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; ; ' The Radio Plays of Len Peterson, 1939-1961

K ’ .Joan L. Thompson '

v

[

’ s The body of dramatic works pfrfofmed on CBC R}dﬁﬁ/ge-.- "ﬁ
): \ .f . tween the late 19305 and the early 19608, the Golden Agé of )
‘ Radio in Canada, represent ah 1mportant stage in the devel-
‘”opment of an 1nd1genous theatre 1n Canada One of the magor'
contrlbutors to this development, 1n“terms .0of ‘his thematlo
:concerns as well as. hlS dramatlc technlques, ‘is Leonard
NByron Peterson. Peterson s work for radlo ranges from come-
dy to documentary to dramas deallng w1th themes of a geri- -
ous nature. It-ls thls last category~of plaps that w1ll ‘
C o : &.serve as a basis for a textual analy51s of Peterson s radlo-
drama foeh51ng on the dramatlc-technlques developed by
Peterson for the medlum._These techniques of plot structur-
‘glng. narratlve, and characterlaatlon.depend.largely_on the
exploitation of the power of the spoken word to suggest :
- 1mages, moods. personalltles. and scenes. Freedom from the
v1sual 1mage allows’ the radio drama writer to evoke levels
Lw " of reality other than the everyday materlal world In Peter— :g 
"son's'work there is a sense of progre951on from his early x'l'iw?{
\\twork, whlch tends to take, place largely on the. reallstlc o

\ level° to his later plays of the 19509 and early 1960s, . -

Wthh portray the world of. man 8 subconsc1ous and hlS

i\ "
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INTRODUCTEON.

\

Radio drama is ,the missing.link in‘the~history of dra-

ma in Canada. Up untll the late 19308, there was very lit-

TR

tle Ain the way of orlglnal drama. the late 19508 was an ex—

c1t1ng perlod of original Canadlan‘TV drama while the late. '

'°1960s and 1970s saw a sudden growth in Canadlan tradltlonal

theatre. While this interest was certainly 1nfluenced by

the surge in nationalism that accompanied the country's cen-

i

- tennial, neither writers nor an audience can be pPoduced

out 6f ‘thin air’without any previous training and experi-
ence, espe01ally in a countrygxhat (as Michael Tait notes -

.in his'essay, “Drama and Theatre“) had dlfflculty support-‘

“Alng llve theatre in the 19508 4 even in the larger centres

(1966 65b“355) It was the CBC, ‘through 1ts‘telev181on and
espe01ally 1ts radio productlons, that nurtured drama in

Canada through the 19h0s and 19503. It not only prov1ded

actors w1th work, salary, and prestlge (Talt, 1966,656) and

establlshed a’ tradltlon of . drama w1th1n Canadlan s001ety.

Y

but fostered the development of an. 1nd1genous Canadlan dra-

ma, a fact whlch, untll recently, has been largely ignored

becuage of the ephemeral nature of the radio medlum. Cer-~

tain radio authors, such as'W.O.Mitchell.fﬁister;Sinclair,'

' George Ryga, Harry Boyle, and Fietcher Markle, went on.to-l‘

work in other media and forms and haVe therefore become

well recognized 1n Canada. Far too many, hpwever, whose

contrlbutlon to the establishment of Canadian‘drama was no .



. . . ' e

less, have {argely been ignored—-ﬁgseph Schull, Mac Shoub,

_Hugh Kemp, and ‘the subject of this thesis, Len Peterson.

_/‘ N

,’x

e

‘e

. Awards, given by the Instltute for Educatlon by Radlo in

Peterson is one of th?\majof figures in Canadian radio
 drama, and his career,‘whlch started in 1939, spans the two
decades of the Golden Age of radlo and contlnues on to the
pregent. Hls work is 51gn1ficant in the hlstory of drama in

terms of both thematic concerrs and dramatic techniques..A’

EEd

controversial writer, he continually<challedges convention-"

al theatrlcal and social. bellefs and practices. Thls won

h1m 1nternatlonal recognltlon in the form of Oth State

Columbus, Ohio. Peterson also won recognition .in Canada,

'.wherexhis‘work'afoused both great admiratioﬁ and violent -

" eriticism, making his naﬁ% ell-known in both CBC offices

and in the House of Commons.

The focus of thls ‘thesis wlll be a literary analysis

7

-

of the teahg;ques by which Petersonlmanlpulated the eler
ments of hls plays to convey his point of v1ew in h1s magor 4
dramatlc works ‘for radio-from the Golden Age. Because radlo
drama is relatlvely unkn;wn as an area ‘of study. I w1ll be-
gln by establlshlng the mllleu in whlch Peterson workeds’ ‘

the hlstory of Canadlan drama untll the Golden Age and the

nature of the radio medium 1tself as it applles to ‘drama; -

1 will also glve an outline of the range of Peterson 8 work.

it ety e

v wmtmwmmen e
B z
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Before World War I, theatre in Canada waSelargely a
matter of British and Amerlcan repertory companles. whose
visits temporarily ceased .with the start of World war I.
There were 1nd1genous dramatlsts. such .as Charles Mair,
'Charles Heavysege Ellza Lanesford Cushlng. Sarah Anne Cur*‘j

zen and 1cholas Flood Dav1n. However. because 'of a. }ack of
'.demand for native drama, many playwrlghts could only write
"closet“ dramas, plays that, ‘as Michael Talt'says 1@ YPlay-
wrights in a Vacuum",ﬂwere fdenied the vitalizdng‘contact"‘
with the coarse realities of stage production" (19?2,}3).
Canada seemed too sparsely populated to support a theatrez

)

. . i N '\ N
of its own. Moreover, perhaps becduse it was a fairly young

»

"country Just emerglng from 1ts colonlal stage, there were
\dlfflcultles in flndlng popular support for a theatre Wthh

said 1ittle about what the maJorlty ‘of Canadians had actu-

N

.ally eXperienced. : " o ‘ .

" Merrill: Denison, one of the flrst wrlters of radlo )

drama 1n Canada and one of the writers’ for Hart House,

whlch was es/tablish d in Toronto in the 19208 to encouraéé

y was - an early critic of Canadlan wri-

- -«

e world they lived in: : . )
-, R ' ) N ! " ]

4',W1th too few exceptlons. Canadlan authorehlp

. had been selllng Canada short~-making llttle

or nohattempt to establlsh the basis for a.

LY

"Canadlan identity, elther by recalllng the

’ .

]

heroic struggle of the past or by xnter—

~

\



> .
13
| ( \ . . b-
pretating contemporary 1ifé as it'is seen
. . ‘
' through the eyes of a Canadian. (Denison, !
v : 1920 or 1921, in Goldie, 1977, 15)

Nevertheless. Hart House did not as had been hoped,
! 'become another Abbey Theatre. pOSBlbly, as Goldie! conJec-.
tures in his paper on Denlson. because ‘Canada could-still !
, notlsupport the eStablishmenthof its own theatre financial- .
i ly (19;773_17)-\howeve'r. the advent-of radio in the 1920s =

N b -
gave Canadian theatre a chance. Radiq actually grew very ¢

. qQuickly in*the 1920s; by 1923.'there‘were over 40 private

Canadian stations on the ‘air (Fink, 1981, 227). 'Canadian

"ﬂ'- - National Rallways founded the CNR Broadcastlng network 1n

1924 It played a magor part in establlshlng radlo as a
pppular ‘medium in Canada. 'Radio was used by the CNR not
ionly as a means of transmlttlng travel 1nformatlon to 1ts }
. passengers, but as entertalnment as well The Canadlan v (F\ p
o l .lRadto‘Broadcastlng Company (CRBQ) was created by the Cana-
" . aian government in 1932; it ‘took over the CN stu‘dios".
..equipment ’and'staff Drama had'been.part of radio all a-
long, especially in Vancouver (Jackson,1966,53)," and ‘the
-"'< CRBC network carrled on\the tradltlon. When the CRBC s ad—
. -,minlstratlve problems were ‘solved - through the creatlon of
.-the Canadlan Broadcastlng Corporation’ (CBC) in 1936, the
'.3 Drama Department beoame the most important program depart-

ment in the Corporatlon (Flnk. 1981 '228),

13

The nature of broadcastlng in Canada encouraged many ,: Ty

\ Sq,

. .t . \ . P . R

o o i n et 4 =



AU s o, :
-the scope of most American radio writers: \

, SR o N -5
- l . ’\}
new‘writers such as Len Peterson, Bletcher Markle, Tommy °
Tweed, Lister Sinclair, and Harry Boyle to come forward and -
express their ideas: As a. medium,'radio was accessible'to a
w1de range of audlences and it largely eliminated the flnan—

c1al barrier. tq.theatre for producers as well as audlences.‘

Furthermore, while Canadian radio could not compete with its

v

. American counterpért in terms of the\sheer'number of pro-

A

ductlons broadcast, 1t did offer writers an opportunity’to

" have orlglnal ‘works performed. A- large percentage of Cana-

-

* dian programs , ‘both public and prnvate.‘was devotedy to ori-

glnal Canadian works produced in anthology form on the Tre-

K

glonal or natlonal weekly drama ‘series’ (Jackson, 78- 79)

Another ma jor factor, dealt, with in Howard Flnk s arfi—

«

cle. "The Sponsor vs. The Nation's Ch01ce“ (1981), was that (-~

CBC radlo did not depend SOIély ‘on commer01a1 sponsors and

. fherefore was not subject to the restrlctlons which curbed .

The price of an American programme’s \\
failure to be,competitive was, simply, Lhe \
‘loss of sponsorship; and without a sponsor, . \

frequently, a programme éimply just disaﬁ— ~

L
‘\~,/’/, " peared, no matter, what its positive quali- A

ties. In The Sponsor, Barnouw is eloquerrt
on the effects this had on the quality of

programming: in the main, programmes were

safe, 'wholesome’', offended no one, especi-

EN
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Thls- s:Ltuatlon ‘qgca.me -even more acute when the creatlon and

3

e

(ka 187) *Becaguse most Ca.nadlan radlo dra.ma was not ~spon-—‘

e, x”

bored but produced\\py the CBC Ja pu‘bllcaliy fufided network, ‘

- there was no such pressure Although certaa.n«plays, several

by~ Peterson, in fact, sparke&i a publlc meactmn that result- Q.‘

ed :Ln the producer o*fh the STAGE series,. Andrew Allam. bemg
called on the carpet, (Pe'berson, 1982, 29). Canaddan play— ~
wrights were nevert};eless mainly free to wr:l.te about ~the

# -

. truth as they saw it. o - . '_/,

- - PRl

The producers of Canadian radlo drama. espemally “the
four ma.)or producers  of the CBC Nat:.onal Drama Depa;'\tment. .' )
I An/d)rew Allan, Esse L,]ungh, J Frank Wwillis, and Rupert Cap— .
i 11an. encouragéd the wrlters in sthelr work. Though each pro-— u
t ducer spec:Lal»lied in a dlfferent area of drama, the four
l‘ :-worj}éed closely together, cr_'eatmg' ‘what Fink has described as
 ean atmosphere of ar‘i:is:t"i'c fement“ (236-297). Writers were
'encouffaged to express thelr views and, as Andrew, Allan ex-
Lo plamed in hls au'bobxography. the preoccupatlon wlth soc:.al
ﬂ-" . problems, espec:,@lw in\the aarly years of theé STAGE serles.
wis shared by all of thos

"

involved in radio drama at the
‘y.timez,f"-"- ' S h

e
B
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*, - If many of our plays in- the flrst years

%'flhad what was called "social. contentn- this
- Y,

-*~_,was because the wrlters--ln fact, all of us’ e
&1'—*were products of a Depre881on and a- War (~
‘ ' A
Tdeas . bred from these twin- phenomena ‘were-

M -

.inev1table. unless you put artlflcial curbs
oh thenm. And we had determlned not to apply

. those curbs. (Allan 19?4 109) o T :
o - ' )

’ - -

. Furthermore, the superv1sor of the CBC Drama Department him—:.

. .~

self gave full support to his wrlters by~defend1ng them a-

_ galnst the criticism their work arouse& For Allan, a110w—
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:7:ing new ideas to be aired was a questlon of prlnclple.Z ':-

-
A

\ o

- - .~
‘ A A * .

e ‘ i L
- One Qf Len Peterson's later plays. "The oo 7 o
R N |
BRI “,Man w1th a, Bucket of Ashes". roﬁsed such

L4 B 7 ! L

. ‘a‘v1olently unfavourebly reactlon that a

- §1" :Monday mgrnlng meetlng of CBC top brass ® -

}';.,7_ ';,At the end of the indi%nation sessiﬁh; the

[y

spent a couple of hours castigating it. o -
"chairmaﬂ asked me if I, had anythiné'to‘say. P
¢ said 1 thought the matter had been pretty' '
o thoroughly coveréﬁ "Perhaps you wouldn t

. .
o \* - * &

[ . . ’\
- b

mind teIling the meeting," he sa1d "ex~ ¢ Y

actly why you dld thls play o L "g‘”

\'"I thlnk." I sald “I did it'hecause I

“was afrald I was afrald of belng p01nted

out ‘in the future as the man who hadn't . /k;/o -

1 . e

'\

by
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done this play " (Allan; iﬁ) . . . ‘ -

U - e

that Peterson s talent developed. '~ B

~ T .o [ .
. N A ~ 3 ;
i< b T . LAY PN

‘L'eonard Byron Peterson was-born mn Regina, Saskatchew—

~ s

an in 1917. He graduated w:t.th atBSc. from Northwestern Unl—

ver81ty in “E.vanston. Illln01s in 1938 Bécause he- had a . '

~

. typewrlter and "a.lot of things to get - oi‘{ hn.s chest“ (Pe— |

)

terson, 1nterv1ewed by Thompson, Nov. 1980). and because he

had ‘been exposed to the maJor American sustaining radlo dra-‘\

» +

) 'Ml"ma Serles (Peterson. 1nterv1ewed by Flnk 1982\), he began

'.writlng ‘for radio. The first play he sentv to the CBC was -

"It Happened J.n College" (1939) ‘As Petérson says, his ear;

,
- LR —

' 1y plays were not acceptable tp Toronto, the" "’centre" of
'Engllsh culture in Canada, and he suggests thlS is thé rea- -

son. they were sent to."the prov:.nces“v (Peterson. by’ Thomp-

-8,

" gon) where Esse L,]ungh in WJ.nnlpeg and Andrew Allan in’ Van—_
couver took notlce of hlS work When the Natlonal Drama De-.
spartment of the CBC in Toronto was taken over by. Andrew

.. Allan, Peterson was involved in the pla{knlng-for,the STAGE

-~ . ~ *v
Vo . -

series. . s s Coe . o
. s + ‘ i . or - g

Peterson. as mentloned above. had already had a good

1

,' deal of exposure to radJ.o drama in North Amerlca before he

AN

started wrltlng. but dlsllked most of its content (Peter-
son, by Thompson) N‘ot content to write smple love storles

or pat comedles, he was more interested 1n examlnlng soc:.e—

-

ty\:t‘rom the p01nt of v1ew of its mlsfit’s. His abillty to

.
~ .t . s h . b
) .

’
e e e .




write plays whlch effectlvely brought to 11ght the unac—
—— dl‘cnowledged‘z-or the purpoSelly J.gnored—-ln soc1ety won hlm
awards throughout hls career; from the Ohio State Awards |
(for several plays *mcludlng "Burlap Bags", "They re All ]
"Afrald" and “Paper In the W1ndﬂf‘to ACTRA awards.

Peterson 5 work 1n radio covered a broad rahge of

e genres In thlS the31s. I will be deallng qply with his °

‘::.'serlous dramas, that-ls those plays wthh deal with funda;

lmental 1ssues of man s ex1stence. However, Peterson also. *®

‘_wrote comedles. such as "Now What Does He Know What He's :

I :Gett1ng" (19“4) and "Cervantes of the WOeful Flgure“ (1947),

t adaptatlons, such as "Marla Chapdelalne“ (194?) and “"Enemy |
of the People"(19U6), and documentary plays which acqualntu
:ed the audience w1«th 'the dlfferent parts of the country .

\ gh"Quebec (19&3), “Pramrle Town“ (1943), and "Long Portage"

L, (1945). .v ’ R : e

EA "
ot g%rlng the’ war, he wrote a number of plays on-: wartlme A

L themes. These plays. some of whlch were broadcast by the

"_BBC as well as the CBC often dramatlzed the role of the or—‘

we dlnarykamn as~a ‘hero in the war effort~ "Look at One.of

'ThOSe ‘Faces™" (1942), "The Clty (1943), and “Pralrle Sole‘

L dier" {1944 .- Dne ‘of these plays, .;'Withiri the Fortress'"

“(1944), to be dlscussed in. detall 1n Chapter-2, .is unusual

~ man soldier.- . N

. , .

that Peterson wrote to - dramatize Varlous mental problemSc

-

3™
”
-~

4

There are’ also the plays. approxlmately seventy in all.’

" i¥-tHat 1t looks at the ‘war' from the point ‘of, view of a Ger¥ |
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for the weekly Mental Health Serles. IN SEARCH OF OURSEINES.

. Thls serles ‘was sponsored by the Canadlan Mental Health As*‘

soclatlon and was alred between 19@8 and- 1955. Because of .

' ﬁ/e educatlonal aims of the serles, the plays are often

ertten in a naturallstlc style whych is not of partlcular

: Anterest 81nce4Peterson had already abandoned it in much of

‘e

his other work of this period. His.appnoaéh to the subjeof
ofimental health is, however, oftinterest,‘as inirelates to
his'pfeoccupation with other soc;al problems and‘to'the

characters and themes of some of hisfserious plays. ne was

given a free hand in choosing his topics by the produoer of

. . \
the series, Marjorie McInenny. Before each new season of ., 6 ®

v

the series, Peterson would discuss various ideas with her

. and psychiatrist Jack Griffigns;\President of the CMHA, who

T

"~ provided the commentary at the end of each play. Peterson -

would work on these ideas and generate a list of s'ubjectsL

-

" which he would wrlte 1nto plays (Peterson, by Thompson) .

While this series prov1ded Peterson with a stable

-~

source of 1ncome, he also felt it fllled .an 1mportant'neea~

N »

in society, for many of the toplcs were based on 51tuatlons

he saw around him, and many of the ‘plays ‘dealt with sub—

+

jects that were very sen51t1ve, if not taboo.3at the’ tlme '

t

-

(Peterson, by Thompson)- ‘“The Unmarrled Glrl Becomes a.

Mother" (1950), "Sex Educatlon (1949). “The Man Who Married

a Mad- WOman" (1951) and “The Man Who is Different" (1948)
which is ‘about mlsogyny. Other plays helped to’ relate aber—
rant fdrms of behav1our to underlylng problemsz”in "The

AT v

¢
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fCareful Boy"(19h9), an insecure boy's lnablllty to please '
‘his difflcult father leads him to seek refuge in a world of
resentment and revenge. in “Adolescent Rebelllon" (1948),

a’ strong-WLlled teenage glrl rebels agalnst her authorltar—'”
ian parents;. in "Fhe Woman Who Is Prone to Accidents™(1948),
a woman unoonsclously uees "acc1dents" to av01d fac1ng her
dlfflcultles w1th her marrlage. Peterson often attacks at- . :' -
_.titudes whléh are. pnevalent‘ln soclety and whlch have a neg—'t .: L
atlve effect on "the mental health and well-~ belng of an 1n—’
‘dividual. "A Feellng of Inferlorlty“ (1950) is about the
victlm of ant1 semltlsm, "They Broke HlS Splrlt"(1950) is
about. the detrlmental effect of corporal punlshment and
' "The Mlnlster Who Was Indlscreet“ (1953), about a mlnlster s
frustratlon at the 1mp0531ble demands of hls parlshloners. - .;v
,Peterson s very concnete and reallstlc dramatizations of
. various nental problems must certalnly have helped to de-

m&étifyjtheh to some degtee. ?he plays are” also intereetlng- -
becauae, although they, are Qritten‘injan early style and~ - ',.,
.:’form that Péterson .was meting away from in his'seriousAdraa'
" matic work of thas perlod, they share certaln characterlsa' .
tics of h1s serlous work: a preoccupation w1th'current ‘prob-
lems; a’ concern for the underdog or the persecuted lSO- R .
lated 1ndav1dual. ‘and technlques of dramatlzatlon using .. ;f .
language, oharacters,.and situations to whlch an ordlnary '
audience,‘rather than an elite, could relate. ‘

Peterson's most signlflcant cont¥ibution to.Canadian

‘radfo‘drama.Iiee in tﬁe plays~treating,serlous thenes, fif- N

\ -, C . ‘'
¥ . ~ ‘ ' . . L -
. ,
* - .
,
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. these figures 1s a hero in the claesical sense. a fact 1nd1-

1938-and‘1961. most of them were - heard in. the STAGE ser1es.~

,whlch describe these patterns of" behaV1our. The ‘source of 4

",a result of the condltlons of man 8, ex1stence‘

'cuss _more. thoroughly in the follow1ng chapters. None of o

' weight of. mari’ 8 hlstory and the forces

.teen of which’I w1ll dlscuss in - this the81s. ertten betuwen

to.

‘In all of these plays. Peterson shows his concern w1th the
'problems of man § exlstence, but ‘his perspectlve on these
.Zproblems changes fromione perlod of hls work to anotﬁsr. In . .
_his Tirst perlod. to about 1947, Peterson attacke the Eﬁ»«//*~.'

presslve tenden01es 1n soc1ety. He sees oppresslon 1n the ~

‘jud1c1al systemj 1n the worklng world and in people s fear -
_to speak and act freely, In the second period, from _the 1ate

' 9#0 s ‘to the mld 1950 s..Peterson focuses 1nward-on the«

}

Z"fallure of the 1nd1v1dual 1n the face of llfefs problems.; H . o

o,

hlS hypocrlsy, selflshness, cowardllness, and lack of 1nte—‘

‘ ‘;igrity. In the thlrd and last perlod \from the mld 1950"s: to-
the early 1960 sr Petersen 8" perspectlve is. more’ expllcltly 7} '

funlversal as he shows man s behav1our in- terms of the myths-y

7\

z

. /<
" " the problem is not soelal or 1nd1v1dual . but metaphyslcal/-

/
Ie

i

These changes 1n perspectlve are reflected 1n Peter- {, 4

.,.son 8 treatment of the central figure, ‘a toplc I w1ll dis-

e

<

fcative of Peterson 8 1ron1c ‘stance. Those in the flrst pe- T

%«

" riod are victlms ‘of their soclety. and those of the second

"period of themselves. The central flgures of “the third ffr“‘

period have’ the most dignity. as they struggle a’alnst the

,/,

'destiny.nTypical\'5

~
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R
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/ .,fof the ironic heroes in/Frye‘s delineation of ﬁodé%-iﬁ THE -
. A .

