CREE B 8 1
Liu Haiping with Zhao Yu

HKRE
THE ENGLISH AND

AMERICAN DRAMA:
Plays & Criticisms  »

R T =




THE ENGLISH AND AMERICAN

DRAMA.
PLAYS & CRITICISM

Liu Haiping with Zhao Yu

g £ Xk M

XNgEF R OF L&

B K % R A

1991 « i 5L



FHEFBE OIS

X 2 RN
XEF B F R
B RUK S RS AR
(HRKREER)
UHBLE4$ART HHTORZ) M
JpA& 787x 1092 1/16 @3k 26.5 F¥% 718 T+
19923 2 G5 LR 19924 2 A1 KA
g3 1—1500
ISBN 7-305-00983-0/J+22
Efr. 15.00 3%

Fiemdt FAT



A |

CHEERREDTF 1988 F£IIN ERBE B SEEINE S W 5B RS WER 8 -2,
1989 4 5 A BH Z R R A€ X H W 7 W R, B0 A I, e 2.

QHER RN B HUR 51 R TR 2 RIVBOM b 95 — W8 7EX A — BRI el
WL T (L IO (LD FICEE R K. R — R FAF I HS B 388 4528 Sr 2
B AL T R EE R B SO DU BBt o AT — B L st S 3 st e 3 B BT B i e,
W LASC2 A il AR, Wi 336 3 BRI R 4 R B SR SO, 7 B 1 S 1 DR 2, B
FREERNT, FRERSCEER M EAE S FIREE—~ SV BT, XS Al a5
HR W HERIR L RBEN LR B, — ¥ P, ZEEE WTHE, RESRR S 2
BB A OL3% P — . =, fE N SCR R IR A

CHER KB 2 4 B FW RIS, I MM R4 R _

I 7R R AR R U IR B A TR B4 A VR, LA bk B T AR
Ao IXUEMERE R TE FIA S ANRR R 3 ST B 1R b B 06 R AT N BN T ¥

B WATHEHRARREA Lk, EERMEERRRSNEEELCHEN=E RE
MRREIIL, ENERTEER, LRZERIERD BNk LA — 2
L5E. ZLRRBIEERBE SRR, LAEDIE%E%T NBHERK, TREGRE, B
A EAF S RAVIBOR WA B B FIZET 3 0 LR RV E B B2 A REE AT,
BRAELEHURERFEGENEE. SRR, K RERE BB MR SRR,
H AR I ZIZ R B BOB M. XBPTEA LA RIARER LR E TR ZS A5 BN EE,
U B o B BTG, XN TR RE R AR HARITBRIERA R, X8RI 2 5 Kk
I BE T RE L B2 oh IR B0 0 O S8R, BB 2R 2 07 T, 5 2 B AR A8 i 25

BREMARNEH LT RERG R E, R I — 278 5 5 5 R m A
P SCBRBESUE T i BER TERE, 1 0 2 B U o 4 D0 R 999 0 80 0 48 000 2 3 R 7 B 0
SNE R F35b, EFRRIA, By DU SE e i TR B b, #R RPN S 6

BIMAVER, WETEZ TR R LN TR, SRR SRy
ERVRRZ TR, MM B, AR R M E R T & X0 FRHEEENE
B, FRREITRBARE RN BRRNTES SLERSXEIFBHRE MR, REY
CHXAERAERZBEHESHIEH.

B B 1B A O, ROBE AR L s 4R 7 o, I ERBI B R BB ER BEEM R, &
BEAEF AR B DR SR R T & PR o o 5 R R B o T A A e R AR A

CERRRDHRE  RARBRBE AT R A S HIE S ) 1982 £F 1090 4£H &7 =
FRFLERZPSMBRRSEHR S, MNGER—ERROLFRN TR BB E
1 BB R B —— AR R A MBSO 2 g £ BRI

TE R SN BB o 2 522 060 R 1 RS R0 Pof 7R 38 8 5K 2 51 3C 7R 8 o ST 380458 0 0
BRI K ST R .

