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Preface

public, and college or university libraries. TCLC has covered more than 1000 authors, representing over 60 nationali-

ties and nearly 50,000 titles. No other reference source has surveyed the critical response to twentieth-century authors
and literature as thoroughly as TCLC. In the words of one reviewer, “there is nothing comparable available.” TCLC “is a
gold mine of information—dates, pseudonyms, biographical information, and criticism from books and periodicals—which
many librarians would have difficulty assembling on their own.”

S ince its inception Twentieth-Century Literary Criticism (TCLC) has been purchased and used by some 10,000 school,

Scope of the Series

TCLC is designed to serve as an introduction to authors who died between 1900 and 1999 and to the most significant inter-
pretations of these author’s works. Volumes published from 1978 through 1999 included authors who died between 1900
and 1960. The great poets, novelists, short story writers, playwrights, and philosophers of the period are frequently studied
in high school and college literature courses. In organizing and reprinting the vast amount of critical material written on
these authors, TCLC helps students develop valuable insight into literary history, promotes a better understanding of the
texts, and sparks ideas for papers and assignments, Each entry in TCLC presents a comprehensive survey on an author’s
career or an individual work of literature and provides the user with a multiplicity of interpretations and assessments. Such
variety allows students to pursue their own interests; furthermore, it fosters an awareness that literature is dynamic and re-
sponsive to many different opinions.

Every fourth volume of TCLC is devoted to literary topics. These topics widen the focus of the series from the individual
authors to such broader subjects as literary movements, prominent themes in twentieth-century literature, literary reaction
to political and historical events, significant eras in literary history, prominent literary anniversaries, and the literatures of
cultures that are often overlooked by English-speaking readers.

TCLC is designed as a companion series to Gale’s Contemporary Literary Criticism, (CLC) which reprints commentary on -
authors who died after 1999. Because of the different time periods under consideration, there is no duplication of material
between CLC and TCLC.

Organization of the Book

A TCLC entry consists of the following elements:

® The Author Heading cites the name under which the author most commonly wrote, followed by birth and death
dates. Also located here are any name variations under which an author wrote, including transliterated forms for
authors whose native languages use nonroman alphabets. If the author wrote consistently under a pseudonym, the
pseudonym is listed in the author heading and the author’s actual name is given in parenthesis on the first line of
the biographical and critical information. Uncertain birth or death dates are indicated by question marks. Single-
work entries are preceded by a heading that consists of the most common form of the title in English translation (if
applicable) and the name of its author,

W The Introduction contains background information that introduces the reader to the author, work, or topic that is
the subject of the entry.

B The list of Principal Works is ordered chronologically by date of first publication and lists the most important
works by the author. The genre and publication date of each work is given. In the case of foreign authors whose

vii



works have been translated into English, the English-language version of the title follows in brackets. Unless oth-

erwise indicated, dramas are dated by first performance, not first publication. Lists of Representative Works by
different authors appear with topic entries.

® Reprinted Criticism is arranged chronologically in each entry to provide a useful perspective on changes in critical
evaluation over time. The critic’s name and the date of composition or publication of the critical work are given at
the beginning of each piece of criticism. Unsigned criticism is preceded by the title of the source in which it origi-
nally appeared. All titles by the author featured in the text are printed in boldface type. Footnotes are reprinted at
the end of each essay or excerpt. In the case of excerpted criticism, only those footnotes that pertain to the ex-
cerpted texts are included. Criticism in topic entries is arranged chronologically under a variety of subheadings to
facilitate the study of different aspects of the topic.

® A complete Bibliographical Citation of the original essay or book precedes each piece of criticism. Source cita-
tions in the Literary Criticism Series follow University of Chicago Press style, as outlined in The Chicago Manual
of Style, 15th ed. (Chicago: The University of Chicago Press, 2003).

m  Critical essays are prefaced by brief Annotations explicating each piece.

B An annotated bibliography of Further Reading appears at the end of each entry and suggests resources for addi-
tional study. In some cases, significant essays for which the editors could not obtain reprint rights are included
here. Boxed material following the further reading list provides references to other biographical and critical sources
on the author in series published by Gale.

Indexes

A Cumulative Author Index lists all of the authors that appear in a wide variety of reference sources published by Gale,
including TCLC. A complete list of these sources is found facing the first page of the Author Index. The index also includes
birth and death dates and cross references between pseudonyms and actual names.

A Cumulative Topic Index lists the literary themes and topics treated in TCLC as well as in other Literature Criticism se-
ries. '

A Cumulative Nationality Index lists all authors featured in TCLC by nationality, followed by the numbers of the TCLC
volumes in which their entries appear.

An alphabetical Title Index accompanies each volume of TCLC. Listings of titles by authors covered in the given volume
are followed by the author’s name and the corresponding page numbers where the titles are discussed. English translations
of foreign titles and variations of titles are cross-referenced to the title under which a work was originally published. Titles
of novels, dramas, nonfiction books, and poetry, short story, or essay collections are printed in italics, while individual po-
ems, short stories, and essays are printed in roman type within quotation marks.

In response to numerous suggestions from librarians, Gale also produces a paperbound edition of the TCLC cumulative title
index. This annual cumulation, which alphabetically lists all titles reviewed in the series, is available to all customers. Ad-
ditional copies of this index are available upon request. Librarians and patrons will welcome this separate index; it saves
shelf space, is easy to use, and is recyclable upon receipt of the next edition.