VAR ANATOMY OF CRITICISM, they are Very human flgures.. o '\i.
o/ , .

Because Canadlan radlo drama was 1ntended ta reflect

-

and respond 0 the speetrum of Canadlan soc1al realltles.

it lS, perhaps, helpful to look at Peterson 8 heroes in the

*hgm of Sean 0 Faolam 'S hypothes1s in THE VANISHING HERO
(1955>,‘_~-" S
\\\ e ‘ ...the Hero is.a purely social creation. He - . - ' L

_rejresents, thatuis to say, a,socially apr

“proved norm, for repreeentihg which to the D o
. pora U t N
satlsfactlon of soc1ety he is decorated :

' W1th a, tLtle (1U)a

Accordlng “to O' Faolaln, the Hero and the Vlllaln of the ' : C}

’:,traditlonal novel represented confllcts between.soc1ally ac=

o

. cepted values.that they deflned (15) Because many tradi-

\ ‘ i

ﬁlonal certalntles have ‘become less w1dely accepted yh the‘.
btwentleth century, 1t “w1ll be ev1dent that the Hero asg.a '
.'personlflcatlon 0f those certalntles would also have to be-:

.come_ less and less sure of ‘his posltlon"‘(16)

* This can certalnly be saxd of Pe'terson' § heroes of the
'flrst perlod the hero 1s often caught between older, tra-
dltlonal values and twentleth Century 31tuatlons; he must

"come to terms w1th the labour movement the war and post-
.;x," 1_ war world, and soclal 1n3ust1ce.-1t can also be said. of the
_e:'::.second perlod characters, rather unattractlve people who

'",*‘reflect the dlélllUSlon and confu81on of the late 19405 .

. . - . B . N ~ *
. . - . . . L. ] . .
- LN - . .
. . . . . .o, - . C . '
.o B . @, o . . . . < .
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1k
‘ and early 1950s. It is more dlffloult ‘to apply 1t to the |
heroes aQQ’herOIHGS of the third perlod who, though they 7"
may not, understand why they are»v1ct1ms. persxst in theig_
struggle w1th a- large degree of moral certalnty oo T
. 0'Faolain goes on to say, however. that the Hero has
been replaced by the “antl -Hero", who “is not a 5001al crea~
ﬁlon but the author S own personal'creatlon (16~17).
such, he ds a much less tidy concept as he tries in his-con-.
'fused.manner to establisn his own "supra¥sooial"'codesh
» . . L *'-.
Whatever'he'is.”weak or braVe."brainy or
. bewildered, his one'abiding'characterietic
’ is'that like'his‘author;creator, he is
never able to see any Pattern in llfe and

‘ rarely its Destination (17). .

Whlle thls may be applled to a few of Peterson 8 heroes,‘lt K
is not true of the maJorlty and deflnltely not tnue of ‘
Peterson himself. HlS heroes are not "good" or "her01c"iin'
the traditional’ senee\because Peterson does not believe in
the concepts of "good" that prevail 1n society Hls heroes'
?states of mind do not reflect Peterson 8 own state of mlnd,
' but are tools for c0nvey1ng his- message, a message of whlch
Peterson becomes more and more certaln.

Peétersaon's only novel CHIPMUNK publlshed 1n 1949, is
:an ironic satire of conventlonal ‘social attltudes in post—

.war Canadian soc1ety. nge “the chlpmunk of the tltle. its

central figure, Claude W1dgewood, is a small nervous crega~- .

v

v geen s s aem



K :\T% . ,‘\ R ¢ ' . :
" ture in a world of'giants. Claude'isia‘classic bumbler; &'
ﬁéiéé. ineffectual~man“who'lives'iess intensely in his‘real

life than he - does 1n his 1mag1nation. dlscovering his fat
Do

er 8 identity. flghting the Communism that lurks behind all-i

unionists. or ach1ev1ng the‘Eonfidence hérsees 1n others.

His life is a constant quest for security which 'he seeks in

the “glants“ who surround him: his mother (until her death),

hlB boxer friend Mott KllSOOdSkl, and hlS W1fe. Faustina,‘
whom he descrﬂbes as “more real than a woman should be"(65)
‘ Weak though he may seem--to others and ta hlmself-—Claude
. surv1ves all three of these giants. '.
Peterson s satlrlc novel of the mainstream values.of

. Canadlan soc1ety that Claude represents reflects the same -

alienation as hlS plays ‘of . this period "the 1deallsm of the

“ war years hav1ng been shattered by the realization that

pregudice ‘and ignorance still remain. Claude sees Communists

‘and RCMP Security Officers lurklng behind telephone poles
ready to pounce on him 1f he takes a step one way or an-
other; he mistrusts unions as an arm of Communism. regards

.a gang of poys who play dice for money as . Juvenile delin~

quents. and has an eXaggerated sense of respect for hlS su- -

periors. Furthermore Claude. like the Canadian public of

at

'.the time. has littYe confidence in himself and constantly

looks to others for protectlon.

The ironic tone of the novel‘derives from the narrative-

.
point of view. whlch was parhaps influenced by Peterson 8

T_n,fr'«experiments with-narrative technique in radio. The story is ‘

-

I



. B

~narrated in the third person but reflects, for the most’

I

>
<

~ part, the naive perspectlve of Claude. His personallty and

judgement are constantly undercut by his perceptlon of real~

ity and his own preposterous imaginings, as wellqas.by his

reflections about himselfx,
But being 1ns1gn1f1cant——pushed around--
and treated as a fool was sometlmes more
3 palnful than belng beaten up. But that was
' .an exaggeratlon. wasn't 1t? People'dldn t
' 'take him for anythlng, he was Just around.('
"That'sithe 1mpre381on he made. More than

once he' 'd been told when he took off his

glasses he dldn 't 'seem to have any parti-

* cular face at all (12).

. Because of statements llke thls, 1t is. hard to take Glaude'
seriously,,anq yet the novel offers no alternatlve w1th1n

. Claude s 01rcle. Furthermoge he 1s a surv1vor. o

In deallng w1th radio plays, as w1th 6ther dramatlc

v’forms, one is always faced w1th the dilemma of whether to

A
base the dlscusslon on-the scrlpt or on the productlon it~

]

Q."

’ ing a “work wh1ch was not 1ntended to be read but to be per-

formed. In radlo drama. thls is further cowplicated by the‘

o fact that the author 8. cues for sound effects and music are

by thelr naturﬁ far- less specific on paper than are stage

4 . ’

: self. As’ wlth all dramas, there is the dlfflculty of examln- T

ot

y o
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" divections. Finally, as Donald MeWiinnie explains in his'

book THE ART 'OF RADIO (1959). the words of a radlo scrlpt

may not read well silently because they are wrx.’cten, for a

medlum‘whlch magnlfles., their 1:_npact:

b - L.
[ Y

The good radlo scrlpt usually appears un-

N 'f.u

- déz;y(rltten J,n comparlson with a stage play,. .

- . "s;.mply because the actor 5 v01ce in close

focus 1nVest}s .words, vuth extra maglc and.
X .

power, 'a seemingly prosalc sentence may
conceal emotlonal rlches which only become

apparent w1th the act of speech (124).

’

= ’ -

These obJec‘clons no’cw1thstand1ng. I.am goxng to base my

' study of the plays on the scrlpts rather than tl’te produc— E

tions. Flr.st., the scrlpts contaln Peterson s concep‘tlons of,_

the play. Slnce radlo productlons are- the "collect‘lve“ ~cre—

"'atlons of the producer-dlrector. actors, composer and sound

_techn1c:1an, the sound vers1on will not glve an altogether

- pure renderlng of the auther 5 conceptlons. Secondly, ma.ny

of the. audlo reproductlons of Peterson s plays are nof

s B}

available and a balanced study of hlS work based on audlo

versions alone would be sever‘ely restrlcted 'Therefore, my*

L S

main texts will be the written scrlpts' although I ,w1ll re-—»

-~fer to sound ei‘fects my comments will be based ma,lnly on

' Peterson 5 1nclus1on of these e:f‘fects 1n the scrlpt e

X Today. radlo is generally reg’arded as a ra’ther unspec-“




.

o

L}

tacular medlum ‘Unlike v1deo. fllm. and ‘live theatre, it

cannot dazzle 1ts audlence w1th v1sual efﬁects Composed

. only of silence and sound——mus1c. sound effects. and' words—

»
4

1{ may seem .'a poor sister, something to fall back on for

- background hdiSe or news, weather, and sports .updates. Its -

‘power to. 1nfluence, however. is hlghly underrated. Although*

:dependent on. only one sense, 11; has direct access through

thls sense to a’ much rlcher mner mental stage than could

ever be constructed, ‘the v:Lsual world of a man ] :Lmaglnatlon

.and the world of hlS 1nterlor life, contamlng his fears,
- .and dreams as well as: the memarles of hlS past experience, .

" most of whlch lie forgotten untl]: brought to the surface in -

some way Martln Esslln, former head of BBC Drama..q”dlscussed

:thls agpect Qf radlo drama ‘in an. 1nterv1ew w:.th Alan Yates:

07 It's the only medium in Wthh you -can paint

'

-

plctures Wthh w1ll be - totally conv1n01ng

m thelr own way to each 1nd1v1dual member

i

of .the audler}ce and, of course',- it 'g]..v‘es
you an ‘eriormous possibility to build up

R pictures'. The- reéul’g of that- is that 'the .  :

radio play i:-s'f;herefore an ‘art, fom Which is

irerj(, very subtly adapted to the conveylng'
~of subtle states of mind and partlcularly
images in the mlnd-, whe:ﬁﬁ\er they be dreams

- .
. . ‘

or'wishes or memories or remorse or what-

.

« .. ever it'is- (Esslin, by Yates, 1978). °
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L ST fect of hlS relationshlp w1th the speaker.

,
Ny

B . . ' N
- . . ~ .
- - . +
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N v .

J Furthermore, radio allows the writer to manipulate the
'\ audlence. As McWhinnie points out, radio--like film-~is an.
) '-msﬁmment of ‘great power. Not only can it select a focus’
at any, given moment, but it can change this focus with
~ . épeed and accuracy (jh). Thisrgives the producer great

t - control over the audience's experience.

IS . ‘

e C Moreover, /th lack of visual 1mage may be .an advantage.

I n 1n that it caﬁ allow a more direct and 1nt1mate \experlence

SO - of a sﬁ:uatlon. espe01ally dn drama. In llve theatre, the

‘-' ’

«md1v1dual in the audlence is separated from what 1is ha.ppen—
mg ’oy a, physical dlstance, the presence of other specta—c

- - _.-i" tors and other actors on the stage can also diffuse the ef-

n film and vi-
<. “deo. the experlence can be more intimate; but .the visual
m ‘_ .. image may 1ntg_:rfere with the spectator s expe ;
: does not corfesjaond to his own preconceptions. Furthermore,
the presence’ of an 1mage itself allows the spectator to
s;tep back and separate himself from what is happening. A ra
.,dlo 01ce_, on the other hand, speaks directly into the lis-
. 2 boe ' !

‘tena?/ﬁs ear, without the:intérmediaz‘ry of an image or, for

that )rmatter, the p%ed word, and thus, as McWhinnie ex-
. 3 2 v

plains, radio “invades the listener's own solitude, re-cré-

ates the illusion inside his own head" (36). This intimacy

is radio's greatest strength as a dramatic medium. -
o~ - The four basic elements of radio--silence, sound ef-

fects, mudic, and words--replace the visual' cuesrin film or
\

theatre--the costumes, make-up, gfacial ‘gxpression, gesture,

s

36)
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- explicit relatlonsh1p~to their referents. The basis ‘of the

.
. N e .
S - . .
a J . N - N
- X . \ A
. , o

.in%the script. Sllence. of course, is the most ba81c element

morebent; lighting," and sét—-to convey characferization,

location, and mood Although I will not be deallng with the

- audio productlons. I w1ll give a brief outllne of the ef—

fects of the flrst three elements because they are 1ndlcated

s b Tt -

.v',. r

of the four, the backdrop against which all takes place. It ;f

is 81lence which

peradoxically...is at the hear® of the -
) radio, experience: an intimate, it might & . . °
w M .' . - ;: _ ) )
- almost be. unspokén. communication between”

[P °

writer andillstener, far removed from the®

-

- < .-

: rhetorlc of the amphitheatre or the noisy - . -.- . . - ~
1 ) 1 rd - . )

dazzle of pictures mov1ng on a screen

- -

-

(MCWhinnie, 11). . I e

" > 7 - .
- ~

Although words, music, and sound effects may fill the 31lence‘
N
tem?orarlly, it is always present ‘and is most obv1ous when

cbmmunlcatlon falters between the characters. In A med1um~‘:1f_ o
communlcatlng prlmarlly‘by sound, a pause of-affrectidﬁ o%

a second is felt. The silence which surrounds ‘at monologue 1s;5
ag important as the words "that break 1t, conveyang as.it’

ddes a %ense of the speaker's aloneness, the aloneness that "if 591

L

is the bas1s of all human experience. ' . e

‘Sourid effects'and mu91c are generally more suggestlve “ e

than their v1aual dramath counterparts wh}ch have a falrly o o

uggestive power of musio, 'and sound effects is somewhat o S,
. s - - ‘. -~ . “
. -, . LN . .
4 }' . * » ’ ‘ ¢ & ’
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paradoxical,. involving the collectlve concepts evoked‘by

s L
1
.

:certain~soungsaand; at the same time, the individual's own

- - P . - f

. : 4
" very personal associations .withr these sounds. An addltlonal
5advantage for‘padio'is‘the economy of these devices: sound,j

‘effects and music don't depend on words which might clﬁtter‘
. the bistener's mind and need only be heard for a few\seconds

to be understoods , : SR :

. .éhdnd,effects can be used tp‘set both the‘physfcal and
the/emotional‘stages ‘Not only can. they 1nd1cate locale, .

' time;'action; and chanacters _entrances and ex1ts, but they.t vt
can also be used to convey mood, by themselves or as part . 1 ;o
of a montage sequence. ThlS is certalnly true of mus1c.' -
which W 0.Mitchell descrlbed as a- klnd of "emotlonal stain-
1ng" in radio plays (Mltchell, lnterv1ewed by Yates) Whe—
ther it- be used to suggest an aspect of a character, llke o AN

SO e

the hauntlng oboe mus1c that is assoc1ated ‘with Lillian® 1n'

‘% “Llllth" (Peterson),’to evoke a locat}on or certaih klnd of
scenery, like the carnlval music in "COI% Comfort and Candy
Floss" (Peterson), or fo make the tran51tlon between one

-fscene and’another (a "brldge"), it 1nfluences the llstener 8

1 1

. .reactlon to whatever s happenlng in the play

it <7

Important as these three elements arey their” only real

mean;ng is 1n congunctlon-w1th the fourth element language{

4

Lo In radlo, the spoken word naturally carries more welght tha
'«in a VISual medlum whene other - elements compete for the 1ig-

,~tener's attentlon and dlstract him’ from what is belng sald.

‘ . a

The language used in radio dramas, therefore, is offen akIn o

€,
,H A [}
- ~ . S

- f B
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:7 to(poetry in that each wordlls of importanoel escriptions,

for example. are often not detalled,,nor need th be, for .

* the 1mag1natlon seizes on each word and elaborates it in

[ 3t

1mages. Furthermore. because of. the power of the word, lyrl-

+

cal passages, though relatlvely brlef compared to, those in
f1ctlon. can colour a Whole series of scenes, and patterns

of 1magery can be used to structure a play. The dlalogue in

radio drama is Of partlcular 1nterest 1n terms of charac—

terlzatlon.,as the chblce of words and syntax, the dlalect,

recurring 1mages and the - general style of address tell'us a

great deal about a character. The llstener s response to

I

these llngUISth cues 1s often 1ntu1t1ve. based on ‘what’ is
suggested rather than expllcltly stated Radlo drama—+good

radlo drama——explolts language to Ats fullest uélng 1ts

richness and evocatlve power, its mu31callty. and its rhy-

“thm to brlng the“drama to llfe.‘ . K

Radio's llmltatlon. then, the lack of v1sual 1mage. is

also dts strength for 1t permlts a great deal of flexlbll-

1ty in terms of tlme. space. and characterlzatlon. On ‘the,

~

stage of the mlnd, mov1ng from a crowded street to a coun—.i

try scene. or from the present to the, past. poses no- prob—

lem, nor’ does _the 9x1s rice ‘of characters such as Death or :,

.

ghosts Dependent upon author and producer for clues as to
what is happenlng, here, and when, the llstener 1s 1n a

totélly«eub;ectlve posltlon. As Martln Esslln explalns,‘

Tyt

s RS

this makes radio. partlcularly effective in conveying’ uncer-

’
” +

tainty: - o k N
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\ oo .."and of course, thh?ﬁs'a matter which . . - -
‘. " has great expressive power because there =i
i A} ) ‘ - ! . . u A\‘
[ v are many situations-in life "in which this

_uncertainty exists, fhgt'is. %otally.sub-

o - jective statds of mind in which the same
‘ R L uﬁoerfainty exists, ~and wﬁich no- ¢ther '

. ” .
n - K [ =

R R art form, no other- performlng art form, " T

- '

.- BTSN ‘ can convey, neither the cinema, nor the - - ..,

I -~ -~

G . - }heatre~(Ess%1n, interviewed by Yates.f AR
. .. : . M ! : ) . A T Y
. H ‘ - - “. . f . P
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\ . : L Peterson s manlpulatlon of this subgect1v1ty for‘drama- .

T ML ~ tic purposes. as wellaas his sensitive tHEmes. ls respon51r

( N v

ble for maklng his }wrk stand out from that of hlS peers. In-

v

f: thls the51s, I witl.- examlne flfteen plays from the three dif-

. f' i,‘ ferent perlods of hlS radao writing between 1939 and 196L

+

to show 1n detail the technlques that Peterson ‘uses.

My study ends in: 1961 for several reasons Thls perlod

S - | parallels the Golden Age of radlo drama in Canada -Moreover,,

- . " the Concordla radlo drama collectlon stops 1n 1961 and Peter-

» ' -

o ,son refused my request for data on the drama he has wrltten

-
-

s " ' 31nce then. Flnally,fthe volume of materlals avallable wasg .

» '
e,"

sufficient for a- Tirst attempt at analysxs. A more comprehen-

e

' ' ¢
3

R ... sive analy51s, once the post 1961 works have ,been collected.

is, the*subgect for another the31s. In thls present thesxs, I

’ -
t

., wish only te begin ‘to lay the»groundwork. ‘_ I i, :

o

R




CHAPTER II :

¢

2 © THE EARLY PLAYS: SOCIAL IDEALISM AND THE SOCIAL HERO

. '
‘u ‘ t
' - .
. ’ 4 - . L
) .

K

‘ ) Peterson's flrst perlod from_ about 1939 to 1946
RANIe ~‘} was ‘marked.by the 1deall§m/ei’§;;t:}k Canada and a sense

' of social respon81b111ty. His reallstlc plays from thls

+ period are strongly dldactlc and concerned w1th spe01f1c
8001al problems. " The End of the Llne" (1942) deals w1th
,-‘ f - " the 1dea of 3001ety s respon51b111ty for the crlme of the
‘ ‘1nd1v1dual -and ,"Paper 1n the W1nd“ (1946) w1th a return-
1ng soldler s dlSlllUSlon w1th post war soc1ety "They Te.
All Afrald“ (1944 ), for whlch Peterson won the Ohlo State
"Award, is about the individual's submlssmyeness.to soc1al
. o norms,and "Whlte Collar" (1946), about the underhanded
. -:.‘ | taqtlcs used to break the union movemeht “The fantasy o
S plays Y “Wl’chln the Fortress“ (19%) and "Burlap Bags"™
“f(iﬂ . (1946) o also dldactlc, are broader in their scope.'Y -
o "Withln the Fortress deals thh the dlfferent attitudes'-
h'behlnd the, Na21 war effort and “Burlap ‘Bags" w1th the '

hypocvisy and absurdlty of our- soc1e¢y.

. ~
! \

"The central flgure in these plays .is generally 'a mlS- S

‘ fit who is at odds thh oonventlonal soolety. W1th1n the
SRV v, dldactlo framework of the play, however. the values he
- H’Z:represents or- expresses are the 1deal desplte the faot

. ffhat his actlons orﬂllfestyle itself may. seem unacceptable,

o ,--'Tannahlll in "Burlap Bags"; becomes a reclu81ve hypdnhron-,:~

L '\_ 'driac -who commitS\sulcide; Arnie, in "They ré All Afrald"3‘r




-

’

:‘hits a'Negro washroom attendant for no apparent reasonalin

/

3

-

'tlfylng the exper;ence.

“Whlte Collar" \Cooper betrays h1s fellow workers who are

organlang a unlon. In order to.brldge the gap between the

conventlonal Judgement of these actlons and the p01nt he.‘,

‘lS maklng through these characters, Peterson must w1n the

at
llstener S, sympathy for his herces. He does 'so. by subJec—

-

2

4

Because radlo drama was enteang a new phase 1n Canada.
1n the 1940'8, there was a’ great deal of experlmentatlon 1n'
technlque at thls time. Many early productldns were, what ,
* David Wade 1n his artlcie,'"Popular Radio Drama"{ describes’
as ‘being theatre for the ‘blind (109 110) _The writer and
producer worked towards *a v1sual re- creatlon of actlon for
th “ol;nd“ l;stener, using an 1mpersonal riarrator to de*

scribe the scene and‘characters, extensive: use -of sound'efﬁ

. fects, and easily 1dent;f1able, stereotypic characters.
' Paterson qulckly moved away from thls type of obJectlve re-

ality in both his reallsplc and his fantasy plays and began

. to experiment'with ways'of oonveying his own point of view.
In hlS realistic plays, he d1d so chiefly through narratlve
techn1Que and characterlzatlon whéreas in the fantasy plays,

the plot structure and language were more 1mportant In the

follow1ng chapter, we Wlll examine the development of these |

technlques for conveying p01nt of view, startlng wlth the
more obaectxve plays, which use an 1mpersonal narrator and

énding with the fanta51es.

‘., 4

f) I 23.
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In the flrst two‘plays. “The End of the Llne" and

"Paper in the Wlnd“, Peterson uses an 1mpersqnal narrator.

