silver moon-:
light of the setting. Only & few lines will serve to show the charm of
this dialogue:

TIhe Lady: Why art thou sad?

Pierrot: I dare not tell.

The Lady: , . Come, say!l
Pierrot:  .Is love &ll schooling with no time to'pléy?
The lady: Though all love's 1eséons be a holiday,

Yet I will humor thee: What woulds't thou
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play?

Pierrot: VWhat are the gemes thet sm=ll roon-meids
enjoy,
Or is their time 211 spert in staid emmlor?

The Lady: Sedsate they are, yet games they much enjoy:

They skip with stars, the rsinbow is their torze.
Stark Yoqng in "The Twilight Saint” variec his pentemeter lines by
2 frequent‘%gg%ich. The result is that something closer to the irregm-
lcrity of conversation is ettained, which at the seme tinme a certazin
stoteliness of rhythnm is in sccord with the noetic thene.
The verse used by John Drinkwater in "The God of Tuiet” and™x=so"
nekes no attennt to descend to the conversstionsel. The speaehes ore
- for the most psrt long, the lines are neliflunous and =dorned with fig-
ures snd greceful turn of phrase.
TThey're beamtiful, those tents, under the stors.
It is my night to go like 2 shedow smong then,
And, snotching a2 Greeir 1ife, come like o shadow agsin.
It's an odd skill to heve won in the roce of your youth-"
ssys Ilue, looking down from the walls of Troye Such = style does not
Tit well with the simple spirit of sincere, hesrt-sesrching psychology
usuzl in the modern pley, and is thercfore excentionzle. Its beanty is
too fragzile ond elegant for graprling with the elementel in life ond »os-
sion and destiny.
The plays of ¥illiam Butler Yeats eore written for the most nart in

verse. It is 2 very melodious type of blsnk verse, hoving an unearthly
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quality which fits it to his poetic themes of magic and legend.

The flavor of past days is often sought in historical plays by ar-
chaic turns of speech. Robert Emmons Rogers in his "The Boy Will" does
it very delicately, as when Shakespere describes seeing & play in which
Peele tells him he has acted, "Thou? Rarely doneg I mind me yet how
the hump-backed king frowned and stemped about--thus--Hel Hal 'Iwas
2 brave play!" The Elizabethan tone is evern more closely imitated by‘JG?
sephine Preston Peabody Marks in "Fortune and Men's Eyes™, where the “
'lines are given a pseudo-Shakesperian tone to match the persons, the
chief character being Shakespere himself.

Beulsh Marie Dix has managed to produce somsthing which passes for
the Cavalier in her "Allisons Led", mainly by choice of expletives, &nd
ad jectives used in én archaic manner. 5Such expressions as, "Throw,

Tom, & wild fire burn youil"--or "The rebels have taken my horse--2 plagug
rot them™ give & certain color to the dislogue, but the effect soon |
strikes one as exotic or artificial.

No doubt because they felt such very apt to be the case in any pe-
riod, Mary Hamlin and George Arliss in their "Hamilton™ make no attempt
to reproduce the speech of the-eighteenth century. In their preface the
authors state that they believe that "a slavish attempt to eliminate all
words and phrases that were probably not in vogue at the fime would re- |
sult in many instences in tedious phraseology and 2 certain ertificial-
ity which they desire to avoid. | |

The spirit of the age is so well preserved in the manner of the dia-

logue that a rfaithful reproduction of its vocabulary is not missed. Hanm-
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ilton'’s reply to Jefferson when the feomous compromise sbout the cepitol
was mede glves the flavor of 21l the dislogue: ™our word is Four bond.
In f2¢t I woulé rather take jour word, centlemen, than the bond of any
state in the Union.™ |

Their method seems to be the one likely to become genersl.

lleny of the 0ld cornventions of the dislogue have virtuelly perishe
ede The solus is practically gone, end the sside or gpart hes been rare-
1y used simpcc 189C.

The old coxnvention of resding letters sloud when slone oz tke stege
dies harde As late as 1902 2 popﬁlar coredy, "4 Country liouse” by irthur
Law opens an 2¢t with such & letter, followed by 2 soliloguy corment upon
it. Zven this form of the solus, however, is prscticelly gome. It is
not in accord with the nsturslistic trectment now felt Bo be necessarye.

Vhenever the soliloouy is used in tke modern pley it is 96 menipul-
ated as to give an appearnce of conformity to resality.

In 2 comporatively recent pley, "The Fiper”(1910) thertiis o vezy
long solilogquy in vhich the hero expresses his attackment o the children,
nis scorm for their perents, his desire to keep them, his strugple againgt
his sense of right in keeping them ond his finel surrender and decision to
give them upi The handling which it receives odds infinitely to tis drom-
atic passion a2nd inmressiveness. He is made to nddress the entire speech
28 2 prayer to the Christ of = weyside shrine. XHe seems to de cirupsgling

with the silent will of the Christ thet bhe give the children up, pleading

stzting his case, Justifying himself, snd finslly surrcordering to the un-
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beard voice. ZThe pauses zive the effect thet he has been enswered snd
spesks in reply. 4t the end:
do, no, I cazanot give them elil =0, RO—-
“hy wilt thou ask it? --- Lel me keep but one.

do, no, I will not

Eé.ve thy wey, --— I willd R
it is o powerfyl soliloquy, ell the more powerful becsuse it is hendled
like & duologuee.

In "The 2eturn of Peter Grimm" by Devid Selasco, Eroducedin 1911
thers is en uzusuel development of the soliloquye. Frederick Grimm is on
the stege witk the spirit of ZFeter urimm, whom he cen neitherisee nOT
heer. In spite of this he acts under the iniluence of Petery his
speeches &re &ll. brief , sll guided by the unseen influence . When
Peter Grimm seys, There is something you heve forgotten, something
thet elweys finds us out: the law of rewerds snd vunishment. Zven now
it is overtaking you. Your hour hes struck,” Frederick murmmrs, “het in
the worlé is the metter with me tomight3" vhen Fredgriek comes upon‘:.the
letter from Ammemerie he exclsims, "Ly Godl Here's luck —-- here’s luckl
From that girl Amsmerie to my umele. Oh, if he hed reed itl" In the '
course of ithe resding of the letter Peter spesks to him, snd Le becomes
pertially conscious of it, saying, "Tho's thet? %ho's in this room? |

I could heve sworn somevody wes looking over my shoulder —-—-—-- or-had ~

‘come in at tne door or " DPeter spesks to him sgein, end

again he is dimly conscious of the Iforce of the unseen. "vho is st
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the door? OCurious---I thought I heard someone at——-" This haes =n en~
tirely natursl air. Persons sometimes meke tkese short involuntary
speeches eloud snd the impulsion of Peber’s presense is constantly felt
by the zudiencse.

In Act IV of "The Scarecrow"{1908) Ravensbene speaks-s long solilo-
guy to the scarecrow imege in the maglic mirror, but here, also, the e‘f—l
fect of soliloquy is broken by renlies Lrom the image in the mirror. Ie
has spéken at some length, expressing his digust and horror to fikd that
the reflectior is himself, when he points to the glass "with an sgony of
derision" and cries out "Scarecrowl Scarecrow: Scerecrows” snd the im-~
cge with the szme gesture replies, more end more faintly, "Scarecrows
Scarecrow! Scarecrowi™ BRavensbane looks out into the night, =nd Iinds
in its beatity the spirit of Rsckel, concluding, "Rechel, mistress, mother,
begutiful spirit, out of my suffering you have brought forth my soule I
am ssvedl™ To which the imsge in the glass remsrks, "4 very pretty so-
phistry.”™ A dislogue between Ravensbene and the Imege follows. This
crezstes the impression that 211 hes been duologue, though it still serves
the purposes of self-a.naiysis.

The plays cited have been of s fantastic type, dealing with unresl
persons or unresl situations, but in Hoody's "The Great Divide”(1306) we
have modern pepple in s very real situation. When Pbilip and Tolly heve
left Ruth elone in the csbin something rust be done %0 give the illusion

of time elapsing before entrance of the ruffismns. 3Ruth moves sbout the

room, looks st ¥in's photograrh, snd says "Dear Winl I forgot how dissp-
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pointed you were going to be." She continnes to gaze st the rnicture, e
then says, "@leﬂ, kind keartl” looking st it = 1ittle longer she says,
"Fir;ishedi Finishedi™ She then sings e stonze of song, sddresses her
nother's photograph, sings again, ther says, as she passes her hand over
& bunch of wild flowers on the table, "Be still, you beguties! You'll
drive me to distraction with your cclor snd your odor. I'll fal:e 2 hos-
tege for your good vehsvior.” She puts a red flower in er neir and
looks out 2t the door, syaing, "What 8 scandal the moon is naking, out
there in thet great, crazy world: 'ho but me could think of sleering
on such £ night?”

211 of these speeches are frepgmentary =smé meditative, end not be-
yvong the possibility of being zctually snoken aloxnd imder 1like conditions.

Jonn llesefield ends his one-act tragedy, "lirs. Harrison" witk s short
soliloc:uy. irs. Harrison is a plous o0ld lady, who has helped ker ared
scamp of e hushband to get _cles.r ¢f his wrong-doing by hélping h:.m out in
2 lise After this tryirg scene she sits and thinks of the korror of it,
"I been wife to 2 rmurderer--——-I been wife tc 2 murierer-—-I've been to bed
with 2 men as dore s rurder; and I've helved wm elesr after. (Goes %o
cupboard] 3But never né more, Willism Harrison, you've had your lest of
me---{opens cupbo=rd) I be the lowest of the low. O Lord, I be the low-
ost of the low-—~I feel ss I'G been spst on. 3ut never no more, #illism
Hdarrison---God heve mercy on & sinful woman---You've hsed yonr last of me
"illiam Herrison. You can go to your Jennies, you cor~--This is it. This
is it,-~the cure. I bought it for the rettens as ste ny chicks. “het'll

xill rettens? :
11, ki1l folk. \é__[here by my thimble.---Ugh! it be bitieri-—
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Jghi™ OShe then sits snd resds her Bible until she éies.

It seenms probsatle that an old weman uvnder grect stressy of emotion
misht spesk out her thoughts in this msrmer.

In 211 these solilocuies dne finds that =2n sppearsnce of actuality
is in somewsy =ttained, thet the actor does not sddress the sudience, nor
does re decleim his thoughtc and purposes in long and evernflowings lines.
Thay =rc the expression of emction und heve the tendency to te broken up,
by outside influencs or by feelins unexpresced, they are never coldly
self amalyticsl, but fwll of srdor, or of »oin.

The conventions of expository dislogue have been most difficunlt to
eliminzte,.

The uwmsturel effect of persons in the plaey telling cach other what
they alreedy kmow is obvisted b~ 21l sorts of claver devices. Padraice
Colum in "Thomas Luskerry"™ has aun sltercastion between two of the nersons
t0 ermrhasise the length of Iluskerry's services

Tournour:---How long is Yom uskerry Master of Gorrisowen
torkhouse?

Christy: Thirty years this spring.

Tourpour: Twenty-rine yearSs

Christy: EHe's here thirty yeers sccording to the toois.
Dournour: Twenty-nine yearse

Christy: Thirty yesrs.

Tonrnour: ITwenty-nine yesrs. I wae born in the work-
house, and I mind whnen the ilaster ceme in to it.

Gelsworthy is shle to give 1little touches thet tell =2 lite's history
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in o sentence, as in "The Femily ilen", Builder says to bis wife, "Shall

I tell you & secret, Julis?" =nd she renlies, "It would be rleasant Zor
a. chonge.” Here ere wife =ni husbend revealed to us, if the sctors snezk
their lines with intention.

The classical method of heving only two persoms ppeak on the suore .
during eny one scene hes never entirely died out of dremetic technicuce
ilany very recent plays are only a series of duologuese Yhen there is a
rroup of persons on the stage it very often heppens thet the conversztion
is still only carried on by two persons, with an oceesionsl word Ifrom
some one of the otherse Skill ir randling the dislogue of the group is
comparatifely s récent thing.

"Sslome™, the one=-gct tregedy by Oscar Wilde, first a2cted in Poris
by Serah 3ernhsrdt in 1894, is smong the first vnlays to be scted ensvire-
1y in the groupe The play falls into three perts: first, = gencral dis-
cussion by the soldiers and courtiers on the terrace before the entrance
of,gﬁlome, second, the corverssztion betweer Sslome ond Jokanssn, interru-
ptcd by the young Syrisn, who f£inslly sta's hinmself, and the scene, after
the ernirence of Herod ond Herodiasc, izn which the stubborn Sslome is per-
sueded to dsnece. There sre passages in which only two percscns spesk for
o few minutes, but the whole group is =lways involved in the intercst.

Granville Barker is = master of the group dislogue. In "The ilorry-
ing of inn Leete"(1902) he vroduces s most re=zl effect, o speech vezy
rorely being s direct revnly to the lest one, but 211 lesding to 2 definite

cnde The gmmden sceme in the first sct in vhich the resson for fmn's
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shriek comes out is typilesl!
| George: Are you sure yot are cuite comfortsble there?
Loxrd John: Whetever I'm sitting on hesn't given way yet.
Mre Tetton: Don't forget that you're riding to Brisi ton':
with mee

Lord Jobhn: "Eoz:xor:r:m;':2

GCeorge: To-daye 'ell-=~-the hour before surnrise is no
tice 8t all.
ire Tatton: Sixty-five miles.

Lord Jobn: What sre we 21l sitting here FTor?

ire Zatbton: I sey people ought to be in bed and asleern.

Carnsby: 3But the morming =ir is delightfri.

ire Zatton: Ieetel Xow had you the sce?

Carnaby: Of course. ' ,
Hr., Tatton: We shonld have lost thet, toc, Lady Chsrlie,

Ssrah: Beer up, lir. Tate.

ir., Totton: Come, a game of whist is 2 geme of whist.

Carnsby: 4nd so I strollied out after you =ll.

ir, Tatton: She trod on = tosd.

Cernsby: Does she say so?
Mr. Zatton: Ahl

George: THere's the sun--to show us ourselves.

r. Tatton: Ieete, this vond is full of water!

Csrngby: Ann, if you ore there-—
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snn: Yes, Paps.

Carnsby: ZAvclogize profusely; its your gerden.
Ann: Ohe—e

Carneby: Cost~teils, Tatton———or worse?
ilre Tatton: Tothing vestly to nctier.

Lord John: ZEHardy, well-prescrved old sexztleman.

Hr, Xetton: I bet I'm o younger men thsn you, ry lord.

Arn: (suddenly, to the company in gemersl) I Gidn't
tread upon sny tosd,~--I wes kissed.
S5ix pveovle spesk, esck following the trend of his owr thought, but
thelr speech is s6 manipuleted ss to bring sbout = drametic climgx.
In Granvills Bsrker's plays there cre meny duclogues, dbut there is
8 contvinual shift into the group which makes s most lifeelike irpression.
Dunseny is fond of the grouv, though he usuelly does not desl with
2 Vvery large onee Iis dlzlogue difTYerz Prom that of Barker in thet it
hss more coherenc., esch speech growing directly out of the lacst ones The
opening dislogte of "The Gods of the Mowmtbtsin" is iliustretive of his
style in handling groups.
Oopmo: These dsys sre bsi for beggarye.
Than: Tkey are bad,
Clf: OSome evil has hefpllen the rich ocmes of this citye.
They take no joy sry lomger in benevolence, but =re he-
coms sour snd miserly at hesrte Ales for them! I sonme-

times sigk for them wher I think of this.

T e v
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Oogng: Alss for theml' 4 missrly herrt rust be o

ccre affliction.

Thshn: A sore affliction and bad for cur cgllin-,

he one-sct sketch "Sham" by Frank G. Torpkins ig an oxcellent

example of grour dizlogue. Zxeept for very brief intervals thnc three
percsone 0f the pley are on the stage s11 of the time and chere shount
ecunlly in the tslike -The rapidity and freedor of it is exccelin~ly
naturasl in its effect,.

The group dislogue is reslly = part of the ssne Gevelopment thsat

riven us dialect on the stage, thet has dev-loped forms of roggmed ens

nonely spseche It 1e like life snd =ids to0 creste the illusion of reale

The elimax scene of many recent plsys is 2o FTOUD scente THE NUT=-
DOSe seems t6 be to make ail the cnarscters shaie responcibility in
tie turn of the sction.

The criticsl scene of Arnold 3exmett's "The Title" is c% about the
niddle of the third sct. Sampson Straisht kss just intrcduced nimself
into the Culver home where the dauchter ¢ the house, Hildegarde Culver,
has been writing brillisnt srticles for "The Tcho", 3 newspaper rubliche-
ed by her suitor, fFranto, under the name Sompson Straight. Cronto is
Just introduced to hime.

Tranto: Vell, this is the most remarksble instonce of

survival after decsth I ever came 2CT0SSe.
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Streicht: I bez your nardone

Trepnto: Tou're desd, 1y fine fellowe. Your plsce
isn't heres Tou ocusht to bHe in the next worid. “ou're
an irposter.

Streicht: (to irs. Culver) I'm not nuaite sure thsot

I understand. ©ill you kindly introcduce he?

irse Culver: I'm S0 sorrye Thies is ilvre Trunte, rro-

rrietor esnd editor of the Tcholspoloreticslly with wn
uneasy snile.! A great humorist.

Straisnt: (thunderstruck, aside) Tell, I'm darmnedl

(ZEis whoie derescnor changes. revertheless, while tzeitly
admitting thet he is found out, he 2% once resumes his
rild clemmess. To Culver) I've just repembered on on-
poiniment of vitel importance. I'm ofrsld our little
t2lk obert the syndicate rust ve adjourned.

Cvlver: I feared you night have to hurry owej.

Tranto: Herd. But Fou can't go off like this.

“traight: FThy? Hove you anybthing against ree.

Straicht: 1 can sfford to be perfectly orens Its

)

eg=

trve thet I'—e b en in prison; dut for guite = res
vectable crire. “igamy, with extenusting circizistonces.
"here is notnins elce.

irs. Culver: (grectly upvcet) Desar, desaxd

Straight: (to tr%gto} Do you wish to det2in me.
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Trantd: I simply hsven't the heart to do ite

Y

Srafsbi: 2y I say before leeving thet I'm the only
genuine Sampson Straisht in the United Xingdom, =nd that
in y opiniocn it was a gross irpertinence on the pars of
your coniridutor to stezal Iy naoe.

Culver: So it wese But you sce if youn'd bLeer numed

~

trooked, sns you ought to heve been, you'd have been Spore

[erd
o

thet annoyancee.

i

il

fot]

iecarde: Good bye! (She holds ocut her hard 7ith =

(0

nile! Good luek?

{taXking her hend) Iedam, I thank yon. ~ou

m

traisht

cvidently =nmrecigte the fact thst when ono lives sole-
1y on ocne's wits, 1ittle mishsps =re bound t6 ocecur

from time to time, ond that $00 much imporbance oucht not
to be attached to therms. This is only my third slip, =ma
I'm fifty fives I(Txit)

Irs. Culver: Derling, swrely you nezd not have been nuite

Hildcrarde: You fee, I thought I owed him something {with

weaning ané effect] sas it was I who stole his nsme.

Every person of the play is on the stage, though the crest-follen
Jonn haos nothing to ssye. Zsch speech has in it an elerment of surnrise
znd the aquick chances cf emction together with the vivid chsracterizstion
~ive it 2 reality and =z effect of living thset =2 duolorsue courld not atioin

Zi2sg sce us2lly f
cenes are usu2lly for spectocnlsr effced merely ond h-ve haos
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1itvle purt in the dialogue. Then the crowd sheres in the dialosue it
is usuelly tu express f$e%ﬁ violence of erotion.

“hen 3lenco Posnet‘l‘is brought in for his itrisl we have this Gin-
logue:

bey: Torse-thief! Eorse=thisfl

to
)
n

Others: You will h=ng for it; 6o you heer? Lnd servs
you right. Oerve you righte Thet will teseh jou. I
wonld'nt walt to try--doe. Lynch him streisht off, the
varminote Yes, yese Tell the boyse ILynch hin.
ther speeches follow of Similer type, expressive of the vopulsr horror
of the norse-thief.

The last scene of "Barbara Frietche™,(Clyde Pitch) is slmost entirce
1y o dislorue from the mess. Then Derbsrs fostens the Twdn flag to her
belcony there are shcuts of "Thame", "Tesr it dovm” etc. Presently chesrs
for Jackson begin, then 2 men says "Shoot if she doesn®s drop it! Shootl™
Then thers are cries in the crowd of "Shoot™, end "Demm the Fizg™. This
is 211 Girectly prepsratory to the tragic shot by Jack Heglye.