Citing Twentieth-Century Literary Criticism

When citing criticism reprinted in the Literary Criticism Series, students should provide complete bibliographic information
so that the cited essay can be located in the original print or electronic source. Students who quote directly from reprinted
criticism may use any accepted bibliographic format, such as University of Chicago Press style or Modern Language Asso-
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ciation (MLA) style. Both the MLA and the University of Chicago formats are acceptable and recognized as being the cur-
rent standards for citations. It-is important, however, to choose one format for all citations; do not mix the two formats
within a list of citations.

The examples below follow recommendations for preparing a bibliography set forth in The Chicago Manual of Style, 15th
ed. (Chicago: The University of Chicago Press, (2003); the first example pertains to material drawn from periodicals, the
second to material reprinted from books:

Cardone, Resha. “Reappearing Acts: Effigies and the Resurrection of Chilean Collective Memory in Marco Antonio de la
Parra’s La tierra insomne o La puta madre.” Hispania 88, no. 2 (May 2005): 284-93. Reprinted in Twentieth-Century Lit-
erary Criticism. Vol. 206, edited by Thomas J. Schoenberg and Lawrence J. Trudeau, 356-65. Detroit: Gale, 2008.

Kuester, Martin. “Myth and Postmodernist Turn in Canadian Short Fiction: Sheila Watson, ‘Antigone’ (1959).” In The Ca-
nadian Short Story: Interpretations, edited by Reginald M. Nischik, pp. 163-74. Rochester, N.Y.: Camden House, 2007.
Reprinted in Twentieth-Century Literary Criticism. Vol. 206, edited by Thomas J. Schoenberg and Lawrence J. Trudeau,
227-32. Detroit: Gale, 2008. The examples below follow recommendations for preparing a works cited list set forth in the
Modern Language Association of America’s MLA Handbook for Writers of Research Papers, 7th ed. (New York: MLA,
2009. Print); the first example pertains to material drawn from periodicals, the second to material reprinted from books:

Cardone, Resha. “Reappearing Acts: Effigies and the Resurrection of Chilean Collective Memory in Marco Antonio de la
Parra’s La tierra insomne o La puta madre.” Hispania 88.2 (May 2005): 284-93. Rpt. in Twentieth-Century Literary Criti-
cism. Eds. Thomas J. Schoenberg and Lawrence J. Trudeau. Vol. 206. Detroit: Gale, 2008. 356-65. Print.

Kuester, Martin. “Myth and Postmodernist Turn in Canadian Short Fiction: Sheila Watson, ‘Antigone’ (1959).” The Cana-
dian Short Story: Interpretations. Ed. Reginald M. Nischik. Rochester, N.Y.: Camden House, 2007. 163-74. Rpt. in
Twentieth-Century Literary Criticism. Eds. Thomas J. Schoenberg and Lawrence J. Trudeau. Vol. 206. Detroit: Gale, 2008.
227-32. Print.

Suggestions are Welcome

Readers who wish to suggest new features, topics, or authors to appear in future volumes, or who have other suggestions or
comments are cordially invited to call, write, or fax the Associate Product Manager:

Product Manager, Literary Criticism Series
Gale
27500 Drake Road
Farmington Hills, MI 48331-3535
1-800-347-4253 (GALE)
Fax: 248-699-8884



Acknowledgments

The editors wish to thank the copyright holders of the criticism included in this volume and the permissions managers of
many book and magazine publishing companies for assisting us in securing reproduction rights. Following is a list of the
copyright holders who have granted us permission to reproduce material in this volume of TCLC. Every effort has been
made to trace copyright, but if omissions have been made, please let us know.

COPYRIGHTED MATERIAL IN 7CLC, VOLUME 258, WAS REPRODUCED FROM THE FOLLOWING
PERIODICALS:

Canadian Review of American Studies, v. 40, 2010. Copyright © 2010 by University of Toronto Press. Reproduced by
permission.—ELH, v. 45, winter, 1978. Copyright © 1978 by The Johns Hopkins University Press. Reproduced by permis-
sion of The Johns Hopkins University Press.—Inklings, v. 14, 1996; v. 18, 2000. Reproduced by permission.—Journal of
Irish Literature, v. 18, January, 1989, for “Poor Relations: Gaelic Drama and the Abbey Theatre, 1899-1913.” Copyright ©
1989 by Philip O’Leary. Reproduced by permission of the author.—Journal of Modern Literature, v. 28, summer, 2005.
Copyright © 2005 by Indiana University Press. Reproduced by permission.—Literature & Theology, v. 17, March, 2003.
Copyright © 2003 by Oxford University Press Journals. Reproduced by permission.—Meodern Drama, v. 47, winter, 2004,
Copyright © 2004 by University of Toronto Press. Reproduced by permission.—Mythlore, v. 26, fall, 2007 for “The Centre
of the Inklings: Lewis, Williams, Barfield, Tolkien” by Diana Pavlac Glyer. Copyright © 2007 by Mythopoeic Press. Re-
produced by permission of the publisher and the author—New Hibernia Review, v. 7, winter, 2003; v. 10, spring, 2006; v.
10, autumn, 2006. All reproduced by permission.—Studies in the Literary Imagination, v. 14, fall, 1981. Copyright ©
1981 Studies in the Literary Imagination. Reproduced by permission.—Swift Studies, v. 23, 2008 for “Swift Plays of the
Abbey Theatre” by Elizabeth Mannion. Copyright © 2008 by Elizabeth Mannion. Reproduced by permission of the au-
thor—Theatre Journal, v. 61, May, 2009. Copyright © 2009 by The Johns Hopkins University Press. Reproduced by per-
mission of The Johns Hopkins University Press.—Tolkien Studies, v. 6, 2009 for ‘A Kind of Elvish Craft’: Tolkien as Lit-
erary Craftsman” by John D. Rateliff. Copyright © 2009 by John D. Rateliff. Reproduced by permission of the author.—
Twentieth Century Literature, v. 50, spring, 2004. Copyright © 2004 by Hofstra University. Reproduced by permission.