* In "The End of the Llne ’ Seppe, a~rather outspoken old

Janltor at: the pollce statlon. constantly harps at the
pollce for their . complacent and 81mpllst1c attltude towards
accldents and crlmes. He argues with tre pollce captain ‘
that crlmlnals.are‘only desperate people driven to crlme

by sbcial pressures and that everyfindividual‘in society

is as gullty as the man holdlng the murder weapon. He also
clalms that, because murder’ is a questlon of c1rcumstance."
ne-ls as capable'of murder as the next man. The next day,
a‘young~womén‘arrives at Seppe's'b rdlng house to try’ to ‘
conv1nce h1s landlady to stop blackmalllhg her father.

"After’ a heated dlscus31on, the young woman, out of fear

for her own safety. shoots the landlady Seppe de01des to

' save her and arranges the’ evidence so that he will appear '

?

tp be the murderer. Although hms plan. works, the young
woman confesses ‘and the pollce captaln p01nts out that
Seppe is not, 1n fact, capable of murder and that he, Cap,
is able to recognlze a. murderer. \

‘Phe narrator plays a very ‘small part in thlS play in ;
terms ‘of "seeing". for. the llstener)/fr\\as\1mportant in .
evoklng the archetypes assoclatéd‘w1th the two maaor charJ
acters. Seppe and the Girl-Woman. He does 80 in terms. of"

stereotypes or clichés: . X A .

v




<
e,
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NARRATOR: Shuffling along the ma1n corrldor of

. Ithe cxty pollce statlon is.an old man...

. ﬂ‘f“grey. uncombed halr...bent kneee...shlrt
“and‘overalls,too big ﬂor.hle,meatless

frameflf (1)
The\yoﬁng ﬁohan is«@éScribed as~Seppe,sees herz B '2‘.

NARRATDRx «o.He looks .up as ' he cllmbs the porch

e ” steps and’ sees standing at the door a

K:' ”ff . young woman...maybe amglrlm.,a glrl-

‘woman...pressihglthe &oor-belle.;(é)

Peterson does not attempt to create full characters .
<% .ibut uses the characters to make a p01nt. in ‘this case .. i
. about Justlce. Moreover, while the'descrlptlo s may read
:flike cllches, it -is lmportant to remember/;ha§ a radio-
- }‘t;play 1s spokenﬂ not read, and these verbal cllches serve .
: to strlke ‘a respon31ve chord in the llstener 8 1mag1nat10n.'50'j
acting like a klnd of verbal shorthand. In this case,. the
image of the old, worn man symbollzes w1sdom galned ;;o“
‘“-through su ferlng and supports Seppe 8. bellefs ~about Jus—-
txce whlle the glrl—woman 1mage. suggestlng purlty and 1n—t | ‘~'
. nocence. establlshes her as the hapless victlm-' ’
‘ The narrator plays a greater role in "Paper 1n the"
.-‘Wind". which is about a young man who has aust returned
' from the war. Claude 8 father. H.J. Riddlford, a well to-

. AR
’ businesa executiVe. wants hin to o 1nto bu31ness but




’~:cept hls father S, complacent materlallsm and leaVes ‘home

flhis son can be seen as typesr_the prOSperous bu31nessman

) -
- R4

ta try to bulld a. Juster soc1ety.

mhe characterlzatlon in thls play is more complex i,

+ -

than in "The End- of ‘the Llne". Whlle both Rlddlford and

d'the young rebel ‘Riddiford‘s'general uneasineSS‘about

'Claude, hav1ng experleneed the horrors of war. cannot ac— -

the 81tuatlon and Claude's war experlences lend them moret

. depth. Claude emerges ‘as the hero in’ the 1ast magor scene

:presenting the soc;al~reality of whloh Blddlford seems .’

'of the play. but for the most part he stays in the back—_

“

ground and is seen from Rlddlford's p01nt of v1ew. In fact

t

the father and son cdn each be ‘seen as fragments of the

~ the communlty and the man of pr1n01ple At the end of the

play, when’ Claude has left, Rlddlford s love for his son

and his questions about the chances for socmal change pave
the way for the reunltlng of the two fragments of the - hero
and the reallzatlon of a ‘more Just soc1ety.- ‘

The .narrator' 8 functlon ln the play is to expose the

tradltlonal hero flgure, the man w1th power “and respect in .

c0mp1acency of Riddlford's v1ewp01nt. thus promotlng S

-Claude’ B (and Peterson 8) p01nt of 'view. Claude hlmself
; \

says lxttle until the final argument with his father. the, =

first two—thlrds of the play is dominated by Rlddlford his

values and his concern about hlS son 8 rebelllous attltude

'“The narrator balances Riddlford 8 v1ew of the situatlon by

< e

©




,ﬁ” "'f{; drive out .to his home. (Q);

/

6b11vions. The fo;lowing,descriptionf one of'a‘series:thatni

begins the play, is an exanble;, - A

 NARRATOR A,middle'-,aged coﬁple passed, strolling,
There was a- homelessa~rootless quallty s
R about them., A man with a Iunchpall, and

wearing an army tunlc wlth all the patches

- <t P

:*“, ' removed. crossed the street and;dlsappeared
into a bullding. A drunk standlng on - the ,

sidewalk weavxng. suddenly staggered for-
ward as though the street had been tlpped

Swpei)
s -~ N 4

A
‘s
. . »

- The suggestlon of sociil 1n3ust1ce and al;enatlon is.

missed by Rlddlford. Who makes a aoke out of the drunk and :

then contlnues to contemplate hlS groW1ng reputatxon as a
spokesman for the business communlty The descrlptlon of
Riddlford'e drlve home emphas1zes the ease of his llfe 1n

comparison w1th that of . the people he has: Just seen:

NARRATOR: He drove out of the parking lot..
SOUND AR PICKS up. SPEED R |
NARRATOR: And swung bver toward Unlver81ty Ave~< ﬂﬂs"

nie where he. could get a clear. fast. L

n

While this use of narrative is effective in the

play, the narrator of ”Paper in the Wind“ sometimes be- ‘:'h

A / ! n
. 2 . , .
. N S ’ L.

saylng nothlng,.looklng in the w1ndows.; " AR

e
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comes_ové_arbearin'g,‘ as‘ whg;i he -gives deécnipti’vg "d’eltai‘lé q'f -
the action that ar:;a uxmecgéssélry. ‘such as, ?‘»R:‘lddifa"r:d' put-
. the cai'_ in the. garage, aind went "into. the ho’us',e.',' (4).- As "-_ _"- t o
this ié not significant to what happens in t'h;e: next Tew.
" scenes, it merely clutters ‘the l‘isltener's \‘)’ima'gi;n’azjy sta‘ge".‘\
Fur.thermore, lines s\uch.a-s "Riddiford felt,upéﬁsy{" ‘(7‘).
. whi\c;h,are‘. incidentally, ‘cut from' the May 5, 1948 prpdﬁ,c-“-

. tion sa;'ipt. ‘are unnecessary and would be r.n;)r"e‘ convircing
| comi.n‘g from .Ri,ddiford. Péterson seems to ﬁaw;e ;‘ecp_ﬂénizet‘i -",
A 'the awkwardness of this-narrative téchrii'qlu'e’ :'for\" hé ré.’rely'

. uses it agam. A more successful approach is the technlque

he uses in "white’ Collar" and "They' re All Afrald". where

the characters themselves create the perspectlve from

“Whlch to judge the events in the play ‘
.‘"w"-h‘i't{e Collar"(1946) is about a stosrecler}t. Cooper.

v;ho, ubecéuse'he is 'hawiing flnanézlal dlfflcultles. unwit=

tingly gets 1nvolved w1th Mattmgly and hxs “plan to “break

" up the union belng formed in the store where Cooper works.

When. the plan succeeds and the union organlzers are. flred, .

o Cooper realmes that, having betrayed hlS friends, he '\has -
‘left himself no choice but -to contlnue with - Mattlngly as- an
-’anti-union agent. . T E— ' .

| _ACooper is an ironlc hero in that hlS actlons them-
selves are not heroic ,although his motlves are. Caught ' R ‘.

-

between responsibility for his family &nd loyalty to his

~ fellow- wor:kers. he trles to do6 his best yet fails to live

up to his pr1nc1ples. In order to win the llstener 8 sym— ,

- N ,.’ Cy \
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0

pathy for Cooper's pos1tlon, Peterson has Cooper ‘himself

narrate the story His dlrect appeal to the listener lS Lt—

i

self a major tool in winning the llstener s support, but

equally important is the view Cooper conveys of himself as’
A\ . .

a viqtih.
" Cooper's appeal tosthe listener begins in his opening
speech .when he explains the difficulty he has had earning

enough money for his family: ' .

- »
1

. COOPER: I worked hard at Everett and Sons de-

partmeﬁt Store, and tried t6 earn enough
mohey to bring up a.family. (1)

v

Once he realizes what he' has been drawn into, he tries to
get out of it, but an eplsode of his wife's chronlc .illness.

reminds him of his priorities and he realizes that he ;s

" trapped: . : ' N

GOOPER: AS T whlked out'of the bedroom.I knew
I couldn't...risk my jéb. Nora and the
kids were more important than:.,AnyT ~
‘fhing might'happen- more‘doctor's'bills,
drugglst ki bllls, hospltal When you have
_to skimp you get so cowardly you're afraid
of;anything new or different in your life,-

" you rus#hway from it: That's the way I

felt abouf the Union. I couldn't take a

'chanpe, not 1f it had nine chances out. of

=
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l;//; o :_ ten of ‘being successful. (10)

//(,:4 . z'wCobper's awareness of his'weakness makes him a pitiablér
figute‘whosé‘situation makes the listener ‘conscious of-the
need to.protect people like him. . ‘

R Because tha -other characters in this play are‘seen . ’
through the eyas of" the narrator—hero, they too reflect his

personal perSpectlve. Thus Harold Tolllver 8 statement that

_ characters in’ fiction “are understandable\oaly as part of

w— e an elaborated system of meanihgs,that prevails over their

éreation“ (253) takes on a slightly different meaning when -
_applled to radio plays narrated by the hero, since the
characters portrayed by the hero are understandable only in

terms ‘of the narrative herspectlve and thus reflect back
< , s Y
»on him. ° ‘
N | J

" Cooper's pérception of the three other main-eharacters.

¢

reinforces the listener's serise of Coober's low seif—image'"
'anq defeatism. Two oflthesa chatacters tower over him. One
Jis Mattingly ,who, ir the coursé of the blay, evolves as a
kl%d of Satan flgure in Cooper s eyes. While Mattlngly
seems to be merely a smooth—talklng, confldent man at flrst,
Cooper sees,hlm quite differently wheq he reallzes he has. .
been manipulated: ' A
COOPER: The son-of a ...He probably pJ:.cked me
/“) because, he knew I had a lot of bills,

~and a w1fe who's®ick, and...(12) ‘ .o
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The other cnaracter is McBridef Cooper's 3§-wquer-
and closest friend. Although he is one of thé union oréan—
QlZers. Cooper protects him so ‘that he isn't flred with the
rest. McBride is in' the same flnanc1al and’ domestlc situ-
atlon as Cooper, but hls reaction is to flght ‘for what he-

considers to be right:

-

.
. . .
b Ly

MCBRIDE: ...What h;s'all this progress done for
.me? Two hundred;yesrs ago stupid clerks ,
did just as'‘well as I'm doing. -That's
why I...I worked so hard for this Uniont
I thought maybe it could change things ﬁ%ﬁs
a little. Why shouldn't we have a bef%er .
living, more money and fewer hours at
our dnll jobs? What is progress if it
doesn't give us that? I think it can
give us tnat. and ;t's peing helg fron

us. (20)

While both these’ men represent alternatives to Cooﬁer in

his present gituation, Mattingly comes across as a strong-

q

" er force in Cooper's life," reinforcing his sense of im- -

4 "

. potence. __

The third character, Cooper's sickly wife, Néra,
plays a very small yet significant part.In the two brief -

scenes in which she appears, she seems to be a sympathetic

person, yet Cooper's narrative indicates that he sees her

‘and the children as a burden and perhaps even blames them



his sense of victimization and alienation.

for’h%s situation:

I | ) : .t
COOPER: ... Why should a man's wife ‘and gids v
v  make him so weak and timid? They do! A

;inglé man hasn't any responsibilities,
.yes, it's easy for him! But for men |

like me...(11)
| R = ,
The fact fthat Cooper refuses to confide in his wife about

the situation he has become involved in further inpreases

(
‘.’ ~
& Cooper's lack of self-confidence is also revealed in

fhe way he uses 1anguage. He has little, if any, self-

esteem and suggests that even if he did not have any- famlly

‘ responsibilities, he could not make a success of his life:-

' /\/\ X - . .
COOPER: ...No hope of me doing any better, my
/,lifé's Just not cut o&t:that way , énd
- w~<;;?nd"'Y°ﬁr é?bitionF and dream§ ang’
plans go after awhile. (11)

, - . o
This attitude is further reinforced in his argument with
Mattingly about unions. Cooper cannot reply to Mattingly's

points except with a_question..fWhat about our underhanded

~methods?" (7) or a conjecture,"Maybe the Union will do

some good " (7), both of which indicate a lack of certain:,
Y ,

‘ty. He also-justifies his own opinion of unions by evoking

the autﬁority‘of public opinion:-

]




-

. home, he attifks a Negro washroom attendant who has been ~

actions understandable and w1ns the listener's sympathy.

“as .
. «

GOOPER: I don't need the money that badly. I...
. I...Publ?e Service! Unions‘are recogQI C Y c R
2 . - .

nized now as a necessary part of our

="

society. They're approyed... (5l T T

«

Cooper may believe unions are necessary but his use of the

i

pa881ve shoWs that he feels hlS opxnlon must be. gustlfled.

by others Yo make it valld.
\ T

8

- . i
4 ‘ .

Arnie; the young office worker who is the hero-narra- . (
tor of "They re All Afrald“ (19#4), 1s .a much more, confl- S
dent character than Cooper. Frustrated by his ownemeekness

and the meekness of those " arourrd hlm. both at work and at

‘serving him obsequiously in' order to get a better tip.

Whilexhis action itself accompiishes nothing; the perspec-

tive created thfough the narrative role, in the plot strue-

. ture, charaoterlzatlon, and lyrloal passages makes hlS

£l

The fact that Arnie is a more aggressive character,.' o
than Cooper is reflected in his narratiop:of the story. . . -
Whereae Cooper began by abologizing. in a sense, for what "
he*d QOne. Arnie Begins the blay by returning to sée.Sam.
the ‘washroom attendant,” to explain why he hit him. He then .

‘narrates theé events of that particular day in such a way - ' )

as to make his actlon understandablef if not justifiable..

At work; the supervisor had humiliated Arnie and his co-
s .
" M‘\J

3y

i
hs

{
4 -
[:

¥
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workers. Arnie then lookedAforward to getting home but.

. when he arrived, his mother was wpset not.only that her .:.:
husband hadn't come hone but that her son might he diére-n
spectful to his‘supervisor. Her hushand, although she re- g

L fused to admit it, was at ithe tavern drowning his sense 6¥”

' inadequacy. Arnie expects to and some release from thls

. sense’ of social repre851on in an evening w1th his girl-

| friend -but she too is a victim, afrald to risk her par— |

ents' disapproval by marrylng Arnie, the son of a drunk. At o
thls p01nﬁ, when Arnie goes to the washroom and takes out

his frpstratlon on the attendant, he has bullt‘up the

story so that the listener, while he may not agree'W1th the
action, can understand ié.

Arnie also seems to have high expeetations'of himseif
which are, based. at least in part, on the other characters'
opinion of. h1m as someone . who has the potential to break

'free of sqciety's constraints. His co-wopker, McKim, te;ls‘
him he has too much spirit to stay at his present job (6);
his nother worries about his rebelliousness (11), and his

b father tells him that he and his generation must correct’

the mistahes his own genefation made in the world (17).
That he falls to llve up to these expéctatlons in the end :
, - _ and not only hlts an 1nnocent washroom attendant but then
o offers him money as a recompense increases his sense of
failure. L ‘ “
Intellectual detachment from the other characters is
N anqther factor which differentiates Cooper and Arnie.
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Cooper doesn t stand back and descrlbé:elther Mattlngly or

'McBrlde in the narrative and. as a result, they seem to,

7

tower over him. Arnie's desquptlons.of the other charac-

-ters, however, set him at a distance-from them in such a

way that he stands above them. Seen through his eyes,they

are beaten people who have given up fighting for respeﬁt.

He shows the gsubmission of the office staff by cbntraSting

their past.and their present:.

HOLBROOK: (WOMAN IN A MONOTbNOUS‘TONE)..two'four two

ARNIE:

sing those numbers out; when she nine Z,three
was checking them with somebody... " three ‘three
. different pitch and rhythm, but five six,
‘now it's that maddening tohe all eight oh oh
.the time.¢/I d'know...And she's oh one,
beginning to look like Miss seven nine
Benchley and Miss Dompierre, two eight one :
of the company s oldest and most five W, ETC.

"eight, four eight six five eight, eight two

five one W, eight two seven three J, (FADES'

INTO BG) five two oh seven two, eight fog;/?s}xgj
That's Miss Holbrook. She used thrée oh,

§

to be a lot of fun when I;ii;iﬁﬁ;\\N(fygfnine
came here. She used to so T . eight five

faithful employees. She caused a scandal at
the ¥irst company banquet and dance I went to

by. getting drunk, and ypéy'were goihg to can

" +

1
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her but 'they didn' t Thére's no danger of .
\i-' , her creating another scandal She's too
. much 11keLMLSs Benchley and MlSS Dom-

"pilerre now, Sam. (&)

\

. Thg ﬁonotOnous ihﬁonation of numbers that accoﬁpanies‘
Arnié’é speech brings presen§ reality ipto focus.
In a few words of physical description, Peéterson,
- through Arnie, gaptprés an element that colours the iis:‘

tener's perception of that character, as in the following

descriptions of Arnie‘s supervisor and his mother:

o ARNIE. ...Daykln is almost bald, but he has a

few...maybe a dozen long hairs...that"

Al

] he combs across the top of his shiny,
pale skull. He, smokes cork tip cigar-

ettes.(?),

’

3

" ARNIE: ...I never notlced before how tlred she
- was. She was an old woman. Her eyes )
never answered‘bacg. They gave in right
awéy.jShe was old .and weany._ﬁothinggwas
~eay for her any more. As she leaned over .
I noticed a ridge of fat on the'back of
her neck. And that seemed fo bother me

more than anything else!..;(13—1¢)

. In both cases, Arn1§ focuses on qnévdéiail that evokes

~

g
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something of the pitiful in the individual -and although
Daykin is further up the éocial hierarchy than Arnie's
mother, this focusing reduces them to a cemmon denominator.
~ Arnie is- also able to detach himself from ‘the action
on the‘realistic‘level.énd describe what is happening iﬁ a
lyrical'paSSaée._Thé effect of this lyrical tone is anala-

gous to that which Harold Tolliver describes in Animate

. Illusions:.Explorétion of Narrative Structure:

When _a novelist includes lyrical passages
. in extended)stories, he makes use primar-
Aily of the lyric's stabilizing of mood or
peréeption in a single domingnt tone--
elegaic, joyful, ironic. In a coﬁparatively
richly inwfought and ﬁighly rhythmic lang-.
uagé. he.establishes gathering points.iﬁ
- what otherwise tends to- be a discursive,
" extended and qircumstantial méde. Like the
: Ly;icist,‘he thereby lifts certain moments
partly out of the unfinished movement of
nafrative and suggests a comprehensive
attitude toward the work .or part of it. (/-
(170) | "
' This pointing and establishment of a mood of'deépondency
is..iﬁ'fact. the qﬁféctléf'Arnié{s long spéeéh after hié

humiliating scene with his super@isor:

u
btk s o
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ARNIE: All the reét 6f the afternoon I kept
saying to myself: Arnie, you dishrag,
yéu dishrag, you dishrag. Why @as I so
meek? Why'didn't I ever speakbout what

I fhoughi, what was inside me? Why didn't
“anybody else? Why didn't anybody in our
whole office? What ve we all sunk to?
Must we burn 1n51de all our lives...
seven hours a day...until we're superan-
nuated?.Full of fear, so full of feaf
that it stops up our throats, and m&ke§~
us tfémble as though our lives ;ere on
éhe block. And why? Because we don't
want to provoke our sup more than neces-

sary. It's so easy to stand here now and

. weigh it, but at the time... (9-10)

The repitition of "dishrag" and the series of quesfions '
hcreafe‘a ghythm which, with "sink"™ and "burn", culminates

in the‘iﬁages of inner hell, éndﬁihe mood thus est;blisﬁéd [?
by this passage colours the speneS'whiéh follow.

It is by combining the roles of herc and narrator that .
Peterson achieves the bubjectivg perspective neceséary to
ﬁake his point. The way in which the -hero-narrator relates’
the events of the play, his,per;épt;;n of the other chérac-
ters, and his language all ;onvey‘his cﬁaracter'and point

‘of view and in doing so, win the listener's suppo;t.-boop-'
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er , as an irenic hego, is a weak and vulnerable figure
from the Béginning, yet his betrayal of his principles and
his friends arouses bity'rather thdn hatred as well as a
sense of the injustice of the situation. Arnie, on the.
other hand, comes across as a stronger‘figure aﬁd although
his failure to live up to his own (and the iistener's) ex-
pectations is dfsappointing, one does nbt pity him but

shares his, anger.

«The fantasy plays.'"Within the Fortréssﬂ and ?Burl&p

Bags", take place largely in the hero's mind, showing ob--

jective reality as it is experieﬁbed by the individual. In °

~this sense, these plays are less subjective t%an realistic
plays like "White Collar" and "They re All Afraid", for
while they are narrated by. the hero, he plays a more pas-
sive role in that he merely recounts his own thoughts or
activities. The- fantasy segmenfs are independent of; his
control. This fofm not only allows Peterson more freedom
to exploit the poetic aspects of language but, because .the
dream world or world of thé]imagination is not limited by
realistic conventions 6f time: space,.and character, Peter-
son is able to attackna wider range of social problems. In
"Within the Fortress" for example, he .deals with the many
different attitudes which lead a nation to war, and while
the play is about Nazi Germany, the attitudes shown are
universal. "Burlap Bags" is a bitter and scathing indict-

'ment. of almost every aspect of twentieth century wesfern

-
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gsociety. In both cases; the impresgion of incoherency and
disjointedﬁess created bytjpe fantasy~form'9§nveyé a- sense |
of fragmentation within society. |

Unlike many o6f the structures in realistic .plays,
which are imposed by realispic conventions of tipe. space,
and character, the structu}es pf fantésy are organic, gris—
ing from the medium of radio itself. The narrative frame,

the narrative role itself, the interplay between the narra-

“tive and the dialogue, and even the language function as

part of the structure and meaning of the play, and their

strength lies in the ‘fact that radio consists of sound

alone” In the following examination of "Within the Fortress"

and “Burlapréggf, I will look at these ‘four elements to
show how they structure the meaning of the piays and con-
vey Peterson's point of view.