Percy Mac mye usec n srent desl of rroup &islogue, often kheoving
grect numbers in hic groups. The grest numbers of persons ir "The Cane
terbury Pilgrims™ demané 2 stage nlmost consfantly fulle The last act is
2 lerge and gorgeovus mess scene, set before Canterbury Cothedroi. 411

gorts of peovle speck =2nd sing, enid vhick Chancer is inbtroducel ia the

(1) Bernzré Shew: "The Shewing Tv of Blonco Posnet™ 1909.
e}
\
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midst of A bevy of girls. The wey in Thich the crowd ic kept in eovi-

dence, znd tke mein ~tory is still sdnered to in the dislorme is ruite

notahle.

-~

Croucer: (to girls.)

Sweet ledieg-nsy, sweet Canterbury mscs,
ot Eercunlies arid the Iyéion nyrmho

i!‘)

s revished by nore dunleet hermonies.
{to lan-of-Lew)
Tou Sergesnts of the law are subtle nen.

Ion-gf-low: Ve have 2 Imsek--2 Imeek, Sir,

A Cirl: Prll his sicecve.

inother: Yhey ssy you are ¢ bridegroome. Is it true Sir®

Chaucer: Your Canterbury sldes rain complinentse
{to lizp=of=Law)

Yep~pf-Law: (taking money: If you imsict, ny lord.

Cheucer: Hay, not Yily lord".

How stsnds the cose?

on-of-Lay: You say this wife hath been
Some eight times wedded?
Cnsveer: Five tires.
A Girl: Stop their gossip,

He's talking business.

Brooches? Sonvenir:,
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Tke crowd serves only = nictorial vurpese &ftc: the Lirst wntil
they shout for Zichard and Chaucer st the close, sut the dialcpue con-
cerns the grour until seven spesches from the end, which sre spoken by
Chauesr and the Priorass while the procession enters the Cathedrel.

4 Grerme of tals ¥7me, vlayed 2lnest ertirely by groune wne crovds,
where cnly the very smellest oart of the éislogne ies bvetweern tivo neerle
ic the latest technics=l development in play-vwriting. 1% isc weil cuited
tc tke pageentry ol the fantastic snd —oetic play whieh spneasrs 40 be
the ouwtgrowth of the attermpt to express ‘eepef subtiges through & dranc-
tic nediume

4 mnioue Jdevelomment of contenmorery disloecme is the voice of the
unsceite The grester wmart of Barriels one-act war piay, T2 T'ell Remeriber-~
ed Volce" is s dialogue hetwean & bereaved father ené his desd comi The
soz is not seern, but his voice comes Irom varicus parts of the room, and
in the dim skadows perhaps the 01d men sees hinm, is sweethesrt neither
sees nor hesrs him during the tine when che is on the stags, YUt she smell
lélacs, and recalls how 1t was under o dlooming lilac dush thet he decler-
ed his loves Teter Grimm is seen cnéd hesrd Dy the aadience, but neither:
seen nor heard by any of the éremstic nerennzne, except by 1little Villinm

-

who is in 2 fever znd svount %0 dice DThe audience 21so perceives, tihrouch

>

the fever stimulnted senses of the sieik child, the music of 2 circus,24d
the volces of clecwmn, hewiker amd darker with their circus cries. The sonr
of the clown:

"Unele Ret hacs pone to town,

el HE'md
Tncle Ret hes gone to tovm
(!

*y .
-~ A > -1 -~ ”™”
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is teken up by Peter end "illiam tc the sccompaniment of feint circus
music when Peter corries swsy the soul of William, elong tke bricht
nath 1it by the Heaveanly Host——

"what shell the wedding bresiiast bve?

rnsxrd boiled eggs end 1 cup of tese

Ral E'r". s

These ore the 1lacst lines of the »lay, but Dre. iic Therson doss

In "Jecnne Dl'Arce™ by Percy lizec Kaye we hsve in Aet V the voice of

the clerk =c it rinss through the memory of Jearne, sick and deserted

) o]
o)

priconie It is the far-off chanting of monks, but to her fevered fon~

ey it is

e
9

repetition of the words thet have blasted her 1lifs. 27 this
device one scene is saved, the sudience hears thus, how the sentence was
nrorounceds

The voice of TFiacere is used in "Sam Average” to express 2 fine
patriotisw. It is, of courss, the volce of ifndrew's ovm spirit wnich he
heers in the mighty thuwnders of the falls.

"I am the Voice that wss heerd of yvour fasthers, =nd your fether's
fathers. Nishtier--mightier, I shell be heard of your somse I an the

#411ion in whom the one is lost, snd I am the One in whom the IHlilions

are szvede --Some for = lusi, some for s love shell desert rme.
One =nd one, for his owm, shsll fall awaye. TYet one =nd omne shall retvrn
to me for life; the desetter and the destroyer shell recreste re. Prime=-
v2l, their life-blcod is mine. Iy pouring waters are passion, ri7 iighis-

ings cre lsughter of men. I am the One in whom the iillions ore sgved, oo

I om the Uillion in whom the one is lost". This fine, noetic fervor hov-
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ing come uppermost in hids mind Andrew decides to remain foithfnl $o is
countrye.

This devics of the voicc of the unseez is 5 means of expreczcing the
workings of the mind, more scsrching then ever was the scliloouy, -nf Toil
of poetic rocsibilities.

The creficmen of thw ntage during the last forty yeors hove crested
o wonderfully flexible medimm in dislomue <3 & mesns of exprcesione They
heve Tiret mede it noturel, then moetlc, cnd sre now gothering ckili in

suen subtieties ot will further the cxpression of things mmspeciinble G

1lying deep in the consciousness of Den.

U
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VII

The Herrative Element

In the Greek drems it is nearly slwsys true that on one fateful
day e story of long duration is completed and full Nemesis sccomp-
lished. Something bordering on this method was introduced by Ibsen
into modern drams. Under his influence the past has become e vital
factor in the drsme of todaye. Ee teught the world & craftsmenship
by which dislogue could carry forward a story and at the same time re-
veal the paste The drame, grown psychologicai%gnd analyticel, has o
developed a need to look deep into the past for. the seeds of events.
The need end the craft have reacted upon each other until 8 new and
flexible instrument has been evolveds

The prologue end messenger Speeches in Classical and in Eliza-
bethen drama were often rhetorically. beautiful and sometimes drametic-
ally moving, but they must e.lwayé be formel and lacking in the emotion -
el quslities of direct dislogme. Not until narrstion ceme to spoken |
by the one whose emotions were stirred by recollectioné of the past
did it become truly dramatice

_fn examinstion of contemporary drems reveals an amezing smount
of antecedent circumstance; Sinde the play has ceased, generzslly
speekingz, to deel with long periods of time, and has become unified,
desling with 2 few days or hours of intense living it bhes
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become necessary to mske clear to the audience the train of past events
which have made this crisis inevitable.

To do this effectively & new technigue of narration hss been creat-
ed. The stilted emotionless narration by butler and parlor msaid dis-
cussing the affairs of their mssters, or the passive discussion of the
past by persons each of whom already knows very well all that the other
will say have both become intolersble. Narration must be crisp, rapid,
emotional, creative of suspense, rising to 2 climex. The past must be
made to enter the dramatic present as the past enters the present in
life, to be drawn into dremetic dialogue as it is drawn into conversction.
Mention of the past must be made as inevitable as the effects of the past.
The expository scene,or expository act at the ‘beginning of the play can
no longer contain a full stetement of the past, the past must be imwoven
v?ith the wﬁole texture of the piece. There must be a final effect of
knowing the characters fully, of anderstanding the circumstances under
which they developed, of kmowing why such a fate should overtake them.

It bas become a part of the reslistic movement, as well as a part:'of the
analytic and subjective in contemporsary drama, to present the past vivid-
1y, distinctly and convincingly.

Expository narrative may occur at any point in a modern pisy, and
not uncormonly there will be a narrative speech in the climax scene it-

- gelt. Such is the case in Eugene 0'Heill's "The First ¥en", when, near
the close of Act II) Hertha recalls a spiritual crisis in her life two
years past. This narration maskes clear the state of her feeling and
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brings out sharply the meaning behind the lines that close the act,
"Yes, you love me. But who am I There is no recognition in your eyes.
You don't know." The audience is given a full insight intc her feeling
at the greatest crisis in her 1life by being permitted at that moment to
see through her eyes into the years that have developed in her s certsin
attitude of mind.

The illusion of besuty which slways hovers over the past gives s
poetry and a pathos to characters who dwell upon the past. Tragedy is
intensified, comedy is softened by the entrance of narrative, be it ever
80 slight, into the dialogue. »

Even in a matter-of-fact, breezy, college .play like William C. de
Mille's "Strongheart" a strain of poetry is introduced by the narrative
speeches in which Soangataha and Dorothy recall the days in which their
love began.

Dorothy: HNow, I can see agsin the figures we traced
that night in the fire.

Strongheart: Do you remember what they were pictures

ol?
Dorothy: 7You were telling me the love stories of your
pseople, and showing me each scene in the embers, And
I was telling you how different it was with us in the
East.
The scene not only reconstructs the past for the sudience, but cre-
ates an idyllic beauty to give the declaration of Soangataha's love s
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background of primeval America, touched with mystery and full ef strength.

Syng,’_‘ﬁ matchless tragedy, "Riders to the Sea™ gains its depth of
sorrow from the treatment of the past. The death of Bartley is only the
culmination of a life~time of strg.ggle agaeinst the powerful and fateful
sea. The discussion of Michael's drowning is narrative in effect sna
Yegins in the first scene of the playe.

Cathleen: Fhat is it you have? "
Hora: The young priest is after bringing them. It's
a shirt and & plain stocking were got off & drowned man
in Donegal. |
We're to find out if its Michael's they are, some
time herself will be down looking by ihe 868
Cathleen: How would they be Michael's, Nora. How would
he go the lengih of that way to the far north?
The supreme art of sufh dialogue is thet it is pi‘ecisely like natﬁral con-
versation and conveys & sense 0f the past without any set narration.

When the aged Msurya tells of her vision of Hichaél on the grey poney
she is convinced that her foreboding of the death of Bartley was correct,
and she begins a long, chanting nsrrative of the sorrows of her lifoe—-

"I had a husband, and s husband's father, and six sons in this housS@ee~
six fine men™, which she has scarcely ended before the body of Bartley

is brought in. One of the womsn in the accompanying crowd tells how his
death occurred, "The gray poney knocked him into the sea, and he was washe
ed out where there is a great surf on the white rocks.” | | |
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This drams is one of the spirit. The events of the play are all
in the past, or off stage, it depends for its story entirely on the
narrative element. It is powerful in effect because the mind is not
distracted by action and events, but concentrated up. on their results,
The pitiless sorrow of old-age, to which memory must ever contribntej is
most keenly felt by the audience in the presence of the aged Maurys, be-
cause, like her, they have nothing but the memories and the hopelessness%_

An artistic one-act play, Th;) Will O' the Wisp™ by Doris F. Hale~ i
man(1916) saggests a fantastic love story between a poet and a spirit of
the moor, It is almost wholly narrstion. The narration deals only with
the external things: the wanderings of the poet on the moor, the Will
O'the Wisp visible the night when he was expected, the coming of the
waif, the poetd merriage and his gay socisl life with a consequent fal-
1ling-off of his productions. The real interest is subjective, it is the
mind of the wife, arrogant, purse proud, jealous, and much in l1ove=we
and beyond that, there is an interest in the unseen poet who sang so well
when in communion with the mysterious spiriis of the wild moors and ses,
but who has_ no more the power of song in his new life of wealth snd gaity.
%hen the wife answers to the fatal music of the Will O'the Wisp she twils
what is at the heart of the whole story. |

| "You knew I would answer to that music---he used to sing me 3 song _

to it, when he courted me.--Fas it out of his love for you he made that
song?=-=--0h, it might well have been, you Wi th your long white arms and
your strange white face! But he sang it to me, do you hesr? To me, to
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me, it is nmy songl™ Purther---"You burned him with that hajir--you burne
ed the soul out of him."

The play is, of course, Symbolic as well as subjective, and its cone
stant dwelling on the past gives it the dim, dreamy, poetic guslity which
helps to link ifs realism with its ideality.

In Susan Glaspell's three-act drama, "Bernice", produced in 1919,
the accgnt is always on:the past. "Bernice was"™ is the continusl express-
ion. She was deepnly joyful, much in love with her husband, very vitsal,
very wise--—ail of this is made most emphatic. She dled very suddenly,
but first bade her msid, who was abaociutely devoted to her, to tell her
husband that it was suicide. The husband had beem rather habituslly un-
faithful and negligent, partly becsuse he felt that Bermice did not love
him fully, that her inaer life wag too large for him to possess it all,
but hearing that she d@ied dy suicide he concludes thet he must have besn
mistaken. Her friend, Margaret, learning that the. supposed suicide was
a deception, proceeds, by introspection, to discover why Bernice should
have wanted to deceive in this regard. Thus, from ths first line to the
last, the play desls externally with the past, but great events are take
ing place in the spirits of Craig, the husband, and Hargaret, the friend.

Again, by turning the mind eway from the thrill of present action,

& plsywright has turned the action inward, snd created_ 8 drama of thought.

No modern dramatist can find fit expression for his theme without
narration. Each has used it in his own way, but in the end it has serv-
ed the same purpose-—-to reveal depths of feeling and motive otherwise
guite unfathomable.
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Henry Arthur Jones, writing in the height of the Ibsen influence,

gives, in his middle period, great weight to the past. In "¥ichsel
and his Lost Angel"” the past of Andrew Gidbard's daughter, publicly
confessed in the church just before the rise of the curtain, end nare
rated in the first scemne, gives color to the whole, supplying the theme,
and the motive of Andrew in working upon Michael Fevershsm®s sensitive
consciences The narration of this has some fine emotionsl and drams-
tic touches. #mw Andrew describes Rose making her confession, "I saw
ber step forward, and I noticed a little twitch of her 1ip like her
mother used to have, and then-~I couldn't beasr it any longer--I came
away." The off-stage action in this speech becomes vivid snd realistic,
In the scene on St. Decuman's Island there are a series of short remine-
scent narrations by AtMirie and Hichael, leading up to the important one
by Andrie which is so deceptively stated as to lead to later complica=
tions., It is all sccomplished in a series of short speeches which gives
a spontaneity o{ effect, and gives more actuality to the scene.

Ahdrie,: I married as thousands of girls do, carelessly,

thoughtlessly. I was married for my money. No one had

ever told me that love was sacred.

ichael: Xobody ever does tell us that, till we hear if

fron our own heartc,

Allirie: I suppose it was my own fauit. I was Wery well -

punished.

Michael: EHow long were you married?

Atldrie: Two years.
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Michael: And tken your husbsné died?
Andrie: Ee went away from me. I never saw him sgain--
alive., 4And there’s an end of himl

This dialogue is well fowerd the end of the second act and leade up
to the crucial scene of the play.

Everything that happens in this play is the outcome of the past,
Sometimes the past refers to a time anterior toc the begimming of the
play, but the glsnce is constantly backward.

In Grénville Barker's plays the dramatic action is frequently shown
to be the outcome of the pasis In "The Voysey Inmheritance”, Tao gen-
erations of slipperery financeering bring about the situstion with which
the hero must cope. There is some narration concerning this at various
. points in the play, generally in very rapid dialogue. 1In the first act,
vhen Edward Voysey has discovered by the exsminstion of certain papers
that 811 is not as it should bs, the following gives Mr. Voysey's ver-
sion: Edward: W¥hat's the extent of the mischief? Whem did 1t

begin? Father what made you begin it?

¥r., Yoysey: I didn't begin it.

Edward: You didn’t. Who then?

¥Mr, Voysey: XNy father beforeme. That calms you a little}.;.
Bdward: I'm glad---my dear fatheri 3But I---its amazing. -F
¥re, Voysey: Hy inheritancs, Edward. "

Egward: My dear father!

¥r. Voysey: I bad hoped it waan’t to be yours.

Edwerd: D'you mean to tell me that this sort of thing
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has been going on for yesrs? For more than thirty
yearsi
Hr. Voysey: Tes.

This brisk dislogue with its strong feeling almost disguises the
fact that it deals with the past, the present effect is too keenly sens-
ed for 1t to seem anything but immediste.

Peacey, the clerk, adds to the came story in ActIV. He has tried
to collect the hush-money, wkich he hed long been accustomed to receive
from kr. Voysey, from Edwerd sfter lr. Voysey's deaih, and been refused.

Edward: Then you think the fascination of swindling one's
clients will ultimately prove irrssistible?

Peasey: It's what happened to your father. I suppose
you knowe.

Edward: I didn’t.

Peacey: He got things right as rain once.

Edward: Did he?

Peacey: ---ily £father told me. Then he started again.

Narrative in the plays of Lord Dunsany is richly poetic. It re-
produces the past in vivid hues, accords fully vi th the tone of the
piece, adds pathos or horror, or even humor to the scene, and provides
a deep insight into character.

The year intervening betwean the first snd second acts of "The Ten_ts
of the Arabs™ is beautifully suggested in s dialogue between two sad lov-
ers who have invoked "The little child of man, Memory", to comfort them.

Ezncrga: You were riding s little wide of the caravan,
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upon the side of the sunset. Your camel was swinging
or with easy strides. But you were tired.
Xing: TYou hadCeme to the well for water. At first I
could see your eyes, then the stars came out, and it
grew dark and I only sew your skape, and there was 8
littie light stout your hair: I do not kmow if it was
the light of the stars, I only know it shone.
Eznargs: Ard then you spéke to me sbout the camels.
Zipg: Then I heard your voicé. You did not say the
things you wonld sSay now.
Eznarza: Of course I did not.
Fng: You did not say things in the .same way even.
Eznarza: How the hours come dancing back.
Xing: Fo, no. Only their shadows. T%e went together
then to Holy Hecca. %e dwelt alonc in tents in tkhe
golden desert. 7e heard the wild free day sing songs
in his freedom, we heard the heautiful night wind.
Eothing remsins of our yesr tut desolzte shadows. Hem-
0Ty wnips them and they will not dance. Te made our fare-
wells where the desert wagde The c¢ity shall not hesr theme.
The exquisite sadness of this tender love scens gets sll its flavor
from the reminiscent tone.
In "A Hight at an Inn" the narrative dialcgue thrille with awe and
feér. Even when the confident ilbert assures the otkers tﬂat be hsas
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eluded the priests of Xlesh, they csn not rid themselves of the horror
ihat they feel.
Alberi: There'’s no sense in it.
Bill: ¥Why not, Albert?
Albert: Because I gnve these black devils the slip
ir Huil.
Bill: 7You give 'em the slip, Albert?
£lbvert: The slip, &1l three of them. The fellows
with tﬁe gold spots on their fcrehesds. I had the
ruby then, e2néd I give them the slip in Eull.
Bill: How did you do it, slbert?
2loert: I hacé tre ruby =nd they were following me.
Bili: Voo told them you hzd the ruby? Iou didn't
show it?
21bert: Xo---3But they kind of know.
Sniggers: They kind of kmow, ilbert?
£lbert: Yes, they kxuow if you've got it. Well,
they sort of mouched after me, and I tells a po-
liceman angd he sayé, 0 they were onliy threse poor
miggers and they wouldn't hurt me. Ughi When I
think of what they did in Halta to poor old Jinm.
Bill: Yes, and ito George in Bombay before we

3taried.

Spiggers: TUgh!
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This narration is partly suggestive. The imsginsation must sup-

ply what "they" did to Jim in Meltas and to George in Bombay, but this

suggestior of horrors remeins in the mind, and when the three steslthy

figuree enter with their imives in their teeth suspense and fear are

increased by the momory.

Galsworthy's use of the pest is often very subtle. It is diffi-

cult to lccalize, yet it looms large. The entire asction of "A Bit O!

Love" pssses on one day, bdbut the past is every moment in mind, end

every mcment the cause of the hero's thought and action.

In 8 conversetion between ¥rs, Bradmere and irs. Burlscombe we

discover that Mrs, Strangway has been for some months awey from her

husband and that gossip says she is not with her sick mother as re-

ported.

¥rs. Burlacombe: Well, they du say as how Dr.

Des=xrt over to Durfcrd end Mre, Strangwey was
sweethearts afore she ever marrisd.

¥rs. Bradmere: I kmew that. Who was it say her
eoming out of Dr. Des=ri’s house yesterday?

A scene between krs. Sirangway and Michael Strangway reveals some

of the circumstances of the courtship and the fact that }ﬁrs. Strangway -

hes gone to Dre. Dessrt whom she has always loved.

Beatrice: I never really stopped loving him. I
never loved you, Hichael.

¥ichasel: 1Is thet true? Never loved me? not that
night on the river--notewee?
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All that follows is the outgr‘mwth of this s8scene. It is overheard
and reported to the villagers who consequently persecute Strangway,whose
tortured mind consequently turmns to suicidee.