AL tOME S B R EHARME T A BRI EH, JEFRE IR 2 B4 R I A iR
HEES T A A0 B, AR A BRI T2 EROBRER,



CEREIBHYSE TR EIRBEY ML RER (R BRBHIEELMEEL);

T BOA 22 th AL AR AR 4R T 2 540 S8 o R T4

B ZFERSMT 2 BB T 1k T Bk B b 7 % 0598 B 18 T #84% BB xts

$F U EREE KA EA LA I 8, ROV 2R d 3 0 R, 367 B
A BEBIT $ENETALBRIE B, UAT 4R BITRE,

WA 1991.3



Contents

INTRODUCTION TO DRAMA ...ttt cieee e e nnsea s

WHY DIAIMA «.tceierniineriitiiiiittesioeartnettssissiineiesseisinrasstsesiatsenserssansns
The Nature Of DIQMIA .ceveeiieiiiniiieiiriioiieieeiriioriarissieaiireasesssrnnssseans
The Elements and Structure of D:amny ..o, eerveseeee e
NI 705 V- Yl D T 1 ¥ P P SRR S S PN
Style and Stylization ..eceareeiiniiniiiiieiiiiiiiiiiin i e erenanas

Part I THE P LAY S ot teittiieiteririeniiterecesiosrotratonssasassssssesaesssiosseisssssssses

William Sha'cespeare MACBETH ..cvvviiiiiviiiiieiiiiiiiiiiiiiiieiieiienrens
George Bernard Shaw PYGMALION ...oociiiiieiiiiiiiiiiiiiiiiin ceeneens
Eugene O'Neill THE HAIRY APE..... et et eeeeirrereene aeenes
Tennessee Williams THE GLASS MENAGERIE ...cccoiiiiiiiiinnnn
Arthur Miller DEATH OF A SALESMAN .. .o,

Samuel Bec'cett ACT WITHOUT WORDS I .eeeiieiniiinnnns

Peter Shaffer AMADEUS ..iccviiviint i i e

Part II DRAMATIC CRITICISM ....oooceiiiiiiiiiiiiiiniitinininit s

Wright & Lamar/Doren/de Quincey On MACBETH.........c.cooovennen
Bentley/Damrosch/Styan On PYGMALION ..................
Woollcott/Alexander /Berlin On THE HAIRY APE ............

Cohn & Dukore/Styan/Gassner On THE GLASS MENAGERIE...
Choudhuri/Gassner/Stambusky On DEATH OF A SALESMAN...
Fletcher & Spurling/Webb On ACT WITHOUT WORDS3 I...
Brown/Esslin On AMADEUS..........cocieieenenes

APPENDICES . ..ttt tiitetttiatnseaaerransetsosiasteastntesatasssesnetasesssssstosieraooaesos

1. A HISTORICAL SKETCH OF ENGLISH DRAMA .....cccoiieiiniene.
I. A HISTORICAL SKETCH OF AMERICAN DRAMA ....... veanseriens

(1)



Introduction To Drama

Why Drama

According to some statistics of the late 1960s, each night in the United States
approximately 6 million people would go to the movies, more than 40 million
would listen to radio, and over 150 miilion would watch television, while only
over 100,000 would attend the legitimate theater, i.e., theater where plays are
professionally produced. There have been some changes in the last two decades
with the spreading of regional and educational theater on the one hand, and the
emergence of video and cable television on the other, but the percentage of the
American people going to stage plays remains roughly the same. And we know
the attendance rate of modern theater (hugju) in China is perhaps even lower,
Statistics of October 1990 show that in Shanghai only 90,000 people, less than
one percent of its total population, pay for admission out of their own pockets for
huaju performances in the city where modern Chinese drama originated and flouri-
shed. In the face of all these one may well ask, “ Why study drama? Is it not
out of tune with this age of information and television?”