"Within the Fortress"” follows the reminiscences of
Konrad Olmers, a German social gcientist who tries, wunsuc-
cessfully, to remain detached from the attitudes of Nazi

society. The play moves back and forth from scenes of Ger-

man life showing the rise of the -Nazis, anti-Semitism, and

. I B , N .
the war movement to scenes of Olmer's private life, which
gradually becomes submerged in the fate of Germany. The
organization he is‘working for is taken over by the Nazis,

he ends up writing propoganda and analysing troop morale,

ends, Germany ig¥F¥s:

demoralized by what he has seeri. The only glimmer of light
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for him lies in the prospect of seelng his son agaln.

~

"Burlap Bags". the other fantasy play, traces the men- .

tal breakdown of the hero Tannahlll , as he descrlbes it

Vin his* Journal, which is. found by a dissolute fellow .named

. Manitoba during the general raid by the other occupants of

the boarding-house ori Tannahill"s room after his suicide .
Pannahill's probléms begin. when he éuddenly sees the ab-
N ’

surdity of .conventional existence. Unlike the people in his

dream who wear burlap bafs over their heads so théy won''t.

.8ee clearly,.Tanﬁahill refuses to hide from the truth. In-

creasingly disillusioned with what he sees, he eventually
loses all hope and kills himself.

In ‘both plays, the techniques Peterson uses break down

the listener's éveryday sense of time and space to create a

distillation of reality. Fluid changes from scene to scene,
ephemeral characters who speak a line or two and then dis-

appear, series. of images and disjointed fragments of dia-

o
Py

_ Jlogue all evoke the world of dreams, memories and reflec-

tions. In “Within the Fortress", glimpses of dlmer'§'harmoi
nious and peaceful family lifé.suddenly‘dissolve into scénes
of violence and snafches of conversation which show the
frustratlon. anger. and confusion in German society as the
Nazis galn power ‘and go to war. In "Burlap Bags", the same'
techniques-~a plot wh}ch drifts from Tannahlll‘s descrip-
tions of the successive stages of his breakdown to bizarre
images and anonymous voices expressing nohsense or pain--

create the nightmarish vision of life that eventually j

) -
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drives Tannahlll to sulclde.‘
In thls dlSJOlnted and often confusing dreamworld, the
narrative. is an important structural element. The hero-

narrator figure and his'story, standing out from the rest

- of the play as they "do, function as a focal point. Not only

is the hero almost the dnly cons1stent character in the'

fantasy or dream world—-Olmer s w1fe is the only other—-

but his narrative, as we will see shortly, proceeds in a

linear fashion, unllkedthe rest of the play, and provides

a sense of continuity. | | . i )
The'heroes themselves are sympathetic figures who o .

represent the ideal valﬁes’in each play, but who eQe alien-

" ated from their respective societies.,01mer's goal as a

socio;ogiet,is to study social attitudes ob%jectively in .

order.to be able to help the world (5)’, but he learns that

he cannot remain unlnvolved Like Cooper in "White Collﬁg

he is forced to choose between his prlnclples and his fam—

.11y responsibilities. Despite the fact that he compromises

the rormer by serving the Nazi regime.‘heoremains a sympe- .

thetic figure because he ?S a victim of social forces. His .

~self—disgust and- sense of defeat only increase the lis-

tener's sympathy for him.
In *Burlap Baés“, Tannahill's alienation from'society

takes a more extreme form, that of a mental breakdown which

starts when he first begins to see the absurdity of conven-

tional attitudes in culture and politics. As he examines o

o
e e s

L3
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" the various institutions and beliefs of society more close:

b
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ly;hié disillusion -turns to despair. Yet his reaction, in-

isanity and eventually suicide, is a confirmation of his

jdeals, and the final conclusion must be that it is those

conventional beliefs and institutions that are insane -.and

not Tannahill. who is_literally driven “out of his mind”

by his knowledge.

While the néfrative and the dialogue a;e not com-..
pletely iqdependent in the fantasy plays, the tandem rela-
tionship that exists between them in the realistic plays
is less obvious and,in faét, the narrative often-seems to
interrupt the fantasy segment. By separating the narrative,
which represents the ideal values, from the fantasy seg-
ments portraying society, Peterson emphasizes the aliena-
tiQn the hero feels. Furthermore, it is through the inter-

play between these two elements ﬁhat the theme is worked

out.

In “Within the 'Fortress", there is a distinct con- -

~ trast in tone between the narrative and the dialogue at’

the beginning of Olmer's story. In the early 1930's, Olmers

-is able to mainfain a~distance between his personal life

and the events taking plgée around him. Amid the confused,
angry, and unhappy voices, he is the cool, detached, and
analytical social scientist who seems in control, at least

of his private life. However, as his private life is

gradually invaded by the NaZiE;—Eiéwnarrative begins to

echo the defeat felt by the German people. By the end of

the play, Olmers and his countrymen are lamenting‘thair§ 

£
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defeat 31mu1taneously, but with a significant dlfference.
.While the people are lamentlng the fact that Germany is
. 1031ng the war, Olmers is lamenting a greater loss, that of
his ideals and his belief in mankind.

In "Burlap‘BagE“, the language*and form of Tannahill's
fery coherent and rational,description of his mental break- .
down in his diary stand out agéinst the disjointed dia- ~
logues and bizarre images of society 'in hie head, producing
a‘schizophrenie‘vis;oR) with Tannahill's idegﬂs on one
hand and reality on the other. However, the dialogue,in
fdct, parallels the narrative throughout Tannahill's break-
down. As his disillusion and despair increase, the ‘absurd
dlalogues and caricatures of" accepted authority figures
su&h as politicians and rellglous(leaders are - replaced by
'nlghtmarlsh scenes of bondage,,the monologues of lost and
lonely people. and visions of mutllated bodies. In the fi-
nal stage of Tannahill's breakdown, the rational narrative .
is not to be heard and we.?re left with tﬁe absurd conver-
sation of Tannahill's imaginary Piano Box people in a paro-
%y of communication.-

These Piano Box v01ces are part of another major

1

structural element in the fantasy plays, an 1ntroduct10n

T

and concluelon.to a play or a- section of a play which acts
as‘e kind of frame for the content of that sectien. This

) frame not omly provides a link between the dreaﬁworld and
‘reality, but. orients the listener by establlshlng and rein-

for01ng the narrative perspectlve.

-
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In "Withiq the Foritress", the framework is fairly .
‘straighﬁforﬁard. Within the fiiét two minutes of the play,
the listener learns that although Olmers is a German offi-
;er, the ﬁanner of his salute, "ﬁeil Hitler"™, and the re-

ference to a jok'é' about Hitler (1) show that °Qé is not a

dedicated Nazi. Furthermore, his first reflections reveal

the twe preoccupations'which will éovern~his~memori¥é. his -

~ 8son, and by extension, the ideal world_pf-his‘ﬂbmélifq,faé

"Hwell as the sense of alienation he feels.

v

r

OLMERS: ‘Ernst. . .Ernst...Ernst.. .Ernst. ..Ernst.

» Tonight I shall see him. And grip his

-

-

tiny shoulders in my hands. He'd be

. embarass;h if he~kmew I thought he was“
tiny- He's“nearly thirteen, he ;fites,'
two months after his twelfth birthday.
.waﬁts to pull the years down on t?p’or
hiﬁ.iFeéiing his manhood. -Excited about
. ' my getting anothef‘meddl. He doesn't

kﬁow about medals. I haven't beep‘with

him énough to tell him muéhfg(z) ~

The crushing knowledge of adulthood and the disillusion
with political and military goals referrga to in this .first
gpeech are echoed in the conclusion to the play: .

7
/
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~ CHORUS: We are losing...losing...we are...we are 1031ng -

OIMERS: I am supposed %p help '

-stop that I've been

ordered back to Berlln

to make a Teport on mo-.

-

rale on the Eastern
Front around Krivoi Rog.

I cannot stop that. I
bould?’t s®op the hate

" and the war, and now I .

cannot ‘stop the peace,
but I'm forced to make
an effort, and‘I‘feel a -

great dlsgust.--But I

- shall -see Ernst.

T

v

- .
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fhe war. (BUIIDS) We

are losing:{.lpsing - .

war. We are 1051ng
...l081ng...we are'4
+«sWe are losing the
war. We aré losing

...hosing...we are

‘...we are 1031ng the

B

war. We are losing..

.ypsgngkv.ym are...

we are losing the

‘'war...We are losing

Sl

« » +CHORUS: (FULL AND ~

STRONG) losing: the
war: We are losing’

ﬁie war! '(27'-28)

Despite Olmer's great dlsgust with what he has seen, he

. 8till looks to his son and the promise for the future that

Ernst represents. The message of the play, then,is that

althgugh the war has been a horrible experience. not only .
'

- in terqs of the viodence and injustice perpetrated on the.

'innocent but in terms of the stupid and 'selfish attitudes

that caused it, there is hope for the future.’

The framegftructure in ‘Burlap Bags", actually two

-
~

°©

" v..we are losing the

"
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frames, creates a much bleaker perspectlve. The first dia-

' )
logue between the two loaferS\who read Tannahlll's Jour;a%f
. reveals “that Tannag/;i/ls.con51dered to be an out81der.

Psomeohe who doesn t flt into his SOclety / ' J
- : . ‘ .

“ ' v é .
MANITOBAx ...He was a bit nuts, never spoke.
‘ And wore élasses half 1nch thick. And

. . you shoulda seen his room, Finley, full

. \ \ . ‘
of medicine bottles. (2) ’

‘ . .
After reading the j?urﬁal. they still consider him/crazi
" and go back to their own petty and inane preoccupations,
“ ' drinking beer and sneaking into a "rags-to-riches" moy}e
that is even farther f;om.reality than Tannahill's fanta-
 sies. Clearly.uTannéhill's revelations have had ns impact _ B e;
Con them and there is no hope of changing sociéty.
The second frame structure in “Burlap Bags", to which
I referred earlier, begins and end;'Tannaﬁill's journal,
enclosing his fantasy. The dialogue of his imaginarf voices,
locked,inside a dark, empty piano box, indicates the de-~
cline of Tannahill's contact\with realit&. The first dia-
ylbgue is an absprd parody of realkganersation in wﬂich"
-the system of logic that governs-the;réal. waking world is .

\ Dbreaking down: ) . ) , :

»

,Ct We're not in a room.

B: Yes, we are. - a

Qx No, we're outsige. walking down a'street; o

i



D1 We're in a piano box. But it!s lucky
" the plano s been taken out. Be rather

crowded otherw1se. (5)

~Tannahill recognizes.thig as a symptom of his disillusion- '

ment and ?xplains that, since he has lost his ﬁgliefs and

hopes, "Those crazwgcreatgres in the dark were as sensible /}
as any..." (6). By the end of his'journal * the conversation

of these 1mag1nary people has become completel&ﬁabsurd.

dlsconnected.‘and disjointed, indicating that Tannahill has

lost all contact withqrealify:

D: It's lucky the piano's been taken out.
Be rather crowded otherwise.
C: I've been sugking on mine, and I don't

r

feel sick at all.

A: Let's-dance. . .8

D: I dance for knowledge as well as amuse-

ment. ' . ' ;/ﬂ\;//—"“\
. s ' ’
A: You're very .practical.

1 ' i

Dt Yes, I know. (22-23)
. The merging of the narrative and the diélogue in this mean- '
1ngless chatter is a double metaphor for Tannahill's insan-
ity and for.the complete breakdown in society.
The double frame structures the play so that Tanna-
hill's alienation is experlenced from two points of view.
Ta.mtlahilgs own bleak, despairing vision of the world, con-
; y - # o |
N :
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teined within the inner ﬁrame. is confirmed by the outer
frame which shows that his vision has‘not ‘been understcod
and therefore, that man 1nane “and absurdr existence will
continue. The separatlon of the two worlds in this way

makes a statement about the relatlve validity of the dif-

ferent levels J; reality. Because radio is sound only,

. Taqnahlll s fantasy world is experienced on the same level

"as Manifoba andﬁﬁihley's arid his vision, as nihilistic as

it 1s, is at least as convincing as thelr petty preoccupa-

tloﬁs.

The fantasy form of these two plays allowed Peterson

fo exploit the eyecative power of_langﬁage-more fully not

eniy to convey mood but to reinforce the hero's percep-

a

tions. At the beginning of "Within the Fortress", for ex-
ample, much of the imagery focuses on dreams, especially
unfulfilled dreams, and the incongruous juxtaposition of

LI

images conveys the disillusion and frustration with reality

" felt by many Germans during the 1930's: =~

TIMID: When I was a little boy I dreamt that - Sy

I'd be a field marshall some day. When

I was going to school I dreamt that I'd

Se an explorer like Roald Amundson. Then

I dredm; that I'd be an inventor like

Marconi. L - /ﬁb
CANDID: Now you know you'll always be.a clef&

in a grocery store.
' \

T

. ‘ . .
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PIMID: No, some day I'm going to design planes °
.and-- (6)

.

Olmers and his wife Aniela are also concerned with -
"dreams, but their dreamg centre around their baby son,
Ernst. However, thig same juxtaposition of images is an
efirly. indication that. their dreams will be in conflict with

future reality.

' OIMERS: (GHUCKIES) Look at him sleeping. No
dreams for him yet.
_ ANIELA: durs for him. . ,
OLMERS (CYNICALLY) And Hitler's. The great . .
, Fatherland%

ANIEIA: That fool: - .
,OIMERS: His men broke up a Communist meeting ' - .
here last night, eh? I: heard a_man
;alklng about it on the street who
was there. They threw potatoes.

‘BﬁAGGARD: The meeting. it wasn't a meeting
for long: 1 was there. We threw pota-

" toes with safety razor -blades in them.

(3) | T

T T—

“The happy family scene pivots swiftly on the word "dreams*
' to the threat of Nazi inter:erence‘and a scene of violence.
Peterson also exploits(the musical aspects'of~}anguagé,

‘ 'especiagiy the rhythm of +the 1anguage,‘to build up the ten-
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sion. The following scene marks the end of the pre-war

53

' .era in Nazi Germany, during which the people have felt a

P .

L \ ‘ great deal of frustration and- ¥issatisfaction.
. ' N . . } !

PR
»

REVENGEFUL: Somebody's toublamé for the state.
' the world is in. _

VOICE 1: Who?
o REVENGEFUL: Look afo&nd, ‘
' VOICE 2: Our birthrate is down. Our deathrate
is up. : | . |
s .
VOICE: 3: Our taxes are up. Qur markets are
e Tdom. T o SR
| VOICE 4: Unemployment's up. Breagiines longer-‘~-‘
VOICE 5: Suici@es are up. ' ' '
VOICE 6: It's not a bad idea.
VQICE‘?: Emigration is up. . .
% VOICE 8: Crimes are up. Crime against property
" u. . haq tripled: ) ‘ ’ . "
' REVENGEFUL: éomebody's to blame for the state
‘ the world is in.. |
I . VOIQE'9sVﬁotfme. .
" . ' VOICE 101 Not me’
' -« VOICE 11L Nor mer® o
IR . YOICE 121 Don't look at me. | - .
- ~°  MUSIC: SEGUE INTO BG MUSIC DEPICTING GROWING HATE...
“  our A, | ‘

/BITTER: It's the Jews: (7-8) - '/4“

,‘ ' ‘ 1‘ - .- ‘
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The' ominous, threatening tone of the 'Tirst line, which is
‘used like a bhorué; thej§taccéto rhyﬁhm of the shgft sen-
tences, -and the repetition of the "up“ugfa$emeﬁts create a
ten81on that explodes in the lrratlon%; accusation agalnst
the Jews. The hysterlcal claims and chantlng that follow
complete the!.ﬁbct, creatlng an atmosphere in which Olmer{s
- rational detachment is completely anomalous.

In ”Burlap Bags", the 1m;géry. in reflecting the var-
ipus stages of Tgnnahlll s breakdown, shows people who are
progres§ively more distorted; The distortion is an ébéupd
one with the. people ih’the dark piano box, but the people
,Tannahlll sees next are all wearing burlap bags on thelr
heads. As hlS dream continues, people become less recognl-
‘zable as\normal human beings until they are just fragments

of bodies. . . B

TANNAHILL: And oh, what other unattached parts

5y

MUSIC: SEVERAL SNATCHES OF I saw! They were

| MUSIC ON SOLO IN-  too common. The
‘STRUMENTS.iN BG thick skin of some-
one who'd beer hurt too much, the mask of
a model, the distended stomach of a glut-
ton, the sad eyes of a melancholic, the
fist of a-#ully, the twisted back of a

. self-conscious cripple, the writhing

~-nerves, of a neurotic, the jewels on the

neck and fingers of a dull, rich woman. (19)

ot



. ' ‘ . . '
In the final scene, however, the people are physically

normal but distorted--even truncated--emotionally and psy-

chologically. They cannot forget their griefs, losses, and ’

-

failures and so cannot be happy. As Tannahill resigns him-
self to seeing the world without a burlap bag and hence to
insanity, We return to darkness and the strange voiceg
'emerging from a pian6 box, bgt this %ime, as we saw above,b
their cohversation is so disjoihted that it makes no sense
at all. The visual imagery then, in following the course of
Tannahill's breakdown, al;o traces the .breakdown and dis-
tortion in social ingtitufions and beliefs to the point
where the visual imagery dissolves into a souﬁd image SZn
veying the complete loss of meaniﬁg in our society.

By leaving the world of physic;l reality and eﬁtering
the Qorld of the imagination, Peterson was.able to make
greét advances in the art of radio drama in Canada. Because
ofldeve;opments in narrétion. characterization. and the jus

Jof the language, the-fantasy plays are much like poems. The
extensive use of imégery and rhythm, the éphemeral charac-
ters, and a plot structure that moves, not from one event
to another but from the perception of reflection of an event
or feeling to another, are a;l felt more powerfully on‘the

" imaginative rather than the physical level. By bypassing
the world of the physical gtage in this way, Peterson Brings
the'draA; closer to the'listener. '

geterson's first period was dominated by a concern- for

social problems and in his plays, he attempted to win the

R et oot



56

-

listener's support for his gocial %iews through the hero. |
More often. than not a victim of copﬁentional attitudes an%é
soéial'forces{ the hero's reaction is one that would not,
probably, win the listener's suppoft. Nevertheless, through
the development of techniques of narration and chafacter-
ization, Peterson shows thatiit is society that is at fault.
Because of the didactic aims of his work, a subjective
rather tﬁan;an objective perspective was more effective and
the plays becamé'the.expression of én individual's reaction
to a set of events rather than an account of theé“event it-
self. The techﬁiques Peterson deVeloped commﬁnicate this
pérSpective in apth the realistib and the fantasy plays,
and moved radio drama as a medium from a theatre for the

blind towards a theatfe of. the mind.
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CHAPTER THREE ,
THE MIDDIE PIAYS: DISTLIUSIONMENT
l Whiie Peterson's early work was ‘generally very criti- " .
cal of society, such criticism at least implied a beliéf‘
that séciety could change, In most of his serious dramatic
plays in thé next period, form the late 1940s to the mid .
1950s howeyer, the tone ié one of bitterness. The didacti-
cism of "The End of the Line" and "The&'re‘All Afraid" is

replaced by a pessimistic view of man's condition. The focus

) of~thesé pléys is not social problems but the ethical prob-

léms of the individual. In "Everybody Likes Me" (1949), the
proiagonist is faced with--and fails to see--his d@ﬁ hypo-
crisy;.in "Don Juén of Toronto” (1951), he must choose be-
tween freedom and compassion; in "Cold Comfort and Candy
'Floqs"r(1§53); he is forced to see tﬁe disﬁonesty of his
life; in "Man with a Bucket of Ashgs“ (19525, he must ac-
cept the responsibility for his-life and his,aétions.yA}—
though sociétj remains as unjust and hypocritical as it was
in "Buriap Bags", the protagonist'é problems~-and failureS'
--are wholly his own.

The disillusionment exprésséd'during this period of
Peterson's work no doubt stemmed, at least in part, from

the world situation. As Désmond Paéey states, the Korean

Wir, the cgntinuation of the Col@ War with the Soviet Union,"

the McCarthy witch hunt and the constant threat‘of annihila-

\ .
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in an.atomic war, were reason enough to feel uneasy (Klinck,

'19?6,19). Despite the terrible sacrifices of World War II,
opﬁressioh étill existed anﬁ'it is perhaps the enéuing

- sense of the futilityvof man's efforts that finds its re-
'fiéction iﬂ Peterson's plgys of this period.

-Much of this disillusionment is expressed in terms of
the eroded hero figufe.'In the earlier plays, the hero'may)
well'have been g'victim] but he at least had the listener's
sympathy. in'the éedond period, hé is a less sympathetic
character, sémetimeé even unﬁ;easant, and concerned only
with himself. Peters®n further increases the distance be- ;
tween‘the listeﬁer and thé protagonist by removing the nar-
rator, the means used in the eérlx plays to win the listen-
er's sympathy. In this chapter, we will look at the tension
- created by this distancing and itg regsolution through the ‘
plot, symbolism, and characterization, the vehicl®s through
which Peterson's point of view is conveyed.

In its form, "Everybody Likeés Me" resembles the early
lsocial'criticisms sﬁch as. "The End of the;Liné". The simpli- -
city of the plot {g itself is reminiscent of the earlier,
naturalistié pléysn Narrated by a third party, the plot line
is linear and fixed within one period of time. The charac-
‘ters are consistenﬁ throughout the play and are portrayed
fealistically. while the language usea is that of the day-
fq-déy'world. However, this play can be seen as a transition
from Peterson's first period‘to this next. The tone is more

-ironic than didactic, the focus is on an individual, rather

, .
S ‘ . f
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than on a social probieﬁ, and the treatment of the two cen-
tfai figures, the narrator and the rdtarded boy.;D;ej.hggg'g_ﬁg“w
the second period in. that neither is portrayed as a hero.