In "The Skin Game" the past is also a determining factor, but
though it hovers dasrkly over the action from the beginning, it is only
fully revealed in the climactic scene in ActIIl. The past is here used
rather unscrupulously a8s & weapon by an aristocratic family to thwart
the plans of s rich and vulgar mamufacturer in the neignborhood. It is
used as the means of intrigue, and its gradusl rewelation keeps up 8
fine dramstic suspense. |

The past is never so important as the present with Bernsrd Shaw, '
though he does not stint a2 narration where he deems' it necossary. Urs.
~d@arren, in 8 series of long speeches dbroken only by short exclamstory
remarks from Vivie tells the story of her 1ife, in extentiation of her
deeds, and Mr, Doolittle gives a very clear account of his life-history,
Both are for the sake of character exposition and social study rather
than for plot or story purposes.

Pully half of the lively dislogue of "O'Flsherty V. C." is narration.
Here Shaw is wittily argumentative on his well-known theme: that domes-
ticity is not so flavored with Bweetness as it is popularly represented
to be. O'Flaherty says his mother won the cross for him, "By 'bringing
me up to be more afraid of running away than fighting, I was timid by
nature. and when the other boys haurted me I'd wm&gto run sway and cry.
But she whaled me for disgracing the blood of the O'Flaherty until I'd
bave fought the divil himsel?f sooner than face her after funking a fight?
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Edward Sheldon brings sbout the climax of "The Nigger™ by a nar-
ration. Jimmy, the 0ld mammy, under cro$S-examination by Hoyes,breaks
the silence of years. She is overmastered by emotion when he reads to
her a letter written by her sister sixty years before., Her narrative
speech is the ¥ery heart of the whole action. "Marse hil---w'en yo'
stood theah---reddin' Belle's lettah~~~I su'ar I saw her, 'way, ‘way
back one turr'ble hot night, lyin' in bed, a~nussin' her baby--wif de
lightnin' commencin' t' jump an' ev'rythin' guiet an 20't 0' scareye--
Seems if I didn't dare 'stu'b her, but w'en I done say what she gotteh
do~-—an' she 1ift de 1li*lle cryin' thing an ' put him in my a'ms an'
den covah up her face quick in de bedclo'Se--why, I cain't fo'got--

I done try 211 dis time an I cein'te--'deed I cain't,Marse hil---
what yo' lookin' at day way---Marse hil---Harse Zhil---" After a
'moment 2hil speaks gently:

TAn' my’i’athah was=--~her son?"

The news comes to Phil as a surprise, at first he scoffs at it,
then he is gradually dbrought to believe it, then the belief brings pain--
¥So I'm a niggah---0hi™ he exclaims half to himself while the unprinci-
pled Hoyes ' plumes himself on 8 victory over the governoi. The action
which follows is entirely the outgrowth of this scene.

Clyde Pitch, like other dramatists whose plays cover a period of
Years, covers the intervals by narrative speeches. In the second act of
"The City"(1909) much of the past i8 80 cleverly suggested in dialogue ‘
which concerns the present that it is difficult to recognize as nar-
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ration. The unhavpy married life of Therese and Van Vranken is made
perfectly clear in their discussion of divorce of separaticn, and the
financial menipulations oI Rand are narrated in a rapida dislogue betweenﬁ
him end Hennock. '

Hannock: Pahl Jusf wz2it till I begin to oven your

eyes for youl For instance, how about the Hew Bruns-

wick deel?

George: hat about it?

Hennoek: As crooked as anything thet's ever been in
"high finance™!

George: ihat do §ou mean? You knew the deal from

the very beginning---you knew every step I took in it?
Hannock: Yes, 1 didl I notice you'kept the transac-
tion pretty qtiet from everybody elsee.

George: It was nobody else's business. My father taught,
me thate-- ’ '
Hennock: Yesi---z2nd he taught you a lot of other taings
too! But you go faerther than he would have daredl
George: That's enoughl

Hannoeck: What's the difference between your deal and

the Troy business that sent Pealy to State's Prison?
Georze: Every difference.

Hennock: Is there? Think, a minute! You gambled with
ybur partner's money: Pealy gambled with his banks. |

George: it wasn't my partner’s money; it was the firm's.g
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Hannock: But you were the only one who knew what
was belng done with it.

George: My partner got his fair share, didn't he?
Hennock: Yes, but you got the unfair!

There is dramsiic struggle in these in short, sharp speeches, in

spite of the past tense.

%¥hile the bulk 0f expository narration must be foumd in the first

act, the modern playwright tends to distribute it through at least two

actse.

The idyllic summer in which Trower won the love of Olive Lewrence

is suggested in & few lines of narrative dislogue in the second act of
"The Awakening by C. Haddénm Chambers.

Irower: Is the old trout still in the pool behind
your cottage?

Olive: Yes, he's still there. I sew him yesterday.
Miss Prescott: A trout? '

Irower: Yes; there's a deep pool in the stregm there,
and its the home of s particulariy wily old trout.
There were two, but has it not been written: ™"One
shall be taken and the other left?"

Miss Prescoitt: TYou took the other, of course.
Zrower: With Miss Lawrence's assistance. She han-
dles the net like a giliie.

The audience learned of the affair in the first act, but in the sec-

ond, staged in the scene of these past evenis,it is told of in such =
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manner thst the imagination is Ireshkly stimuleted and the sympathy for
the unfortunate Olive increased. .
2lays in which there are long intervals bdetween the acts must

virtuslly sccomplish s8 many expositions, as acts. Hence much of the
dialogue is5 in the past tense. Israel Zangwill is prone to these long
lapses. In "The Hexg Religion™ the first act mmst relate the differ-
ences in belief of Stepﬁen Trame and Hal Mc Feddem in their college
days, and how Siephen has ceased to accept orthodox views, In the third
act of his "Merely Mary Ann"™ he has to give some idea of what has be-
fallen the chief characters in the interval, which he does with great
skill, The announcement that Lancelot is coming is one example of the
ease and the natural effect of such nsrrations.

Lady Chelmer: Yes, Caroline, the composer whose opera

kept you awsake,

Lady Foxwell: Lancelot?

Lady Chelmer: TYes, Harian adores his music. That very

opera of his isid Marisne-~curious I never noticed be-

fore her name wes in it---~that new opera was the only
thing that drew her up to town l=st sesason.
This, with other similsr touches, shows that prosperity has come te
both, fame to one, and that both have cherished a memory of ths pest,
" "The Lie" by Hemry .rthur Jones, ss is frequent with Jones, deals
with a long period of time. The expository matter of the third act is
even greater than that of the first, for it must account for a lapse of

three ye=rs and four months, the svents of which time are imvportant to
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the conclusion. The facts are introduced very adroitly into a diaslogue
which is strongly nerretive in flavor. Xear tne onening of the act:

Sir Robert: Why, it's over three yeers now since

she left us.
Elinor: Three years this month.
Sir Robert: Clever stroke of hers going off to

Egypt as she did ard landing Forster.

¥uch follows in this guick, concise, natural mamer, and is so
ningled with the emotional response of Elinor that it apparently looses
its formal function and becomes a means of probing into the inner deing
of the heroine. 4

"The Great Adventure" by Arnold Bennett(1913) bas not only an inter-
_val after each act, but an interval in the midst of each act, thus neces-
sitating an amazing amount of past temse.

In spite of the light an whimsical tone of the piece it is finely
analytical, and constantly interprets the present in the l1ight of the
past, The shyness of Ilam Carve which is the cause of the whole ridicu-
lous situation is explained by him in nsrrative whern he, in the guise of
Shigfon, discusses himself with the physician. All of the conversation
has in it a backward gl%ic/e, and thus brings out the eternal cause and
effect of 1life's actions. Even the last speeck in the play harks back--
ward while it looks forward: "Last time they buried me in the Abbey,--.
what will they do with me mext time?"

Humor and »athos sre blended together in the vivid glimpses of the

past frequeht in the newer oncZact vplays. .
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The charming short comedy "%7 ’;‘:’elsh Honeymoon" by Jeannette Marks
is the ocutgrowth of an incident in the church yard, twice nsrrated with
great vividness. On the first occasion Vavesour tells the story to Elir
xorris:

Vavasour: She's goin® to leave me, lad: ‘ftie
4llhallows® Eve whatever! An' ske'll be dyin' at
twelve. Aye, 3 yesr sgo things were 80 bzd be-
tween us, on Allhallows Eve I went down to the
church porch shorsly before midnight to see wheth-
er the spirit of your Aunt ¥ats would bde called an'~-
Eilir: Uncle, "twas fair killin' ner!

Vavasour: I wanted to see whether she wounld live
the twelve months out. An' as I was leanin® egainst
the church walli, hopin', aye, lad, prayin' to see
her spirit there, an® know she®d dise, I sawv somethin'
canin' 'round the corner with white over its head.

Eilir: Owe-wl

vavasour: t drew nearer an' pearer, an! when it
‘come in full view of the church porch, it peused, it
whirled sround liks that, an' sped sway with the shroud
flappin®' about its Leet, an' the rain beatin® down on
its white hood. \
Catherile, later told Vavasour of how she went to the church yard
on the same errand, and saw him, for wiich he graciously forgave her,
keeping his own counsel.
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The narrative told by Darton alies Cole, of how he had been sup-
vosed dead, and had hesrd of the marriage of his wife, and therasfore
determined to remain in the Arctic rogions immediately precedes the
entrance of his soxi, who is aiso an Arctic explorer in Esther Gal-
braith's, "The Brink of Silence". The coincidence is rather conven-
tional, but it serves to enforce the pathos of the situztion, =2nd is
iliustretive of the method of meking s drematic situation which desls
with 8 brief space of time depernds entirely on whet is long past and
must be told in narration.

0ff-stage action is usually dispensed with in very few words.
Death off stage is seldom more than merely snnounced. The death of
Falder, for instance in Galsworthy's "Justice"(1910) 4is deslt wi th in
a few quick lines,

James: VWhat is 1t?

Wister : He Jumped--neck's broken.

Tfialter: Good Godl

Wister: &He must heve beer wmed to think ke could
glve me the slip like that. And whet wes ftee-

Just a few monthsl
More emotional is Ellean's brief narratiocn of Psulas' off-stage
suicide in "The Second Mrs. Tanguersy"{Pinero 1893)
Elilean: I---I went to her room--to tell her I was
30rry for something I ba.d said to ker. I w28 SOYTy~-
I was sorry. I heard the £3li. I-~I've seen her.
It*s horribie.
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Drummls: She-~--ghe has :
Ellean: Xilled--heraelf? Iegs--yes. S0 every-
body will say. 3But I xnow--I helped to kill her.

I? I'2 only been mercifuil

This is narrstion by suggestion, but much more effective than s

long and circuomstentiel account.

In Edwerd Sheldon®s "The Bos2"{1911) there is s great deal of off-

stage sctiorn, giving ths impression of & 8:irike witk the attendant mass
meetings, street harrangues and riotel

When "Porky" c Coy tells Regan of how young Griswold was hurt

while addressing the strikers, he utters one of the few real messenger

speeches in moderm drams. Porky, however, is & éeeply concerned messen-

goTe

¥c Coy: Ee came down %' the ward t' splel--you know.

- He got up on a barrel a-wesrin' ore o' them nobby lit-

tle dips, an' he just sailed into ye, Hike, sayin' how
ke got ye licked, ca2llin® ye all the &irty nsmes he
cculd think of. An' I sorisr went oZf me nut an' see-
ir' ae I happened t¢ have s brick ir me hasné, I guess
I just heaved it--an' it csught kinm ir the hegde--zn®—-

an' he wert downe.

This seeme %0 have more warnth end vitelity than the ¢ld time mess-

enger speech, because Porky hrimeelf is involved in it, and is emcited a-

bout it on nis own sceocunt.

The treatment of the past is not corfirsd to the drams of spiritusl
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states, but also advances such subjective studies as illustrate views
of social relationships amd the prodlems of civilization.
"The Madras Eouse"(Granville Barker,1910) is very much in the past.
The discussion here is the "woman problem", and it is approached from
several points of view, enough of the past being given in each case to
make & clear and definite conception. |
In the duologue between Fmme and Philip the speeches by Emms sre
narratives giving a view of the inconsequential spinsterhood of the six
Huxtable "girls”.
EZmma: Well, a collar marked Lewis Walker came
back from the wash in mistake for one of father's.
I don't think he lives near here, bui it's one of
those big steam laundries. And Horgan the cook
got it, and she gave it to Julia-—-and Julia kept
it. And when mother found out she cried for a whole
day. She said it showed a wanton mind.
Zhilip: I don't think that's at =211 emusing, Euma.
Eoma: Don't you? She's thirty-four. No---it's
rathor dreadful, ism't it? It isn't exactly that
one wants to get married. I daresay mother's right
about that.
Fhilip: About what?
Erms: Well, sometime a2go a gentlemsn proposed to

Jane. 4And mother said it would have been more honor- -

(1]

able if he had spoken to father First, and that Jane
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was the youngest, and too young to know her own

mind. %ell, you know she's twenty-six. A4ind then

they heard of samething he'd onds done, znd it wss

put 2 stop to. 4ind Jane was ¥ery rebellious, and

mother criedee—ee=

The forlorn condition of the six damsels in their stodgy house

with only the view of the Crystal Palace and a pet toad to interest
them is rounded out by these narratives. Theirs seems = most hopeless
phase o2 the woman question.

Major Hippisly Thomas, “the mean sensual man®, 2ls states his case

-in narration:

Thomas: I remember when I was twenty four----there was

one womtle--years older than me nhad & grown up Sol.
She took to scolding me for wasting my time flirting.
Told me she'd done it herself oncee---then told me why
she'd done it. I xept off kissing her for six weeks,
and I'1ll swear she never wented me to kiss her. But I
did.
“hilip: Tid she box your ears?
Thomas: XNo---she said she couldn't take me seriouslye.
Well---if I'd gone away that would heve been priggishe.
Ang if I'd stayed I'd have done it s=gain,

These narrations are introdnced for the sake of psychological an-

alysis, What is past may be seen as & whole ani estimeted as to its
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entire meaning; thus giving a clexr statement of conditions from which
the given action has originated.

The smount of nerrative differs as widely as possible, But no
type of play is entirely without the narrative element.

A play of the bright and lively type of "The Cassilis Engagement”
by St. John Zrvine is apt to use narrastive only for the sake of exposition.
and to confine it mainly to the first part of the first act. Om the
other hand it is quite possible to write pure comedy almost entirely in
the past tense, z8 is the case with the airy one=-act comedy by Therssa
Eelburn entitled "Enter the Hero".

A brief anslysis of one well known play is respect to its narrative
element will serve to illustrate the use and distribution of narrative
made by the modern playwright.

In "The Witching Hour" by Augustus Thomas a discussion of the past
is introduced in the first act by mention of Jack's kbadache. His ex-
traordinary powers over tﬁe minds of other persons are told of, and his
former affection for Helen Whipple is suggested. ILater in the same act,
when Hardmmth has announced his intention to win Viole, Jack suddenly
brings up a matter which is sefterward to become the determining element
'of the play, Jack exclzaims, "Frank! Som¢dey the truth "1l come out--
as to who murdered the governor-elect of this State.”

The reentrance of ¥rs. %hipple gives a short duologue with Jack in
which we learn that they would have merried but far her attitude toward
card-playing end his refussl to be bound by any iron-clad oath.
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Helen: You call«:. your conduct "wild oats™ twenty years ago

years agoe.

Jack: It was--but I found such an excellent market

for my wild oats that I had tc stay in that branch

of the grain business. Besides, its been partly “

your fauit you know.

Eelen: Hine?

Jack: Your throwing me over for my wild oats put

it up to me to prove that they were a betier thing

than you thoughte
As they continue their conversation Helen tells him how he used to
have the power of compelling her to do things such as get up in the
night and write to him, when she was away at school. Jack's conduct
at the end of the play is based upon his knowledge of this power.

In the second act Justice Prentice, in the first scene reads & stanza
by Bret Harte to Justice Henderson, about migonette remarking, "I Suppose;
it appeals to me because I used to know é girl who was foolishly fond of!
mignonette.” When Mrs. Whipnle drings him an 0ld letter written by him-
self to thet very girl the audience feels itself 2lready in the secret
and is as touched and plessed as he is. The letter is concerning &
duel he had fought for thismaiden, with g young man who had frightened
her with a jewel, & cat's eye, for which she had 2 dreadful antipathy.»
The dislogue reveals that she was the grandmother of Clay ¥Whipple who
nes inherited this antipathy, and when teased with one has struck & men

dead in his excitement. This letter becomes evidence, the effect of
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which is foreseen in the speech of Justice Prentice, Solus, at the
endé of ActIi:

"Margaret Price. People will say that she bas been in her grave
thirty years, but I'11l swear her spirit was in this room to-night and
directed s decision of the supreme court of the United States.”

The third sct comes back to the matter of the murder of the gov-
ernor elect. Jack tells Hardmuth, "Wsiti The man that's now hiding
in Indiana, s gugitive from your fee%a.e efforts at extradition--sat
upsteirs drunk and desperate--his last dollar in his card case. I
pitied m. If a priest had been there he couldn't heve purged his
soul clesper than poor Raynor gave it to me.”

Later the dislogue with Lew clinches what the audience salready
understaﬁds.

Lew: He was in the plot to kill the governor?
Jack: He organiged it.

Very near the end of tke las\t act there is snother piece of nare

ration which purports to explain Hardmuth's action.
Jack: ==----——-Long before Scovill was killed I
A thought he deserved killing and I thought it coutd
be done Just~-88--it--wes done.
Helen: Jacks
Jdack: I never breathed a word of it to & living
soul, but Hardmath planred it exactly as I dreamed
{t---and by God, s guilty thought is almost as crimi-
pal ss a guilty deed. I've always had a considerable
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jnfliuence over that poor devil that's running
away tonight, and I'm not sure that before the
Judge of both of us the guilt imn't mostly mine.

The evidence of Jack's abnormal powers is cumulative. It is not
told 811 at once in the first scene, but runs through the whole playe.
There are three exanples of it seen on the stage and several told in
narration. The ancestral effect of the cat's eye is twice narrated,
and visibly expléited twice. The effedt is that of a life~long ac-
quaintance with the various persons, and 8 knowledge of the preg‘n-
dices and superstitions in which they have lived emshrouded. The
springs of action are explained because we xnow the mental as well as
the physical past, but we do not learn 4t a1l at once, the information
is given at the time st which it will be most effective.

The holding of information out of the pest for the most effective
moment is an important part ;af the technigue of marration. Sometimes,
as in Booth Tarkington's "Besuty and theJacobin” action is held up in
the most critical scene. Valsin narrates the cause of his grudge againft
Louls at considerable length, and the action isapparently retarded, bng
in Pact the suspense is increassd, oue isn't sure if the charms of Eloise
will be effective against the power of hate and the thirst for vengeancee.

The purposes of the narrative element may be comsidered, in the
main, to be analytical. It is employed to bring out sudtelties of mind
and charscter, and to p:esent mental and spiritual development. A
knowledge of the past of each characted mekes clearer the understanding
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of his acts. The motivation of action becomes more convincing as the
background of the characters is botter knomn, all the infiuences that
have surrounded sand molided them. ancestral traits, education, sorrows
and joys. 48 in life, the pest becomes a determining factor in the
preéant. '

Further then the analytic motive, the narrastive achieves certiain
eifects of poetry and pathos in the drame. It is ome of the factors
which aid in making plays which deal with common-place people in s0r-
did or humble conditions dignified and noble in tone, which gives to
the peasant tragedy its sublimity or to the peasant comedy its wist-

ful tenderness of beautye.




Viiz

Lyric and Plestic Elements.

From the time of its inception English drame has been graced with
the use of song and dance. The art of pantomime is as 014,if not older
than spoksn drema, The Elizabethan play was much enriched with song,
even the Comedy of Hanners had its lyries, but the naturalists banished
rmsic and dance for 8 time. Hore recent drams has sought menas of ex-
nressing deep and intangible thoughts, feelings and impulses, hés |
sought to probe intc the recesses of the mind &s drama hitherto has rnot
attempted to do. To accomplish this it has lsid hold of every possi-
ble means by which to stimulate the imagination and stir the emotions.
lusic, dance, pentomims and stage pictures composed as carefully 2s &
sculptor would compose 8 group, have been found efficacious to such
expression,. ;'

~ The epiritual values of bodily ezpressions being more snd more m
more fully exploited, with perhaps mach influence by the Russian ba:u.et,‘
dance and psntonmime have become an essenilal part of a certain type of -
contemporary play. The opers and the bslist slike, have lent their ine-
fluence o the development of 3 type of drama which is either poetic or
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fantastic, sometimes both, but which at the same time is true to life
in its delineation character, and in its psychologye.

Thése elements, music, dance and pantomime,have contributed to
the creation of the masque and the pageant-play the vogue of which as
s symbolic expression of civie consciousness has been growingly signi-
Picant since 1910. The masque, Or lyric play, bordering close upon
the opera has also developed as an expression of serious studies in
emotional life. kaeterlink’s "Adriame et Barbe Bleus" or Rostand's
nia Princess Lointaine™ sre continental prototypes for the productions
of Percy Mac Zaye, of ’Lord Tunsany and meny others who set their plays
in the land of dresms.