We might find it a tough question to answer, if theater were just for entertain-
ment. But good theater always means much more than entertainment, To great
playwrights, some of whom are represented in this anthology, the theater is a means
of probing honestly and courageously for the meaning of life and mystery of exi-
stence., In fact, a tremendous proportion of the greatest ideas conceived by human
mind have been expressed in dramatic form. And theater has exerted a great in-
fluence on human civilization for thousands of years. To those with true insight
the theater’s heritage commands deep respect. Movies and television have added
much that is new, but they rely on much more that is old. The things that excite,

that move, that cause laughter and tears have changed but little.
A significant advantage that drama holds over its rivals like movies and TV

lies in its liveliness and intimacy. Theater, in fact, is the most human of all the
art forms. Humanity in all its diversity has been both the content and medium
of the art. In the theater the process of stimulation aﬁd appreciation functions in
two directions at once—from actor to audience, and from audience to actor, Wifh
the living actor and an intimate theater this sharing of experience is hightened to

a degree that is difficult to achieve in any mechanical gledium,,be it movies, TV,
i 3
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radio or video.

Therc is also a practical dimension to the study of English and American
drama here in China. For those learning Englisn as a foreigh language, the study
of “ English situational dialogues” or ‘ English in context ”, that the plays in this
anthology are made of will naturally be of help in developing their ability to com-
municate in English outside their immediate circle. Furthermore, if we can com-
bine the drama course with a drama workshop, trying to put on some scenes or acts
or even an entire piece of what is being taught in class, it will certainly be of

service to improving the cultural impoverishment many of our students have found

themselves in.

The Nature of Drama

The play is a form of literature to be read and judged in itself like poetry
and fiction, but it is also, or even more, meant to be performed on the stage.
Because of this dual nature, there are inevitable differences between the methods
in creating and interpreting drama and those involved in the other literary forms.

Through drama the writer can present experience more vividly and more inten-
sely than through other literary forms, but on the other hand, with the exception
of stage direction, he has basically only one means of expression: his dijalogue.
Unlike the poet or the novelist, who can make extensive use of description and
discussion and present his ideas in a variety of ways from different points of view,
the dramatist must express all his ideas through his characters’ words and gestures.

Because a play is designed to be performed on the stage, its time scope and
setting are necessarily limited; it must cover more events more quickly making
fewer changes of location than do the epic or novel., The play limits digression
and requires singleness of focu_s. The playwright must also translate thoughts,
ideas and psychological conditions of his characters into the concrete and tangible,
into dialogue and action. ‘

The play reader, too, must work within a certain context. He must make full
u‘sé of his imagination, his perception, and his own experience in reading and analy-
zing the play. He must visualize the play in the context of theater. In his mind’s
eye he should follow its progress as if being played on a real stage by actors
moving, talking and gesticulating. To obtain maximum enjoyment and understand-
ing, the reader of plays has generally more work to do on his own than does the
reader of a novel or a poem. This limitation is in “another sense an advantage,
for the play’s lack of description and authorial presence offers the reader greater

opportunity to exercise his own judgment,



The Elements and Structure of Drama

Aristotle, the great Greek philosopher and drama theoretician, categorized drama
into six elements, which are listed in his Poetics in order of importance as he
viewed them:

Plot
Character
Thought
Diction
Music
Spectucle
And today we find them still a useful starting point for our discussion of drama.

1. PLOT

Aristotle places plot foremost in his list of elements that compose drama, for
it provides the basic framework of the action.  “ Plot” is basically another term
for structure: the things that happen in the play and the ways in which those
incidents connect, The “plot” of a play is different from the “story” of a play.
Plot is the way the story is told. Different ways of arranging the same story
often yield different plays. The weakest type of plot, according to Aristotle, is the
cpisodic plot where one event follows anothef with little or ﬁo causal effect or
rclationship, The strongest is the involved plot, such as the plot of Oedipus Rex,
where each action flows out of some preceding action, where the very struggle of
the tragic hcro to free himself becomes the force that destroys him. We should
know, however, there are good plays that use episodic plot. The relation between
plot and drama is often compared to that between skeleton and body, And just as
we are only consciously aware of the skeleton beneath the skin, in the Same manner
should we be aware of dramatic structure.