Lawrence is a retarded'youth who, believing that the
townspeople like him and appre01ate his help, runs errands

,fcr them, does their dlrty jobs, and tolerates_their jo

On this particular day, the joke sours when a group of - ,
youths goads Lawrence with the threat that:he wi;l be locked
away in an institution when his sister dies. Regliiing that
he is not liked after all his effor?sz Léwrence gets a gun
to protect himdelf. When the townspeop{e, frightenéd by his
sudden show of aggression, attempt to overcome him,.ﬁe
- shoots three peoplel ‘

if it were not for the ambiguous stance taken By the
narrator, Sfanyar, this play would fit in with the didactic
-piays. However, Stanyar's words are inconsistent with his
aétions. In thé introdgction, he expresses thcern over the

lack of love in the city and points to what happened to .

“Lawrenqe as an example of the possible oufcome; ' oo

STANYAR: ...Just before I ‘'left-the citny felt
' it ‘was' going mad. The insane grasping...
+ the restless tearing about with no end
i: in view except oblivions escape thfough
.aﬁtomatioh. noise, sensationalism and

&

& suspicfon. There is little love in the

\~ e

’ City: /you pay money for everything. But
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. when love is. taken away--look out. Last e
éaturday night some of the people .of
Kawagoma deprived a man of‘love. The °

town is quiet today.--There was no ﬁointV»
in taking--ripping Lawrence's'love'from
hin. He was so happy in his idiocy till
Mhen. Some devil got into thé peoplg..ik
. " barely lifted a finger to prevent [ig.. (1)

.By his own admission, Stanyar did nothing to prevent elther
. ﬂ,,\ Lawrence's t;eatment by the townspeople or the subsequent ‘;

killings. Moreover, at the end of the play. he is still

%1iﬁd to the significance bf'what has -happened and sees

evil only in the problems of the city:

STANYAR: Oh, the people in §awag6ma are no bet-
ter than iﬁe city people, but the outcgp
of their vileness is not s0 easily hidde:Z
That makes for compassion. The City is |
nearly two hundred milesJawaf.‘but any
day I expgct to see an explosion out over

. the horizon, rising high enough to—be seen

s , this far. (WARMING) Just deprive JT;;ﬁ

more people of their’love... (31) .

4

Stanyar's ambivalence; risiné from his awareness combined

with his inaction, deflects the focus of the blame from the

»
townspeople onto himself.
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A Another factor. that sets this play apart from the ear-
11er plays is that the hero flgure is fragmented. The cen-

-tral figure is Lawrence, but while his innocence and essen-

— ¥

tial goodness are positive characteristics, he is an idiot,
not-to mentlon a helpless v1ct1m. Stanyar, on the other

hand, 1s a sunwivor and by his crltlcalwattltude. sets him-

v -

self above the ordlnary man. No longer 1nvolved with man's v

%f problems. he is a detached observer: “STANYAR «The old v
revolutlonary is dead, npw I just yatch“(l) While he is
not the central figure 1n the’ play\ the attitude expressed
in his opening closing speeches wh;oh. incidentally,

q———— , . B
function like the framing device of the earlier plays, makes

him more than just an impersonel narrator. In fact, both he

- and Lawrence, as individuals, embody elements of the tra-

ditional hero. The effect of this fragmentation is to put - }

the listener gf a distance from both characters, since it
is dlfflcult to identify with elther Moreo&%r. 1t means
that there is no oneQFigure to act ag a focus for the lis-
tener' s-sympathy and thereby convey Peterson's point of

view. Instead. the distancing technlques force the listener

to take a ékitiéal attitude towards Stanyar and his hypo-
N )

erisy. - “ o

L
a

With “Don Juan of Toronto“, there is a stronger sense
of the protagonlst's alienation from gociety as he deals
with the difficu2ty of rlsing above conventlonal morality

and-the "sickly consciences (19) of his peers wlthout los- .




N

“ ‘
L i e T S
a

N

©

? ! . &

. - N\ i
ipg the compassion that gives meaning to life. Stuart‘¥owry,
the Don Juan of‘the title, attempts to rebel against soci-’
ety by stealing $367 from his employer's safe ahd, with his
lover, Irene, distribuﬁing it amonést poor people on the “
street. When hepleaves her for another woman, Oudette,
Irene informs on hlm. Reluctant to 1 ave Oudetté, whom he
truly loves %pd Who~ls pregnant th;?as child, he is
gunned down by one of tﬁe offlce staff in a car chase.

Within the play itself, Stuart's alienation €rom soci-,

ety is expressed in terms ofppis relationships with his fam

ily, his fellow workers, and Irene, all of whom esp&§§§

. conventional vzlues and,in fact, see convention and moral-

ity as one and the same. They condemn Stuart forfhis phil-
andering and his theft of the money. He, on ‘the other hénd,
scorns their dull respecfébility, hypocrisy, and material-

ism. He is able to love Oudette because, being young and

-yet "wiJe with innocence"(27), she has not yet acquired con

ventiona%‘vahﬁes and ﬁhetefdre does not judge him as the
others do. Apart from this telationghip which, ironically,_
leads to hig death, Stuart rejects and is rejected‘by:those
around him, eVen before his theft.

Stuart's alienation is also felt in terms of his rela-

tionship with the listener. His character is such that it

is difficult to feel syhpathetic towards him. While he has |

. good qualities,such as his lust for knowledge and life and

a disregard for material gains, his cavalier attitude to—-_'

wards women and especially his arrpgance are pnattractive,'
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His motive for stealing and giving‘away the mone&, for ex-
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.’ample, is not only generesity but aISOva‘desirg to prove B@

.-
i

is better .than his society.
" IDWRY%i:...Women are one thing; . this's a greater
proof of my moralit&. Oh. and now I'il\'

F)
,learn what 1t‘%§ to..be out81de and above

o

the tribe! 4) - 3

Furthermore, while he criticizes the meterialism and self-

rlghteousness of Llndsay. the maqyyho klllS hin, fg; endan~"

& gerlng the lives of innocent péople for a few hundred dol-'

lars (US) he hlmself leads the car chase’ because he is too

. proud to allow hlmself to be caught and Judged by those’ he

considers inferiér. - - oA

.‘LQWRY: Whoops: that was a close one: (LAUGHS)
w'. Chased not by the cops, but by a couple
of pale-faced elerks} (CALLS OUT). Go on
o - - back to your desks and your comic eoeﬁs!
'Don'f,try to be hefeee.«You miéht_get
hudg, (W) | s

- The lack of a narrative .presence also acts as a dis-

-~

‘ftancing device..While the 'frequently mentioned ‘intimacy of

radio exisgts in the relatlonshlp between any epeaker and.
the listener. it is at its most intense when one .8peaker;,
such as the narrator, has a continuous relationship with

the listener. It is the narrator, fb: example, who brings

- »~
. - -
' -~ .
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the other characters to the listemer's ear, and who provides
the continuity of story-line and mood So important in a non-

1

visual medium. It is also the nérretof who, through his com-
(mentary and through the eontextual debails{he chooses to
:j provide.\determines the pefspective in which the characters'
_actions .and wefds are to be judged, particularly in the case.
of an involved ﬂarretor'liﬁe Stanyar or the hero-narrators.
" To remo&e bhe narrator from a radio play, then, auto-
‘mabically ehangesdthe perspective from which the events are
. ‘ ‘ 2'.‘ experienced es well as the listener's relationship with .the
- ‘ pfetagonist. The ﬁarfgtors of the earlier plays provided a
,sympathetib bond between tbe listener and the hero; in "Don
Juan", thie is'nef possible beedése fhere'is no narfator.
The llsmener s reaction to Stuart Lowry can be based only on
hlS actlons, the-action. of *the play, and Stuart's langmage.
s because Stuart is npt a very sympathetlc character, his bd -
beviqur invites-judgement rdfher than compassidh.
| N ‘_'; While'Stbert is totally believable as a character, the
‘ ‘:pldf,‘specifieally the apocelyptie ending, is net. Stuart's
"cfimes"—;cbasing wemen and etealiﬁg $367——afe relatively
"minor‘and mofe likely,to invite a psychidtric diagnosis
than.-any serious punlshment Phat W& should be gunned down

in a v1olent car.chase is completely out of proportlon to

what he has done. As a result of thls ‘ending, Stuart becomes

\ 2

a martyr for his cause. ' o~
AY

. The martyr ‘image is reinfor¢ed by the rellglous symbo—"

llsm in the conversations between Stuart and "?", the death
\ PN /
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figure. The image of Stuart's “winding sheet of lovely col-

<oufs“l "blood, o0il and water" (17), in the reference to his

. near death during the war, éuggests he is a Christ figure.

'However, unlike Christ, Stuart chose joy over compassion,

. and the “gatechism“, as he calls one conversation with “?"
(17),Lreview$ fhe wact In which he renounced compassion.The
prospect of death does not make him think of his immortal

goul but rather %;ouses in him a lust for earthly joys:

LOWRY: It's a goad and‘a séourge driving me
into the arms of women, and through book:
‘after book. No, I don't wgnt—zo forget.
$o I kiss the sharp prongs and the whié -

lashes, (18) -

The use of the, phrase "a goad and a“séourge" and the refer- -

!

ence to whip lashes both suggest a liturgical contexfh In
the following passage, a kind of Dionysian chant, even the
rhythm and diction of the language are reminiscent of litur-

gical language: , ‘ -

LOWRf: A few minutes with you and I'm not!: My
best friend! I get feeling heady. Ah,
forty, sixty, eighty, ninety years éf
this ig given to me! To look, ta touch,
to worship and be worshipped, to hurt
and be hurt, to praise and blame, to
sing, to drink, to love, ,and love againi- (18)

L)

¥
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In;drawing'this’parallel between Stuart and the archetypal

_hero figure, Christ, tprough plot and imagery, Peterson not

only emphasizes Stuart's “ﬁnbheroism“ but calls attention
to the reason he is not a hero.

The death figure, or “?", as he is identified in the
script, introduces a Faustian element_wﬁich emphasizes the
inﬁividual rather than social nature of Stuart's pfoblem.
It'is'Stuart who assumes this figure ;s "Death"; "?" was

present on the two previous occasions when Stuart was al-

" most killed: first during the war when his corvet was tor-

pedoed and later when_his car crashed. Howe?er,'"?" is also
a Satanic figure, represenfing fhe hedﬁnisfic, totaily sel-~
fish side of man. He. sneers at Torontonians' sickiy coh-~
sciences (17), and it waé he who offered Stuért joy ‘in ex--
chanéé for pity and compassion after the latter was ready
to renounce Qomen ‘because the girl he'd beeh with in the
car a001dent had been killed (17-18).

It is because Stuart breaks- thls pact for Oudette that‘

he dies in the end, for "?" has already warned him:

?3 Stuart Lowry, all the elements but one

needed to destroy you are around you

now. The fateful one is the girllln whom7

you will find both joyful and‘compéssiqﬁ— .
ate love.(22) .

On the symbolic level, Stuart's pact with “?" is an attempt .

to deal with the problem of gglf-concern in which there are




onl& two'oﬁtionSx,either to hold oneself requnsibie for

the bonseduencgs of one's actions and renounce all joy or

to: seek only one's own happinesg and renounce all conscience

and compassion. In desiring both, Stuart is refusing to re-

cognize the limitations of the human.con@ition; the rgsulta

is the failure of his rebellion and the end of his life. A

) function of Stuart's dilemma and therefore of his personal-

ity, “f“'s prgéence-removes the'pfoblem from the social .

. level and establishes it clearly.at the level of the. indivi-

dual. -

With. "Cold Comfort and Candy Floss",.Peterson returns
to bure fantasy and creates a dreamworld "in which Eric Bro-
derson can come to terms with the life he -has created for
himself. Broderson, an irritable, middle-aged stockbroker

who haslembezzled money from a élieﬂt, goes to the circus

L]

. in search of the innocence and wonder qf»chiidhooa; knowing

that his orimé'will'soon~be-discovered. While there, he has

a ‘heart attack and goes into a dream world in which he must.

recognize the dishonesty of his whole life.

— - The play focuses on the psychological rather than the

qlesty. Beglnnlng w1th his decisien to give up art for a more -

moral aspect‘of the crime. In fact, embézzling the money is*

merely the soc1al manifeatation of a whole lifé of dlshon-

lucrative and respectable career in business- and his subse-

- quent rejection of his parents, Broderson gradually betrays

all of his personal values in order to hecome socially ac~

e S
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eeptable. Ironically, he feels he will regain his personal
. freedom from society when he learns that he will go to pri-
- sons . ' . ’

-

BRODERSON:. So: (MUSING: THE BURDEN LIFTED FROM
\ ‘IEM) T'11 be able to paint again. In
“Jjail I'll get back to painting. Jail

"/}, won?t be a prison. I'll be freer there’

than {'ve been for a long time. (56)

Broderson's alienation is expressed'botg'in rms of

- social reality and of his inner self. To convey th former,

,ePeterson uses the -same technlques he used in "Don Juan of
"Toronto™. Broderson has an unpleasant personallty. until’
the final scene when he wakes up and learns he will go to.
jall, he is 1rritable. suspic:ous,-and cynical. Furthermore,:
there is no narrater to-plead his case;. lnstead the listen-
er must depend on Broderson alone. Because the play takes
place almost completely in Brodenson s 1mag1natlon, hlS in-
_ner alienation. 1s conveyed through the elements.of hlS |
dream, the three voices that rollow him about, the circus
imagery, and the languaée of-the'circus.characters.;

_ Unlike the heroes in the earlier plays. Broderson ls
not a victim of soc1ety but has consciously made the~ch01ces
that have led to his present situation. Havxng betrayed his
own values, his alienation is more extreme -even than Stuart
Iowry 8, as he is alienated not only from society but w1th- '
in himself. Thi.sS mtemal brea.kdown is. expressed by the l

. -, N B . ¥ A B
[ .- - . . . : . e
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self and as a setting. It is generally associated with fun

69

. three.voiées. “A","B", and "C", who accoﬁpany him through-

out his dream, harassing, accusing, probing and; occasion-

~ ally, helping him. Like "?", the death figure jn "Don Juan",

they are panrt of his personality, but their collectivessharh
actef. for:one cannot differentiate between them, is‘much
less fixed. While at times they sound like Broderson's con-
801ence, they play many roles--moralist, judge, cynic,
Deéll‘s Adyocate. and Guardian Angel~-forcing hlm, ‘eventu-
ally. to understand what his real crime is.

The circus image is important both as a symﬁol in" it-
and good humour‘and indeed, many of the people Broéerson

meets there are en;oylng themselves. Broderson, however,

cannot enJoy hlmself despite the fact that he has come to

. the circus in search of innocence and good humour. Ever

"conscious of his guilt and crime, he feels hlmself to be
the victim of a plot ‘and islsuspicious of everyone, even -

an old man he mests on the ferris sheel:

OID MAN: I've been'sitting here all the time.

’ X got'on at the bottom when ySu did.’

BRODERSON: You're lying! You' re* part of the
plot against me.

l 01D MAN: What plot ‘againset you? ' ' »
BBODERSON: A"cslossal plot. It's'bse going_oﬂ o '~ | . it

' for a long time.(HIGHLY AGITA(ED) And |
it's all Qound up now, ready to spring: T | '/;/
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- OILD MANs (MILDILY) There's a plgt against all of

us, my dear man, if you want to find it.(19)

-

Broderson's fears 6f ; plot are realized when the circus
crowd and the old man turn against him at the end of his
dream, confirming his own sense of his guilt, not as much
for embezzling the mone& és for tye life he has chosen. to .
iive. . _ |

..As we saw in thé&garly‘plays, the dream form allows for
& much more subtie coﬁtrol of the plot. Because:the con-"- )
‘étrictions of realism, in terms of both time and physical
possibifity, are no longer relevant, the play'can proceed
freely along metaphoric lines to mirror inner, psychologi- -
cgl reality. In "Cold Comﬁorﬁ". the basis of the metaphbr
on which the plot is structured is the circus which, on the
level.of symbol, is associated with the world of'fantasy’and :
imagiqation. Furthermore, it supplies Peterson with a whole
.cast of characters and situations which, with little intro-
duction or development, can be used to show Broderson the l
extent to which he¢hgge lost his identity. The young man .
guessing ﬁeighta‘kfor example, guesses Broderson's weight
as nothing (13-14), and the Fortune Teller can't read hié
palms because there are ines on them (39). In the Bug.

- ‘House (house of mirrors) , Broderson's mirror reflections

show. him to be many differenf'people, all of them unpleas-

~ ant in one way or another. Finally, when he is made the

star attraqtion of the Freak Show, the audience can throw
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knives_and hatchets through his body without hﬁrtingvhiﬁ . . ;
physically (50-52); These tésts, all of which challenge - ) i
Broderson's assertion of his identity, form the basic struc- .

ture of the plot. \ X

Perhaps thqé%ost interestiné aspect. of this.play is S
the wayrin which Peterson uses language to.évoke the world
" of dreams and the subconscious. As we saw in the early fan-
tasy plays, the musical qualities of language are particu-
larly effective ,in an all-sound med*um. in "Cold Comfort"
language is the most 1mportant tool used to convey the dlf~“?
ferent levels of the human q}nd.~the conscious, the sub- ‘
conscious, and the uﬁconscioys. Broderson himself speaks in

tho everyday language of the conscious, but the characters

v orpen v

within his dream often speak in verse which gives them the
semi-real qualify of dream people. Moreover, th1e~the con- . : L
“tent of'fhéir speech may contain references to serious sub- ;
jects, the verse form glosses over these to evoke the giddy
'incongrulty of the dream world. The Pltchman 8 sales Jlngle o

is typical of thls technlque:

PITCHMAN: (FADING) Fellah, look after hér.l' e .
o - That cupie Doll-- . \ | . |
Innocent as we were ' |

Before the Fall. (6). : .

%

: . o _
“ The language of the three voices, U "B".and ”C“ who‘“ a

3accompany Broderson everywhere, has its own! diatlnctive §

(

|

quality which goes beyond the jingle verse of the circus
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people. In the follpwing speeéh. for example, the rhythm of

PrES NI

the language. the‘rhymes'within the line, the seemingly 4n-

St e T4

congrous images, and the use of word association evoke the

disturbing and persistent logic of the subconscious :

VOICES: Ah, then you intend to face the music?
. '(P,RANCING) The music, the music,

The music of ﬁ;e Iaw, |

' ' " I wonder ‘what'nun;b'ef tfxey'il give you.

" A boxcar number? ‘
You'xl have no use .for youi name, nge
~the shears. '
Into the soup with his gobbledegook of . ' P
C . a name. (4) | | o L

(‘ASeparaté from and yet part" of him, thesé voices express

Bfoderson's gréwing awareness of the extent of his culpabil-
ity. | - '} R - o

With "M.an with a‘Buclget of Ashes", one iaegins to see

the str‘ong mythical structurés that are characteristic of
- ‘Peterson's third period. This play nevertheless belongs in
" the second p rlod both in terms of its bitter view of man-

., kind andJRts heroes and in terms of its fotus, the moral
dilemia of fhé individual. Interestingly enough’, "Man with
| a Bucket of Ashes" is not a radio play in the same sense 28
the other plays we have seen. It was written for radio and

*°

i.s an effective work performed on radio, but this is because




v e wmem o eew A e gem 1 o

-

it is simply a well-written play and not because of any
techniques particular to radio drama as a form. It could,
in fact, be performed on stage without making any changes
at all. '

The central flgure of the play is Dave Clough. an old

drifter unable to keep a job for any length of time, who is

' convincéd that God has chesen him for a mission. Interpret-

ing the flood which threatens the town of Baldock as a sign

.of God's wrath against man, he obeys what he believes to be

God's voice and sacrifices his young son, Michael, in order
to save the town and make God's will known. His wife, en-
raged in her grief, shoots him, and when Clough realizes
‘that God has not proteoted him and that he will die withouf
fulfilling his mission, his faith is destroyed. |

"Man with a Bucket of Ashes" is Petersoo‘s most bitter
play of éggs period. Man's hypocrisy and potential.for evil,
already portrayed in "Everybody Likes Me" and "Don Juan of

Toronto". find their strongest critic, not in Clough, but

: in Balla, the hlgh—rlgger in the lumber camp. He stands out

from the other charaoters in the play as Cfough s counter—
part. A cynical man, . he sees everything as a joke because
he feels that is the only way to surv1ve(h8) Durlng the

war, he .lost falth, not only in God and in some klnd of Di-

e

vine order, .but 1n the moral values of communities like

Baldock:
A

CIOUGH: My deed is a joke?

s

vt s wri
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BALIA: Yeah, when I don't think of thé little boy.“

I seer; too many smashed—up kids in the war

to feel the same's a lotta people in this
village're feeling about your deed., 'm"le
people in Baldock ve killed a good many

7 . kids, and they're gettin' ready to kill a
lot more. But they do it second hand, so
they sleep okay 1n their beds, snorin®.

¢ They send the yourlg fellahs out to do the
killin'. People in enemy villages do the

same , and sleep just as peacefully. Their

~ fancy reasons for ‘killi'ng often ain't any

better'n yours, Dave. (48)

A :
This bleak vision of man's existence prefigures the

darkness of Peterson'rs‘ next beriofi. Clough*s jbelief in
God's will is a desperate attempt to make sense of the suf-
fering 'in his life. His first wife and family- were'killgd
in a flre which, accordlng to his seconcf wife, started when
the wind fanned into flames a bucket oi‘ ashes Clough had
forgotten to bury. Thereafter, Clough's life was a vision
of hell: |

CLOUGH: Most a my life, driftin', runnin’ away
‘ ., from something, lookin' for something...
railin'f at _9vez~§thir}g...starin' ou;: at the
horizon, starin' inmto the dark, starin®

into the dark, starin' 'into the past, e

=
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starin' inte myself:..gettin' used to emp-

tinesé. gettin' used to horror sweepin'
L

-

.over everything like a flood. (16)
®

L - - ' [ ' (‘\ »
He sees his son Michael’'s birth as a sign of G?dﬂs recogni-
tion of his suffering andlﬁélipves that, if God asks him to
sacrifice Michael as Abraham was to sacrifice Isaac, there
is a reason. When God spares neither his son's life nor his
own, he must accept not only that God does not care, but
that there is no reason for man's suffering. '

Cloughus suffering is central to this vision of hell.

Within the world of the play itself, he is ‘alienated from
his fellow men by hig inability to hold even- the easiest of

jobs in a lumbér operation,.that of a whistle punk. Further-

more,Ahis'religious beliefs and his conversations with God

7 4

and his dead wife, Tess, separate him from others just as

. e
madness would. This sense of alienation is reinforced with

respect to the listener by the fact’ that there is no narra-

tor to juétify Clough's veliefs or make them understandable:

The key instrument used to convey. Clough's alienatiotie

3

is the lariguage. It is also what makes the play so effec<’

t£¥e when ﬁerformed on radio. Both the images assgpciated

with Clough and the recurring images in his oﬁn_speech set - ..