It is not in the masque snd pageant alone, however, that one finds
music, dance and pantomome. The lyric and the plastic arts have added
mach to the effectiveness of every type of play.

Masic, vocal or instrumental, is frequently used virtually as &
part of the stage-setting. Authors who make no other use of music em-
ploy tkhis, just asthey use properly zdjusted light, to get the effect of
tice, place and circumstance.

Jonee, in the first act of "Mrs. Dene's Defence™, has a violin
played "as if it were two rooms sway", to add to the impression of an
off-stage reception. The music is quite dissociated from the emotion of
the acting. Alfred Sutro's playlet, "A Msrriage Hes Been Arranged” is.
set in a conservatory. Through the first part of the action a dreamy
waltz 1is being played, which serves the double purpose of creating the

-~




216

impression that a ball is in progress, and giving & sentimental coloring
to what seems & most unsentimental proposal. The contrast becomes a
part of the comedy. When "God Save the King" is played, it is the end
of the ball and the end of the play. Shaw gives more of the party in
the fourth asct of "You Never Can Tell". Here we have both the dance
music and the dsncing. It is really a technical device to secure en-
trances snd exits in a convincing manner, but the dance by Philip and
Dolly in their brighti.costumes of Harlequin and Columbine has also 8
chsracter value, giving s strohg contrast to the harshness of Crampton,
end :(G/Fing his surrender more marked.

The orger music in ActII of "The Moth and the Flame™ by Clyde
Fitch is a necessary part of the setting, that of a fashionable church
weoddirg, and has no especial signiéieance. The organ music at the
opening of 4ctIV in "Michael and his I@st Angel™ is not an sbsolute
necessity for the setting, but gives an added tone of ssnetily, which
aids to express the meaning of the play.

The psychologicsl effect of music is frequently exploited. It is
used at some moment when the author wished to bring sbout a turm in
events é.epenﬁent upon & changed emotion.

| In the second act of "The Faith Healer" the song of the waiting
maltitude effects a crisis in the thoughts of Hichaelis. He has spoken
to Bhoda in exaltation of "the wine of this world"™. "Look", he says,
"The very sky is blood-red with the lifted cups. And we two are in |
the midst of them. Listen what I sing there, on the hills of light in
the sunset: "Oh, how besutiful upon the mountains are the feet of my
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belovedl” The song then rises outside. The stage direction reads
"Hichselis listens, his expression graduslly changing grom passionate
excitement to brooding distress.” From this point begins the apparent
failure of Micheelis, which turns into victory in the third act, that
change, too, being heralded by a sang off-stage. The song grows louder
and ¥rs. Beeler, gazing intently into his face says. "The light hss
come into your face a2gain! You sre-~you are--Oh, my brother, what has
come to you?",to which he replies, "I have shaken off my barden.”
Leaning is given to the musical back ground in "The Easiest Way”
by Eugene Walter. In the first act, when the love between Laura and
J6hn is most idyllic, someone off-stage plays a Chopin Nocturne through
the duologue in which they plan their future. In the third act, when
Laura has gone back to the fast gay life which was for her ‘*tha easiest
way", Elfie plays "Bon-Bon Buddie, My Chocolate Irop”, with its sensu-
ous syncopations intensified by using the "swell" on the pianola. This
melody becomes the motif of the rest of the play, as the suthor says in
& stage direction, "There is something in this rag-time melody vhich
is particularly and peculiarly suggestive of the low life, the criminsl-
ity and prostitution that constitute the night excitement of that section
of New York.City known as the Tenderloin.” Lsura hums it while she
packs her trunks, and when she 'cmpécks them and puts on her handsomest
frock saying to Annie, "Yes. I'm going to Rectors to make é hit, apnd -
to hell with the rest”, a hurdy-gurdy in the street begins the same tune,
She hums the tune in unison with this for a moment as she unpacks her
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finery, then, in her grief and helplessness egclains, "0 God--0 my
God." The curtain falls with the hurdy-gurdy still playing.

Th§ msic in this cass is an adjunct to botk the setting and thé
dialogue, adding to the tenderness and sweetness of the first when the
ideals wers pﬁre. and to the wild lure of the under-world when they
hed becoms debased through weakness.

Clyde Fitch uses some music in nearly all his plays, and very often
some dsnmecing, usually for the sake of local color and aitmosphere. In
the first act of "Barbara FPrietchie", the curtisin rises on the singing
of "Kathleen Mavourneen", and Barbara continues to sing, inside the
house, until interrupied by Jack Fegly. Iater a schobtiche is played
in the house and the young people dance in the village street. This
makes an effective and beautiful opening, pleasing to the eye and ear,
and produces the effect of youth and happiness in a friendly southern
dormmunity.

The singing and dancing of the school children in the sescond act
of "Lovers' Land" has little purpose beyond furnishing a pleasing spec-
tacle. It has a local solor value, and also creates an atmosphere of
1yric beauty for the setiing of the love story.

The music in the first act of his “"The Woman in the Case" is not
necessary to the development of the plot, mor is it techmically essen-
tial to obtain an interval between the going of Tompson and the en-
trance of the Inspector for the arrest of Julian, but the piece would
lose much witbout it. The young married pair play together, she a
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violin, he, her piano accompaniment. They play in such a manner as
to show their sympathy, affection and mmtusl understanding, thus es-
tablishing, even better than the dialogue, the complete accord of
their marital relations.

The entire effect of a plsy is often made to bse dependent upon
masic in some way. Sometimes the effect is almost indefinable, some-
times it is $trongly marked with pathos or tragedy.

The wild musio played by the craged wife in Eugene 0'Niell's
"Ile" as the drama closes does much to establish the tragic effect.
Xo words, no raving, could meke us so sure that her intellect had cone
pletely given way to the horror of the lonely lce-fields.

The whirl of dgnce music in the room above adds to the pathos of
"Funiculi-Funicula® by Rita Wellman. The ill-bslanced young parents,
the dead child, tkhe longing for life and gaiety in the face of death,
are all given s poignancy of meaning by thke fantastic and heartless
tune.

The lute of Gog-Owza, suppcsed to foretell the death of those who
hear it, is hearé through the greater part of the second act of Lord
Dunseny*s “The Laughter of the Gods." It is faint and unearthly, and
'gives the sense of doom desired by the dramstist. In the course of the
action the nervous terror of the L(ueen is transmitted to the audience,
especiaslly after the music sent for by the Xing is played benesth the
windows, and the faint, far-o0ff tinkle of the ghostly lute continumes.

Percy ¥ac Xaye's ons-act fﬁm:asy, "Gettysburg” is permeated with
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patriotic band music. Early in the piece one hears far-off strains

of music, and & t;ugle call, and when Link is in the fall fervor of his
perrative it begins to grow louder. The music rouses the crippled old
man until his helplessness makes him frasntic, ths band comes nsarer,
playing "John Brown's Body" while the childrer sing, and with a terri-
ble struggle he exclaims, "HO! =—-I--won't-——setl” apd stends. Under
the spell of thke music ané enthusiesm he waiks, and suddanly resalizing
what hes heppened he says, astounded, "Lord, Lord, My legs! whar did
Ye git my legs?" |

Withont the band music as a8 background the play would practically
cease to exist, for it is due to the thrill of martial rhythms that
Link makes, unconsciously, the ‘mighty elfort of the will which becomes
almost symbolic in its suggestiveness of the power of patriotiesm.

Lady Gregory makes frequent and diversified use of music, In most
casés her music consisis of songe whick 2id in charscterizetion, or
have some definite plot function, but in "M¥c Donough's Wife" she uses
it largely for emotional sffect. Mc Donough is a piper whose wife has
died while he was at a fair, All the nsighbors have looked askance at
her and will not aid at he? funeral. Hc Donough addresses his pipes,
"Play pow, pipes, if you mever played before: Csll to the keemers to
follow hexr with scresms and beating o £ the hands, and calling ocuti
Set them crying now, vi th your sound, and with your notes, as it is
often you brought them to the dance housei™ He then goes out and plays
a sorrowful laﬁent, and presently in come the neighbors with offers of
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assistance. The power of music over the mind is demonstrated.

She uses a gay iittie song in "The Bogie Men" to link the two
scenes. Taig is on-the stage msking his toilet, while Darby is out-
side making his. The song adds to the comedy of the situation and is
more reslistic than the soliloquy which would have been written there
twenty years ago.

Song as 2 substitute for soliloguy is a device well suited to the
purposes of the nmodern dramatist, who can thus give his characters
mendms of self expression, and &t the same time maintain a certain ef-
fect of realisnm.

The sonﬁ,with which Zuth breaks her soliloguy in Hoody's "The
Great Divide" serves both 2s a revelation of her thought, &end ss a woro-
phecy of what is to coms.

"Heart which the cold
Long did enfolde--
Bark, from the dark eaves the night thaw drummethl
Now as a god,
Speakx to the sod
Cry to the sky that the mirscle comethi™
ieter's sorg in the first sct of Percy Mac XKaye's play is really

a soliloguy, in which Mater states her philosophy of love, life sand

. |puror:

"®or the test of love~---
And the best of love---is laughter.”

Her repetition of this at the close of the last act brings out the mean-
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ing of the play. Micheel says "Mater! You're right. It's common
sense. I make up,” and the final curtain fslls on the triumph of the
humorist.

In plays of poetic theme song becomes an elsment in character de-
lineation. Song is woven ingﬁ the dislogue, not to sdvance the story,
but to give a2 deeper glimpse into the mind of the singer.

The song of Pierrot in "The Msker of Dreams"” by Oliphent Down runs
through the entire play. The first words are 8 stanze of "Beby, don't
wait for the moon", sung before he appears on the stsge, and the curain
goes down at the end with himr singing a stanza of it to Plerrette as.they
sit keppily by the fire. The dreamer, the poet, the lover of beautiful |
things, this wistful young ierrot, finds expression in the dainty song.

Locegl color is often obtained througk the medium of ng. The off-
stage singing in "%eish Horeymoon" by Jeannette Marks does more than
to give the effect of = social gathering over the way. It is Welsh in
spirit, throughly local and in character. The songs of the seventies in
"Captain Jinks of the EHorse lsrines"™ by Clyde Fitch, help as much as
the bustles and gilt furniture to establish the atmosphere of the period.

The 1little song and dence in "Medam Butterfly" gives the effect of
gaiety which by contrast deepens the pathos of whst is to follow, but
they also give a suggestion of the life of the Ceishza girl, they have
an expository valus in revesling both the personality sand the past ex- -
perience of Cho-Cho-San.

Song and dsnce zrs responsible for & realistic rather than a fantas-
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tic effect in Pinero's "The 'Mind the Paint! Girl". The atmosphere
suitable to an artist of the ballet is obtained by suggestions of the
ballet in scenes removed from its.professionsl habitat. In the first
sct the "Hind the Peint"™ song is sung accompenied by & dance :.n Lily's
drawing room. It is done spontaneously as a sociel diversion. The
dence 2lso hes its share in the third act in Iily's boudoir, and the
sentimental song:

"If you would only, only love me

If you would merely, merely say,

Wait but a little, little for me,

I will be yours, be yours some deyi" |
sung by the whole group in the mamner of & ballet chorus, is entirely
in character and lends a wistful tenderness to the storye.

The lovely opening song and dsnce of Percy MacKaye's "Jeanne D'Arc
are purely for the sake of stmosphere. The boys and girls sing & song ;
of gerlsnds in honor of the Ledics of Lorrains, fairy ladies, once
queens of old Provence, The séng and the subsequent frolic make up
a background of village life for the heroine, which gives an added
humanity and reality to herxr noble figure. |

Husic is very often so woven into the pley as to be essential
to its development. By singing old ballads of Gramusile the fug~
itive esteblishes a sympathy between himself and the Semggemttin
Lady Gregory's "The Rising of the Hoon". A song is the signal
which the fugitive uses to imform his friends as to his wheresbouts,
and though the Sergeant, desiring the reward, is perfectly swarec?
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it, he lets him go. V¥hen, in "The Full Moon", 2lso by Lady Gregory,
Davideen sings?

"Oh! don't you remember

What our comrades called to us

And they footing steps

At the cell of the moon?

Come out to the rushes,

Come out to the buskes,

Wnere the music is called

By the lsds of Queen Annel™
and he and Cracked Mary dsnce in the mooniight, Hyacinth Halvey mekes
his decision, it is the crisis of his life. He voices the decision
lsater, when he says, "The wide ridge of the world before me, and to have
2o ons to look to for orders; that would be hetter than roast end boil,
and 211 tke comforts of the dagy." The freedom expressed in the song and
dance are the one touch needed to nut into action his long reprecsed de-
sire to get awey from his sarctimopious reputation.

It is a part of the reslism of ILady Gregery's ore-sct comedy "Spresd-
ing the News" that Jack Smith should make both his entrsnces singing,bug
it has the further sdvantage of making this person, whko ssys so little
and is s0 essential to the "story, iery conspicuocus. His seccnd burst of
song following the speech of Mrs. Fallon vhen she tells Bartley Faflon
thet the red dlood of Jack Smith is wet upon kis hand is reslly startling,

esPeciaily to Bartley who islalmost convinced that he has murdered Jdack.
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The use of "Juanita™ int Hilestones™ by Arnold Bennett and Edward

Knoblwﬁl: &ids in giving unity to a three-foléd tale on the same thene,

running through three generations. Gertrude sings Juesnita off stage

through the scene in which John und Rose declere their lcve, and fifty

two years later skhe sings it, in a cracked old voice, off stage at

their golden wedding. The melody gives to the play a8 beauty, through

its subtle suggestion of serntiment end fidelity which it would other-~

wise lsck.

The slave song in Lord Duusany's "King Argimenes and the Unknown

Wierrior” does not determine the action in any way, but it is sn integrai

part of the composition.

King Argimenes: %hat is the name of the scng that we

slways sing?

Zard: It has no nsme. It is our saong. Thers is no

other song.

Ling Argimenes: Once thare were other songse. ZHes

this no nsme?

Azrb: I think the soldier heve s nsme for it. .

King Argimenes: What do the soldiers csll ite

Zerb: The soldiers call it the tear-song, the chant
o trhe low born. |
Even inr the palece, in the very throne room of the king, the song "
of the low born is hesrd faintlﬁr. It only is heard no more wnen the

veopie have risen, and there is 2 clash of swords inctead of the luga-~

brious chant., The music is & subtle but clesr adjunct to the dislio
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a convincing argument for the rights of the oppressédd.

The music in *The Piper" with its zagic effect 1s, of course, an
essential part of the legend, bui Xrs. Merks has elaborated upon the idea,
putting {further spells intc the flute of the Pied Piper. He bewitches all
the village folk inio a wild dance in order %o save Barbara from the son=
vent, and to give her to his friend Yichael who loves her. The piping diss
tinctly marks the Beginning, mziddle and eni of the play.

The dance, becomes an essential part of the action in "The Will O'the
Wisp®" by Doris F. Halmah where the strange, bright-haired creature dances
to unéarthly rusic, and lures her victim out on the mcors, zand over the fa=-
tal crag to distruction. The dance of "Salome™ iz the climax of Oscar
¥ilde's one-act %tragedy. The gloomy, sullen, passicnzte maiden dances
after being long implored tc 4o so by Herod when the dreadful means of
ful¥illing her vow tc kisa Jokznzan on the iips occurs to0 her.

The folk=dance in the barn at the opening of ActIII in "4 Bit O' Love"
ﬁy John Galsworthy has been prepared for by various remarks made by the
children earlier in the play. Technically it is a device tc have Tibby in
the barn at the time Gf Strangway's attempted sulcide, but it also serves
an artistic purpose, contrasiing childish gaiety with the anguish cf Strang-
way. It is an aesthetic forg of comic relief, and a very bezutiful piece

of loczal color.

Galsworthy‘employs the dancing of a2 child as a relief element in "The

Mob®" also, but here he uses it in the first act, when the protagonist is
in the agony of making an unpopular decision.

Deeper and more subile meanings may be expressed by means ¢f the dance.
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The dance-pantomime in Galsworthy's "The Little Dream™ hasz an allegort
sugzestiveness, and is roken by dialogue.
Seelchen: Whare am I, here?

Lagond: The Town.
(Smiling he points to the doorway, And
sllent as shadows theres come dancing out, two
by two, two girls and two youths. The first
girl is dressed in white satin and jewelsj;and
the first youth in black velvet. The second
girl is in rags, and a shawl; and the seccnd
youth in shirt and corduroys. They dace grave-
ly each couple as if in a wmorld apart.)
Seelchen: In the mountains all dance together. Do they

never change partners?
Lamaond How could they, little one? Those are rich,these
poor. But see! ' '
(A orybantic Couple come dancing forth. '
The girl has bare limbs, a flame-coiored shift,
and hair bound with red flowers; the youth wears
a panther skin. They pumsue not only each other,
but the other girls and youths. For a moment all
is a furious medley. Then the Corybantic Couple
vanish intoc the Inn, and the first two couples are
left, slowly, solemmly dancing, apart from each
- other as before.)
No explanation is offered of the Corybantic figures, Seelchen, and the
audience must conclude for themselves, what whirling, passionate forces
they are which disturb society for a time, but passing leave it as be-
fore. It is one of the most vivid and impressive phases of the draam,
probably intended for a striking moral, yet without words.
In "Children of Earth®, her drama of the middle-aged in a New Enge.
land village, Alice Brown has the sinfiing of ®Come Lasses and Lads" off-
stage during the scene invwhich Mery Ellen and Peter confess their love

tome another. Finally the merry makers emnter and dance about the stage,
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Jane, Peters wife, drawing Mary Ellen ard Peter into the dance. The
dramatic purpose of the son g and dance is slight, dut its value artis-
tically is great, serving to eccentunate the sentiment of the scene, and
0 heighte”ﬁ the effect of pathos, especially when June seizes Mary Ellen's
hand and lsughing a skriil, nervous laugh exclaims, "Come betwixt Peter
and me. That's the wey to dance, betwixt Peter and me.”

Even the speculative expanses of Shaw's "Back to ilethuselah™ are
lightened by the plastic besuty of a dance. He copens his last act, in
the yeer 31,920, in a setting mu&e‘lovely by‘a classic temple in a grove,
with curved marble benches in the foreground. Here youths and maidens
cled in simpie and gracdful gurments dance to exquisite flute music,

The scene promises something which tkhe dialogne does not fulfil. This
is not life in the future according to the Shavian prophet, excent for
the very young. Ine mature dwell oniy inregions of pure thought and
abstractions. The dance does not have the usual symbolic significance
of the dance in modern drama, but its beauty and the lovliness of the
youthful figures who remain through the act relieve the aridity of what
is an essentially undramatic composition. That a play which pretends to
s0 high an intellectual plane should employ the dance is significant.
Aesthetic values, the sheer abstraction of heaunty is thus recognized zs
8 dramatic instrument.

The ancient art of Pantomime is being recrested on the modern stage.
On the continent there wa: the sorgeous "STmmrun” by Reinhsrdt, on the
English and American stage many less pretentious, but heautifnl nroduc-

tions. The revival of the pantomime, along with the development of the
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art of gesture in the photo-play, is having its effect on the spoken
drama. ifuch which would have} once bedn expressed in the dialogmne is now
told in pantomime. W2 have exquisite fancies liks "The Shepherd in the
Distance” by Harold Hudson where the idyllic love story is told entirely
in pantomime, but more often pzntomime is used in place of soliloquy
ihen a character is alone on the stage, or in some intensa crisis of the
dramsa.

In the third scens of ActIII of John Galsworthy's "Justice”, Pdl der
is alore in his prison cell. A dramstist of an earlier date wonld have
made him speak a long soliloscuy, but Falder does not utter 2 word.
Throughout the scene he is listening, he is hungry for sound. After a
while "A sound from far aray, as of distant, dull beating on thick me-
tal, is suddenly audible. ZFalder shrinks back not sble to bear this
sudden clamour. 3But the sound grows, as though some great tumbril were
rolling toward the cells. 4nd graduslly it seems to hypnotise him. He
begins creeping inch by inch nearer to the door. The banging sound,
traveling from cell to cell, draws closer and closer; Balder's hands
are seen moving as if his spirit had already joined in'this besting,
and the sound swells, till it seems to have entered the vefy cell. He
suddenly raises his clenched fistse. PQnting violently, he flings him-
self at his door, and beats on it.”

No words could so adequately express this frenzy of words as does
this pantomime.

wWhat would have once been a solilogquy is expressed merely by the
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face in "Hartha's Mourning", a one-act play by Phoebse Hoffman, produced
in 1917, The stern, eccentric o0ld s2unt has .ent her neice out of the
room for the mourning garments, just after having seen for the first
time the true spirit of the girl. The stage direction reads,"Wnile
Hartha is gone, Aunty raises herself slightly and gazes vacantly ahead,
lost in deep thought. Suddenly, her face brightens as she conceives
some brilliant idea, snd she sinks back relieved, with s softened and
peaceful smile.”™ Unless this is conveyed to the audience with tis
proper suggestions the reversal of purposei in the old womsn's actions
which follow loses mmch of its point.