COPYRIGHTED MATERIAL IN TCLC, VOLUME 258, WAS REPRODUCED FROM THE FOLLOWING
BOOKS:

Dearborn, Kerry. From “The Sacrament of the Stranger in C.S. Lewis, J.R.R. Tolkien, and George MacDonald” in Truths
Breathed through Silver: The Inklings’ Moral and Mythopoeic Legacy. Edited by Jonathan B. Himes, Joe R. Christopher,
and Salwa Khoddam. Cambridge Scholars, 2008. Copyright © 2008 Cambridge Scholars. Reproduced by permission of the
publisher and the author.—Dieltjens, Louis. From “The Abbey Theatre as a Cultural Formation” in History and Violence in
Anglo-Irish Literature. Edited by Joris Duytschaever and Geert Lernout. Rodopi, 1988. Copyright © 1988 Rodopi. All
rights reserved. Reproduced by permission.—Fitzpatrick, Lisa. From “Taking their Own Road: The Female Protagonists in
Three Irish Plays by Women” in Women in Irish Drama: A Century of Authorship and Representation. Edited by Melissa
Sihra. Palgrave Macmillan, 2007. Copyright © 2007 Palgrave Macmillan. All rights reserved. Reproduced by permission.—
Flannery, James W. From W. B. Yeats and the Idea of a Theatre: The Early Abbey Theatre in Theory and Practice. Mac-
millan, 1976. Reproduced by permission.—Frazier, Adrian. From Behind the Scenes: Yeats, Horniman, and the Struggle
Jor the Abbey Theatre. University of California Press, 1990. Copyright © 1990 University of California Press. All rights
reserved. Reproduced by permission.—Frederick, Candice, and Sam McBride. From “Inklings as Male Culture” in Women
Among the Inklings: Gender, C. S. Lewis, J. R. R. Tolkien, and Charles Williams, Greenwood Press, 2001. Copyright ©
2001 by Candice Frederick, Sam McBride. All rights reserved. Reproduced by permission of ABC-CLIO, LLC, Santa Bar-
bara, CA.—Glyer, Diana Pavlac. From “Influence: Assessing Impact,” in The Company They Keep: C. S. Lewis and J. R.
R. Tolkien as Writers in Community, Kent State University Press, Copyright © 2007 by the Kent State University Press.
Reproduced by permission.—Glyer, Diana Pavlac. From “Collaborators: Working Together,” in The Company They Keep:
C. S. Lewis and J. R. R. Tolkien as Writers in Community, Kent State University Press, Copyright © 2007 by the Kent
State University Press. Reproduced by permission.—Hein, Rolland. From “Doors Out and Doors In: The Genius of Myth”
in Truths Breathed through Silver: The Inklings’ Moral and Mythopoeic Legacy. Edited by Joe R. Christopher, Jonathan
B. Himes, and Salwa Khoddam. Cambridge Scholars, 2008. Copyright © 2008 Cambridge Scholars. Reproduced by per-

xi



mission of the publisher and the author.—Hunt, Hugh. From The Abbey: Ireland’s National Theatre, 1904-1978. Colum-
bia University Press, 1979. Copyright © 1979 Columbia University Press. All rights reserved. Reproduced by permis-
sion.—Knight, Gareth. From The Magical World of the Inklings: J. R. R. Tolkien, C. S. Lewis, Charles Williams, Owen
Barfield. Element Books, 1990. Copyright © 1990 Element Books. All rights reserved. Reproduced by permission of Sky-
light Press.—McDiarmid, Lucy. From “The Abbey, Its ‘Helpers,” and the Field of Cultural Production in 1913,” in Irish
Theatre in America: Essays on Irish Theatrical Diaspora. Edited by John P. Harrington. Syracuse University Press, 2009.
Copyright © 2009 Syracuse University Press. All rights reserved. Reproduced by permission.—Middlebrook, Diane Wood.
From “What Was Confessional Poetry?” in The Columbia History of American Poetry. Edited by Jay Parini. Columbia
University Press, 1993. Copyright © 1993 Columbia University Press. All rights reserved. Reproduced by permission.—
Mikhail, E. H. From Literary Interrelations: Ireland, England and the World, Vol. 2. Gunter Narr Verlag, 1987. Repro-
duced by permission.—Molesworth, Charles. From The Fierce Embrace: A Study of Contemporary American Poetry.
University of Missouri Press, 1979. Copyright © 1979. Reproduced by permission of the publisher and the author.—
Neuhouser, David L. From “The Role of Mathematics in the Spiritual Journey of George MacDonald” in Truths Breathed
through Silver: The Inklings’ Moral and Mythopoeic Legacy. Edited by Jonathan B. Himes, Joe R. Christopher, and
Salwa Khoddam. Cambridge Scholars, 2008. Copyright © 2008 Cambridge Scholars. Reproduced by permission of the
publisher and the author—New, Elisa. From “Confession, Reformation, and Counter-Reformation in the Career of Robert
Lowell” in Reading the Middle Generation Anew: Culture, Community, and Form in Twentieth-Century American Po-
etry. Edited by Eric Haralson. University of Iowa Press, 2006. Copyright © 2006 University of Iowa Press. All rights re-
served. Reproduced by permission.—Rosenthal, M. L. From “Anne Sexton and Confessional Poetry” in Anne Sexton: Tell-
ing the Tale. Edited by Steven E. Colburn. University of Michigan Press, 1967. Copyright © 1967 M. L. Rosenthal. Ali
rights reserved. Reproduced by permission of the estate of the author.—Saddlemyer, Ann. From “Behind the Scenes: Irish
Theatre, Irish Lives, and the Task of the Biographer,” in Theatre and Autobiography: Writing and Performing Lives in
Theory and Practice. Edited by Sherrill Grace and Jerry Wasserman. Talonbooks, 2006. Copyright © 2006 Talonbooks. All
rights reserved. Reproduced by permission.