"him apart from the other characters, much the way the litur

glcal language used by Stuart and "?" (the death. figure) in

M '] \% 3 Tyt
"Don Juan of Toronto" set’ their conversations apart from
/

the rest of the play. ' -

" - > 5 / p\u Al
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There are two images-associated w‘tn'Clough.'each of

76

. \ . !
wh%ch signals a different aspect of his~unher01c nature.The

first is “whistle punk", the titlé of Clough's last job,

used in a derogatory way by:his wife and the citizens of

Baldock fo refer touClough's low sfatns within the communi-

ty. The’ second 1mage, introduced by Clough's wife just be-

fore: she shoots hlm, is “bucket of ashes". a reference to

Clough's respon51b111ty for the fire which destroyed his

first wife and famlly./The bucket of ashes is a symbol for

. / , x
the whole pategrn of €lough's life in that he has brought

-

unhappiness on hixn’eelf.all the while claiming it was God's{

punishment for his sins: .. .

J ~

vil'I met by the. river? What if 1 have

L]

o all these years’-—stlll go% hold of” it.

T N ’Maybe there 8 nothlng to me, Balla, but

destruction and fallurem (50)

‘tnat ¢auses him to &hrow himself into the river.

‘&

! CLOUGH: What if Edna's right and it was the de- *

been draggin' a bucket of ashes around ”{

N

It is Clough's recognition of the validity of this symbol .

'
N

e

“CIough's ‘own language reflects his need to flnd.

hrough Go@, the same sense of order in the world that he

had as a child: "CLQQG@: When I was a little. boy there was

a god in the world. I tried to bring him back"(jo)

_.only way he can explain the misery 1n the world tp to see

/ﬂ
it as God's puniahment for man’'s wrongs.

R

s

The !

©
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CLOUGH: Lost faith if§y punishment long time ago;
sometimes wish God went in for less. But
guess he looks down and says to himselfz‘ ‘

'Human bein's: hatin' and destroyin'. Well,
. + if 'at's what they want, I can show'm.
Drown'm out! (85 l S :

These beliefs transform his world with images géminiscent ~
of the 0ld Testament world doménated by a vengeful Jaweh;
The fire that killed his first faﬁily was not a careléss ac-
cident'on Clough'§ part but a sign of God's displeasure.

with him, and Michael is not just a son but a sign of'GqE:BI

forgiveness and recognition of Clough's suffering-(16),

whose éacrifice will be a symbol of Clough's faith in God \
(24).'Thé river is not a natural phenomenon but "the devil
,riverﬁ<3), God's instrumeht of juétice which will flood and
destroy the people of Baldock beciwse they have sinned.

Through his language, Clough is transformed from‘a mere

) whistle punk 1nto a prophet crylng in the w1lderness. Thre

resolutlon of the play not only denles this image but sug-

) gests that God either doesn't exist or doesn' t care about

" Ian.

The bitter disillution which marks Peterson's second
period flnds its express%sn as much in the form of his plays
as in the centent. The clear senge of right and wrong of -
the first period dissolves into moral ambiguity in the 4
gw;SO’a so that there is no longer a clear choice of right

s )
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and wrong. This ambiguity ¢an be seen ip terms of Peterson's
treatméht of the hero, in his use of symbol, and in the re-
solution of the dramatic tension in the plot.
Whereas Peterson attempted, in his early period, to
forge an intimate relationship between the listener and the
hero by means of the nafeatar, this intimacy breaks down in .- I

the second peylod with the'fémoval of the narrator. Further-

- more, not only does the protagonist display few qualities

characteristic of heroes, but he is diviqed within himself.
ThlS fragmentatlon is dramatized in two ways. In "Don Juan v
of Toronto",and "Cold -Comfort and Candy Floss", the llstener

hears the various voices which make up the 1n31v1dual and is

. thereby drawn into the protagonist's mind where the drama

takes placé. In the second méthod, used in "Eygrybody Likes

Me" and "Man with a 'Buékﬂhes", a separate character.
acts as a kind of ironic ¢ -point to the proéégonist.

While ‘this is possible in visual mgdia, it is especially ef-

fective in a radio play like "Everybody", where one of'the )

pair is the narrator and thus gives more prominence to ths.

re afipnship. Even in a play like -"Man with a Bucket of

Ashgé"'for which %here is Rb,narrator,'the less cluttered ‘-

stage of radiv-allows the relationship between Clough and |

Balla to stand out. : | \ ‘ \
Peterson also makes greater use of symbolism .to convey

his point of view. Having already experimented with the eyo—' :

. cative aspects of language in:the early'fanfasies. he goes

on to exploit the rhythm of 1 d&e. as a metaphor for the

@ ' A
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ﬁreamworld of the unconscious in "“Cold Comfort"” and to tie
in with an archetype in "Don Juan". Furthermore, the one-"""
to-one relationship between symboi and meaniﬁé*ﬁécomeé more
. cpﬁplei‘in plays like "Cola‘Comfort", wﬂere both setting
- and action are part of the circus symbol, and“T;ﬂ:éucket“,
wherg a pattern of imagery evokes ‘the world of myth.

" Finally, Peterson continues in this beriod to explore
aiternatives.to plots pased on reality and chronoldgical'
idge in order to resolve his dramas. "Don Juan" begins

'realistiﬁally but towards the end, suddenly leaves the.
everyday worldj in fCold Comfort", the whole plot is based
on a metaphor; in "Bucket", the plot and resolution are
linfed closely to the ?yths and iﬁagery of the 01d Testa-
ment. Freed from the restrictions of realism, Peterson has
more scope in which toé work out his meaning.’

This second period of Peterson's work , then, grings fah
< dio drama ciearly into its own as a dramatic form. By ex-
ploiting the potential of a medium that is not restr;cted

by the visual image, Peterson is‘éble to go beyond the con- .

cepts of charaéter. time, and reélity that dominated:his

first stage”in order to express a more complex view of

d
man's existence.

4 e e A et e —
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CHAPTER FOUR
THE IATE PIAYS--MYTHIC PATTERNS

b

The works of'Pe?erson's last major period of radio dra-
ma, from the late 19508 to the early 1960s, are character-
ized by a more compassionate view of the hero and, at the
same time, an even bleaker vision of man's existence.More
I R than his earlier plays, these works convey a senSe of despalr

for the heroes of these plays are not so much wictims of -

:thelr respective societies as victims of an arbitrary Fate,
who have in no way deserved the trouble that befalls them..
. This vision of man's existénce echoes Northrop Frye's de- i
scription of human life in the sixth phase of satire as
"largely unrelieved bondage..rit Qiffers from a pﬁré inferno
* .-mainly in the fact that in human experience, suffering has an
end in death."(é38)Man's suffering is his birthright, but it

. ;
A
serves no moral or social function since nothing comes from

it b&t bitter knowledge, "the wisdom that comes from suffer-
ing", in the words of Malachi the Scholar in "Lilith® (48).
While Peterson deals Qith the social implications of

. an 1mperfect un}verse on the literal level, 1t is hlS use

of mythic structures that conveys the full despair of his
vision. Almost all of the plays we will deal with 1q,thls‘
seéﬁioﬁ draw heavily on the 0ld Testament and pyth.'“Thgg‘
Cry of a Loon ngr-Water“ (1954)‘(al§o eﬁtitled "Second
'Thoughts"} evokés Adam and Eve's'exile;from the Garden, .

L - "The Frightened Giant" (1960), the battle with the Devil
» ' o

N . . T
- . |
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for mah;S‘soulf and “Pessenger'PigeonﬂPie“ 01960). the-
‘murder of the humele carpenter-king. “Llllth“(1959) and
“Joe Katona" (1960) are more clearly related to spe01flc‘
legends. "Lilith" is based on the Creatlon myth in' the apo; '
cr&phal Hebraic texts; "Joe Katona" echoes the'Sfery‘of
Jaco¥, who laboured to earn his two wives. In his treat-
_ment.efhall Fhese myths'and mythic figures,however, Peter-.
son"deniee-the‘beneVdienf view of an ordered.unigefse’aqd

‘a car}ng God, projecting instead a view of man's existence
‘ip a morally aﬁbiguoqs_and chaotic univerde.

While the heroes'ef thes!ﬁplays are ironioc figures"_
(unlike the protagonlsts of the second period), they are
still heroic figures as well. Granted, they are e;e misfits |
apd marginals of their societies. the drunks, she freaks, -
and the:végrante; they are'rareiy aﬁ;f to articulate clear- -
ly'the'reasoné<fer their strhggle‘duriég their lives end
thus rarely. 1f ever, have the sympathy of their fellow men.
;Flnally, because they dle in vain. their efforts often go
unnoticed. Nevertheless, there 18 dignity in the fact that
they do attempt to. flght back, agalnst the 1n3ustice of
their eoclety as well as the 1nJustice of thelr fate, and .
"as a result, they engage the audience's sympathy.

. The narrttor flg&s a maJor role in conveylng Peter-: .
<son 8 point of view of these heroes. Although each hero is
~the focus of 'the plot of the "play itself. this focus 1§ﬁ

'orraet by the atrong dramatic presence of the ne;%ator. The

latter draws hia'stre:jfh from two ractors. Fiﬁet. he is

1
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very much a character in his own right, one who is person-

ally involved in the fate éf the hero. Secondly, he ad-

dresses the listener directly %hich, as we saw in the first

period, s an effective technique in radio drama.

The narrator of these plays does more.than bear wii;_
% 9 < '
ness to the hero's struggle. He also acts as a bridge be-

E

tween the hero and conventional soclety. An accepted member

of sociéty, he allows the llstener to. see the. hero as SOCl;'

ety sees him, human, imperfect, and engaged in a struggle
‘that may seem ludicrous. However, the narrator also feels
_ some bond with the hero, and it is through this bond that

Peterson conveys his own point of view.

o
a

Because it is such an important vehicle for thefauth-'
vor's pdint of view in these plays, the narrative will re-

ceiVe. special attention in the folIbwing discussion. I will

1

b}
plot structure, and symbolism, showing how they function

together‘to communicate the meaning of each' play and Peter-

son's partlcular v131on.,

L

¥ ) .

The double vision in "The Cry of a Loon Over Water® -

affords Peterson the leeway to-make a love story into a

vision of man's existence, The narrators in the play are, -

in fact, the hero and the heroine of the story, but in
*recalling the events of their ill—féted love affair, they
are distanced from them by a- lapse of eight years, and in

Suzanne s case, by a greater knowledge qf life. They met

t ’
¢ .

also examine Peterson's treatment of time, his use of myth, ..
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at a northern lake and despite the differences in age and

experience.‘fell\in love. Fearing Suzanne's reaction, Hugh
put off expléiniqg to her that’ he was married, albeit to

a mentally-ill woman whom he had long since ceased to love.
Suzanne found out however, and refusing to accept or under-
stand his situation, broke off their relationship. Eight
years later, with her own husband in a sanatorium, she re-
members Hugh with more understanding and compassion.

Although this play may at first seem to be an indict-

" . ment of the conventional social mores of the 1950'8, its

ultimate focus is not the social problem but a deﬁial of
the romantic dream of men and women's life together. For
both Hugh and Suzanne, their romance ie an idyllic inter-
lude, a dream which crumbles in ‘the face’ of the reality of ,
Hugh‘e marital sjtuation. The collapse of this dream not
only destroys Suzanne's innocent vision of romanfic léve,l

but reconfirms Hugh's conviction that real happiness be-

. tween men and women is not possible.

The characters of the narrators, Hugh and Suzanne ,

1

refleét two visions, experience and romantic innocence, as

they separately describe a shared experlence Hugh's age

and experienge, particularly hiq unhappy marriage and hls.

‘wife s illness, have left him with few expectatlons of life:f
" - "HUGH: I wondered if this migh¥ be the beglnning of some~ }

thing--or more nothing. (4) He grasps at a relationship

.with Suzanne as a chance to be happy for onee (16) -but is

T

nevertheless aware of how ephemeral his joy iss
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HUGH: You make me veﬂry happy--unbearably happy.
SUZANNE: .What's the long face for then?
‘" HUGH: The loon's cry--and I'm afraid this'll

end. (17)

Hugh's happiness is so intense as to be almost painful as

.the loon's cry reminds him of his wife.- When Suzanne ends

their relationship, the last of his dreams is destroyed.:
Rather than blaming her however, he blames himself for
ex'pec_t:‘.m‘g too much: "Suzanne was very beautiful, and I
was very foolish." (30) | )

Suzanne is a young high .school' graduate a}t\the time

~ with high hopes, anxious to start her own life and in

gsearch of adventure.

SUZANNE: .. ..but I needed to defy my family-- '
they got on my nerves! I wanted things
to -happén to me, but-nothing very im-

_ portant was happening. (2)

. : An idealist, she is attracted to Hugh because he is "blunt #.

ey

and straightforvard” (18), and she wants the honesty she
feels exists ‘between them to cont1nue(19) Faced with the e

news of Hugh's marriage, she applies the same ideallsm and ~

rejects him as a cad. Eight years later and in a sim:.lar

' aituation herself. “however, she is more critical of her

idealismu"SUZANNEn My, how innocent and cruel I was"™ (31)

Her condenmation ot har ﬁormer naivaté affirms Hugz v

s
n " :

M "","'”“."‘"
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bleak vision of life‘and‘resblves the ambiguity éf the
double narrative. | .
Underlying the plot is the myth of Adam and Eve's .
eviction from the Garden. Suzanne, .in seeking adventure‘,
and dangef in a relatiéhship with an older man, is biting
fhe apple of the knowledge of Good and Evil. Whether <he
accepfs or rejects Hugh in the end, she must confront. the
reality of his situation and with 1t the 1mpossmblllty of

perfect happiness 1n life.: Hugh, in attempting to return to

. the Garden and the dream of his youth. is trying to deny

the knowledge ‘that haunts him in the loon's call but is
forced  to realize that a return to innocence is ionssfble.

The ideal Garden, along with the innocence possible there,

~'is long gone.

,Fﬁfhe-plot-is linked to the myth thfough thé natural

imagery which suggests the Garden and a'world of. innocence.

Much of this is associated with Suzanne, whom Hugh describes

as a "ydung nymph" (4). He finds her sunning hersélf on a =

. rock'on‘an igolated shore.of the lake. Young and beautiful,

she reminds him of a "slim, lithe animal"™ (4). For Hugh,
Suzanne is part of the simple beauty of nature he sought

when he went to the lake the first weekend.: Their romance
[

— takes place in ;he idyllic setting of a northern lake, where"

the only shadow on their‘happiness is the cry of the loon.
The haunting song of the loon evokes another aspect of

nature. the loneliness and primitive sorrow of the post-

1 i
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lapsarian world. It is heard in~the first scene of the play

where.it acts as a counterpoint/to the peaceful scene' Hugh

describes.

SOUND: THE CRY OF A LOON --VARYING CRIES

HUGH: (NARRATION MIKE--BUT NO FILTER EFFECT)
¢}
i
Kawagama Lake was still wild enBugh to
have loons on it.

SOUND: 'AGAIN, THE LOON

HUGH: Will I ever hear a loon over the water
‘and not think of Kawagama fake? Though
there was no cry of a loon the aftermnoon
I bougﬁ% gsome fruit and a couple of sand-'
wiches at a roadside stand, rented a canoce,
. stripped to the waist and paddled down
the Lake. I wanjed things simple and
quiet. I wanted §ome sun and the trees
and a swim soméwhere along the way. I
wanted 4 change from what I'd juét<been
| through. My visits to Nancy didn't seem
to be doing qfch good. .. (1)

Through this speech, the loon's call is associated with '
'Huéh's wife's illness and all it implies in terms of thé,
cpance for happiness. In subsequent scenes, it functions
as a "sound-symbol," punctuating the love scenes and re-

minding Hugh that the dream he is living with Suzanne is

o

only that. Heard after the final speech of the play in

N . .
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cular myth on yhich the story is baqed. The heroine. e
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which Suzanne realizes the cruelty of her naiveté, the-

“loon's haunting cry echoes her recognition of the impossi-~

bility.of innocence. .

In "Loon¥, the dramatic elements are pared down to
the baresf effects, involving only the music, the s%unq
effects, and the words of the two ﬁagrator—hero figures.
Because there are no otherjéharacters, it is the narrative
‘that ties the play together and prov1des the main vehlcle

for Peterson's point of view. Through this double narra-

i tive, as I mentioned above, the same events are seen from

two different points of view, one of which changes in the
L N

course of the play, and through the imagery, these two

points of view are linked to the Garden myth. Finally, the

narrative conveys a sense of the hero's alienation. As we

saw in _the earlier plays, the narrator-hero's$ direct appeal

to the listener creates an intimate relationship between
them. In "Loon", each of the narrators has an intimate
reldtionship with the l}stener. but each is cu% off fyonk
the other although they share the same knowledge. The re-
sulting sense of loneliness and alienation, edhoed iﬁ,%he ‘

cry of the loon, is the twentieth century reality of the

(hyth . . ” . » ‘

-In "Lilith", the .sense of the herome 8 allanatlon and

isolation is intensified by the narrative and by the parti-

»”

Lillian or 0ld Lil as she is called, has died in &n igno-

1

s

—




J

-

2 PN P s e A 2
N Y

b’ € )

J

tal and imperfglct " (
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minious way, huddled in a doorstep on Toronto's Queen

Street, without ever revealing what she has learned from

.Malachi, the Jewish scholar. She has, however, left a paper

shopping bag full of old wallpaper on which she has
scrawled her story, the."Queen‘Street Scrolls" . By chance,
it falls into the hands of a reporter who manages to make
sense of it, thereby giving some dignity to a woman better
known as a vagrant and a drunk. Neverthelgss,'Lil herself
remains a lonely figure, deserted by her friends during her

lifetime and only recognized after her death.

Setting Lil's story in the context of the mythic back-’

drop aggrandizes Lil and makes her an even more tragic

figure. The myth concerns the legend from the Midrash about

‘Adam's first wife, Lilith, a woman who "...stood the same °

height as Adam." ("Lilith",46).When Lilith refuses to obey

Adam, she is banned from the Garden, and God then creates

Eve, a more suﬁmissive woman, for Adam. In this primal love
triangle, Lilith still loves Adam bu} is rejected by him
for a iong—tefm relationship. Yet nefither Adam, who still
desires Lil{}h. nor Eve, whouzgars er, is completely hap-

py either. Lilith qgusifulfi God's purpdse because she

*

reminds "...Ada hig smug littlea ve that they are mor-

ilith",50)

en in terms of the
Lilith myth, Lil's unhakpy fatg, as well as that of Adam
and Eve. seems preordained and inescapab;e.

The plot of the play centres on Lillian who, as a
girl in a northern Ontario town, falls in love with Tom
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Hauser, a young prospector. Although they are lovers he
,marrles another woman because he feels sorry for her.

Heartbroken, Lil moves to Toronto to pursue the llfe of a

-y

single woman. Tom, now owner of his own mining company, ,
% ,

runs into her in Toronto and continues their relationship.

At one point, when his mother.and two sons- have been killed
v *\‘ ’ -
in a car accident and his marriage is 'in ruins, Lil could,

t L 3

even have had him back, but she retusos. After this; she
begins to drink heavily and loses jobs until she ends up a
habituée of Magistrate's Court on charges of drunkenness
and: vagrancy. Flnally she is rescued from a snowbank by
Malachl the Scholar who tells her the story of Lilith and

/makés her see her life in terms of the myth. While this
- / c
changes the way in which she views her relationship with

Tom, it doesn't change the way she lives, and she is even-

tually found dead in a doorway with her shopping bag full

~

of "scrolls". ‘o

o

)
Lil's story 1tself“exposes the hypocrisy of 3001ety s

\

a

atti?ude towards the single, indepenéé;; woman. She is Qoth

(4]

an object of desire and\of suspicion. Because of her selft"
reliance and her strong spirit, men seek her company bpf '
marry women like Nellie, Tom's wife, who dependent.and apzm
, pear to need protectlon and guidance. Furthermore!‘marrlage

ig seen 28 proof of respectabllity a%@bbecause 1il remains.

1”nmarrled. she is suspected by wives like Nellie of 'having ’

affairs with their husbands (35). Their fear is justified
in terms of men's attraction to the Liliths of fhe‘wogld.‘

¥
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Shunned as ‘a threat 'by women and regarded as a\p;aythlng by
ment the 1ndependent womaS\often ends up a lonely outcast
llke Lll because she refuses\to accept the tradltlonal fe-

» ’
r 4 -
male role. ® o, "[

i3 . i

While" ‘man’ s hypocritical attltude towards strong—

willed.plndependent women is an 1mportant aspect of the

o ’ ' ~

play. 1ts greatest power derives Peterson's explicit .

use of thé Lillth myth His play nlt only brings to- llght

a significant myth\whlch has been largely repressed in

Western culture but, unlike most interpretations of the

myth Wthh dwell on-* Llllth's demoplc 81de and portray her

. as a stealer Jf husbands and a murderer of small chlldren,‘
here Peterson shows the p031t1ve aspect of the Lilith

archetype. In this dramatlzatlon of the .myth, he goes be-=

]
' yond the conventlonal 5001a1 attltudes towards the 1nde—

pendent woman to attack the basic mﬁie oriented concepts

of sexuallty that prevall 1n Western culture.

"
l

! " The "Lilith" myth has powerful ;mpllcatlons~for man's

i

existence, depicting as it does a universe designed by an
Lo ’ . ‘ v .

: / .
imperfect God in which mari--and woman--are condemned to .

7 atone for His' wrdth- forever. Although God himself, as -

Malachl p01nts out, was not very good at maklng women (46),

: these women end up paylng for His fallure through a love

triangle whlch makes all three members unhappy. Llllth 8

purpose. according to Malachl. is “to save us from the L
4

greatest 31n,.anrogance".(51) The play 8 conclu81on brlngs

home man's destiny:

b -
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LILi «+eoAm T 1ilith? Have I sisters? Do we
save Adam aﬁé his family from apro-.
..t”"‘éance? Is7th?s God's wisdom? Do we
have to go on living the old fyth for-
y ' ‘ever? Can tI étop belng Lilith now that

/o T'm 01d?

.'MUSIC: L'S THEME OBOE, FIUTE AND CLARINET----X
REPORTER; Lilith is dead. Long live Lilith. (52) ..