The pantomime of the las.t scene in Barrie’s "The 0ld Lady Shows
her Medels” is s matchless examvle 0f the perfect expression which can
be obtained without words. o soliloguy could be framed which wuuld ex-
press just what this manages to express. "Il is early morning, and she
is having a look &t her medals before setting off on the daily round.
They are in. a drawer, witk the scarf covering them, and on the scarf a
piece of lavender. <First, the black frock, which she c¢srried in her
srms like & baby. Then her Var Savings Certificates, Kerneth's bonnet,
e thin packet of resl letters, and the famous champagne cork. She kiss-
es the letters, but she Goes not biub over them. <She strokes the dress,
and waggles her head over the certificates and presses the bonnet to
her cheeks, and Tubs the tinsel of the cork carefully vi th her apron.
She is a tremmlous old ‘un; yet she ezults, for she owns sl1l these
things, and a2l1=0 the penny flag on her breast. She puts Them away in

the drawer, the scarf over them, the lavender on the scarf. Her air -
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of triumph well becomes her. She 1lifts the phil and mop and slcuches
off gamely to the day’s toil."”

A woman of this type would be uncspshle of self-expression adegusate
to all the shades of feeling and delicate mensings imparted to this pan-
tomime. The pantomime is realistic, but in its fine poetic suggestions
there is something deeper than mers realism.

- There is often no dialogume for the best psychology in the playe.
The actor must convey his most subtle effects by gesture or fecisl ex-
pression s8lone. A stage direction in Shaw's "?:1&0‘61"3 Houses" taxes
aen actors abilities, bhut conveys to the audience an impression that words
would destroy. It is in the third sct. Blanche has discovered Trench
with her photograph and rails at him in anvarent indignation: "For a
nmomant they stand face to face, guite close to one another, she pro-
vocative, taunting, half denying, half inviting him to advance in a ﬂnsh;»;
of undisguised animal exclitement. It saddenly flashes on him that all
this ferocity is erotic---that she is making love to him. His eye lights
up: & cunning expression comes into the corners of his mouth: with a
heavy assumption of indifference he walks straight #ack to his chsair,
and plants himself with his arms folded.” This is subtly expressive,
and gquite irreducible to dialogue.

The act-end pantomime is very frequent. One cfShaw’s is at the end
of the first act of "Mefor Barbara". It is very brief, but interestiné
in contrast with what Stephen might have said I d the play been written

twenty years before. Lady Britomart says, "Are you coming, Stephen?"
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"Steghenf ¥o. Ceriainly not. {(She goes. He sits down on the settee,
with compressed lips and an expression of strong dislike.)" If Stephen'’s
countenance "registers” well vhat he might have said is quite superfluous.

Galsworthy bes a fine pantombme close in"The Familiy Han",(1921)
¥atters have come to a pass where mere words are inadequate., 3Suilder
is utterly defeated and feels hiuself deserted.

"Builder sits drswing at his pipe belween the firelight snd the
light from the siandsrd lemp. He takes the pipe out of his mouth and
a guiver passes over his face., ¥ith s half angry gesture he rubs the
bsck of his hand across his eyes.” Builder: (to himself) 2luck! Pluck}
(his lips quiver sgein. He presses them hard, together, puts his vipe
back in his moutk, and, taking the Wili, thrusts it into the newly light-
ed fire, and holds it there with 2 poker.)

"While he is doing this the door from the hall is opened quietly and.

Hrs. Builder enters without his hearing ner. ©She has a work-bag in her
hand. She moves siowly to the table, and stands looking at him. Then
going up to the curtains she mechanically adjusts them, and #iiil keeping
her eyes on Builder, comes down to the table and pouds out his usual glass
of whisky toddy. Builder, who has become conscious of her presence, turns
in his chair as she hsnds it to him. XHe sits a moment motionless, then
takes it from her and eezes her nswMe Mrs. Builder goes silently to
her ususl chair below the fire, and taking out some knitting begins to
knit. Builder makes an effort to speak, does not succeed, and s ts drew-
ing ai his pipe.” '

Builder does not speak because it is impossible in such a si tuation. .
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The playwright ssarches deep into the heart and finds a means to express
what words could not.

Plays frequently open with brief pantomimic action, one of the most
prolonged of the kind being Barrie's "What Every Woman Knows". In pre-
sentation it has been made to consume seven minutes, and with an inter-
ested audience, though it could easily be done in less time. James Wy-
lie is playing at the dambrod with his father. When the curtein rises
he is about to mske a move. "James with his hand poised-~for if he
touches a piece he has to play it, Alick will seé that--raises his red
head saddenly to read Alick's face. His father, who is Alick, is pre-
tending to be in a panic lest ;Tames should make this move. James grins
heartlessly, and his fingers are about to close on the "man" when some
instinet of self-preservation makes him peek once more. This time Alick
is caught the unholy ecstacy on his face tells as plain as porridge that
he has been luring James to destruction.” During the strategy of the
dambrod David entera&, removes his boots, puts them'away and crosses to
the fire. All this offers to clev'er actors an opportunity for imperson-
ation which will be clearer character delineation than any words could -
supply.

Barrie, the master of silences, uses them in the midst of dislogue
to say what is guite impossible in words. The comic but pathetic shy-
ness of the British éather and son is shown by the manner of the silenca
between Mr. Torrance and Rogér when Mrs. Torrance leaves the room in
"The Hew wofd". "The father clihgs to his cigar, sticks his knife in-
to it, studies the leaf, tries crossing his legs mother way. The son
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exgmines the pictures on the walls as if he had never seen them beforse,
and is 211 the time é@dging toward the door.

m», Torrance wets his lips. 'Not going, Roger?'

"Roger counts the chsirs. 'Yes, I thought~--'

Only very recent drams would attempt the expression of anything so
subtle and delicate as parental shyness, and the only means of its ex-
pression is in silence.

These are realistic phases of pantomime, but the traditional fan-
tastic use has many charming modern developments. The modern fantasia
'is more psychologicsel in its characterizations and more indealistic in
its suggestions than the older. Its humor is more delicate, and more in-
woven with pathos.

Such is Barrie's "Pantaloon”, which employs the cléssic figures of
Harleqnin, Columbine and _Pantaloon and is only partially pantomimic.

Harlequin and Columbine do not speak at &ll, the lines all belong-
ing to Pantaloon and the Clown. The manner in which the story is achiev-
ed can be seen by a brief guotstion. Pantaloon is speaking:

"Fgiry, you look as though you had something you wanted to tell me.
Have you news too? (Tremblingly she extends her hadd and shows .him the
ring on it. For a moment he misunderstands) A ringl Did he give you
that? (She nods rapurously) Oho, oho, this makes me B0 happy. I'llbe
funnier than ever, if possible. {At this they dance gleefully, but his
next words strike them cold.) But, the rogue! He said he wanted metto
speak to you sbout it first. That was my news. Oh, the rogue! (They

are acnred and sudden fear srins them.) It was Joey gave you that
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ring, wasn't it, Fairy? (She shakes her head, and the movement shakes
tears from her eyes.) If it wasn't Josy, who was it? (Harlequin steps
forward.) Youl TYou are not fond of Boy, are you, Fairy? (She is
clinging to her lover now, and 2antaloon is & little dazed.)"

Harlequin and Columbine are graceful, poetic, expressive figures,
and their emotion is more real and vivid without words than Pantaloon's
expressed with the a2id of language.

Roetry is‘apparently coming back to the stage in famtastic and
spectacular plays, which make an appeal to the aesthetic through the
eye, and to the spirit through the imagination.

These elements of the newer drams, dance, song and pantomime,have
contributed to the evolution of a dramatic form somewhat new, though
harking back to very ancient origins. Pageantry and the masgue have
become popular forms of local civic expression, and are developing a
technique which promises the creation of a powerful vehicle of poetic
thought and emotion. Percy Mac Kaye, in his introduction to St. Louis,
a Masque, says, "I have devised & structure of drama:tic architecture
of which, so Lo speak, the building materials are visual spectacle,
pantomime, chorsl and instrumental music, spoken and chanted poetry, and
the dance.” In the introduction to his "Baliban" he defines the word
masque; "I have called this work a Masque, because--like other works
s0 named in the past--it is a dramatic work of symbolism involving, in
its structure, pageantry, poetry and the dance.” Heargues further thst

in the Masque, the spoken word must not be entireiy aban doned for pan-
tomime.
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0f the plays of this type in English none have surpassed those
of Percy Mac Kaye, either in beauty of idea or strength of construct-
ion. With a few exceptions his plays are in verse and have much Op-
portunity for pageantry.

In "The Canterbury Pilgrims™ he presents the Pilgrims in proces-
sion, Just visible above the inn-yard wall at the opening of Act II.
The whole of the last act is a piece of gorgeous pageantry with the
Cathedral in the background decorated with tapestries and cloth-of-
gold. The triumphal procession of Jeanne in the fourth act of "Jeanme
D'Arc" has 8ll the glitter and panoply of a victorious armys:. In "Sin-
bad the Sailor™ the gorgeous enchm ted court, the rosy-clad, dsmcing
attendants to the Stately Lady, the Forty Thieves wi th their gleaming
knives and their huge jars, together with magic effects created through
use of light, all combine to fulfil the author's definition of Masque.
It is a lyric drama using every possible means of plastic expression.

The great number of civic masques produced in America and England
makes the examination of one of the most artistic desirable.

"St. Louis, a Civic _Masque",(ll))eing planned for out-door production,
has but one scene. There are nineteen speaking persons and three pan-
tomime persons, there are eight choral groups and eighteen pantomime
groups, 81l these symbolizing forces of geography and history. Symbol-
izing forces of nature aﬁ,@@nation,- there are two who speak, two
who sing in solo, snd two who act in pantomime; there are two choral

(1) Percy Mac Xaye, produced on the one hundred and fiftieth
anniversary of the founding of St. Louis, May 1914.
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groups and six pantomime groups. Several hundreds of people are thns
seen to be required for production. The time of the drama is "From the
prehistoric age of the mound-builders in America to the present.

The play is arranged for night production, much of its effect de-
vending upon the manipulation of light. Visions come and go in the
darkness, Xight is cancentrated first on one part of the stage, then
onaanother, giving the effect of change of time and place.

The form of the verse varies. Lines spoken by Cahokia, representing
the Red man, are strongly accented trimeters, the Spirit of Gold spesaks
in tetrameter, as does St. Louis. There is s plentiful use of the ana-
paest in thw songs and the less austere speeches. PartI, smid pic-~
tures, and songs which range from Indian chants by the aboriginal spirits,
to the "Veni, freator™ of the Monks, achieves the introduction of the
child St. Louis. In PartII comes the clash between Gold and St Louis.
Ste Louis believes himself victorious smd secure, He spesks to the World
Adventurers:

e, who_in old times
Hunted each other, hunt together now
the quariies of the world: <freedom and joy
And lasting brotherhood. Our trails are cleamed;
The Earth Spirits are tamed. What can withstand--
Who shall degy us now?
(At his confident cry,flame and thunder burst
from the top of the storm tower on the left;
hurtling toward the mound, a blazing bomb
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explodes in mid-air; and plunging forward from the dark
below the tower, a masked Rider, élothed in blood-red mail
gallops his blood-red horse midway of the vlaza, snd halts
with harsh yells.)

Rider: War---war defiesl
(Reining his horse, he brandishes backward his sanguire
lance toward the darkness and shouts:)

Mafichel

( Immediately from the obacure background and side entrances
{left) there pours in, pell-mell, & fierce horde of his de-
mon followers-~--vivid in scarlet, purple, yellow, black and
sharp contrasting colors, panoplied in fhe varied accefltre-~
ments of war, ancient and oriental.

At their head rides Gold, returning on a horse of gold.

The hordes enter screaming, to the rumble of drums, and"
swarm over the plaza sSpaces on the left, surrounding the War
Demon, vhere he sits high on his gules-bright horse on the
lesser mound. Around him like the hosts of Darius, his fol-
lowers stretch to the darkmess. In the background, long
iances, bearing spiked human heads, loom.from behind him.)

Through the potency of the star of St. Louis, war is vanquished,
Failing to overcome St. Louis through his minion, War, Gold, in dis-
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guise, approaches with Poverty, and her children, Vice, Plague, Damb-
ness, Despair and Rebellion. Only by making league with the other
cities can St. Louis finally subjugate the ememy. Their victory is
marked by the sfars. "Beyond him from the sky, 8lowly the Great Bear
gleams while the star choirs sing, remote: .
Chorus of the Stars:
Out of the formless void
Beauty and order are born:
One for the all, sll in one,
We wheel in the joy of our dance.
4All the assemblage looks up and beholds s glorified eagle({an sero-~
plane of course) and the whole mighty chorus closes the piece with
the song:
Out of the formless ioid
Beauty and order are bornm:
One for the 211, 2811 in one
We wheel in the joy of the dance.
Brother with brother,
Sharing our light,
Build we new worlds
With ancient firel™
Even 8o brief an lexaminati-on.shdws the variety, the color, the
rhythmic beauty and the idealism of the conception. It is an express-
ion of Hac Kaye's desire to make the drame the vehicle of the ideals
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(1)
of democracye.

The Masque of St. Louis requires a more magnificent staging
than is often practicable. A pageant play by Dr. Koch of the Uni-
versity of Forth Carolina to celebrate the Raleigh Tércentenary is
illustrative of the less pretentious civic masques. In this, large
groups appear to dance and sing in honor of public rejoicings over
the maritime victories of Raleigh, but the action of the piece does
not require the dramatic movements of great masses 0f people. One
of its lovliiest elements is the series of symbolic tablesux given
in the dim back ground of Raleigh's prison cell. The symbolism of
vision is again used when the Spirit of the Orinoco leads forth
Raleigh on his last ill-starred expedition.

Dr. Koch has made his dramatis personse more actual persons that
figurative and symbolic ones as has been the more frequent custom.
Raleigh, EZ_Lizabeth, Shakespere, Essex, Drake and other famous Eliza-
bethans make up the list, with only the Spirit of the Orinoco and the
Spirit of Youth to represent the worlc:i of dream.

"The Acorn-Planter™ by Jack London is a masque written partly in
prose and partly in verse, distinguished by stately rhythms. The
chants are oftgn reminiscent of Hiawatha and seem suitable to be spoken
by pre-historic red-men. The antiphonal replies of the people to the
wdrds of their wise man adds to the magesty and ngstery of the effect.

(1) see "The Play house and the Play™(1909) by Percy Hac Kaye.
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The whole is a poetic expression of an ideal, the ideasl of brother-
hood and peace, of which Red-Cloud, the Acorn-Planter is the exponent
as he is reincarnated from generation to generation.

It is planned for presentation in one forest setting, without
pageantry, depending for its effect entirely on its music, its dramatic
climaxes, and the emotional fervor stirred by the primitive fears of
forest dwellers,

Its staging would reguire less space than either of the two Jjust
cited and it has greater unity and more of human emotion and passion.

The use of exquisite stage pictures where grouping line and color
cozﬁbine to cfeate a definite, though often indefinable, effect, is fre-
quenf not only in the masque, but in the drams unsdorned with music
or dance. This is most often true of the one-sct play ofrpoetic theme.
In Drinkwater's "Cophetua" there is the tall door at the back through
which we see beggars grouped on the temple steps, and at the top the
King and the maid to whom he gives the bag of gold. There are no words
spoken while she pours the glittering gold down the steps to the peg-
gars, but .the situation has great &orce of expression through its mere
pictorial beauty. The gleams of Dectora's copper Jewels as she stsnds
in the greqé.ish light by the great copper-colored sail in "The Shadowy
Waters"‘ creates a magic without possibdle expression in wards.

‘The spiritualizing of the drama, the drift toward a poetic inter-
pretation of life, the attempt to dramatize thoughts and emotions too

delicate and intangible for expression in words, all have led the
) 4’"‘;‘5’“"}“;‘ |
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pleywright to experiment with every artistic means of expression which
can be used upon a stage. ILight and shadows are mede to express the
feeling behind the words in the dialogue, color gives meaning to emo-
tions suggested in the acting, dance and song and plastic posturing
accentuate the crises of thought and feeling,

Modern drama deels more and more with the simple and the humble, but
less and less with the commonplace. It enters into the reslm of fantesy
even when dealing with the simplest, (witness "Peter Pan", and "A Kiss
for Cinderella™,) and in this realm of fancy what is more natural than
the most elemental of all modes of expression, the song and the dance?
Whether the spirit be Comic or Tragic there is still the gold thread

of idealism, for the expression of which dialogue alone is inadequate.
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X

Subtleties and Symbolism.

When the playwright ;ﬁ:mea his sttention from the mere surface
of life and began to present on the boards something more inward and
significant he needed new dramaturgic means of expression. Complica~
tion of intrigue could only defeat his purpose by the scattering of
attention, dependence on properties must temd to materialism, reslistic
detail gave the effect of the commonplace. The consequent reaction
against realism created 8 necessity for = new technique.

William Butler Yeats, as an exponent of the subtle in drams has
expressed one of the great sims in modern dranﬁtic art; "Dramatic art
is a method of expression. and neither a hair-breadth escape nor a
love affair more befits it than the passionate exposition of the most
delicate and strange intuitions-.“‘l)

It is the exposition of these delicate and strange intuitions
which has given to modernm drams its individuality, and forced it out

{1) Introduction to Poetical Works-Vol.II { 1906). Reprinted
in 1914 edition (Macmillan).




of the restraints of old conventions.

A drama of subtleties has developed, sometimes symbolic, some-
times wholly fantastic, sometimes apparently realistic, but always
searching into the mysteries -of consciousness and the roots of action.
The Scotch Barrie, the English Galsworthy, the American 1(5‘ Neill, in
spite of their realism are no less subtle, no less interested in the
"delicate and strenge intuitions™ than the masters of the "Irish School?
Yeats is a poetic mystic, Synge a master of spiritusl suggestion snd Dun-
sany an ummatched psychologist, each in his own way striving to express
what is delicste, inward and spiritual. The work of these men, supreme
craftsmen of their day,is significent. They have bent their attention
on the subjective, they have strifen‘to express the inexpressible,and
‘they have created a new poetry in the dramsa.

During the last twenty years there has been an incresse of the
poetic in all forms of the drama, though not usually through the med-
ium of verse. The poetry of common 1life has been exslted,prose rhythms
have been produced in dislogue, the setting has been made suggestive,
motifs of word, or of color have been used to produce impressions, vague,
but full of besuty, symbolic and allegoric persons have been introduced
as well as symbolic dance and pageantry.

Something of poetry in this new sense may be found in the midst of
an sccurste realism. Touches of the fantastic or symbolic are found in
plays :ich in asctuality. John Galsworthy's "A Bit D'Love" is what is-
termed "a slice of life"; we have in it an sccurate reproduction of west.

country dislect, strong local color in the inn-scehesgy a story of an
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ui}faithfnl wife, yet it is strong in the elements of poetry. Michael
Sgrangway, the hero, is hiimself a poet and & musicisn. He is intro-
Q;zced to the audience, Orpneus-like, fluting to his lost wife. He
priays "pefore a very large framed photograph of a woman, which i$ the
lbnly picture on the wells." The expressiom of his sorrow 1s later
given to the sudience in the reading of Clyst to the villagers at
the imm of verses by Strangway found blowing about. In the rustic
aceent of Clyst the lines were:

God lighted the zun in 'eaven far,

Lighted the vire fly an' the ziar.

My ‘eart 'B lighted not!

God lighted the vields fur lambs to pley
Lighted the bright stirames, Tan the meye.
My "eart 'E lighted motl

God lighted the mune, the Arab's way,

He lights to-morer, an' to-day

My 'eart 'E Tath vorgot:
The last act with the dancing children, discussing their affairs, in
their rustic dislect, and finally the symbolic fsather floeting down
in the mooniignt, is purely poetic.

Vhen Tibby catches the little white dove's feather she 8ays "Tuke.

The mune's sent & bit o' love." This strikes the note which is voiced
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in Strangway's prayer Jjust at the last curtain: "God of the moon and
the sun; of jJoy and beeuty, of loneliness and sorrow--~give me strength
to go or, till T love every living thing." The dance, the lyries and
the symbolism together with réalism, combined for the delineation of

a yure, sensitive and lofty cherzeter, make this play botkh convincing-
1y life-like and poetic in its effect.

"Phe Little Dream" by Galsworthy is ent’irely allegoric and sym-
bolice The heroine Seelchen, or "little sounl”, is "full of big wanis."”
The setting is made fantastic; the mounfains heve faces making them
symbolize the life c¢f mountain and city, and the serene, vast mystery
cf Fate; The flowers are given personelity, they sing and dance and
take part in the dialogue. There ere dances symbolic of social differ-
ences, of rustic joys, of sleep and desth. The dialogue is comnstantly
suggestive of inner meanings. There are brillisntly lighted tableaus,
full of meaning to the audience, mysterious to Seelchen.