Any plot of a dramatic work necessarily has to do with conflict, The two
sides of the conflict, the pros and cons of the argument, are usually represented by
the protagonist and the antagonist in the play, The protagonist may be one person
or many, and the antagonist may be a person, a group, or a force—social, natural,
or supernatural, |

The first thing the dramatist has to do is to establish what is going on, what
has happened, and who is involved, through the technique of exposition, the expo-
sing of the facts, This can involve a variety of approaches, from the servant and

visitor telling cach other what the basic situation is to the direct and immediate
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i11volvcmellt in fast developing action as in the 0pcnihg scenes of Macbeth. Exp05i~
tion must be revealed clearly and slowly enough for the audience to get the neces-
sary information in .order to relate it to subsequent scenes. Dramatic exposition
can continue well into the play, through several scenes, as the past is revealed, the
present explained, and characters introduced and assimilated.

While the playwright must furnish the audience with background material
through exposition, he also has the task of preparing the spectator for future deve-
lopments. He does this by foreshadowing, He makes the subsequent action cre-
dible by supplying clues which he carefully inserts in early parts of the play. For-
eshadowing has several purposes. Besides making the events appear believable, it
builds suspense and creates tension. It méy reveal character, and aid in the deve-
lopment of complications. It may be used to build up an entrance or to create
atmosphere, Playwrights generally valuc suspense more than thcy do surprise, and
While dramas may use the unexpected, good craftsmanship requires that the chain
of events be foreshadowed.

Once the dramatist provides sufficient background to hold the audience’s atten-
tion, he proceeds with the complications that provide the conflict with its depth
and breadth; The first complication is the point of attack, which refers to that
moment in the play at which the sense of balance existing at the rise of the first
curtain is disturbed: Professor Higgins says he can pass the flower girl off as a
duchegs ‘after three months of training in phonetics, Robert Mayo says he wants to
leave the farm and rove on the sea, These are characteristic points of attack—when
an inciting force triggers the course of action. ;

Complications proceed through the rising aétion. It is time for plottings and
counterplot.tings, accumulation of incidents and development of character, carrying
the conflict forward to the play’s high plot, its climax, This is the point : toward
which everything has aimed. VIt isva turning point, after which nothing new can
be added, Any high poinf in the story hereafter becomes anticlimactic, Climax
can be but a moment very late in the play.

Following the climax everything heads downward in falling action, Things
fall into place‘, and the play heads toward the conclusion, or denouement, Then
it’s all over, the bodies are removed, the lovers embrace, and everybody goes home,

A gfeat number of plays foliow the exposition-to-denouement routine in almost
perfeét balance, capable of being graphically illustrated, scene by scene, act by act,
in a uniformly parabolic curve, such plays have been given the label ‘“‘well-made,”
and because the structurc rather than the theme or idea or character became the
predominant aspect, emphasizing mass popular entertainment rather than good dra-
matic literature, the term “well-made” has long been one of critical disfavbr. But,
on the other hand, many great plays are essentially “well-made,” as we will dis-

cover in the structure of some of the plays collected in this anthology.
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Plots have \}ari'ed_z.ffo'nf the tightly *knit, simple. structure of Greek ‘tragedy, to
the loose episodes of medieval drama, bound together by a theme, to the compli-
cated action of the Elizabethans, employing several sets of characters involved in
overlaping situation, from the naturalist’s attempt to avoid all semblance of structure
in “slice-of-life” plays, to contemporary experiments in expressionistic, “absurd”

and “epic” drama which have little regard for disciplined construction.