>

The reporter's affirmation of Lil's exietence provideéuthe

* answer to her questlons. ’ . e \

=

~

The natural 1magery relnforces the mythic content ofﬁ
the play by casting Lil and Tom as orlglnal man and womaL

Adam and Eve, created at the same time as the rest of the

earth. v

f

4

. OLD LIL: .,.I don't remember my folks. They

r*’got caught in a forest fire. Some
';eople say I Just grew out of the, .
krees. And that s how I feel. Tommy B
looked like he' d gréwn out of the rocks. '

Granite,’ w1th‘traces of copper and gold.(6).
g | , o

1il is aééooiated with the vital, living aspect of nature
and Tom w1th the mlnerals and rock that form the earth’ 8

core. Their relatlonshlp is based on a pr1m1t1ve and in-

Btinctual attractlon to each other:

~

-
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‘QID LILs Hen% First iove! iorget the'aninal.j\

- sweep him under the rug, bury him under
4 " a rock, sink him in the %ake. burn him

in the fire, feed him to the dogs. stirl

him in filth--he will still pop up llke

"the first time, rad;gnt. and your knees'

-~ and. back will go weak! And"God will, have

his way! (5)° o ‘

= v ')
-

In Lil's mind, their relationship is associated with snow’

* , L4

and the smell of pine sap in the* northern woods wheré they °

first met. Despite . the fact that theyiboth leave this)vir
gin land, symbolic of ‘the newly created world, to form
new relatlonshlps (Tom 8 on a permanent basis), they can
neither deny nor resist their oraglnal mutual attractlon to,
each other. P )
On a symbollc level. the reiatlonshlp between the 0
three characters can be seen in terms of man's amblvalent
attltude towards .nature. Although he seems driven to ex- oo
plore the world of experlence béyond the Garden and make
hlB mark by creatlng or dbntrlbutlng to civilization, man \

is almosf ineluctably drawn back to the natural wor}d of

his origins. Lil and Tom seemeq destined for each other,

.yet Tom leaves Lil and the North to go off and exploit the

earth's core in order to be part-of civilization. He also

marries a woman he can dominate, one who 'hates the North

'and prefers'the conveniences of the 'city. Despite these
. B s ' . @& '

v
y t
3 . v .

»
f . .
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' .choices, he ig continually drawn back to Lil. Caught be- -

tween his ambition toeaominate and céntrol his entironment
and his natural yearn1ng for his orlgrnal 1nnocence. man is.
destined to be unhappy. ' ‘

The'mythic level of the story™is also‘brought to the
fore through techniqués ofiplot structuring and naﬁrative.
Altnough the climax of the play is the revelation of tne )
Lillth myth. it is preceded by a turning pdlnt in Lll' '
life which allows her to see -her life in mythlc terms. In
refusing to take Tom back whenhhe eemes to her after his

mother ‘and his sors are killed, she accepts that they are

" not meant to be together and cuts her ‘wrists. When sh? re-

L}

covers, young Lil hag become 0ld Lil, a woman' who is as.

muéh én archetype as she is a real person. She thus crosses

°

the line which separates reality and myth. ‘Malaehi the

6n. but in radlo this

Tallor may .or'may not be a real pers
is irrelevant 'since it is the archetype of the wise old man
and his myth that are 1mportant 1 o
As in "The Cry of a Loon Over Water", the use of a

double narrator in "Lilith" conveys a sense 6f the hero's

.isolation, accentuated here by the fact that Lil, being

dead, can speak only through her Scrolls and is dependent

i
on the reporter. a total stranger. to pass on her truth to

the ‘world and make it understandable. However, . the double

. 1 Malachi's reality ‘is irrelevant since we only hear .the

.

" voice and radio is fleéxible enough for both levels at once.
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narrator also allows Petérson some flexibility to deal with ' .
o the‘problem of mafiﬁg the my%h comprehensible in humén(\
| terms. l ‘ ' ]
01d Lil speaks both as Lllllan W1lllston. the twenti-
ath—éentury woman, and Llllth. the mythlc flgure As Lll,
' ghe is a passionate, strong—w111ed woman who treasures mem-l
ories of her first embrace w1th Tommy - on one hand (11) and |
on the other, 'scorns men' ‘g "slinking 1nfidellt1es" (29)}
Malachi's é%ory of.Lilifh is feflected:in lyrical passages
“' that set the tone for the piajr,In one such passfge, quoted

'ébove (p.6 of the script), she desqribes‘herself and Tommy
as the two origingl loverS‘in a hatural égtténg in fhe:
northern w;ods. Her subsequent references to the smeli of
pine (25,44) recall not only the begiﬂning of her relation;' ,
ship with him but the whole hatural world and the 1mage of

these two lovers. Lll herself. fhen, prov1des a double per-

spective which links the reallstlc world w1th thévmythlc

!
)

vision.
‘ The second narrator, the/reﬁofter. is somewhat of a
problem in the play,beQausé he is‘not,connécted ;ith or
implicated in thesétory in-any way and his interest in the
5’story is based only on curiosity. Judging from the Janpuary
»#22531967 production of the play (Sound version, Coﬁcordia
Centre for Broadcasting Studies), one suspects he might
- = =also have been a problem for the producé%. Esse Lauﬂgh
When the play was edlted. probably to fit it 1nto the one

hour allotted for CBC STAGE, it was the Reporter s
. A ( . f
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) apeeches dealing thh hlS own llfe and experlence that were

cut. Peterson hlmself. 1nxerest1ngly enough. expanded the’
Reporter's character ‘and presence in the stage ver51on of
the play. "Women in the Attlc " '

Basically, the Reporter attests to the reality of Lil’ s
experlenees in terms both of fact and of human nature. He
suppliesfdetails aboht Lil and Tom's lives, such as Lil's
reputation at the pqlice station and the“sﬁaxlsticeloﬁ Tom's
minihg exploitsj7which ;einforce their reality in the twen-
tleth century In other instances, he f¥lls in the gaps 1in
the Scrolls. supplylng details through his imagination

{1

about Lil, such as' her gradugl decllne 1nto alcoholism:
: e " L

REPORTER: ...Lil, the secret drinker, was still
proud, still careful about her clothes
and make-up. But she didn't thrust-a pen- .
-cil through her\hair with the same effi-
cient air. Invoices piled up on her desk.
She Was 8low making decisions, and some
of the ones she made .cost the company

money . She was glven less responsibility.

(4o-11)

Such details allow-the reader to "“see" Lii from outside her

head, objectively, as her contemporaries saw her.
Finally, the Reporter makes "Adam" statements, personal

reactions to statements of,Lil's such as her {ndictment of

unfaithful husbands:
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"\ past but from a
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.
' REPORTER: T wish 01a@ Lil hadn't penned-to-paper

' . gome of this. I get the feeling she's |

i
& -

writing about me! Too close to the mark.
.4
When I think of the--(SMILING) But this
isn't my confessional...(29) ; .
' ' ‘ / .
B

:EWhile these' are no doubt intended to'pear witne&% to the
truth of what Lil says, they actually intrude in the story
and by distracting the.listener, break the,dﬁamatic tension

" that builds up around Lil. As we saw in "Payér ?n the Wind",
this is a danger in the detached narrative /perspective, one’
which can weakén a ay. Luckily, "LilithY is such a strong
play that the effect is limited. / i

s Closely allied with the narratiﬁe/ﬁs the temporal
sapucturing.'ln Chapter 2.lwhen discu;sing “Bﬁrlap Bags”, I
.mentioned that radio's transparency éilowed the scene to

shift fiqi ly from one time framé tbo another! If the time

'seftings are not chronologiéally /equential; this creates a

“layering" |effect in which the pérspective of one scene

colours another. It is through/this "layering" process inr
"Lilith" that Peterson manageg to make the play as under-
stéﬁ@?ble oni the realistic level as on the mythic lebel and',
in thé end, 0 equate the/f;o experiences. Because of the
narrative sir cture,(the/blay functions in at least five
:different‘time‘ rames. Pld’Lii narrates her life in the

oint/éﬁch later, in time than most of the

events, after she\hag learned about her myth from Malachi.
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" Many of her comments and her descriptions show the influ-
gnée of the mythié perspective, even though she is déscrib-
Ing events that took place years béfore. The Reporter too
moves £§ck and forth, from Lil's past, to Ris own expéf;
iences, to the narrati¢e present. Finally, there is the
\mythic time frame, which i; technically in the far past but
which, because of the 1mpllcatlons of the myth. has an

echo effect Whlch summons up a sense of all ages. The cumu-
lative effect of this layering technique, the double nar-
rator, the plot sffhcturing, and the imagery‘is a fitting
of a particular human experience of the twentieth century
into a universal context, thus emphasizing tﬁe bleak prgé—

pects of the pdst-lapsariaﬁ world. -

In both "The Cry of a Loon Over Water" and "Lilith*,
the 1nnocence and freshness of the Garden was stlll at
least a memory. With "Joe Katona“,we move 1nto a desolateL"
arid world in which the natural environment is an outward
manifestation of mans spiritual sterility. The plot, based
on a real event which Peterson saw in a Regina newspaper
(ﬁersonal‘convefsation with Peterson, unrecorded, 1982),
echoes the 01d Testament story of ﬁacob earniné his wives

- by labouring for his father-in-law. In the OldITestameAt
my th, however, God' ensures that Jecob gets the reward he
deserves: in "Joe Katona%, divine justice is a farce and
Joe Katona, like the narrator, is the innocent scapegoat

of an arbitrary Fate and a hostile community. '
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-Joe Katona is a migrant farm worker whqse family was
killed in a fire set bﬂr»his yo'unger_.sister out of rage at
her parents. Though Joe was at first suépe‘ct, he was glﬁilt—
less, as he remains throughout the play. When he arrives -
at Cleggs' farm seeking v;ork, he is first turned away and
then hired because of a recurrence of Clegg's chronic back
problems. DesPitec' Joe's reminders, Clegg never p%ys him, .
but when Clegg's oldest daughter, Alice, is caught in Joe's
room on Christmas night, élegg offers her o Joe in lieu of
three years' work. IWhilegQJoe is content with this plan, .
*Alice .is not and after mistreating Joe, she runs off with a
travelling salesman. Clegg then offers Joe Vicky, the young-
er daughter. Joe and Vicky are héppy together, but wien
Alice returns,.she brings the story of Joe's family, and
the Clegg parents immed‘iately suspect Joe of starting all
the fires that subsequently break out. When she sees Alice
coming o'ut of Joe's room, Vicky turns against him too, re-
fusing to believe his exp;aﬁation. Joe leaves the farm, but
Clegg has him arrested and charged with raping Vicky. Joe
is sentenced to one year but is given time off for good be-
haviour during the harvest season, during which time he re-
turns to Cleggs' to do what he's been accused of. Clegé is
killed in the ensuing struggle but aftér Joe has raped . .

- .
Vicky, they are reconciled. Joe, however.a’<s donvicted of"

- murdering Clegg and dies of pWa_il while waiting
to hang. Vicky is quickly .married o to a neighbour and

has two sons, the fifst of whom is most likely Joe's. Be-

{°r -
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cause the second son, who is the narrator, beafs a large.

gscarlet birthmark on his face, he is assumed to be Joe's

" son while-the older boy, who believés in nothing, least of L

]

-

all justice, goes,on to be a successful lawyer.
The play is concerned with justice, or rather the lack

of it, in a community more concerned with appearances than

‘with the truth that lies beneath the surface. Throughout

his life, Joe is punlshed for sins he hasn t commltted be-f
cause he-“appears“ guilty. Being -the only person to'surv1ve
the fire that destroyed the rest of his family, he is sus-
pected of havihg set it. When he and Alice are found to- @
gether in his room on Christmas night, the Cleggs refuse to

believe that they were only talking. His willingness to

work hard on the farm and to be patient and loving with

Alice are interpreted as stupidiiy and-in each case, he -is

N,

'/ abused. Vicky alone recognizes his goodness, but even she

falls<victim to appearances in assuming Joe is being un-
faithful to her. The " justice" Joe claims when he's relea$Sed
from prlson. commlttlpg the crlme he's been charged with,

is as perverted as the " justice® that has been perpetrated '

on hlq. Nor does Joe's death end the injustice, which is

. o] - .
" carried on into the next generation where the community

e

confuses the identities of the narrator and Joe's son. Jus-

tice, both legal and-social, is meaningless because it #

oy ,

deals only with ‘appearances and not with the underlying

reality.
' &

Thé characters' existence in this repressive society

. R ,
. ' > .
1 i .
' . [y ~
—m P * RN T oy ’ e e M e g e e i e
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ﬁ\is convéyed tﬁrough the imageryh’The tﬁ?bé predominant

patterns of imagery concern barrenness, animality, and fire;
| all sﬁggest a kind of living déath. Eacﬁfpattern is associ-
ateﬂ. for the most part, with one of the three main charac-
térs. Jée; Alice, and Charlie Clegg, yhus bringing them to
the forefront. |

Clegg is a harsh man, as crippled in spirit as he is

physically. He 1s—e&osely llnked with the oppressive natu—

ral settlng of the play whlch. in the flrst scene, ewvokes

the splrltual climate of the community of which he is part:

THE FACE: ...It was one of them days when the'w

sun seeﬁs close 'nough you could pop it ;3 o
thh a stone. Not a breath 'of air. Even
the weeds start,qurl%né up. And the'go—
. ‘phers stay underground..bnlx cussed '
*.farmers out in the fields. But on the
prairies, lots a them,:wiéh red nécks
fand‘dfy sbit and blbodshqt eyes. The wo-
" men and kids stick pretty much to home, -
In next- to—nothlng. w1th the blinds
drawn. (1) s N

hY

]

Clegg himseif'has little success as‘g.farmer'uhfil Joe ar-
frivesf Inétead. he boasts of his rgck;linedlfenQQS (20) . ‘
‘which érethpt symbols’of his'relatiénéhips.with others, for
\he is not only mistrustful of hls nelghbours and Joe, but

_'£egls aliepated from his wife.and daughtggs. As he§§ays to*

- -
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_Because Clegg is unablé to feel compass1on for another hu--

largely associated w1th Joe, and along wath the narrator's '; -

101
his wife: : ct - - .- '

CILEGG: Sometlmes 81ttin w1th you...at thls ,
table...I look at you...er in bed...

I touch‘you.s.and I‘don t know you at l- i ‘ o

. all. A corpse! t36) | |

*

*man, he is. splrltually and emotlonally dead.

The qnlmal imagery throughout the ‘play suggests another. 

4
form of 11v1ng death, for anlmals do not feel or thlnk as

men‘do but react instinctively. The anlmal 1magery 1s
¥

] 3

descr;ption of his "leaky,. flat whistle® and “nobody-home iﬂ -

smile®, suggests hlS zomble like' existence, devold of any

emotion or ability to respond in an 1nte111genf/way In the

opening scene. he reacts.to the Clegg @irls' antlcs by S {.
staring "llke a steer a% seme queer hu;2£~k01n s on" (5)

In Charlie Clegg's eyes. Joe's behav1our 1nd1cates a 1ack
-

of intelligence: -~ - J ‘ . :

CIEGG: Sssssstupld'--Yeah I sized him up
pretty.. qulok for doin' what I tell him.

- —Pass me the dills, Molly+ =:Heldon’t ' -
take long eatin'. But I gotya tell him} '
giddup and whoa all a...Glddup and . ‘ S

" whoa! Like‘e oxl‘(19) ) . '

-

Ani@ality is not only associated with passivity how-

'i BT
v

Mt g
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.tween Clegg and Joe at the end:

N Both "animal" reSponéea.*vibleht-rgaétion and passive accep-

"~ tance’ afe'ihadeahaté ways of dealing with ,injustice, so

‘ 31tuat10n 1n the Clegg household and the community and de-

-

ever, -but is also used to describe the violent gstruggle be-.

\

£

v

. .
THE FACE: Animals! Alla them! They was all -:’
animals! Angry animals: Frightened .

_animals! Joe and Charlie Clegg locked

t & 'y ; [ A 'G./‘ .
° ’ together smearin® each other with their’ ¥ R

S rahld slaver, .and sweat and blodd, 111 : , \

.
1

. o

el ancgrand rammeg_hlm bagk'agalnst,the .

. ' . \y ' <]
‘brick.chimney and knocked him out.(63) .

o ‘

that even when he does strike out, Joe still remains a vics

tim‘n " ‘ ’ . . - . i ) ) ’ L3

The flre 1magery ﬁrovmdes the llnk between the spec1fm
a‘ *

"_scr es the attatude towards pa881on. In this 1solated and

vest is associated with festivity and provides an opportu-

nity for the farm families to get together and relax. Even

the ‘normally unrespoﬁsive Joe feels happy (13). However,

firehis also seen as daﬁgerous and associated.with un~- .

- bridled pa331on.,In the case f the harvest fires. _the dan-

. ¢
- gexr is sexual:

. Joe got Charlle in a grip and off- bal— ‘ ' ~ -




'While the community is right to fear this kind of passion,

THE FAQE: «++And a'-fteri,/. there was some keepin'
¢ T?h\ébeqon the gﬁr@g{ aprons for awhile. o
For...for more harvkst than anybody'd
. :

l ' figured on. (1&) ) } .

y ) .
Jo -

In a society where appearances are so important, an ille=
gitimate chi;d~is evidepge of a lack of control. |

PO . .
Fox’ Joe, fire is asso®iated-with suffering and it

bréaks'out'in situations where fhere is no love., In the

case of his own family, his sister Tdudi's suffering, in

an emotional climate as sterile as parsh as that of the ,

. . . . .
Clegg household, erupted in a desire to destroy. He recog-, _

nizes that Alice's suffering is similar to his sister's

and tries to warn her:"JOE: You’ don t gotta be helllsh...

‘to...to climb. outa hell" (40). Thrgugh the reference to Hgll.

which implies fine, Alice is dlrectly linked with Trudi

and thus tp)Joe sqpast. Allce 8 madness. toa, erupts in de-

s

structive actions, directed, for the most part, at the one
person‘who tries to sa&e her from her hell. She throws a
pitchfork, fhe Dev1l s tool, at Joe, sets fires to mgke '

her parents susplclous-of him,-and turns Vicky against him.

A

4

#ARey must also recognize‘%ﬁit\fts source is the repressed,
b

~ grid emotional climate\in wbdch\these girls grow up.

;e Through his use’of myth, Pet rson shows that it is not
énly society that is unjust but man's whole ex1stence. The

0ld Testament myth of Jacob and his two wives forms an

o
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itonic backdrop for the twentieth ¢entury story because °

while the two stories are similar, the outcomes are very =

‘oifferent.lLike Jacob,-Joe is a hard—wgrking'and'enterpris-

ing young man who. must work for his.dishonest‘father~in-

B

«law in order to have his bride. In _both caées. there are

two daughters in the family, the younger of.whom is. more

AU THe

desirable in looks and personallty Imp1101t 1n the’ Old o
-

Téstament story. however, is~the ided of D1v1ne 1nterven-

1)

,tion in the affalrs of men to.uphold justice. God not only

_helps Jacob in hismdealingeuwith‘hishfathér—inélaw,‘butgen_

ables him to return to his homeland in triumph with his

w1ves, sons, servants. and, flocks. His son, Joseph becomes
™
a great leader and man of God. Joe, on the other hand dIES

o
. —

befoqe he -has tlme to enaoy his w1fe, see hlS sPn. or in-

herlt the land he has laboured. Furthefmore, his conv1ctlon

"of murder and 'his death 1n,prlson are ;gnomlnlous. while

. . \ \ L
his bitfer legacy to his son, a belief in the complete lack«<"

ol
of any kind of Justlce..as a denlal of the rellglous and

e J

t cultural idealism on which our society 1& founded, :

-

There are other mythlc»elements as’ well whlch convey/

Vet

“

NS
the 1nev1tab111ty-of\Joe s fate. As dlscussed above. Joe ‘is.

often described as an animal, spec1f1cally as an ox .(19)

<

and a Bteer (5). both of which were tradltlonally used for '

sacrlflces. The descrlptlon of Clegg in his first encounter

 with Joe evokes the image of an executioner:

1} * e
“ i . . .
|
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THE FACE: Charlie Clege, for & wonoer, wasn' t
.. out staring at the back end of his

;horses. workin’ the land to death. He

S ‘sat ‘hunched over the grindstone’ on the
'shady side a the barn. Pedalling away.“'

« Sharpening the Cuttlng'blade a the

, binder.'Géttih',ready.for;the harvest,
what there might be. When a man with

“the (siq?]. _gunnysack climbed the‘ fence

T and came up to,him. (2) "L | . R

“ o

" Like an execut;oner. Clegg has no 3hotional ties w1th hls Y ,3‘

. V1ct1ms,,A11ce. Vicky, anéd Joe. but manlpulates their llVes'
and evehtually destroys all of them. The 1nev1t;§111ty of ¢
.the flnal outcome 1s suggested by the narrator in phrases o
such as “...Thlngs went on. the romance and all the other T
;..1.gr1nd1n'" (38) Nor can any of the 1nd1v1duals 1nvolVed -
prevent what happens for they are "lee sleep-walkers. .fu’v . ”;
That s what they all was“ 7). In the hands’ of a greater

force. they can only play their roles. L S ﬁ

" The narrator of "Joe Katona" although not dlrectly;‘

'j involved in the events of the drama, plays a key role 1n'. ;«;
that he functaons as the focal point for the ironic ten-

/
sion, Through hls narratlve role, hls relatlonshlp to Joe,

A}

‘»~his positlon in hlS own sotiety, and hlS position in tlme.

Loy

he is the’ fulcrum. the balancing point between the spec1flc Coet

,events.pi the twentieth-century gsociety and the myths that

ERN ' . ' [
. N
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q§f1ne our cultural herltage. Throughout.the play, the nar-

-~

rator s 1dent1ty remalns an amblguous point. While we do

until the end of the play, it is evident from the flrst

speech that he is personally 1nvolvede X

-

THE EACE: o And then somebody comes up w1th

.