"The Shutters of the houses are suddenly thrown wide. In a
lighted room on one side of the Inn are seen two pale men and & woman,
amonget many c¢licking mechines. On the other side of the Imm, in a
forge, are visible two womer and 2 men, but half clothed, making chains.

Seelchen: (Recoiling from both sights, in turn.)

How sad they look~-alll What are they making?
In the doorwsy of the Imm s light shines out, and in it is seen & fig-
ure, visible only from the waist up, clad in golé-cloth studded with-
jewels, with 8 flushed complacent face, holding in one hand s giass of
golden wine. '
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Seelchen: It is beautiful. What is it?

Lamond: Luxury.

Seelchen: What is it standing on? I can not ses.
Lamond: Poi- that do not look, little soul.

It is a 1little allegory of the soul, loving both the worla( I.amond)_
and wild nature(Felsman) finding satisfaction in neither, smd finally
called into the unknown by the Great Horm. It is adormed by all the
arts, and made to speak its message clearly, without being unnessarily
obvious. It is elusive enough to intrigue intérest, but not so misty as
to baffle interpretation.

;Th.e brotherhood of man is Galsworthy's theme in his broadly humor-
ous playlet, "The Little Man". The persons, except The Little Man, re-
present national types. The Bittle Man himself, with his mixed ences-
try is a symbolic figure. He represents the universal humanity of
which the absurdly loquacious American is constantly speaking.

The Little Man is rather timid and inarticulate, only once does
he venture to express his views and then he finds himself unsble to
finish, interrupted by his impetuous interlocutors.

Americani-e—-- -fould you step out of your way to help
them when it was liable to bring your trouble?

German: Nein, nein, that is stupid.

Little Man: I'm afraid not. Of course one wants to--
German: Nein, nein! That is stupid. What is the duty?
Little Man: There was St. Francis d'Assisi and St.
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Julien l1l'Hospilatier anf-ee—-
 American: Vurry lofty dispositions. Guess they
died of them.

The Little Man shows his strength later, and his willingness
to die of his disposition.

In the‘ midst of its breezy merriment there is a deep subtlety
in the play. The Little Man is a2 Symbol, and the audience must medi-
tate thereon.

George Bernard Shaw could not be classified as a symbolist, but
he has not neglected t o use the tools of the poetic artist where he
has need of them.
¥ 3 In "Getting Married™, Mrs. George, spesaking in a semi-trance,
ceases to be a vulgar, vain, amorous citiseness and becomes Womanhood.
She voi.ces the theme of the play: "When I opened the gates of paradise,
were you blind? Was it nothing to you? When all the stars sang in
yoﬁr ears and a1l the winds swept you into the heart of heaven, were
you degf? Were you dull? Was I no more to you than a bone to a dog?
Was it not enough? We spent eternity together; and you ask me for
a little lifetime more. We possessed all the universe together; and
you ask me to give you my scanty wages 88 well., I have given you the
greatest of all things; and you ask me to give you the little things.
I gave you your own soul; you ask me for my body as a plaything. Was
it not enough?t" '

Soames, the Bishop and Hotchkiss ask each other if it be posses-
sion by the devil, the ecstacy of a sasint, or the pythoness on the
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tripod. Shaw means it to be something equally mysterious and awe-
somse.

His favorite theme of the "Life Porce" fulfilling itself through

Whaw oael-
female guile is exploited both in,(Snpexman" and "Misalliance".
Neither Tanmer and Ann or Percival and Hypatia seem to be real persomns.
The power of an sbstract force, working upon Man and Woman, even against
their wills, is felt through all.

The subtleties of "Man and iéuperman" are made clear and percepti-
ble to an aundience, but with "Heartbreak House" there is less tangibil-
ity. One is not likely to discover what is intended until well twward
the end of the last act, when it becomes apparent that this confused,
erotic and neurotic household is figuratively England. The housevis
built to look like s ship, the master of which is an eccentric old
Captain who keeps up his spirits with rum and makes his living by the
invention of engines of war. "Nothing happens, except something not
worth mentioning™, he says. "Nothing but the smash of the drunken skip-
per’'s ship on the rocks."” Of England he says, "The Captain is in his
bunk, drinking bottled ditch-water; and‘the crew is gambling in the
forecastle. She will strike and sink and split.”

This is Sparcely:saidiWwhen bombs from an aeroplane begin to fall.

Fews is brought that the rectory is demolished, perhaps to suggest that
in ebnormal times conventional religion is the first to suffer. In the

face of danger these apparently useless people show a fine spirit, the

burglar and the politician alone show cowardice. THey run away and are
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caught in an explosion. War is suggested as a purifier, but the cur-
tain goes down on an inconclusive episodel.

Berrie, with an exguisite delicacy of touch is never simply
natarelistic or obviows, though he is always entirely humen. His
special genius isto teke his sudience into the most secret dream world
of his dramstis personse, and st the same time keep them warm, vivid '
and real. The characters of "Peter Pan” ai'e actual children with the
Playland of children--so real to them--made visible to the eye. The
dream of Miss Thing in "A Kiss for Cinderella™ is jusi a means of re-
vealing her impressions, longings and idesls. Her limited soccial ex-
perience as well as her ignorance of book#, result in her pathetically
comic vision of a court in which the king and gueen are "like thelr
portraits on the playing cards” and sit in golden rocking chairs, ser-
ving ice-cream cones with great elegance to the company.

The dream is used for psychoclogical interpretation by Eleanor
Gates in "The Poor Little Rich Girl", where the delirious fancies of
a sick child are embodied to show her thoughts, her sufferings, and
her misunderatandings before she ‘:Eell iil.

The dream i1s a8 technical device, in all.cases, to revesl what could
not be confessed or understood in the matter of fact dialogue of waking
1ife. It is s cross section of the brasin, showing v at of normal, or
abnormal, what of love or hate o:é fear, of aspiration and prejudice is
there.

The blending of real and unreal in so:gething that resembles a dream
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is dons by Berris in "Barbara's %edding" to reveal the workings of an
age-clouded mind. The gentle 0l1ld Colonel move& in a reslm of unreali-
ties, he can not distinguish between past and present events. The play
opens Witk the visions of the Colonel made manifest. He talks with
Dering, Barbara, Billy snd Ksrl, and sll the time he is puzzled and
troubled by 2 thunderstorm which occured thati morning and which only he
seems to have heard, and by the presence of s trasined rurse in the house
which the others deny. The conversation is full ofmemories of his young
days, his matches at cricket, his fishiug for the o0ld bull trout and his;
wedding. Later it becomes clear that this was only a vision, for, as he
saye in reply to XKarl's remark that he must be lone}.y when they are all
away, "Its then when I see things most clearly--the past, I suppose.

It all comes crowding back to me---India, the Crimea, India againe~—
and its soc real, especially the people. They come and talk to me. I
seemn 1C =ee them; I don't know they haven't been here, Billy, till your
granny tells me afterwsrd.”

The ringing of the wedding bells banishes the vision, but even
when reality enters with gramny who tries to keep all straight for him
-his mind keeps siipping back into the past.

It is a most dslicate piece of psychology, s drametization o.f the
mental resctions of a semile mind to a vivid and ti‘agic sitauation. The‘
obgerver passes through mysterious planes of consciousness with the old
colonei, sees his whole history and looks deep into his emotional life
while learning the sad story of Barbara and Billy and the brave Dering.
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While not & dream, the ghost in Pinsro’s one-act comedy "The Widow
of Wasdale Head" is really only an objective treatment of a state of mind.
As long as Mrs. Jesmond feels herself true to her Harry hils ghost visits
her regularly on Friday nights in a form clearly visible and lifelike,
but as soon as she becomes aware of 2 new heart-interest the ghost grows
dim., As the ghost tells her, "Thou knowst that I owe this ghostly ex-
istence o'mine only to thy love for me"”, so musthe cezsse to be when her
love ceaces.

Something guite delicate and intuitionsl is conveyed to the mind by

the fading ghost, finally seen waving adieun through the window as he
rides away'on his ghostly mare. It gives an effect of inevitable fate
and makgs visi#le the working of the mind. We have seen Mrs. Jesmond's
husband. pass from her thoughts quite visibly.

Another dramatization of s state of mind even morefantastic is "The
Snow Man", s one-act poetic drama by Lawrence Housdman.

The dream of Joan is objectified, and never defined as dream. Not
only does.the Snow Man enter the cottage and iemd Joan out into the storm@,
but Jasper is saved and led by her voice, though all the time her expedi-y
tion was mere illusion.. It_' is 8 clothing with fleskh of the mental sympa-
thies of those wide apart---mental telepathy perhaps.

"I'd 'as been here before, but I loet my way.
Got buried in the snow. Then I ‘eard you
A--Callin Mel I thought I saw your facse,

Then it all went, and then my feet grew strong,
Life came to me, and warmth, and here I bei™
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Hore than this, the Snow Man is a symbol of self-sacrificing love.
He is the embodiment on the stage of the willingness to face death for
the sake of a loved one. When Joan touches his hand it is "Like death”,
and by his power she passes throngh-death to life.

Mental processes are conveyed by Granville Barker without symbolic
devices. The awakening consciousness of Amn Leete, her various adjust-
ments and readjustments to life begimning with her startled shriek at
being suddenly kissed in the dark garden, and ending with her fanciful
listening to the chatter of her children that are to be on the night of
her marriage, are all conveyed in a singulerly elliptical dialogue, in
which .scaifeely one speech in a reply to the last. .Ann says little, her
speechss are 9.11 short, but they stand out with s vivid intensity that
is s lightning fiash of spiritual revelation. Her well placed silences
and her startling conclusions launched after apparent meditation seem
to admit the audience invo the workings of her mind. EHer finsl conclu-
sion is--"we ve 81l been in too great a hurry getting civilized. False
dawn./ I mean to go back."” It is the end of s most subtle and most deli-
cate sonl analysis accomplished by indirectness and devination in dis-
logu;e
!r "Van %orn by Edwin arlington Robinson proceeds by implication even
poxe than "The Marrying of inn Leete". Each character has sn atmosyhere
of mystery about him, one is not permitted to know him fully any more
thgmone knows people fully in adétual life. "Theme is a suggestion of
,fa‘tality, created by Van Zorn's quiet belief in destiny. The whole play

P 4
it it
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seems full of vague and awesome possibilites, yet the dialogue is rather
light and playful and there are no startling plot developments.
The effect is partly achieved by a double entente iy the dialogue,

a seeming depth of meaning, and ellusive signigicance of phase, and partly
by the effects Van Zorn produces upon other persons, not by persuasion,
but by the sheer force of personality.

This effect of mind on mind, without the cruder kfechanics o2 hypno-
tism used in "The Witching Hour"™ is one of the subtlest and most diffi-
cult effects attainable in drams. "Van Zorn" is leading the way to =
new and delicate phase of dramatic expression.

The one-act play is in all respects the most ﬂ:odern specimen of
dramaturgy. The poetic and symbolic is more often found in that than any
other form of drama. It matters not how slight or how serious, the theme
may still belong to the reslm of poetry.

A one-act play in which the persons are allegorical types, and which
is pureiy poetic and ethereal is Oliphant Down's "The Msker of Dreams™.
Pierrot,"ﬁh‘e lyrical hero, isthe poet, seeking his ideal, Pierrette is
Loving Woman hood, watm and tender of heart, while the old manufacturer,
whe car;ries a bow in his pocket, and warms them that he flies out of the
window ion disagreeable occasions, is no other than Love himself.

The symbolism is dsintily handled, it stimmlates the imagination
and is pnever didactic, but its meaning is clesr throughout. The constént
use of lyrics gives the dialogue a poetic tone, but the prose, though
vv{;:fantastic in expression is not §oet1c prose. When Pierrot has discovered
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that Pierrette is his dream the dialogue is typical:
Pierrot: Oh, how my shoulders tinglel I want
to soar up, up. Don't you want to fly to the
roof of heaven and sing among the stars?
Pierrette: I have been sitting on the moon ever
so long, waiting for my lover. ~?Pierrot, let me
try on your smile. Give it to me in a kiss,

The spirit of such plays, symbolic and suggestive of big meanings,
but clothed with humor and pathos and warm with human feeling, is the
spirit of the modern poetic drama.

Verse drams of the romantic school, modeled on the Shakesperian
formula is rarely successful, but a lighter form of verse, with a vague
or fantastic theme which leads the mind down vistas of dreams and specu-~
lations, with an element of symbolism, which an audience can makehTitr
to the scope of its ideals, has become established as an expression of
our age.

Of this type are the plays of Laurence Housman, Percy Mac Kaye, and |
many of the Irish school.

Housman writes daintily unreal plays, élipping easily from verse to
prose.

In "Prunella” s statue of Love made by the heroine's father plays
a determining part. This imaginary and apparently imanimate figure
speaks like an oracle, words to guide the protagonist. Prumella in-
vokes the statue:

"
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"0 stony youth,
lunte lips, dlind eyes
Reveal the truthi
Awske, arisel
Tell me, oh, tell,
If Love indeed be welll"
Love awakes, draws his bow across his viol and speaks:
"Yea, hearken to the lips of Lovel
Where he abideth all is well,
His eyes do move the stars above,
| He holds the Heavens beneath his spell:
And in thy heart thou hear'st the chime
0f Love wrose feet shall outrun time.”
- In the last act, when both 2ierrot and Pierrette have come back to the
garden, having suffered much because of their love, the statue enters
into a dialogne with each and effects a reconciliation.

The figures of the play are all more or less symboliec, with the
possible exception of the very human and loveable heroine, Prim, Zrude
and Privacy, the aunts of Prunella are what their names signify, and
constitute the background of an innocent and secluded young maiden's
1ife, while the rout which follows Pierrot, Hawk, Callow, louth, Tawdry,
Coquette, and others, reovresent the heartless and vulgar world into which_i
she is suddenly taken.

Percy Mac Kaye writes his dramas sometimes in prose, sometimes in
verse, but he has always more or less of symbolism, and a certain poetic




257

quality.

"To-morrow” is in prose, but it maintains the tome of poetry, and
its fignres suggest something bigger and more universal than mere every-
day persons, though they are portrayed wi th s life-like actuslity.

2eter Dale, the plant-wizard in his California garden probably has
his prototype in Luther Burbank, but he signigies something vast--evolu-
tion--eternal grouth--

"From Amgeba--to Arcéturus

#Who shall lead and reassure us?"
sings Rosalie, the blind child, and we feel "Fathgr Peter™, or "the
Master”, as he is called by Mana and M¥ark respecti?ely, will do it.

The name of the heroine, Mana, is a childish abbreviation of the
Spanish mansns, to-mdrrow, and has its figurative suggestion. Professor
Raeburn's conception of the ideal gigure to be painted on the walls of
the state-house is an expression of what Mana stands for: "a young girl,
strong like a man, reaching upward, half-seen through incense; and under
her foot--a starfish, and over her forehead--a ster—---—-snd to name our
new goddess, I'd have psinted dimly in gold around the dome, one word:
To-morrow."

While we are interested in the strong, splendid girl from a purely
human, personal standpoint, she means al this bright hope of a future
race; Her words near the end, "Our eyes~~ours hold the doom of the =zges;
the life of a planet pleads at our lips; the growth and beasuty of our
species--wait on our smile™, keep the mind to the vaster issue. 014
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Peter with his selected seedling in his hands speaks again the words
which have in them the key-note of the piece as the last curtain falls,
"Ope in a million."” It is a drama of constructive eugenics, tinged
with poetry and made by symbolic suggestiveness to embrace the evolu-
tion of life, from the protoplasm on the sea's bed to a life beyond
the stars. |
In "Fenris the Wolf," & drama in vérse, the persons are selected
from the Norse mythology, and are quite clearly symbolic. *he sction
of the play illustfates the conquest of Evil by Love.
In the prologue Fenris, chained by Odin howls ih his misery and
hate. Freyjs and Baldur in pity, ask that they may free him.
Freyja pleads, "What then is evil,
That lovers may not solve it?"
0din finally consents that they mske the experiment of taming
Penris, but the experiment must be upon earth, therefore their spirits
enter human bodies, and Genris, in the person of Egil, becomes the
Were-wolf. In human form they are only dimly conscious of their for-
mer state, in the words of Thordis;
"We two
Have walked etermal mountains hand in hand,
And watched the morning of our little lives
Break over our birth hour,”
but their relative positions and their charascters are the same.
In his sleep Egil sings out the Icelandic measures which he spoke
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when enchained by 0din:
"Free me Freyjal Frore am I, frost bitl™
Go we togethér into the greemwood gladi"
Thordis and Arfi strive to bring the were-wolf to manhood by educa-
tion, by surrounding him with besuty and kindness, but when he is only
partially won he contrives the murder of Arfi. From the banked up
flowers on the body of Arfi rises Baldur, and speaks:
nThis is the word of 0dini If the wolf
Seduce to his desire his brother's bridse,
He shall be lord with her of heaven and earth
And hell, and by their passion the serene
And stablished beacons of the gods shall be
Eclipsed in night, anarchical and void,
Where, staggering with lust, the blinded world
Reels back to chacs and the ptimal dark.
Egil: And if the wolf remounce her?
Baldur: He shall perish,
Slain by his own self-mastery, and all
The spirits of light, freed from thet awful dread,
Shell sirew his charmel singing.
In the last act when the bier of Arfi is born in, Egll cries out:
nBrother, awake! I give thee back thy bri&e’." Then Baldur rises
from the bier, and Freyja becomes conscioﬁs of herself and goes to
him with 8 cry of recognition.
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The play is deeply signigicant and its isgnificance is never
obscured. It is symbolic but there is at the seme time 2 human
quality, it is never merely allegorical.

The idea of love raising one to the best in manhood through
self-agbnegation is also symbolized in the fantastic figure of
Ravensbene in "The Beerecrow". Ravensbene, like Egil, perishes in
the hour of his soul's triumph, falling back when he has seen hime-
self in the glass of truth with the exultsnt ery, "4 man”, end dying.

MacKeye cells his opera libretto,"Sinbad, the Seilor™je lyric
phentesy”, and nothing could be more fantastic end filled with
megic. ZEverything in it is symbolicasnd significant, but the
audience may teke it merely ss e delightful story if it is so
minded. In Athe Hsll of Enchentment the portrait of Prince Florimond
speaks with the Caryatid fignre of The Stately lady, his mother, and
the prince is told thet he must wear the hatefial form of Beasf

"To test the heart of Beauty,end your own".

He must retzin his ugly form until Beauty learns to love, and she =
must wear upon her bosom' the stolen rose now frozen by enchantment.
#ith the aid of the genie, Casheash, Besuty is saved from the piots
of the Pezscock Lady, and by her love, acknowledged in s moment of

- pity end fear, Beast is transformed back to Florimond and the en-
chentment is removed from the epe and cockatoo-hesded court, who
overi:hrow the forty thieves. The Pescock-Lady becomes a briliisnt
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dark lady, who mekes a metch with Sin‘bad.

It is, of course, another :tignx.-ative illustration of the trans-
forming power of love-MecKesyes' favr:trite theme., It is at the seme
time snggestive symbolism snd good spectacnlar sxrt.

Thé Irish playwrights, though rieh in the finest of subtle ef-
ects, a,z;b not given to pure symbolism. They deal with mueh that is
80 ele{l‘/ﬁntal, and much thet is so 1;1tangible, as to remove their

s
Th& am:racters £re not symbolic, but the play itself is felt to be a
éx{bol of life.

His nesrest spprosch to s symbolic figure is probably the Tramp

""’he Shedow of the Glerm." He speaks to Nora with the voice of
i the freedom 21d the escepe she hss longed for during her merrisge
. with the sged Dan Burke,
| "you'll be hesring the heroms crying out over the black
\ lakes, en 4 you'll be hesring the grouse snd the owls with
N them, =nd the lsrks snd the big thrushes when the dsys are
. warm, smd its not from tkhe like of thm‘ you'll be hesring
s tolk of getting old like Pegg' cdamgh and losing the hsir
- off you, snd the 1light of your eyes but its' fine songs you'll
be hesring when the sun goes np, =md there'll be no old fellow
whéazing, the like of = sick shesp, close to your esr."
| Muach is convaye&j to the imeginstion in this pley wi'thfa){ly definits
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statement.

The lendscape touches have their value in ereating for us the men-
ta]l ststus of the pair. Nors tells the tramp, "end $t's alwsys up on
the hills he was thinking thoughts in the dsrk mist,® snd, "Then he
went into his bed end he was ssying it was destroyed he was, the time
the shrdow was going up through the glen™. We 3Jense the méists snd the
shedow ond the hopelessness of a young life with no joy or brightness
init, ond the revolt of such & heart is clesrly felt, though little 1is
gaid about it.