2. CHARACTER

In placing character as the second element, Aristotle started an endless argu-
ment, Many critics and playwrights insist that character is the most important
element of drama. The confroversy will perhaps never be solved as there are valid
arguments en both sides, and, as a matter of fact, the two should not be ‘seen as
mutually exclusive, for in the last analysis plot is character in action.

The nature of drama and the conventions of the physical theater exert great
influence on characterization, The dramatist must select a few key incidents occur-
ring in a short space of time and in a few locales, and he must reveal character
by speech and behavior, The dramatist usually has no means of commenting
directly on character. As a result, the characters in ‘plays must be simplified, their
qualities made clear in a few telling scenes.

During the last quarter of the 19th century, under the impact of the scientific
method and the new developments in psychology, the playwright became concerned
with delineating characters with rich inner lives and complex motivations. Ibsen,
Strindberg, and Chekhov, the three masters of modern Western drama, were particu-
larly successfui in creating figures with the stamp of life upon them. Dramatists
in the 20th century have continued to strive for the creation of solid characters
whose motivations are subtle and complicated.

Character may be portrayed in four ways. First, character is delineated by
appearance, The actor’s physical qualities give an immediate stimulus to the audience,
Many modern playwrights have a very specific image in mind, describing the char-
acter’s appearance in considerable detail. ’

Second, character is revéaled by speech. The kind of language employed by
the person, his manner of speaking, his voice quality and so on, all say something
about him. The dramatist takes great care to write dialogue that makes an imme-
diate impressioni about the ¢haracters, ' ' ‘

Third, character is established by action. A character’s external actions gives
us clues to his inner motivations. Sometimes, the playwright may create a mislea-
ding or ambiguous impression of a character at the beginning of the play and then
gradually reveal the truth as the play progresscs. In the opening scene of Ibsen’s

A Doll House, Nora’s initial appearance and actions suggest a doll-like character,
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but the first impression is changed by Nora's subsequent course of action. Actior
is a fundamental technique for depicting character.

Fourth, character may be revealed by what others say about him, and the way
in which they react to him. Often, the dramatist uses comment about an absent
character as a method of revealing the truth about him, The dramatist may delibe-
rately mislead or perplex the audience by having characters say ambiguous or con-
troversial things, as in Death of a Salesman, Linda and her two sons and their
neighbor Charlie each has a differcnt story or opinion about Willy, the salesman.
In some cases, it is the writer’s purpose to leave the audicnce in a state of confu-
sion. However, the more usual practice of the dramatist is to reveal the genuine
nature and background of character through the speech of another,

The sharpness of a character’s image has a lot to do with the structure of the
drama., Plays written for a theater which permitted most of the essential action to
appear on stage, gave the playwright a greater opportunity to create a more vivid,
complex character than those plays which were confined to minimum of action. For
instance, one reason that Willy Lowman is such a rich and interesting character is
that we see him through the eyes of so many other characters.

The rounded, or three dimensional characters who are neither wholly good nor
wholly evil, but wholly human, are certainly the most convincing and rich cha-
racters, But because of the compression of the form, drama usually cannot afford
to fully realize all its characters. The minor roles of most plays tend to be flat,
one-dimensional, or stereotyped. Characters who change and develop as the play
progresses are called dynamic ones as opposed to those whose character traits remain

static throughout the play.

3. THOUGHT

The third element, thought, refers to the reasoning aspect of drama., Thought,
however, is more than the intellectual content, since a character’s reasons for his
behavior are bound up with his emotions. Characters in drama make subjective
decisions under pressure, caught in conflicting emotional entanglements. In this
respect, dramas are like the experiences of life with all of their complicating net-
works of feeling and meaning.