xii



Gale Literature Product Advisory Board

The members of the Gale Literature Product Advisory Board—reference librarians from public and academic library sys-
tems—represent a cross-section of our customer base and offer a variety of informed perspectives on both the presentation
and content of our literature products. Advisory board members assess and define such quality issues as the relevance, cur-
rency, and usefulness of the author coverage, critical content, and literary topics included in our series; evaluate the layout,
presentation, and general quality of our printed volumes; provide feedback on the criteria used for selecting authors and
topics covered in our series; provide suggestions for potential enhancements to our series; identify any gaps in our cover-
age of authors or literary topics, recommending authors or topics for inclusion; analyze the appropriateness of our content
and presentation for various user audiences, such as high school students, undergraduates, graduate students, librarians, and
educators; and offer feedback on any proposed changes/enhancements to our series. We wish to thank the following advi-
sors for their advice throughout the year.

Barbara M. Bibel Heather Martin

Librarian Arts & Humanities Librarian

Oakland Public Library University of Alabama at Birmingham, Sterne Library
Oakland, California Birmingham, Alabama

Dr. Teby Burrows Susan Mikula

Principal Librarian Librarian

The Scholars’ Centre Indiana Free Library

University of Western Australia Library

. Indiana, Pennsylvania
Nedlands, Western Australia

Thomas Nixon

Humanities Reference Librarian

University of North Carolina at Chapel Hill, Davis
Library

Chapel Hill, North Carolina

Celia C. Daniel

Associate Reference Librarian
Howard University Libraries
‘Washington, D.C.

David M. Durant
Reference Librarian
Joyner Library

East Carolina University

Mark Schumacher
Jackson Library
University of North Carolina at Greensboro

Greenville, North Carolina Greensboro, North Carolina
Nancy T. Guidry Gwen Scott-Miller

Librarian Assistant Director

Bakersfield Community College Sno-Isle Regional Library System

Bakersfield, California Marysville, Washington

Xiii



Contents

Preface vii
Acknowledgments xi

Gale Literature Product Advisory Board xiii

Abbey Theatre
IRIPOGUCHION ...ttt beson st st stse s e s ssn et se e ebaseanassanssanes 1
Representative WOTKS ............coo oottt s sessas s e s et sts et e be e e beraesresnbeee 2
Overviews and HISIOTY ........cuooveininiinicniiniiisien s ssesessessssssesssssssssssesassassssssassasssrsesonses 2
MAJOT FIGUIES ..cnoirrcneeeeetee sttt sasessee st et sssasvasa s s et sasaen s bt s nssanrne 71
Plays and PrOGUCTIONS .........uuovereeeeserencirtreeeecssesesisieesesrenrestssssssssssssasessssstssssssesssssnsesssssenes 109
FUTTRET REAAING ..ottt cecrsrsnessesssssessssesssnssessss s s sssse s sssn s ssasssatans 123

The Confessional School of Poetry
TREIPOAUCHION ...ttt sas sttt st st ree e s s s st e s s bt a s s aevbs s seneabens 124
Representative WOTKS ...t s sassstsssssssassssesessssesssnsens 125
OVErviews ANA BACKGIOUNA .............c.oeoeeeirreveetrcrecireeircsssisessseeiesseessessssansssssssesssssssasssissansssns 126
Major Authors ...........cueeneeni itesateseebe et e s a ARt ra s aa e e e S e e sas e e Re R SRR e R e e et she e bantnnrenees 154
FUITRET REAAING .......ucernnrnimiiiintniniiiees ettt seeesres s sesesaes s tsessba s ssssanesss s tesaates seebens 203

The Inklings
TRIPOAUCTION ........ounivininiiiiiiiirenniescsiensresseseessesesiesserastsssassssasssesssastansssssessenessssresssssessrnnses 205
RePresentative WOTKS ...........coicviviicvenrennririnresecicissssssiesosssss s sisse st s s b s ssnssssssssssesasssanssessean 206
OVEIVIEW ...ttt cmsstn et sttt s s et sre st se s st s s astssabessabasssbasantasessntasesese setens 207
GrOUD DYRAIMUCS .....coeeeriireeieeeceeeete et st ssse s bbbt st s s assenbetseenaase e smnnaen 214
MGJOT AUTROTS ....cnnorneviiriiiniiiiticeirte ittt erecn s erases e sases s nsssessbstssesensssasssasassasasasarsases 266
FUPIRET REAAING ...ttt sestssees s e s st sesesass s es e e s b e s sasesassressasessensesnssessnsrsnsannans 313

Literary Criticism Series Cumulative Author Index 317
Literary Criticism Series Cumulative Topic Index 435

TCLC Cumulative Nationality Index 455



Abbey Theatre

This entry presents criticism about Dublin’s Abbey The-
atre (or the Irish National Theatre Society), its major
figures, and its productions.