There is no geiety in the work of Synge; even his comedies =re
tinged with 2 bitter pein of living. The two 0ld blind beggars in
"The Well of the Seints™ f£ind their restored sight a curse becsuse they
then lose the heppy illusion thst they sre & besutiful peir, end rejoice
to lose their sight sgain in 6rder to renew the dreesm, Sarsh Cssey in

nThe Tinkers Wedding™ is deprived of the covetéd rite of msprisge because

Mory Bryne, the mother-in-lew steals the tin can whiclf the priest insists
apon a8 a pertisl peyment for his services.

It is this irony thet gives to 211 his work 2 minor tone of despair.
He presents life full of terror end misery, from which only the veil of
illusion esn protect us at =ll.

iady Gregory's is a more cheerful genius with e grester tendency to
the comic thsn %o thp symbolic. Her onme-sct mirscle pley, "The Trsveling
Man" is exceptionsl smong her work in beling poetically significant snd
entirely symbolic. The Trsveling Mam, or Tramp in ’mericsn psrlsnce,
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| is rsgged 2nd mudstsined snd carries 2 brsnch which bears fruit snd
flowers st the srme time. He plays with the child, building for him

2 tiny Zden on the floor, becsuse, ss he tells the mother, "I would
not refuse these hends that were held dnt for thems If it was for the
four winds of the world he hsd asked, I would have put their bridles
into those innocent hands.™ The mother drives him out, amnd ke goes '
"back to the high rosd that is w2lked by the bare feet of the poor, by
the innocent bare feet of 1ittle children.™ When he is gone she dis-
covers his branch and recognizes him as "the King of 211 the World."
It is sn exquisite parsdle.

Densany, by means of setting his plays in pleces that never were,
in snege that never was procures an effect of eternsl, e lementel hu-
menity., His persoms hsve individuslity, but they do not belomg to any
locality or any period, they sre not colored by race prejudice, by
schools or sectis, they sre universsl. His effects are subtle, and
sometimes baffling, his menner is ont of grest spparent simplicity, but
his mespnings chsllenge snslysis, |

In "The Gods of the Mountain" ss in "The Leughter of the Gods®
doom overtakés persumptuous mortsls who wounld trifle iitﬁ the sffairs
of the Immortals. o
| Terrible forces, fsteful end relentless sre symbolized by the

strange dieties of Dumseny's plsys. The death-desling Klesh fé\elains
his ruby eye. The seven green jede gods stalk sbout the fields in
the twilight bringing desth merely by the frightfulness of -'tk‘n,:air
presences 8 they grope for ~t1?e eity, end fin=lly punish the %ﬁesuntions _
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. beggers who heve impersonsted them. The unseen gods of "The Loughter
of the Gods" overthrow a city to fulfill = prophesy made by their
priest, =and =re hesrd, in the face of desth, to lsugh bitter esnd
ironicesl lsughter.

In "If"” the hidden possibilities of the humen personslity sre
exploited. His chesrscters are trensported to ¢ new environment, shorn
of the srtificialties of modern life where o simple little English
Miss shows 2ll the elementsl feminine cruelty of 2 barbaric queen, and
2 metter-of-fact London Clerk becomes 8 wily Orientsl potentste, "Man
chonges not, Mester™ ssys Dosud, in the pley, snd Dums=ny demonstrstes
thet ides. Every mem is seen to have in him the possibilities for emy
deed, any developmenmt of cherscter, eny stiitule of mind or idesal,
depending wholly on the stimuli to which he is subjected.

The deviee of turning bsck time to show how fste hengs on trifles
is strikingly effective in this plsy, ond 2ids in establishing the im-
pression thet men is helpless in the hemds of circumstsmce.

Revolution is fantesticelly drametized in "King Argimenes,” the
wisdom of the wise 1s_satirizeé in "The Golden Doom," = king's yesrming
for freedem portrayed in "The Temts of the irsbs". /11 sre clothed
with Oriental splendor, =11 sre in s remote #ge in sn impersonel Ko
Msn's I-and, but slweys with the diaslogue of people 23 tiley =re. The
women "{g‘i-:‘the besuwtiful city of Theck still long for shops in which to
buy heiy, burglars before the Glittering Gete still clutch s ssfe-
cmck}ﬁg‘ftool.» |

/
4
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"Delicate snd strange™ ss may be the effects wrought by other
dramatists, those of Willism Butler Yests are superlstive in fchis
respect.

By means of wierd color-schemes, strange light effects amd an
unearthly dislogue he is able to drsmatize men's inmost dresm. The
hero of "Shadowy Weter's™ yesrms for "same strange love the world
knows nothing of" and by the megic of his harp wins his captive, the
bright-heried Dectora, to shore his vision. The megic harp thet glows
in the dsrkness snd the keen of the bewitched sailors for a Enight
thet died 2 thousamd yeers ago, heve the enchentment in them thet mekes
an sudience feel the umspeskedle.

In "The Len 4@ of Heart's Desire™ the. lbngings of the Xoung bride,
Mery Bruin, are embodied in the person of the lairy’Child- ’

"Yom shall go with me newly merried bride
x. x x x
Where besuty hes no ebd, decey no flood,
But joy is wisdom, Time =n endless song.”
By meens of this supernsturel, symbolic figure Mary's soul is revesled
to us ss she could not heve revezled it in speech.

The angel in "The Hour Gless™ plsys the same function for the
. |wise msn . She volces the inmost hope of every heert, however doubtful,
that there is a 1life beyond this. The sgony of the men whose tesching
hss bee;l contrary to this fundementsl belief snd who, dying, teels.that
this s‘é;mds betwsen him and sslvation is symbolized by the Wise men's
effort to get » retraction from his pupils. ™Tell,them, Fool;™ he seys,® .
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"that when the life 2nd the mind are broken, the truth comes through
them like pess through & broken pesscod.™

A% his déath 2 bright winged butterfly flosts from his mouth,
which the sng&l cstches in her hepd, a visible symbol thet his hopes
were not in vain,

"Cathleen Ni Houlihan" drsmstizes s netional symbolism which needs
no explanstion to the Irish. "The little old women™ is Ireland, and
here she comes on the eve of rewolution ‘anﬂ cizims the bridegroom from
his bride. The tone is one of thrilling patriotism, though not a word
is s=iad directly of the theme. The nerrest thing to = direct stetement
is the speech of Csthleen Ei Houlihsn. |

"It is & hard service they tske thet help me. Meny thet sre red-
cheeked now will be psle-cleecked; many thet lmve been frece to walk the
hills end the bogs snd the rushes will be sent to welk hsrd sireets in
far countries; meny & good plow will be broken; msny thet heve gathered
money will mot stsy to sperd it; many s child will be born, snd there
will be no fsther et its christeming to give it s neme, They tlmt had
red cheeks will have pale cheeks for my sske; =nd for 11 thet they will
think they sre well psid."™

There is & triumphant note st the end when Peter ssks, " Pid you see
an old womsn going down the path?" snd Patrick replies, "I did not, but
I sew a2 young girl, enéd she hrd the welk of 2 gueem,."®

There is alweys sn element of the unresl to give form to the spirit-
usl things on which his interest Is centered, =ni always en eye 10 becuty
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of pictorial composition. Color and statuesque grouping, lights and
shadows as well as supernatural and symbolic figures contribute to
produce an effect full of poetry, beasuty and suggested meaning. The
three women with their towl of fire, singing s strange song which
weaves itself through the dialogue of "On Baile's Strand™ add to the
tone of fatefulness and unescapable destiny. It would te difficult
to define the source of the effect, but their unworldly temty un-
doubtedly creates suggestions of inexpressible meeningse.

St111, in the midat of the unreality of his plays there is often
a certain fidelity to realistic detail, especially in his portrayal of
peasant types.

The work of Charles Rann Kennedy is strongly finged with Symbolism.
In his test known play, "The Servant in the House", Manson, the butler
is of course, the Son of Man.James Ponsonty Makeshyfte, D. D, the
Bishop of Lancashire is something sinister, perhaps hypocracy; ais per-
sonality is sccounted for suggestively in the dialogue at the end of the
second/ act.

Amitie: He seems possessed.

‘Mauson: He is I--
" I have just been having some trouble with another devsl,
Ma'am.

__,,}Acimtie: Meaning, of course--—

i
,i"'illanson: He is cast out forever.

]
é

¥What has become of him?
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The drains, so dangerous to 1ife and heslth, which have their source

of poison in the crypt under the church, and which can only te cleaned

out at the expense of the life of theimorker, have much meaning. The

dialogue concerning this rises to a tone of poXtry.

Vicar: You shall not goil
Robert: Why, wot is there to fear? Ain't it worth while to move
away that load of mack!

Vicer: The stejich- the horor- the darkness—-

Rotert: What's it matter, if the comrides up above ’aﬁg 1light an’
joy an' a treath of 'olesame alr to sing by?--

Vicar: Hour by houvr-dying alone-- |

Robert: The comrides up in the spans an arches, joinin' 'ands--

Vicar: Fainter and feinter, below there, and at last--an endless
silencei

Robert: 'Igh in the dome, the 'emmerin's of the comrides as 'av'
climbed aloft:

A more subtle symboliism of the same general nature is Jerome K.

Jerome's "The Passing of the Third Floor Baok." The mysterious stranger

btrings with him, from his £irst entrance, an atmosphere of gentleness
and dignity. The lives of the lodging-hom inmates have been sordid
and uglyf but to each he speaks with a voice that appeals to the hidden

teauty and each begins t0 live up to his fnllest capacity for goodness.

N —
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'|Ee does not preach to them, but speaks with quiet courtesy sni sympathy;

he understands each ore to his immost teing.

His conversation with the artist, Christopher, is perhaps the most

significant. - Some sketches of the various lodgers on the mergin of a

newspaper have been discovered:

Mrs. e: They are wonderfull So like! and yet--

Christopher: Yet what? FWhat is wrong with them? (He stretches
out his hand for the paper. She gives it to him:

the wonder comes %o him alsq) Did I draw these?
Mrs., Sherpe: Who else?
CHristopher: Iut what is the meaning of it? fhese are the faces
of Ttegutiful men and women:
THS Stranger: Are not all men and women beautiful? Was the model
amiss?
Christopher: Oh! I must have been thinking of him. They were his
- Very words-my master, who first taught me. "Ugliness,”
he would always say, "it is but skin deep. The busi-
ness of Art is to reveal the beauty underlying all t
things."” Your voice remindis me of him.
The Stranger: Then I have teen of service to you?
Christovher: I am not so sure of that. }I was trying to forget him.
He expected great things of me.

The Stranger: He was wrong?
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Christorher: Ah, if ome could only te an artist without veing

a man! Youn see, sir, we young men-we want to live
as well as work-to livel <to love!

The Stranger: And Love and Art may not be comrades?.

Christopher: Art doesn’t pay, sir, and ones Love demends to bte
xept, at least in comfrot.

The Stranger: "Demands"? Love gives, not asks.

Christopher: Ah, that Lovel

The Stranger: Is there another?

Christopher: What cam I do? I want her. Can I ask her to share

poverty? ‘

The Stranger: You would ask her to share shame-the rewsrd of tie

traitor?

Christopher: "Traitor™?

The Stramger: T¢ your aArt; to the great gift that has been en-

trusted to you.

It is Vivian, at the end of the act, who brings out a suggestion
of who this Stramger may be- She says, "Who are you? I kmow your
voice. I kear it in the wind. I hear it in the silemce of the night.
Who~- (She is stamding, her face illumined ty the firelight, looking
~at him. Eis face is not seen. There comes a strange awe into her
eyes-intc her voice, with a cry) You are” (There is a movement as
though she ware about to knesl- The Stranger stretches out his hamds
and stays her. The stage has grewn dark. There is a lemg, strange
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silence)
The Stranger: A fellow-lodger. Good night.
The mysterious personality is rever more clesrly defimed, tut the
perfection of the symbolism smd the delicacy of the psychological study
does not demsnd absolute definition. It gives the suttle play of per-
sonality upon personality its fullest interpretation, and trings out
the doutle capacity of humsn nature for good and evil, and its response
to influences and suggestions in either direction. Whether the stranger
te a devinity, or merely the tetter self the teasuty of the symboi re-
mains. ‘

Eugene 0'Neill fimds the symbolic possitle withont recourse to the
legendary or the zllegcric. In "The Hairy Ape” he makes & Fifth Avenno
parade into 8 symbtol by makixng tho persons engeged in it merely antomatio
manikins. They becomaaexpressive of the exmpty and naa:ningless. ‘artl-
ficial 1ife which they are supposed to represent. The visioms o:f
"The Empercr Jones" ars also somewhat mechanical, siding in the: imp:r:ass—
ion of unreslity, btut they are no fairy visitants, butl megre slave-
captivés, & road gsng of prisomners and old time planters bida.ingJa»t a
slave suction. The "little nameless fears", and the witch doctoif.\ ‘;{.::g, X
somewhat fantastic, tut they seem to be a part of the realimm of e‘i\:"';._ L
tropical ferest. | (\ o \‘

The symbolic is seen to have a trememdcusly wide range, both\gin T
meteriel and method of spproach.
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Symbolic persons are sometimes quite unpoetic, sametimes
even humorous ;- -In Althes Thurston's "The Exchenge"” , &
whijsicel ome-act play, the persons asre g2ll cymbolic, yB8 quite

commonplace . A silly society woman persomifies Vanity, a greedy
lsborer, Poverty, & "tired business men”,"weszlth. Susan Glaspell -
presents & group of semi-symbolic women in "VWoman's Honor". They
typify the varying conditions of womenbood ereated by differing soc-
'iel enviromment, They have no reel personslity of their own and no o
poetic besuty. One is the domestic type, prectical and motherly,
the sort of women developed by family responsibilities, another is
the sheltered type, hedged sbout by conbentioalities, another is &
women who hes lived for years in deflance of all conventions, All
these together presert & mosaic picture, which, in spite of the
absurdity end humor of the piece, suggest & great human problem,
deeply Pfraught with pathos.

' Symbolism has become the favorite tool of the dramatic artist |
seeking means for "the exposition of delicate and strange mtuitions“/
Drama has teken for its province all the dreams of men in all the
sges. Lvery legend, every éuperstition, every fear, every hope has
been made to contribute to the interpretation of man's heart. Angel.
devil, fairy, God, every wisp of the imsgination, every fleeting vision
has been siezed upon to give té the artist 2 medium in which to re-
produce the caverns snd recesses of consciousness, to lay bage the

immermost intricacies of the mind and spirit. Symbolism aﬂaiantasy

have been made the vehicle for psycholog:.cal anslysis. Yhey have mgde
& beautiful vision, and drsmatized what eannot be defined in words.




BIBLIOGRAPEY

%Jorks Deeling with Dramatic Technique

Archer, Yilliem ZPlsy Mekinz, A Mopual of Craftsmesnshio 3Boston,
Smell, Haynard & Co. 1912

Baker, George P. The Develonment of Shakesvere as AD¥zematist
Jew York, illecrmillen 1907

Bourgeois,Meurice Jjohn Millington Smnze and the Irish Theater
London, Constsble 1310

Brawley, Benjamin 4 Short History of the XEnziish Drame New York,
Jarcourt Braces Co. 1921

Caffin, Charles E. The ipprecizstion of the Drame New York,Baker& Taylor

1908 ‘
Cannon, Fanny Writing and Sellins 2 Play flew York, Aenry Holt & Co.
1915

Chandler, Prsuk 7. Aspects cf lodern Drama HMHacmilian 1914
Clark, Berret Z. The British and imerican Drema of Today New York,
BEenry Zolt 1918
Dickinson, Thohas E. The Contemmorary Dreme of Ensland Bosten,
Little Eromn % Coe 1970
Treytag, Gustcv Die Technik des Drames Leipzig, Verlag von S, Hirzel
1836 :
Esmilton,Cleyton Studies in Stagecraft Hew York, Henry Holt & Co.,1914
Hennequir, alfred The Art of Pleymeking,Zeinz a Practical Trestise on
the Elements of Drsmotic Construction  3B#isgon,& Jew York
Tovgnior Mirflin Co. 1890 faeelon
Zuneker, Jemes Iconoeclasts, 4 Book of Dremetists  Hew York,
Scribners 1915
HEunt, EZlizebeth 2. The Play of -Todzy, Studies in Play Structure for
the StéBen$tuieérihendcFhéadrr-Goer HNew York, Lsnme 1915
Lewisokhn, Ludwig -«he Xodern orama XNew York, Huebsch 1315
Methewe, Brender The Development oi the Drama HNew York, Scribners 1903
¥othews, Brander The Principles of Pleymekinz, and other Discussions
of ithe Drama HNew York , Scribners 1919
Mathews, Brander A Study of the Drams Houghton, #ifflin Co. 1910
Korisrity, 7.D. The runction oI Susnense in the Catharsis
Go0. w&hr Ann Arbor, ifiche. 1911
Pelmer, John Comedy Iondon, Martin Secker 1914
Pribce, #.Te The Techniacue of the Drams;

New York, Brentano 1892




ISLINGRAPHY

Plays Cited in the Text

Aldis, Ilery Irs Pat and the Law see lesyorge
irliss, George <cee Hamlin
Teker, Zlizebeth Chains, 4 Play in Four iLcts Iondon,
Sidgwick & dackson 1921
Beker, Elizsbeth Iiiss Tassey see Clark
Barker, Crsaville 7The iiedras: House  lew York, liitchellXenuneriey
Barker, Granvillc The darrying of Ann Leete Hew York
i§ tchell Xennerley
Barker, Granville The Voysey Inperitence Iew York,
ifitehell Eennerley
3arker, Granville Waste Iiew York, ilitchell Kennerley
Berrie, J.i. The Admirsble Crichton, 4 Comedy ILondon, Jéw Yorlk,
- Toronto , Eodder& Stoughton
Berrie, L.k, Alice-Sit-By-the Fire Iew York, Scribmner's 1220
3errie, J.de Barbara’s Wedding  see Zchocs of the War
Berrie, J.l. Lchoes 0x the war Scribner’s 1919
Contents: The 01d Lady Shows her iledals,
The Iew Word, DBarbsrs's veddinz, <The Fell-Iemem-
bered VOice. '
Barrie, J..l. Half Hours Ixe/ York, Seribners 1917
Contconts: 2Pantaloon, The Tweive Pound Look,
Rosglind, The wWill.
Serrie, J.i. A Xiss for Cindereilz, A"Comedy IHew York,
Seribrner's 1920
Porrie, J.li. The llew Word  sec Echoes of the War
Barrie, J.l. The 014 Lady Shows Her iedals see EZchoes of the War
Barrie, J.ll. ranisloon See Half HOUTS
Berrie, J.. DNusiity Street, & Comedy London, ilew York, Toronto,
Hodder: Sitoughton
arrie, J.li. The Twelve Pound Look see Ea2lf Hours also Lewis
Barrie, Jl.li. The Well-zemembered Voice see tchoes of the War
Barrie J.l. Hhat Zvery woman inousy- A Comedy lew York,
Seribner’s 19195el .
Belasze, Devid licdam Futterfly ses Dickinson
Belesco, David Hay plossom, A Comedy in Four Acts lew York, French
Belesco, Uavid 1Thne neturn of reter Crimm Sec ii0Ses
Bennett, Arnold 7The Great Adventure, A Plsy of Fancy in Four icts
London, llethuen & Co. \
Bennett, Armold and Xnoblanch, tdward iiilestones iew York,
Geo, He Doran Co. also see iickinson
Bennett, Armold The Title, A Comedy HNew York, Doran
Benrimo, J.Harry end Hozdl ton, George The Yellow Jacket
see Dickinson
Boucicanlt, Pion London Assurance see lioses




Srighouse, Hetold The Game see Three Lancoshire Plays
Brighouse, Harold Ionesome-Like See Clark
srighouse, Herold Iaid o* France see Cohen
Srighouse, E=rold 7The Lorthernmers sec Three Lancsshire Plays
Brighouse, Esrold Three Lanceshire Plays French 1920
Contents: The Game, The Horthemers, Zack
Brighouse, Harold Zock see anee Lancachire Piays
Brovm, Llice (Children of Earth, A Tlay of ’Je'v Lneliand
HMoemillan 1915
Bulwer-Lyttor The Lady of Lyoms in Jramatiee" Works London,
Routiedge 1864
.mlwer-Lytton ’—Ziehnlleu in Dramatic ¥orks uondon, zotutledge 1863
purnett, Prances H, aad Gillette, william F. Ssmeralis » A Comedy Trsms
in Fouxr Act° Freach
Calderon, George fThe Little Storne House see Shoy and Loving
Cannen, Gilbert Jsmes and cohn See Clerk
Cannsn, Gilbert IeryTs W .Iec.E,_g' sce Shsy and Loving
Chambers, C.H* The fwakening, A Play in Four Acts Bouton,
Walterd, saker & Co,
Chembers, C.H. Sir Anthony, 4 Comedy Oof the Outskirts, in Three Acis
Freangk 1209
Clazrlr, Barret E. -.ep*eSGntatlve One-ict Plagys by British snd Irish
Authorss witn hionravhicel llotes Loatog, Littie, Browa i Co.