In addition to the rationale of individual characters, thought also concerns a
play’s theme which summarizes the moral and indicates the symbolic meaning of
the play as a whole. A given play may convey a variety of interpretations to an
audience. The dramatist does not usually make an explicit statement of his theme,
unless his purpose is didactic. Unlike the medieval writers, most of the modern
playwrights do not point to clearcut solutions to the problems they raise in their
plays., Their purposes are to provoke thought rather than to persuade the audience
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te adopt a specific plan of action,

4. DICTION

Aristotle’s fourth element is diction, by which is meant the language of the
play, the words which the actors speak. The dramatist has a utilitarian basis for
his dialogue, his lines must advance the plot, delineate character, or get a laugh.

Discourse in drama must be clear since the language must be immed:ately
understood by the listener; in the theater, there is no turning back the page, no
pause to weigh and consider a line before continuing to the next, The dialogue
must be interesting despite the need for simplicity and economy It should capture
the spirit of life and character The diction must be appropriate for the character
and the situation, Lines do not exist in the theater as separate entities Therefore
dramatists aim at appropriateness, rather than abstract beauty, of the language used.

The language of drama must be dynamic, Speech is a form of action, The
dialogue shows the character’s relationship to others, reflects the progression of the
action, indicates what is happening inside the characters, reveals their suffcring;
growth or decline. It is a means of articulating the clash of wills and the conflic-
ting motivations. Finally, good dialogue must be suited for oral expression. The

lines must give the actor a basic pattern for performance

5. MUSIC

Music here refers to all of the auditory aspect of a play, including sound effects
and the tonal pattern of the spoken word, Many modern playwrights, such as
Bernard Shaw, Eugene O’Neill, Tennessee Williams, Arthur Miller, Samuel Beckett
and Peter Shafer, who had a keen ear for the expressiveness of sound, made telling
use of sound or silence to enhance the mood of their plays. In O’Neill’'s The
Emperor Jones, the sound of African drums throughout the play not only greatly
intensifies the sense of fear but almost assumes the role of an invisible character

or force throughout the play.

6. SPECTACLE

The last Aristotelian element of drama, spectacle, refers to all of the visual
éspects of a production—scenery, lighting, costume, make-up, and the movement of
the actors.

The kind and amount of spectacle have varied throughout theatrical history,
In the Greek and Elizabethan plays, virtually no representation of lecale is required,
but these plays are rich in spectacle, particularly in the use of striking costumes
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and in the action of performers. With the development- of the proscenium=arch
theater in the 17th, 18th, and 19th centuries, a taste was cultivated for the pictori-
alism in the theater in which elaborate use was made of enormous and complicated
settings, The realistic and naturalistic movements in the late nineteenth century
gave spectacle a new importance in production because of the scientifically inspired
concern with environment as a conditioning force in determining behavior. Hence
spectacle came to assume an organic, psychological role in the theater, reinforcing
the meaning of the play and serving as an expository device to relate character to
the social environment. :

While at times spectacle has dominated the stage, dwarfing or competing with
the actor for the audience’s attention, the current accepted attitude is that the visual
aspects of theatrical production -is just to provide the psychological and physical
environment and create atmosphere for the play.,

The Types of Drama

TRAGEDY

For Aristotle, drama is the imitation (i.e., representation) by impersonators,
of an action (i.e., a sequence of happenings). The action in tragedy is serious
and important, and is often a man’s perceptioh of a great mistake he has made; he
suffers intensely and perhaps dies, having exhausted all the possibilities of his life.
But tragedy is not what many of us think it is—a sad play with an unhappy ending.
The root of tragedy has nothing to do with death or sadness, for it comes down
to us from the Greek tragos, ‘“song of the goat.” The goat was sacred to Dionysus,
god of wine and dance,” eut of which the drama grew. The whole concept of
tragedy, as Jordan Miller points out in The Heath Introduction to Drama, is a
product of Greek civilization and remains virtually unknown outside the West, It
is founded upon a very special view which the Greeks ‘held concerning mankind
and its relationship to the gods.