°
«

I wanna ‘say: "That's .a. lie, Mlke Dover )

‘somethin I ain't heard before. Maybe

"by now they re making thlngs up And _

' .ecer Sarah McCaw When theﬁ see me

. comlng, they don t talk about 1t. or

they shut up. \But mostly they don't

see me. . When you--thls klnda Face——

, ™

stick out so much; you learneto get

'around w1thout beln' seen. You stlck

‘on the frlnge An& Listen! [siq] (1)

. not know hls exact relatlohshlp with the people -and events

His 1nten81ty. his concern w1th whether the new detalls are

true or nét, tne fact that hls presence silences people and

finally,»%he al}331on*tb his physical appearance-~all 1nd1-'

cate that Tﬂe Face belongs to the story and is nef merely'a

’detached out31der. In subsequent narrative passages, the

kind of detail he supplles. such 'as Mrs Clegg s reactlon

-to her husband' s feellngs of estrangement (38) and Alice's

‘

constant playmg of the player piano during the time she' was

running around on Joe (43). show how deeply 1nvolved he' is

in the story.
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The narrator's félationship to Joe, revealed in the

finaiosbeecthf the play, is ironic. Thé two are father and
son{ not,through blood but symbolically, for each is an.
innocent victim of the community. Joe 'is unfairly treated
by 811 of the Cleggs fof no apparent:reason; the community
tolerates this ‘abuse, even giving'it‘técif approval by sen-
~tencing him to jail for an assault he didn't commit. The'

' nar;atorfs.“lqgacy“ froﬁ.hia symbolic father, the large,-
) 'scarlet birthma;k which earns him the epifhet "The.Face",
| and which is regarded as a Jmark of sin" 261), gets him
apart from the rest of the community. Their willingness to
éé%ume he is Jée's soﬁ merely because he bears a birthmark
is an'exteﬁsioh pf their ﬁillingness to assume Joe was

vk v
guilty of arson, _rape, ghd murder because he seemed to be.

"Passenger Pigeon Pie" deals with the difficuity of
‘ﬁeing heroic in a society which doesn't permit men to' be

men, much less heroes. The ironic treatment of Julien, the

&

hero of the play, by means of the plot structure and the

~characterlzat10n. shows him as;his Society sees hlm,‘a‘
failure, a man whose life and death were insignificant. It

[is only through the narratlve structure~§nd the mythlc‘

)

. overtones of the pléy that Julién is seen finally in Peter-.‘

rson'é'tqpms as a hero, albeit an unsung hero. ~
_ The story is narrated by-Sarah, wife of André, mother
pf'Julieq. and grandmothér of Paulj all of these men are

carpenters. Conflict\éruptg between André aﬁd Julien after

N
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.'Julien's wife runs off with a salesman, leaving him with

their son. Julien begins to question traditional valués.'in

particular the. ethic of hard work and’ passive obedience to

one's supervisor. Those who accept this role are like the

now extinct paésengar pigeon which was domesticated and ‘

obedlently served man only to be destroyed by hlm. When

Julien refuses to stop asklng quqstlons about hlS ‘current
Jjob, a strangeypulldlng for which the masterplan and even-

tgal; use gfe ﬁ”secret. the other workers, fearing for their

own jobs, push hih td his death from the scaffolding. His

father, now crippled by arthritis, finally sees his son's
point but dies before he can.convince others of it. Julien's

son, Paul, goes off to seek his fortune, leaving Sarah alone

with her memories. When he returns as a salesman, she final-

Ay

y. - understands her son Julien's ﬁoint and refuses to ac-

cept her grandson Pdul because he stands for everything

against which his father rebelléd and which killed him.

Thematfbally,‘the play develops on two levels. On one
level, an unquestioning acceptance of the conventional work
ethic leads to a society in whlch money alone is 1mportant

and the individual is simply a pawn to be exp101ted Con-

< a

flict af;ses between Jylien and his father pecause yhile
André recognizes'a builder's responﬁibility for the quality
of his wérk. he doésn't feel it is his place as a simple
worker to judge the ends to which his efforts are applied.
When he flnally does ungerstand that he has ‘been a pawn and

allowed others to ugeyhlm for tpelr own ends, it is too

4
[
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late. Patul never éoes understand and, in becoming“a salés—
man. symbollcally abandons his right to make any. Judgement
about the world he lives in by making money his sole cri-
terion of sucbess.

“The patterqs of 1magery in the. play reflect the values
of the. three different generatlons. Much of the 1magery as-
sociated with Sarah and Ar dre focusses on man's innate cre-
atlve abllltles at a ba51c level ana follows tradltlonal
values and role d1v1slon. Andre, the head of the house, is
a carpenter whose honesty and simple values are reflected
in his work. He bui}dé his family's home as'he builds for
- others, care}uily and accurately, working with "the straight
'graln“ (7). Never an artisan’like Julien, ﬁis work was‘
.nevertheless solid and Sarah says of hlm SARAH ...But
there was somethlng,to them, his plain. ways and talk; ydu
trusted them "(6). - . : ‘ /

While André's creative abilities‘are applied to build-. ' ~
ing his family's house and earning money to feed' them, . ’//
Sarah's go into woman's traditional work as home-maker, =’
qopking and caringr?or ier ﬁen. As wife, mother, and gtandQ
mother, sﬂe segé her rolg és procreator and nurtarer, and
feels uséless'now:that she is alone, Her memories are filléd
~with referenéea fb:the'physical‘love she shared with André.l
and her relation;hip with-per gon is defined in very“physiJI

cal terms:

SARAH: I bore him in my belly, and carried him




/ ' ‘on.these hips.'and fed him my own milk
" . for a year, and taught him his waiking
// ) . and talking and ABC's. André was away
///q so much. So he's mine, mine! An@ I'11

)‘/ take the blame, and it's.a bushel of

) /// S .blame.: I wanted a half a_ dozen kids,

. -/ \\\ T my nest. Julien, a boy, a heartbreak.(j) ' . ‘f

. w

-- . but Julien was tHe only one to land in

Bgcausé‘she feels fhe.same‘responsibility'for the product
of,her hands as André, éhe is disappointed when Julien does -
" not turn out to be a hard_workex\like his father.

The animal imagery in Julien's language reflects his
preoccupation with mén's roie in the working world?ﬂﬁgg‘z;—
bition in llfe. to be a man, involves more than just work- g
ing hard as hlS father has done: "JULIEN I want more on my
brow than sweat" (22). He despises the monotonous work and

.s8ervile attitude requlped in most jobs:

JULIEN: Huh, doing the same lousy thing over -
and over again... .

/e -. SARAHr Son, that's how most of the work in this

L "‘ world gets done.

JUIIEN By servants and coolies. Bow;ng. Like

-

chickens.“'Yes. Yes, sir. Qluck,Cluck.

(26) ~ . . | L
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The idea of the mindless labourer ié'éumméd,up for him in
the passenger pigeon. Any personuwhordoés riot try to have

some control over or responsibility“for the work. he pro-

——
———

duces, who merely doés a job ahq doeé ﬁof;igyﬁéiiy.preate
anything, is a passenger pigeon. H;érféﬁhér'and all those
who beliéve in the value of har&vﬁbrk wiﬁhout questioning
its purpose contribute to the commercialism that dominates
society, destroying all those who oppose it and swallowiﬁg
up the rest, like Paul, who become salesmen,liraders in
o;hers;‘goods, bassenger pigeons. ' )

Julien's lullaby acts as an indicator of Sarah's own

‘journey through the past towards accepting this point of.

view:

JULIEN: Go softly, go gently, my'mothef. to bed, .
Don't think of the boys on the battlefield bled,
Your son may have killed them, your son may be ‘dead,
: \

But don't think of that, mother, go softly to bed.

It is heard only three times dbut the words have a haunting

effect which strips away the traditional image of ‘the mother

I

by linking her with her sons who make war and kill. The
first time Julien sings it to her, he is chiding her refu-

sal to recognize that her son is, as André has just said,

'a bum who only works to buy a bottlg or & woman(lQ).Sarah

would prefer not to see het son's part in this world.-

It is heard the second t@me when Julien has just

i}

" learned that even the construction boss doesn't know the

(I T £ £ /
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i the puspose of the 81nlster bulldlng they re worklng on.

Sarah cannot deny. that the secrecy 1s susplclous but she

Vs
D 4

wants Julien to ignore what he has just 1earned. —

"SARAH: Oh, yes, why can*+t Julien just be "happy?
How many times I asked that of him and | ,

me and André and God: Why does he have

to fret? does he hare touargue?(jé) Y

" When the lullaby is heArd at the end: of the. play, just af-:
ter Sarah has’ disowned P for.turnipg‘away from all that
*  his father and graanether ditd for, Julien ie'ne longer

. qhiaing'her but lamenting the \loss of paet innoeénqe.

The central theme of the play, the dignity of a man,
is mirrored in the narrative .technique: Sarah's narrative}
both in the plot structure and in her commentary, creates

C

an ironic perspectlve by denying Julien s heroism. This

v

1rony 1s not'resolved until Sarah herself comes to see him ,
‘as a hero. Throughout most of the play, Sarah supports’ the
conventlonal values of her soc1ety and therefore views
Jullen as his 8001ety views him. To her, he is neither rebel
nor hero, but "a boy, a heartbreak" (3 ), an unsuccessful

" husband and a poor father, a men who has the abilities but
lacks the will to put in a good day's work like his father.
who harps on passenger plgeonss This lack of recognltlon of
the value of Julien as a man places ln .question all he-

~—

stands for. - - '

Julien's role as hero is'aléojconcealed through -the
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\plot In the famlly, he holds an 1nconsplcuous position,
sandw1ched as he is between Andre, an experlenced carpenter
respected by his superiors and peers, and Paul, hlS bright.
s ‘ young son, who qulckly earns himself a good reputatlon once
he takes up a trade. Jullen s rebellion agalnst the conven-

tional work ethlc takes the ‘form of drinking and womanlzlng'

o and his death is not the cllmax of the play but merely the o

TN et

flnal ,meanlngless event in hlS unhappyhllﬁe Although the
meanlng of hlS death is flnally understood, flrst by Andre
.and then by Sargh, they are too0 old to act and Paul " who

could valldate hlS father s struggle by taking up his cause."

/
" - /turns away from-all that his father fought for, thus de-

b//stroylng any hope of change.
_The narrative structure then, shifts the focus of the

.play from the hero, Jullenf to the recogndtlon of his hero-

_ism by Sarah. The climax of the story occurs When she fi-
nally understands what Julien died for and turns Paul away
becadse, though he may be blood of her blood . physically,
the fact that he turns his back on‘his father's and grand-

: father's values shows that he is not akin spiritually. Re-
jectdng Paul is painful for Sarah; with-André ‘and Julien*
dead. she ié now completelyvalcne.and alienated‘from the

society she once felt .a part of. Her only consolatlon is.

the knawledge that she has at least known heroes. N

! .
SARAH: ...Oh,‘mj heart hurtis,where I‘ve'farn . -

_him out. After two brave men, a sales-

[
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man. To provide part  of the érust of .’
the pie. 'H-ow can, I dream any more after RN

' this? Backwards or forwards. I've ‘never
felt so alone. As alone as a star. As .

_alone, as the night. As. alone as & stone.

-

...{TRYING 13 SMIIE) But, I have felt -the.
40P : S R
- breath of <heroes... (52) o R o
IR . . . : .

»

The use of the Old Testament materlal empha31zes,

' through contrast, the bleakness of man' s future. Sarah's

name and her lusty personallty recall Sarah, w:.fe of Abra.— ’

.ham, whom God promised would b'e“the "mother‘ of all natioris" .

(Genesis 17:16) .. Although she sees herself prlmarlly as a

>

nurturer, "Sarah of Three Ages" (2) and André's "Old Woman"

(5), all her efforts seem- fru1tless by thé end ,of the play.

-

Her-wish for six chlldren w;\pot granted and the men. in .

her llfe--—the real men, André and Jullen--are dead Her

grandson having refused to take up his fathe/r-\s struggle to

be a man, she con31ders him dead as well aqd is thus left ‘
chlldless. Because of her assoc:.a.tlon with Sarah of the 014

Testament, Sarah's 1solatlon becomes a symbol of the loneli-

Lo

"ness and hopelessness of man's existeﬁde..

Radlo 8 transparency is exp101ted to create a sense of

tlmelessness whieh brlngs the mythlc promlse of the 01d

Testament more 1nto focus. Although the language is collo-" .

qulal the references to sp801flc tlme and place are very

few so that “the twentleth century recedes from dramamc

b
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] reallty and ‘the ln.stener 1s wltness:mg a drama that could.
have ta.ken place at any time in man's hlstory Indeed, the
mythic 1magery that surrounds Sarah, references to'Julien's
wife as a "Jezebe® and the identification of Jul"len.:‘ as a‘ .
a Christ. ﬁgur:e through the ,carpentrir inage’ tend to lead the

‘ l'istener’back to fhe Bible Furthermore, in going back and.
. forth frém present %o pest as she relives her llfe, Sarah Y, '
not. only creates the emo‘tlonal staining effect dlscussed
earller in Chapter 1 but detaches eVents :f'rom a spec1f1c} -
,tlme :f'rame so that they seem to fioa‘t in tlme and are there-
fore more susceptlble to peing drawn into the Blbllcal tlme
. :t‘rame. Paul' s arrlval in a flashy car with ‘hls jaunty air

and 1950 S llngo brmg us abruptly back “to ’chg twentieth

--century Where men are plgeons and have no future and where

" . Sarah is'no longer ‘filled with the promlse -of mothering

nations, a fertility symbol, but an old lady who must ‘sub-

8ist on the memory of heroes and can only look:. férward to a

" cold and lone].y existence befere death delivers her.

In the last play of thls period that we w1ll examme,

"'The Frightened G:Lant“ Peterson takes his bleak. vision to
-l

its extreme and beyond. , to flnally offer a ray of hope.. The

’.narrator and trlumphant villain, Robert Tyrrel, lS a ‘ ' -

n:meteenth—century anatomist 1nte¢é‘/e\sted in "the mysterlous

a b

‘clock that regulates growth" in the human body. When he , i

meets Harry Cork. a young glant, at McSwan ] peep show, he

‘.befriends him in- the hope that Harry will allow h1m to have

3
) ‘ N «
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vocabulary ci his tendency to qualify his statements with

s

His body to dissect when he dies. Harry i& initially taken-
in by Tyrrel's friendlinees, but when 'he realizes Tyrrel's.

true motivle, ‘IAxe is outraged that his body is considerdd of

more importance than his soul and refuses the request. He — .

flees Both McSwa w1th hlS peep show and Tyrrel with his I

anatomist knife to dlé\g.l}e% having made ar;c‘a.ngements
with the gravedlggera to. protect his body from Tyrrel The .

-latter. determined that science will not lose such a spe01—

men, pursues Harry. and, through various dealmgs, eventual—
Ly gets the body. However, although his papers basiﬁ on the
dissection of Harry's body win him recoénition, he néver )
find‘s the mysterious éx‘owth clock and the h‘llew eyes of %
the stuffed 'Harry mounted in his museum 1yock his failure.
Mucﬁ ef'the dramatic power of the play derives from

Peterson's ironic treatment of the hero figure in both the
narrative and the characterization. Tyrrel's manner at f’grst .
leads the listener to believe that he' is the hero; his

speech style,confime the listéner's expectations of a con-

ventionally gympathetic narrator. Both his well-devel\ope'd

phrases such as "I fear" and%,%y m afraid" suggest a well-
educated, thoughtful man. ThlS 1mage is reinforced by his’
ﬂ'f d treatment of Harry. Harry 8 rough, surly manager,

McSwan, serves as a Yoil to Tyrrel who urges the former to
treat the giant better. buys Harry i‘ood and clothing, and A

genefally appears to take a personal interest in the young -

. man. In short, Tyrrel gives the impression that he hag .

~

&
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Harry's best'lnterests at heart, _"

-
<

The confusion over the identities of the hero and the
?illain is resolved through the imagery, for‘Tyfrel's lang-.

uage reveals his real attitude to Harry. His description of

. him as "a precious carcass" (1), "a magnificent specimen"

(1) whom_hef"brought in* himself (1) evokes the image of
<4 )

wild game whbse importance is the glory its capture brings
' [y

to its hunter. Tyrrel also unconsciously reveals his true

°

nature in self—lndltlng statements such as: "TYRREL: I'm a

- S

scientis®, not a gentleman..."(?) ThlS admission is con-
’

firmed by h1s relentless and obsess1ve pursuit of the terri- -

13

fied Harry sfter the latter has refused to allow his body
to be dissected for" science. Far from belng ‘the hero. Tyr-

rel 1s the villaln. ‘-q~

It 1s not untll the end of the play that Harry emerges

_hs the real hero, partly because of the audlenqe s confu-

sion over Tyrrel's rode and'partly°becéuse of Harry's char-
P ’ ' h

'acter. for he is a gross distortion of the traditional hero

figure. Although phys1cally larger than other men. he is
only/g Chlld 1n51de wh® can no better artlculate the evil
he “is struggllng aga;nst than he can defend himself agalnst
it. Yet)it is this innocence and goodness, all that femalns
the eroded hero figure.'that prevents Tyrrel's victory'
from belng complete. for Harry does not yield up the secret‘
growth clock‘Tyrrel seeks;that 1s.Harry 5" ultimate’ privacy
is retalhéd. Slight lhough this~victory may seem, it is a
fonfirﬁation of the power of innocence ehd goodness in an

.

. ! . . !
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otherwise bleak world and therefore offers some measure- of . “/"T -

hope. a ‘ P

,.

On thé mythic level, the play evokes the struggle be- -

tween the forces of Good and Evil, the Devil's age-long at- o

v

.tenpt to secure man's soul, which began in.the Garden of

~ Eden. Tyrrel is identified with Satan from the first, speech.

when he explalns that Harry- saw him "not aé\%hls great sci-

entlst this benefactor of manklnd——but aa\the Pevil hlm- ’ ‘ .

self'"(l) Harry later refers to Tyrrel as " the Dev1l 8 par- Do
son“ (19) aid ‘speaks of his "ghoulish sm11e"(19) Even the

.y to.

j phy31cal descrlptlon of Tyrrel. a short man w1th red- halr,

is' one frequently associated w1th the dev11. . " Lo
The manner in which Tyrrelﬁspeaks of science trans-- 'j'- T
forms it into a god or a religion: “TYRREL....SClence will

be served"(19), and "TYRREL:...SClence must not suffer - " f

' the materlal world and has no regard for somethlng as ;n—

Ln

tanglble as a soulx , 3 . -

- . »

‘A'i‘
1

) TYRBE;@ ..ZTramnle a.nan's'eonl.under to 'get
" ata scientiﬁib fact! What is a'eoulOT. o
i.What is the human splrlt? Who kmows?” |
But a sclentlflc factx that' s~ some—'

thlng. Plaudlts for the dlscovererx S

that's somethlng. Glory: Glory. Forget

\ *5 . ‘ .

. souls. and spirits!, Oriward and upward B Lo

; with‘knowledge. ‘with science! (23) - -
K . : Voo Yo o
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e Nevertheless. the very 1nnocence and 1ntegr1ty Tyrrel can-

- 7 - net understand w1n 'out in the end He may have succeeded in

n K . v A

; . <. .. ..eetting Harry s quy but he 1s no more able to find his-
;o ’ growth clock th he \s ahle to appreclate a soul Mo%eover,

S . ) )

the fact that he 1s‘tempted to haVe Harry s corpse stored
’{‘~' . in the basement to be free of hlS mocking eyes (23) s ‘
;‘ ;.j ‘- gests that hegmay suspeet that there is more: %o llfe:than
‘ _“sclentlflc facts. The narratlve proves to be doubly 1ron1c o
- R ’," oo .~1n thls play. forrnot only does 1t undercut the hero. but

.

7+ it diso undercuts the villain's v1ctory. . ".x ‘
In hig thlrd perlod. Peterson “Feturns to reallstlc I
e Vo plots but deals with a reallsm that, through archetypal
o f, : imagery. reflects the collect1Ve, unlversal patterns of

< 0 L iman 8 ex1stence. ThlS v131on of man.s exlstence is even . -
. . . ( ’
fbleaker than that of the second perlod for 1t is not so'

—pmuch a questlon of man himself beingteVLl but of a greatér ~¢}
: “3"'-_f Lo ‘force shaplng hlS destiny Contrary to the concept. of thls
. -Torcé in the Judao~Chélszan tradltlon that is the ba51s of

our culture,however, thls is not a benevolent force. In

-~

fact, in plays sBch as "Joe Katona", "Passenger Plgeon P1e"

L o _ and even "The Frlghtened Glant“. Peterson denies the view’
; . S of a benevolent God. in favour of an_uncarlng or absent
i k - C Ty A [}

.

God. "Thée Cry of a Loon Over Water" and "Iilith" reinforce

' 'the post-lapsarian vision of man's existence in which he
0 A i 1

¢ .

_must suffer through’ his~life. Yet there is some relief in '

. . .
¢ : . . [
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this dark picturex Peterson 8 recognltlon, largely through
the narratlve technique, of the dignity of the man--even

the ‘least of all men, "like Harry—-who makes an effort to
flght back against_an unjust fate. % o T K - co

CONCLUSION

' P [ - . .
. N . . 3 .
L4 . . ° . . &
R .

Unlike some of his contemporaries in radio work, Len

Peterson was less interested.in the technical r@sources ofi e :“
1 . .

"the 'radio medium than in the exp101tat10n of 1anguage in.

_order ;o convey his themes' and hlS vision of man' s exis- Y
tence Whlle He makes use of music and sOund effects, his’
plays derive thelr greatest dramatic strength from hls‘use
- of the spoken wérd. | |

In this o;erview of'Peterson's radio plays, we have “ ' .
seen how ne developed various dramatic tecnniqnes for ra- |
.dfo..Although.he started witn"natnralistiCydramas, he
_quickly moved away from these into the;yore'fluid and .ex-
pfessive world of the subconscious, d;eams.’and the imagj4

1nat10n. The mythlc archetypes sugéésted in the first

period plays are used more expllcltly in the second pe-

l‘v

-

riod and in.the third perlod. . they prov1de ba31c struc— R
tures for the plays. Dregm figures. such as Death, and dls-

embodied voices are used to express and explore psychologl- | -
cal realities. Imagery is used to mark the patterns of the | (
plays. and the mu51cal qualltles of language. help to ex- B
press the emotlonal landscape. The non-chronologlcal Juxta—

ot

.
») . ‘
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'p081t10n of experlences and thersuper-lmp051 g of one scene

on another help to free the plays .from the» 1m1tat10ns of

8

. ordinary reellty. Lyrlcal narrative passages set the sub-

f

Jective tone and mood while an involved narrator, in:de-

[N

. seribing his perceptlon of events, 1nfluences the way in

whlch they are’ 1nterpreted subJectlvely. These technlques,

.comblned ‘with the themes of Petérson's work, which reflect

an acute sensitivity to the problems of man's existence in

,tﬁe twentieth-éentury,'make Peterson a major contributor

to drama in Canada. Indeed Peterson s use of technlques

which free the wrlter and t?e lletener from the world of

‘material reality in a play such as "Burlap Bags" prefigures

the use of similar technlques in “"Waiting for Godot™.

’

-
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