1921 qontantS'
The Widow of Wasdale Head —-- A,V1.Pineroc
’a"n‘ € £0al ~~——mmm T _..A. Jones
SELOME ——m—mmmmmm—m e mmm e Oscar Wilde
The dan in the Stalls -————m—e- 21fred Sutro
T 0D=0—la@=0HUMD —=mmmm e mmmmm e F,fenn & 2. PFryce

ihe impertinence of the Cresture
Cosmo Gordorn~ Lennox

The Stepmother —--—emmmemmeeoo A1nold Bennett
A025C0 -~ - —emme—e-Cranvill. Barker
Ccaies and JORD ~-emm e Gi_we"'t Camnan
’.‘Ee u‘no".' .Jan ----------------- Lawrence Housman
Fancy }sree ------------------- Staniey Houskton
ONESOME~Like —-=m-= =—meoeeee EZarold Brighouse
1588 Tasse; —— -— Elizeleth Eeker
The Hgker of Jreams ——-memeeee Oliphant Downs
The Land of Heert® Desire ----H.B, Yeats
Iiders to the sea J.il. Synge
Soreading the Hews -~ ~——=Lady Gregory
The US LOVEY =we———ee St. John Exvine
The Golden poom - Lori Dunsany

Cohen, Eelen Louise Jne -Ac'i FIaE oy Modern Authozrs
Hew York, Harcourt cSrecexn Co.
Contents:




The Boy ill -- —m—————2.Z.30geTS

sezaty and the Joeobin --------30oth Tsrkington
“he Pier=ot o the imuite =----Lrmest Dowsn

ipe dsxer of : Treams ~====Clivhani lown
Gatfvsburg - Percy ilscKaye
HUrZei=-FiGMlery ~~-——-——--=-- -—Leh, lMilne

izl of #resnce Herold Brighouse
bgveeﬂnp; TEC JieWS —=—mvemme—— Iedy Gregory
Welsh B one%oon ----- ———————— --J eenmette Lia*k“
Ridex Xo the cSea - Jeiie Syunge

i -.’%'"It 2t en lmn —— Lord Dunsany
The Poilirht 98int ~-=--===----Stark Toung
Fortune and ..Len S Zyes —-===-—=d. P.reaooqy

The Little 7Y T —p— —————— -John Galsworthy

Colum, Psdresic The Fidcler's Bouse see Three Flays
Coiun, Pa#raic ©Tne Lend Sec Lihree rlays
Colum, Psdraic Thomss wuskerry see Ihree rleys 2lso licses
Co.um, Padreic Three rlays Contents: The Figdler's House, The Land
7homee Luskerry .,oston. Little, Broen & Co. 1615
Songreve, Willicm 21ays Lon&on, T.Fisher Tawin , -iew York, Scribner’s
Contents: The Dla pa"r*elo*:;,fr.’l:e “ouole reaier
Tove for Love, tae way Of ithe -orid,.
Cook, Geotge Cram ani Suss Tn Glaspell —Suppressed Desires see leyors
aliso (Glaspell
Cowan, Sada Sintram of Skegerrak See Hayorgs
Croker,5osworta m' S babi Carrieze see Shay and _.oving
Croc}:er, hosworth ihe last Straw_ see liayorgs also Lewis
Crothers, Rechel iHeé gnd Ske see Quinn
savies S.H. Cousiz Zate, 4 somedy in Three iwts 30s1;on. Beker 1910
‘avies E.He ine ;A0L1USC , . oW and Original Comedy in Three Acts
Fostn, Baker 191%4
Lavies,lary W.rol,,m The Siave with Two ?aces see Shey and Ioving
28 1ille, William C., Strongheart ~ Fraanch 1909
Le Pue, Elve _dattie cee layorge
Dicliinson, Thomas He Chief Comtemporary Drametists Houghtongdiifflin
Contents:
La Windermere's Fen---------0sgar Wilde
Second drs&"fanguer oy
::ichae.a anc HiS LOEL .ngel ---HEl.A.Jones

Strife - - -Jonn Galsworthy

The usdrasi House Granville tarker

The Hour Gless #eBsYeat s

xiders 1o the Sea Jeile Synge -

ane “-’a.s%o- of The lMoon -------Lady Gregory

‘The Tru Ciyde Titch

The Great Divide -~ Vo H00dy

The witching HBORT Augustus Thomss
Dickinson, Thomas H. —h'l’ew Drametists second series

Houghton 1iffiiu Co. Contents:
:ilestones . --5, Bennegth-and

L. Xnoblesuch




Cur 3etters ~ —~-lleSe lzushenm

Loransnm Lincoln = - Jonn _rinkroter
~ixed ~grrisze qt. John Irvine
Zing Lrzimenes gnd the Unknown uerrior

Lord Junsany
The Zgsiest gy zugene .elter
’z‘ﬁé‘ Piper JeP.Ze2body
Tre Yellow Jecket bEazelton sha

Benrino

Dix, Zeuleh lerie Allison's Led see.ayorga
Jowm, Oliphent The  Loker of .)rec.ms See Clerk also Coken
Dowson, Ermest The Sierrot of ihe iinute See Coken £ls0
. Shey and Loving _
Jriniwefer, John _Lbrshen ILincoln, 4 Pley Boston, Houghton lifflin
see Dickindon
Jrinkweter, John Covketus sec Pswns
vrinimetor, John The God of gulet see 2atms
Jrinkweter, John lLary Stuert, & ?lay Eoughton, _4ifilin
Jrinkwater, Jonn QOliver Crom‘ell Zlay Houghton, 1Eifflin 1521
Drinkweter, John ZPgwas, four Joe‘clc Bla:;s with en Introduetion
by Jeck Cravford L.ouchton, ifflin  Contents:
The Stozm, Tre uod of Zuiet, Covhetus, X=0.

%ﬁ%ﬁ%‘z’ aJohn % tom ﬁ?e%;roa‘aﬂ wers sec Fewas
uriss,

fremted St

Alexendre’ "“"1Ts‘ TTneillon Theatme complet 7vois
Peris, Calmen Levy 1897
Juasany, Lord Five Xlays EOSton, Little Srowa 1916 Contents:
The Goas of the lountein, The Golden .uoon,
% Zrgimenes, OZThe olitterias cate,
Lost Silk Het
Junsany, Lord ”he Glitterins Gate ses Zive ZPlsy
_)a..;sany, Loré The Gods of the Zountain  see zive Zlaeys
elso iloses
Junsany, Lord r‘he Golden Doom see Five Pleys elso Clerk
Dunsany, Lord The Lngnter of the Gods see rlays of Gods znd Ilen
Junseny, Lord If% L Dley in -our iLcts lew York end London
Putnsm's 1922
Junseny, Lord Dng irgimenes snd the Unkoown lizrrior sec
n.ve fleys also Jickinson second series

'Dzmsany Lord A Hight et an Inmn see Plays of Gods and Men
elso Cohen
Dunseny, Lord 2Plays of Gods and Men DBoston, Lyce& Co.
Contents:” The tents of the Arabs, The Laugh
of the Gods, dIhe queen's Enemies, A Night &t
m inn.
Dungeny, Lord The Queens Enemies see Pla%s of Gods and llen
Dunsany, Lord " ihe Tents oi the irabs see lazs oi Gods and len
Ellis, M¥rs. Havelock <The osubjection of Xezia see
Shey end Loving
Zrvine, St. John Jane Clegz in Threezicts London,
¢idgwick and Jackson—l




Ervine, St. John John Ferguson, & Play in Four icts
New York, lacmillan
Ervine, Ste. John <+he Magnanimous Lover sce Clark
Zrvine, St. John Mived Marriage see Dickinson 2nd series
- Esmond, H. V. ihen ve Fere Iwenty-One, i Comedy in Four Acts
Prench 1902
Fenn. frederick and Pryce, Rlcharﬂ' Op-'0-l{e~-Thumb see Clark
Titch, Clyde 3Barbzsra Frié#tchie, -he rFrederick Girl see Plays
Fiteh, Clpde 3Beau Brummel see Plays
Fitch, Clyde Captein Jinks of the Hoese Marines sec Plays
Fiteh, Clyde The Cilty see Plags
Fitch, Clyde The Clﬁmbers zee Plays
Fitch, Clyde The Girl with the Grecn Iyes _see rlays
?itch, Clyde Her Great liatch see Plays 2lso quinn
Pitéh, Clyde Her Own ilay see Plays
Fitch, Clyde Lovers Lane see Plays
Fitch, Clyde <Tne kHoth 21nd the Flame see Plays also lLioses
Pitch Clyde Nathan Hale see Plays
Fitch Ciyde Plazs 4 <ols. ed. with intro. by Montrose J. loses
and Virginie Gerson 3Boston, Little Brown 1920
Fiteh, Clyde “he Stubborness of ueralulne see 2lays
*1tch Clyde 3ihe Toman in the Case see Plays
“1exner, Hortense 901ces see Hayorgu
Forbes, James The Chorus Lady see *he Famous Hrs. Fair
forbes, James The Famous Mrs. rair and other Plays Lew York,
Doran,contzins The Chorus lLady and The Show Shov
Forbes, Jemes The Show Shop sce The Famous Hrs. Fair
Francis, J.0. Chance uoubleday rPage 1914
Galbraith, Esther ~Lne2Brink of blleggg see Hayorza
Galswortyy, John 4 3Bit 'O Love in Plays 4th series Scribner's 1920
Gelsworthy, John The Zldest Son in Plays 2nd series Seribuner’s 1918
Galsworthy, John A femily Hen, in Three acis IHew York,
Sceribner¥s 1922
Galsworthy, John ”he Foudstions in Plays 4th series 1920
aalswortbv, John <‘he gggltlve in Pleys 2rd series Scribner's 1920
Gelsworthy, John Jov in Pleys lst series :cribrer's 1909
Galsworthy, John Tustice in Plays 2nd series 3eribner's 1913
Galsworthy, John _The Little Dream in Plays 2nd series
Seridner's 1915
Galsworthy, John The Little Han(in Six Short Play3d see Cohen
Galsworthy, John The Mob in Pleys ord series sScribmer's 1920
Gelsworthy, John T=he Pigeon in ?Tgxg 3rd series 1920 Scribner’s
Galsworthy, John +he Silver Box 1in Plsys Ist series Scribner's 1909
Galsworthy, John ZheSkin Game in Plays 4th series Scribner's 13920
Gelsworthy, John Sitrife in Plays2R4t series Scribner's 1913 .
- also see Dickinson
Getes, Elinore Poor Little Rich Girl, 4 Play of Fact and Fancy in
Three icts Arrow 1916

Gerstenberg, ilice 3Beyond see Mayorga
Gillette,Williem ¥, and Surnett, Frances H. Esmerzlda French




Giljatte, Villiem H. Secret Service -see quinn

Glaspell, Susan 3Bernice 1n 212

Glaespell, Sussn Clese the 3o0ock 1in Plays

Glaspell, Sussn The Outside in 2lays

Glespell, Susan The Peopnle in Plazs

Gl:aspell, Susan Plays Boston, Small liaynard& Co.
Contents: Trifles, The People, Close the 200k,
The Outside, Toman's Honor, 3ernice,
Suporessed Desires, .iCKless Lile.

Glzspell, Suszn afid Cook, George Cram Tickless Time see Flays

Glespell, Susan Trifles in Plsys see Shaey and Loving

Glaspell, Susan lLoman's Homor 1in Plays

Goldsmith, Oliver She Stoovs 1o Concueriliscellaneous «works 1 vol
Philedelphia 1845

Goodmen, K.S, and Hecht, Ben The :Jonder Hat see anorga

Goodmon, ¥Z.S. and Stevens, T.ti. Zdyland sce uayorga

Goardon-Leunox, Cosmo _The Impertinence of the Creature

see Clark

Hazelton, George G. and Benrimo J. Hurry

Hecht, Bem and Goodman, EK.S.

Gregory, Ledy 4. The Zogie iMen see Rew Comedies
Gregory, Lady A. Coats see iew Comedies
Gregory, Lady A. Eamer*s‘ﬁnl& see Lew Comedies
Gregory, lady i. 1tne Drezon, i yonder Play in Tnree Acts Putnam’s
Gregory, Ledy A. E§§'§ao& Gate See Sevenshort rieys
Gregory, Lady L. r"he Fu;l Woon see lew Comedies
Gregory, Lady A. A4yacinih Halvev see Seven Short Pleys z21so0 Le31
Gregory, ledy A. leDonoug wife see New Comediles
Gregory, Lady i. lew Comeaies New York 2nd London, Putnam's
Contents: The Full Moon, Coats, Damer's Gold -
ucDonoubh' wiie.
Grogory, Lady A. +he 2ising ot tne iloon see Seven Short Flays
21so Dickinson
Gregory, Lady A. _Seven Short Pleys Putnam's FHew York and London
Contents: Spreading the News, Hyacinth Halvey,
The Risings of ths iloon, ;ne Jackaﬁw
The ijorkhouse sard, <he Traveling Ten, ‘he Geol
Gate. i
Gregory, Ledy i. Spreading the Hews see Seven short Plays
elso Clark and also Cohen
Gregory, ledy ie. the Traveling lan see Seven Short Plays
Gregory, Lady 4 the ..orkhouse .erd see Seven Short Plays also
¥oses ,and Shay and Lovina
‘Halmen, Doris F, 1illQ' The !iisp see Hayorga
Hemlin, HMary P. “ang AfIiss ,George EHsmilton, A Play in Four Acts
Bogton, Beker & Co. 1918
Hankin, St. JOhn The Cassilis Engagement see Moses
Hankin, St. John The Constant Lover see Shay asnd Loving
Harroou, H.M. and Jesse, . Tennyson 3Billeted see Jesse

The Yellow Jacket

see Dickinson

The Wonder Hat, A Harlecuinede
see Mayorga :




Zelvurn, Trerese inter the ze-0 see Shey cnd Loving

=ofiman, rhobbe Iigttha's lourning see layorge

aoughton, Stenley 4dindle igkes, £ Pley in three iects 3Boston, Zuce

. Loncon, vidgwick and Js cL.°on 1913

zousmen, Lewrcnce -I'e Chinese Llentern, £ _la;z in Three.Acts
Srentsno's 1908

Housmsn, Lewrence end Berker, Creaville '*’rune"lc., or Love in 2
Juteh Gerden London, Sidgwick & Jackson 1915

dousmen, Lewrence 7The Snow lan see Clerk

sowsrd, Bronson Xate, i Comedy in Four fets EHerper's 1906

Lowerd, Bronson sShensndogh see Juian

itudson, Herold GTShe Sacpherd in the Distcnce  see ohay ané Loving

Jerome, Jerome I, Ea.ng;z cnd the Servent rroblem, 4 luite Possible
fley in rour iLets French 1509

Jerome, Jesome L. <he rassing Of the ”’h:.rd rloor Beck, An Idle

:-e:zcz in g Zrologue, & tley ond ea —viiosue
London, aurst & 3lzcke ut

Jesse, Fo Teoanyson end Herwood, hHell. Zilletted, i Comedy in Three

£e1s Prench 1920
Jones, Lehs rhe Case of Rebellious Susan, 4 Comedy in Three Zcts
Zrench

Jones, z.he The Cuscders, An Originel Comedy of llodern Life
Teomiliem 1911 .

Jones, neie The .u:.e _£ Plcy in Jour fLcets Doran

Jones, Heie Lexry Goes Zirst, = wOmedy Tkree Lcis end Epilorue

' Introcuction oy Clejton Lemilton .Jouoleo.@,,r Pege 1914

Jones, ieie Lichsel znd m.s .uos+ =nzel sce Lickinson

s0NesSy ilesie <the aiiddlema.n = Pley in Z'our £ets French

Jones, Z. fe LIS vgne's .Jefense, L Play in Zour iets  Trench

gon-g, H.ie Ssints gnd Sinners, L dew end Originel "Bmyo* Znglish
of Lodern English Liddle=Cless Life in -ive icts
dew York, ..zacmlla.n 1214

Jones, ie Le 410. lermen, Henry The Silver ¥ing, i Dreme in Five ..cts

¥rench

Jones, Le L Sveet will, 5 Comedy in One-fct French

Jones, He 4e Uhitowashing Julis. in Originel Comedy in Three icts
Jdew York F*ench R

wennedy, Cherles Rann The Idol Zresker, 4 Pley of the Fresent liey iz
five icts ;arper, Tew York and ogdon 1914

lennedy, Cherles ienn Tke Hecessery Zvil, i One@ict Pley for Four
Persons: To be flaxeu in the Lisht Horper 1915

Zermmedy, Charles Renn  The Servent intne House Harper's New York




Xennedy, C.Re: The Terrible :ieek, A one-ict Stame Play
for fhree voices; To be Ilsyed in the Darkmess.
Harpeér Bros. dew York 191zZ.
Xennedy, C. Z. ZThe ¥interfeast, Eerper Bros
Hew York and London 1908.
Xenyon, Chnerles Xindling, i Comedy Dreme in Three Acts.
Doubledey rage 1914
Ldein, Charles [The Lion =2nd the _louse, 4 zlay in Four
Lets. French
Xnoblauch, wdward Lismet, 4n "Arsbian iight" in Three icts.
liethnen, London.
loch, Fredrick Eenry IRzleigh, The Shevherd of the Ocesn,
A Pasgesnt Jrame, cdwerds and Broughton, Jaleigh, 1920
¥remborg, slfred 4Lt The Sign of the Thumb and Jose.
- See plays for -lerry indrews.
Yremborg, Alfred leys for lerry Andrews. iiew York, The Sunwise
Turn 1920

b

Contents: Vote the ..ew Loon, 4t the Sign

of the Thumb =ng :0se, Uneasy Street, The
Silent _siter, ionday. B 3
Zremborg, Alfred, The oilent ..aiter, oSee Zlays for ..erry

ondrevsS. o - y
Zremborg, &lired, Vote the lew illoom. See Zlays for .erry
Anarews.

Law, irthur 3 Country .iouse, i Satirical Comedy in Three icts.
French 1904

Lewis, Roland Contemporary One-isct Plays B with
-~ =

Cutiine 3tudy

of the One-ict Play and Bibliogravhies Scribner's

Contesins:

The Twelve Pound Look -—~——-ee-o celie Berrie
G o= s Bl o Y T —— George licdleton
THE AXCRANEE =—————m—=m—e——————— Altheea Thurston
Sam AVEYrS£e =e~e-mm—meceeeeeeeeo Percy MecXaye
Hyacinth 281vef ---—cecmcmcee- Ledy Gregory
The Gezing Globe ——- ccmmeeeo Zugene Phllot

. The Last_StTraW ----- - Sm— eeee- 3osworth Crocker
here But in Americg - ——ceee-o Oscer M, wWolIf

London, Jack [The icorn Planter, i California Forest Play,-Planned to
b6 sung by efficient singers, accompenied by & cepable
Orchestra. Nme York, Macmillan 1916

London, Jack BScorn of @Women, in Three iActs New York, EHacmillan 1906

London, Jack Theit, A Play';gr?our Acts New York, Hazcmillan 1910

iiacKeye, Percy Celiban by the Yellow Sands XNew York, Doubledey 1916

ilac¥aye, Percy The Canterb Pilgrims see Plays

MacXaye, Percy Chuck see lankee raniesies

MacXaye, Percy Fenris the wWolf, A Tragedy New york, Mscmillan 1905

YecXeye, Percy Getiysburg see Yankee rantasies also Cohen

MacXaye, Percy Jeanme D' Arc see Plays

¥acXaye, Percy Hater see Plays

MecKaye, Percy Pla Xacmillan 1916 Contents:

ahe Canterbury Pilgrims, Jeanne D' irc, 3Savpho

gnd Phson, ihe Scarecrow, iaater.




¥acEsye, Percy St. Louis, 4 Civic Masque New York, Doubleday 1914

MacXaye, Percy oSam Aversge See Yankee Fantasies also Lewis and
Yaygorge .
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New York, Z.P. Dutton 1821 Contents:
Paul Xsuver -- - -figgggsﬁﬂaczaye
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Tondon, Constable 1913 .
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Synge, Jei. ~Zhe Well of the bain‘ts med§ £8 Three Acis
— Roston, Luce 1911
;a.rkington, Booth Beenjl and the Jecobin see Cohen
Taylor, Tom ZThe Ficket of Leave E:a:n‘ see kpses
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Th & tnstIfliel o
Thomes, Augus ilgzoure see loses
Thomas, Anga.stus _Whe withching E see Dickinson
Tomixins, Shem~ see Shey and'%:ing

”hurston, i1%Ees The Exe;:%g see Lewis
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York, Peerson 1909 ses Jic
Wilde, Oscer Selome, A T edy in One 40t in Complete Yritings
¥ilse. Pereivel zwéork . earson 1909
e, Pereciv ugstion of b1 rali‘!_:z see kg
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