The Greek gods were immortal but they were subject to every passion of love,
hate, jealousy, rage, and sensual delight endured by men and women on earth. The
Greeks admired the human body, male and female, painted and sculpted un‘d‘raped,
to be displayed in public. The Greeks created their gods modeling after ihemSelves,
beautiful, handsome, radiant, powerful. The gods were not completely independent,
for they were subject to the final act of the Fates, the three sisters who span out
the thread of life, drew it to its full length, and cut it; an event over which the
gods had no control.



Thus, we can see that tragedy is an asscrtion of the greatness of man, It shows
man’s ability to rise to heights of human dignity in the face of an opposing force
which he himself knows will finally destroy him. The protagonist of the tragedy
may commit a gross mistake or even some evil deed, knowingly or unknowingly.
but because the gods are capable of carrying grudges and taking offense,9 he may
suffer from curses upon himself and his family unto several generations.,

For the tragic protagonist, there is no escape. He is doomed, and we watch  in
awe as he moves toward that doom Thereafter comes a balance of forces, a tranquility,
Nothing comes afterwards The end is final What the protagonist has done in the
process of the struggle and how he has faced the actual or symbolic death is what
counts, Without hope of rescue or relief, the tragic protagonist, whatever foul deeds
he may have done and whatever human foolishness he may have. display, rises to
the height in strength, courage, and defiance. .

Tragedy does not deal with the incidental which can be avoided; it tackles che
inevitable It is not saddening and depressing in the sense of a fatal accident or
some destructive catastrophe. Tragedy is positive and optimistic in its view of.the
heights the human being can reach. There is. considerable distinction, as well, bet-
ween the tragic protagonist and the religious or revolutionary martyr. The martyr
suffers and dies for a particular cauSe, but the death of a martyr, unlike that of
the tragic protagonist, implies that something comes after, making the suffering. and
death worth the pain, Those who survive are expected to carry on in the name of
the cause, Things begin, they do not end, as in tragedy, with the death of ‘the
central figure.

Tears that may be shed at the final catastrophe are not tears of sadness, but
of compassion. There can be profound emotional involvement, but there remains
the fundamental optimism that must be present at the end of good tragedy. Aristotle,
in this context, speaks of the catharsis, or purgation as sometimes is translated,
and the arousal in the audience of pity and fear. What he seems to be saying is
that when one views a tragedy he is moved by a compassionate, as opposed to
sentimental, pity toward the protagonist for what he endures. By the end, when
tranquility has been restored, the audience has gone through a kind of spiritual
purgation, in the realization of how great the human being can be upon occasion.

The protagonist in tragedy must be human and cannot be a .god. He must
also be of a certain noble stature. Qriginally this meant royalty or nobility, Today,
it means an element of human greatness beyond the ordinary, The tragic protago-
nist may, in modern drama, be a little man, but he is not in any sense a little per-
son. On the other hand, the protagonist must have within him the tragic flaw; the
making of his own destruction. Whether you call it pride, -arrogance,\‘izanity, or
whatever, within the human psyche must rest the seeds of doom. In the end, the

protagonist must finality recognize what he is and what is happening to him.



Throughout tragedy runs the constant thread of frony. Irony can involve the
audience, aware of what is going to happen, or why it is happening, while the cha-
racter concerned remains in ignorance. It can mean the twists and turns of fate
when the harder the protagonist tries to avoid the catastrophe, the faster it arrives.

The dramatist who thinks he has created tragedy, but ends up with merely a
“sad” play with an “unhappy” ending, is not writing tragedy at all. If the catas-
trophe brings depression instead of elevation; or if the dramatist moralizes upon
the fate of his protagonist and speaks of “justice, ” he is not holding the tragic view.

COMEDY

Comedy as a form is very old, but not so old as tragedy. It is often consi-
dered inferior to tragedy in insight and power, but in some cases—in the romantic
comedies of Shakespeare, for example, or in the penetrating social comedies of
Bernard Shaw-—the comic vision come very close to that of tragedy. The ultimate
significance of great comedies is that they, too, provide an insight into the nature
of the human condition and that they, too, deepen our understanding and experience
of life.