INTRODUCTION

The Abbey Theatre is a repertory theatre in Dublin, Ire-
land, founded in 1904 by William Butler Yeats, Lady
Augusta Gregory, and John Millington Synge. Other
members of its leadership circle included authors Ed-
ward Martyn, George Moore, and A.E. (pseudonym of
William Russell), among others, as well as numerous
actors, stage designers, and theatrical promoters. Yeats,
the principal figure of the project, imagined the Irish
National Theatre Society as one that would be fully un-
der the artistic control of the playwrights and that would
promote a distinctive Irish literary aesthetic, interest in
Irish culture, and Irish nationalism. Earlier, in 1899,
Yeats had founded (with Lady Gregory and Martyn) the
Irish Literary Theatre. While the Irish Literary Theatre
achieved critical success, it struggled for recognition
and did not have a permanent venue of its own. After
seeing the company perform in London, Annie Horni-
man, an English freethinker with some theater produc-
tion experience, came to Dublin in 1903 to act as
Yeats’s volunteer secretary and to design costumes for
the group’s productions. Horniman also became the the-
ater company’s financial benefactor and in 1904 pur-
chased the Abbey Theater building for the express pur-
pose of becoming the home of the Irish National Theater
Society. The founders of the Society also appointed
William Fay theater manager for the Abbey. W. J.
“Willie” Fay and his brother Frank were the originators
of the Irish National Dramatic Company, a troupe de-
voted to the development of Irish acting talent, which
they showcased in various touring productions in Scot-
land and Wales, and later in Dublin.

The Abbey Theatre opened in December of 1904 with
performances of several one-act plays by William But-
ler Yeats and Lady Gregory. Producing plays by such
affiliated writers as Yeats, Lady Gregory, Synge, Pad-
raic Colum, George Bernard Shaw, and Gerald Mac-
Namara, the Abbey Theatre became a popular and criti-
cal success, with new productions mounted regularly.
The Abbey Theatre plays were generally unified by the
playwrights’ interest in old Irish sagas, mythology, and
folklore, by their focus on the lives of Irish peasants
and other marginal groups, and by their innate national-

istic stance. Artistic differences persisted, however, no-
tably between Yeats and the Fays, such as whether or
not plays should be performed in the Gaelic language,
for example. For some of the Abbey Theatre associates,
the plays on offer were not nationalistic or political
enough, while other members wished to steer clear of a
directly political agenda. A disturbance, known as the
“Playboy Riots,” broke out at the Abbey Theatre in
1907 at the opening of Synge’s Playboy of the Western
World, fueled by nationalists who felt that the play was
not sufficiently political and who asserted that the por-
trayal of Kitty O’Shea was an insult to Irish woman-
hood. Yeats and Lady Gregory continued as artistic di-
rectors of the Abbey Theatre company, continuously
engaging in fundraising and publicity activities in Ire-
land, England, and the United States, but the group
eventually lost some its other main figures, including
Horniman, the Fay brothers, and Synge. Sean O’Casey,
who filled Synge’s position following the latter’s depar-
ture, enjoyed success with several plays such as The
Shadow of a Gunman (1923) and Juno and the Paycock
(1924), but eventually left after the Abbey refused to
stage his plays following more riots at the premiere of
his The Plough and the Stars (1926). The Abbey The-
atre company continued to operate with moderate suc-
cess after the death of Yeats in 1939, replacing him
with other leadership from its board of directors; in the
1940s and 1950s it staged more popular productions,
such as comedies set in idealized, yet fake, peasant set-
tings. The Abbey building burned in a fire in 1951 but
was rebuilt with help from the Irish government and re-
opened in 1966. It remains in operation today and is
highly regarded internationally for its strong repertory
group, new commissioned works, and touring and out-
reach activities.

Critical interest has remained strong in the Abbey The-
atre and its playwrights since its earliest days. The for-
mative years of the company are documented by Hugh
Grant and James W. Flannery, who examine the role of
the Fay brothers in the early years of the Abbey The-
atre. Mary Trotter [see Further Reading] focuses on the
centrality of Yeats’s and Lady Gregory’s leadership,
while Lucy McDiarmid explores their dealings with the
network of “helpers”—patrons, promoters, publicists,
audiences, and other supporters—who were instrumen-
tal in keeping the Abbey Theatre afloat. Louis Dieltjens
approaches the history of the Abbey Theatre from the
point of view of critical theorist Raymond Williams’s
notion of “cultural formation,” seeking to identify the
factors that contributed to the cohesiveness of the fig-
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ures associated with it. Individual Abbey playwrights
continue to generate critical interest as well. Ben Levi-
tas writes about Synge and the “Playboy Riots,” Laura
Arrington centers on Shaw’s censored anti-recruitment
play, O’Flaherty, V. C. (1915), and Karen Vandevelde
and Mark Phelan examine the satiric elements in Gerald
MacNamara’s The Mist That Does Be on the Bog
(1909). Lisa Fitzpatrick writes about the depiction of
women in the plays produced by the Abbey Theatre,
noting that its strong patriarchal ethic limited the roles
women could play in Irish drama and in Irish society in
the early twentieth century. Charting the shifting ideo-
logical emphases of the various periods of the Abbey
Theatre, Elizabeth Mannion points out how these are
mirrored in the portrayals of Irish-born satirist Jonathan
Swift in several plays staged by the company.

REPRESENTATIVE WORKS

A.E. (pseudonym of George William Russell)
Deidre (poetry) 1907

Edward F. Barrett
The Grabber (play) 1918

William Boyle
The Building Fund (play) 1906

Padraic Colum
Broken Sail (play) 1903
The Land (play) 1905

Teresa Deevy
The King of Spain’s Daughter (play) 1935

Lady Augusta Gregory
Spreading the News (play) 1904
The White Cockade (play) 1905
Hyacinth Halvey (play) 1906
The Caravans (play) 1907
Grania (play) 1910

Gerald MacNamara (pseudonym of Harry Moscow)
The Mist That Does Be on the Bog (play) 1909

Edward Martyn
The Heather Field (play) 1899

Rutherford Mayne (pseudonym of Samuel Waddel)
The Troth (play) 1909

George Moore
The Bending of the Bow (play) 1900

Sean O’Casey

The Shadow of a Gunman (play) 1923
Juno and the Paycock (play) 1924
The Plough and the Stars (play) 1926

Seamus O’Kelly
The Shuiler’s Child (play) 1909

Margaret O’Leary
The Woman (play) 1929

G. Sidney Paternoster
The Dean of St. Patrick’s (play) 1913

Lennox Robinson
The Far off Hills (play) 1928

George Bernard Shaw
The Shewing-up of Blanco Posnet (play) 1909
O’Flaherty, V.C. (play) 1915

John Millington Synge

In the Shadow of the Glen (play) 1903

Riders to the Sea (play) 1904

The Well of the Saints (play) 1905

The Playboy of the Western World (play) 1907
The Tinker’s Wedding (play) 1909

William Butler Yeats
The Countess Cathleen (play) 1899
The Shadowy Waters (play) 1901

Kathleen Ni Houlihan; with Lady Augusta Gregory
(play) 1902

On Baile’s Strand (play) 1904

Deidre (play) 1907

The Unicorn from the Stars; with Lady Augusta Gre-
gory (play) 1908

OVERVIEWS AND HISTORY

James W. Flannery (essay date 1976)

SOURCE: Flannery, James W. “The Fays and the Early
Abbey Theatre.” In W. B. Yeats and the Idea of a The-
atre: The Early Abbey Theatre in Theory and Practice,
pp. 176-90. Toronto, Ontario, Canada: Macmillan, 1976.

[In the following essay, Flannery traces the role of the
brothers W. J. “Willie” and Frank Fay in shaping the
ideological and practical framework of the Abbey The-
atre, noting their ongoing artistic differences with Yeats.]
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It is perhaps natural that literary historians and critics
tend to devote far more attention to dramatists than to
the theatre artists or theatrical conditions which may
have been responsible for bringing those dramatists to
light. When the dramatists themselves are among the
chief historians and critics of a movement it is even
more likely that a not wholly accurate impression of
that movement may emerge. Such is the case with re-
gard to the contributions of W. G. and Frank Fay to the
Irish dramatic movement and, in particular, the creation
of the Abbey Theatre.

From the outset it should be made clear that, quite
rightly, neither of the two Fays looms large in the over-
all context of twentieth-century theatre. Both were lim-
ited by their intellectual capacity, their educational back-
ground, their basic talent, and their training in the
theatre. Notwithstanding all this, any examination of
the early Abbey Theatre would be far from complete
without exploring the life and work of the Fays. With-
out their efforts the Abbey Theatre simply would not
have come into existence. Without their individual per-
sonalities and particular talents the playwriting efforts
of Yeats, Synge, and Lady Gregory would have taken
entirely different courses.

In a wider sense, however, the Fays are of interest and
importance because the theatrical ideas and traditions
that they represented ultimately came into conflict with
the loftier literary and theatrical ideals of W. B. Yeats.
In exploring the conflicts between the Fays and Yeats
one can begin to see not only some of the reasons why
the Abbey Theatre developed into the kind of theatre it
did, but why men of the theatre and men of letters have,
by and large, had a relatively unhappy relationship
throughout the twentieth century.

A CoOLLABORATION OF OPPOSITES

In many respects the work of the Fay brothers reflects
the fruitful collaboration of opposite forces and natures
that was such a marked characteristic of the Zeirgeist of
Dublin at the turn of the century. According to the writer
T. G. Keller, who was a member of the Irish National
Theatre Society in its earliest days, while Willie Fay
was “the incarnation of the seemingly easygoing, take-
it-as-comes, nature”, Frank was “cautious, careful, anx-
ious almost to a fault™.'

Perhaps the basic difference between the two brothers is
most clearly indicated by the fact that at the same time
that Willie Fay was traipsing about the Irish countryside
gaining practical experience in the theatre, Frank was
settling into a relatively comfortable position as secre-
tary to the director of a Dublin firm of accountants and
in his spare time pursuing a more scholarly study of the
history and aesthetics as well as the practical arts of the
theatre.

Willie Fay (1872-1947) commenced his professional
career in 1891 when, after a brief round of “do-at-home”
and amateur theatricals and an even briefer period of
study with an ex-professional actress named Maud
Randford, he ran away from home to join one of the
troupes of wandering Irish players known as “fit-ups”.
(The name “fit-up” is derived from the fact that these
small theatrical companies were prepared to set—or
“fit"—up a simple stage on short notice in any Irish
country town.) Willie Fay set out to become not just an
actor or stage director but a complete man of the the-
atre. During his theatrical apprenticeship he either stud-
ied or worked as a draughtsman, an electrician, a stage-
lighting technician, an advance-man for a circus, a scene
painter, and even a song-and-dance man. In six years
on the road with various companies, playing four or
five one-act plays per night followed by variety items
and concluding with a farce, Willie Fay acquired the ru-
diments of theatrical know-how that he was to apply for
the rest of his career.! Much of this experience was
doubtless of the rough workmanlike sort, but by the
time he resettled in Dublin in 1897 Fay certainly had as
complete a knowledge of the technical skills of the the-
atre as many an M.A. in drama.