The word “comedy” has a Greek origin és well. The primitive festival from
which comedy grew was a joyous and happy one, marked by jokes and laughter.
Today, “comedy” is a term broadly applied to a light, humorous play that ends
happily.

In tragedy, we are seldom aware of the commonplace of everyday living. Come-
dy lives in the very world that tragedy transcends. Clothing, manners, physical
appearance, money, possessions—these are the very stuff of comedy., It is the genre
of plays that make us laugh at man’s vices and follies. Comedy is most concerned
with social man, while tragedy is most concerned with philosophical man. Comedy
concentrates, not on man’s destiny, but on his follies, foibles, and vices. Frequently,
comedy will exaggerate or distort these deviations for greater effect. Yet, for all
its painting of man’s failings, comedy is usually affirmative, leaving us pleased and
gratified.

In the writing of comedy, some elements have been constants from the earliest
comedies to those of the present day, The first constant is heavy reliance on stock
characters, that is, stereotype characters having little individuality. ' Such characters
provide the playwright with opportunities to poke fun at various recongnizable
human traits. The audience, in turn, can immediately sense the character’s essential
quality without a painstaking analysis of his individuality.

Comedy also features many stock situations, such as * mistaken identity” and
“screen scene” in which some character is eavesdropping behind a screen. The

complications of a comic plot usually involve the characters in unusual or ludicrous
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situations. Whether the whole plot is new or has been used before, there are usually

situations within the plot that have done service for generations

TRAGICOMEDY

For a long time in the history of drama, the concept of tragicomedy was scorned
by academic critics as something additive: bits of comedy added onto a tragedy.
In such plays, the action, serious in theme and subject matter, seems to be leading
to a tragic catastrophe until an unexpected and often arbitrary turn in events brings
about the happy denouement. There one often finds complicated but improbable
plot, contrast of deep villainy and exalted virtue, and saving of hero and heroine
in the nick of time. This sort of play, unlike modern tragicomedy, is not so much
a union of tragedy and comedy as an exclusion of both, lacking, for example, the
awe we associate with tragedy and the fun we associate with comedy.

In the twentieth century the term has acquired a new meaning and the form
has become thoroughly respectable. Indeed, many of the best plays of ou.r century
are described not as tragedies or as comedies but as tragicomedies—distinctive fusion
(not merely mixture) of tragedy and comedy. The old statement by the British
critic William Hazlitt that ‘“man is the only animal that laughs and weeps; for he
is the only animal that is struck with the difference between what things are, and
what they ought to be” implies that the subjects of tragedy and of comedy are one
rather than two. Eugene O’Neill, for example, wrote a hilarious comedy Ah, Wild-
erness! and a somber tragedy Long Day’s Journey into Night, set in the same place
and based on the same experience of his own youth.

Modern dramatic theory (as of Cyrus Hoy) further suggests that a single princi-
ple underlies both tragedy and comedy: man has an ideal of human conduct, but
circumstances and his own limitations make his belief that he can fulfill this ideal
illusory. Still man persists, appearing ‘“nobly enduring,” as well as “foolishly
blind.” The Italian dramatist Pirandello once gave an interesting example of the
phenomenon. -Suppose, he says, we see an elderly woman with dyed hair and much
coo much make—up. We find her funny; but if we realize that she is trying to
hold the attention of her husband, our sympathy is aroused. Our sense of her absur-
dity is not totally dispelled, but we feel for her and so our laughter is mingled
with pity.

There has been a significant and fairly unified body of dramatic writings in the
past few decades in the West called “the theater of the absurd.” The general theme
is man’s great suffering, but the techniques used are those of comedy: improbable
situations and unheroic characters \ ho say funny things. The writers in this group
are all preoccupied with what they_ see as the loneliness of man in a world without
the certainties afforded by the old religion or by optimistic rationalism. This lone-