One cannot help wishing, however, that Willie Fay’s in-
tellectual development had kept pace with his mastery
of theatrical skills. Following elementary school Fay
entered Belvedere College, Dublin, later to be immor-
talized by James Joyce in A Portrait of the Artist as a
Young Man. Fay left Belvedere College at the age of
sixteen, having taken by his own admission no interest
in any subject which did not pertain to the theatre. Fay’s
education was, in fact, based almost entirely upon his
rather haphazard private reading. By the age of eigh-
teen he claims to have read most of the great classics of
the English theatre—Beaumont and Fletcher, Ben Jon-
son, Marlowe, Dekker, and Dryden—but “without the
least idea that they were of great importance either as
drama or literature”.> Not surprisingly, the Irish literary
revival of the nineties hardly touched him except by
arousing a faint hope that plays on Irish life might
someday be written. “Poetry was not my strongest
point,” he confesses, and his brother Frank virtually had
to drag him to the first performance of The Countess
Cathleen.*

Although the formal education of Frank Fay (1870-
1931) was even more limited than that of his brother, as
early as twelve years of age he may have begun the ex-
traordinary interest in theatre history, particularly the
history of speech and acting, that was to remain his
passion for a lifetime.® By collecting and reading every
book and article on the theatre that he could lay his
hands on, Frank Fay built up an encyclopedic knowl-
edge of productions, acting styles and techniques, and
biographical miscellanea concerning theatrical person-
alities past and present.* Yeats described Fay as some-
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one who “knows more than any man I have ever known
about the history of speech upon the stage”.” Moreover,
Yeats borrowed books and articles from Fay for his
Samhain articles on “The Reform of the Stage™ and
stated that he hoped to give his own “vague principles
definite knowledge” through Fay’s knowledge of the
history of the theatre.’

It was mainly through his interest in the history of act-
ing styles that Frank Fay began the serious study of
speech techniques. He became convinced that all good
acting and speaking depended on proper voice produc-
tion, and he determined that he would produce a good
speaking voice in himself by employing the techniques
utilized by the great Italian singing masters.” Through a
systematic series of exercises, which he was later to
employ as a teacher," Fay succeeded in turning his ba-
sically weak voice into a beautiful instrument that was
undoubtedly his chief strength as an actor.”

Frank Fay’s practical theatre experience was relatively
slight compared with his brother’s. However, as a natu-
ral outgrowth of his self-training in speech he began to
make public appearances as a practitioner of that quaint
Victorian form of popular amusement, the dramatic
recitation. When Willie Fay organized a small group of
friends and relatives for “do-at-home” theatricals, Frank
was drawn in, at first to provide entr’acte entertainment
by contributing recitations. Later, on his brother’s re-
turn to Dublin in 1897, he found himself an active mem-
ber and teacher of a company of amateur Thespians
who were to develop into the Irish National Theatre So-
ciety.”?

Frank Fay’s relationship with his brother Willic seems
to have been unusual for a successful theatre partner-
ship. Although in matters of literature he was Willie’s
acknowledged mentor—Willie credited reading and dis-
cussion of Frank’s collection of old plays with having
first aroused his own interest in the theatre—Frank pre-
served a deference to Willie’s judgment in almost all
theatrical matters other than acting. Then as now, appar-
ently, professional experience in the theatre was enough
to awe the humble amateur into reverence. According
to the actor Dudley Digges, Willie’s contact with the
profession “lifted him to heights poor Frank never
hoped to reach. He always spoke of Willie with bated
breath, and what the brother said was gospel, for he had
had experience.” In Padraic Colum’s opinion it was
indeed only by Frank Fay’s enhancement of Willie’s
prestige “continuously and voluntarily” that Willie was
able to stabilize a group of individualistic Dubliners
long enough to create a base for a national theatre.!

It would be a mistake, however, to think that Frank Fay
was in any way backward about expressing his opin-
jons. To T. G. Keller he was the “Napoleon” of their
little theatre group. “His word was law, and, loyally

aided by his brother, he saw that it was carried out.”*
On any subjects not concerned with the theatre it was
the habit of Willie Fay at all times to refer final judg-
ments to “the brother”."”

From July 1899 to November 1902 Frank Fay gave
public utterance to his theatrical ideas as the drama
critic of The United Irishman. His reviews, which range
from contemptuous attacks on the neo-Boucicaultian
Irish melodramas of J. W. Whitebread at the Queen’s
Theatre to well-considered appraisals of Constantin Co-
quelin in Moli¢ére and Rostand, Madame Réjane in Ib-
sen, and Mrs. Patrick Campbell in Maeterlinck and Pin-
ero, provide one of the best records of what the Dublin
theatre was really like at the turn of the century. They
also provide an indication of what the future acting
style of the Abbey Theatre was to be, especially in
Fay’s criticism of unnecessary movement, his admira-
tion for the economy with which Coquelin produced
stage effects, and his increasing impatience with slov-
enly diction.™

Supremely self-confident, forthright, and arrogant as he
appeared to those who worked with him,” Frank Fay
did not hesitate to clash even with Yeats, Synge, or
Lady Gregory if his views differed from theirs. In an
article written for The United Irishman in May 1901,*
when all his hopes depended on drawing the attention
and favour of Yeats to the little troupe of amateur play-
ers trained by himself and his brother, Frank Fay at-
tacked Yeats head on, telling him exactly where he
thought he was going wrong, not only in his conception
of an Irish National Theatre, but in his own work as a
dramatist.

“An Irish Theatre must, of course, express itself solely
in the Irish language,” Fay began; but, recognizing that
“for some time to come it will be in English”, he warned
Yeats that as a dramatist who wished to write plays for
a National Theatre he must avoid “certain pitfalls”.
“Firstly,” said Fay,

such plays should be so written as to appeal to as large
a section of his countrymen as possible; otherwise no
good can result to us from their production. . . . Mr.
Yeats can, undoubtedly, be an immense power for good
in our Theatre (why should he not act, at any rate in
his own plays? Jean Richepin did in Paris); but if he
insists on sitting among the stars or living in the land
of feary [sic] of which he and I and all our countrymen
are only too fond, he can be of no use to us at present.

Fay went on to criticize Yeats’s form and style as a dra-
matist. Highly poetic plays such as The Countess Cath-
leen and The Land of Heart’s Desire reminded him of
“exquisitely decorated corpses”. Yeats was “too much
the artist in words”, said Fay. “His appeal would be
stronger were his form less polished.” What Yeats
needed most was to write on “more vigorous themes.
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Let him emulate Shakespeare and Moli¢re and Ibsen
whose plays, while not lacking in poetry, are living
things.” Far more the nationalist than his brother, Fay
argued:

In Ireland we are at present only too anxious to shun
reality. Our drama ought to teach us to face it. Let Mr.
Yeats give us a play in verse or prose that will rouse
this sleeping land. There is a herd of Saxon and other
swine fattening on us. They must be swept into the sea
along with the pestilent breed of West Britons with
which we are troubled, or they will sweep us there.

One wonders how much influence this article had upon
Yeats, whose next play, the fervently patriotic Cathleen
ni Houlihan, was given its first production by W. G.
Fay’s National Dramatic Society less than a year later.

Unfortunately, Frank Fay’s soaring enthusiasms had
their negative counterparts in his personality. According
to his erstwhile friend, Joseph Holloway, Fay was in-
clined to fall into deep fits of depression, “ever dissatis-
fied with his own work”.? Fay was also inordinately
sensitive to criticism, and did not easily brook opposi-
tion. Too often he carried his querulous and quixotic
temperament into the rehearsal room, where he was not
usually amenable to coaching except by his brother.
Holloway, for instance, notes a rehearsal when Lady
Gregory was attempting to direct Fay in a scene from
The White Cockade: “Mr. E. J. was in one of his moods
and when with great clearness and dramatic effective-
ness (for the dramatic instinct is strongly defined in her)
Lady Gregory showed Fay how she would like a par-
ticular passage delivered, Fay turned crusty and sulked
at it, saying it was out of the mood of the role and add-
ing that if she wished to make Sarsfield a comedy part
he would play it as such! After much talk and explana-
tion Frank Fay went half-heartedly through the pas-
sage.”? Other instances of Fay’s temperament in re-
hearsal sessions were noted by Synge and again by
Holloway when Yeats attempted to coach him in On
Baile’s Strand for the opening production of the Abbey
Theatre. Holloway writes: “Frank Fay, I thought, would
explode with suppressed rage at his [Yeats’s] interrup-
tions during the first speeches he had to utter.”*

Both Fays had violent tempers, and their eruptions
against each other were just as frequent and violent as
against their fellow actors. At one rehearsal for A. E.’s
Deirdre, Willie and Frank became so angry that they
flew at each other with fists flying. One of the lines of
the play was “I foresee that the Red Branch will go
down in a sea of blood”, which A. E. quickly changed
to “I foresee that the National Theatre Society will go
down in a sea of fists”.»

When working in harmony, however, the Fay brothers
made a formidable team. Like many other famous the-
atrical partnerships—Nemirovich-Danchenko and

Stanislavsky, Granville-Barker and Vedrenne, Hilton
Edwards and Michéal MacLiammoir, Yeats and Lady
Gregory themselves—they were that ideal combination
of the theorist and the doer. Introspective, scholarly, and
abstract in his nature, Frank Fay needed the down-to-
carth pragmatism of his brother to galvanize him into
decisive action. In turn, Willie Fay needed the ideas,
ideals, and dedication of his brother in order to create a
focus and structure for his own talents to function most
effectively. Stimulated by each other, as a team the Fay
brothers were able to communicate their enthusiasm
and ideals to a most unlikely group of amateurs and, by
dint of hard work, turn them into a company of some
accomplishment.

A THEATRE FOR PLAYWRIGHTS

Poets such as Padraic Colum, George Russell, and
James Cousins have testified that the Fays urged them
to write plays for their little company.” In addition, in-
stead of simply taking a playwright’s script off his
hands, leaving him with no further theatrical involve-
ment until the opening night, the Fays made it clear that
they wanted the playwright to function as an active col-
laborator in their work, using rehearsals as a means of
testing and developing dramaturgical conceptions. An
effort was thus consciously made to bridge the gap be-
tween literature and theatre, with playwrights and actors
sharing each other’s problems and striving for similar
artistic goals. It is notable that even the playwright
members of W. G. Fay’s National Dramatic Company
were required to undergo “a gruelling course of ‘voice
production’” at the hands of Frank Fay.”

The fact that their company was composed of amateurs
was seen as an advantage rather than a disadvantage by
the Fays. With André Antoine’s Théatre Libre as an in-
spiration for what might be accomplished by a troupe
of trained amateur actors devoted to serving new play-
wrights, Frank Fay declared to Yeats: “I revel in the
word amateur and have never posed as anything
else. . . . I think it would be a mistake . . . for the
acting portion of the Society to model themselves on
the professional except doing to the best of one’s ability
what we have set out to do.”*

Yeats, in turn, upon first seeing the Fays’ company, was
struck above all by their respect for the playwright.
This was evidenced, he said, by the fact that “the actors
kept still long enough to give poetical writing its full
effect upon the stage”.” Upon the opening of the Abbey
Theatre in 1904, Yeats took pains to emphasize the fact
that amateur actors with a devotion to their own art and
the art of literature had throughout history exerted a
profound influence upon the course of the drama:

The Mystery Plays and the Miracle Plays got their play-
ers at no great distance from the church door, and the
classic drama of France had for a forerunner perfor-



