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INTRODUCTION

An exhilarating interest in, and a fascination for,
the dramatic aims and activities of the Abbey Theatre prompted
the selection of a thesis subjeet relevant to the dramatic
ereations of this artistic group. Unlike its Continental
counterparts, the Freie Bahne and the Théﬁtra-bibre, the Abbey
did not engage itself with esoteric or controversial "social
ideas, but with poetic revivifications of Gaelic legends and
the plcturesqueness of the Irish peasant. To attempt any work
involving the Irish theatrical complexion and the poetic lyric-
ism of the Abbey's early plays requires a particular sensitive
ity to Irish provincialisms and Irish idiom, which the writer
does not possess, For that reason the selection of a subject
was narrowed to the debouchment of Abbey talent and genius into
the larger sphere of world literature.

Sean 0'Casey's Abbey Theatre dramas (The Shadow of

a Gunman, Juno and the Paycock, and The Plough and the Stars),

although substantially peasant plays, a®® in reality pilctures

of peasant character in the process of urban disintegration.

It is this shifting of dramatic interest from country to city
111




that distingulishes O'Casey's achievements in the abbé} enter-
prise and places his work in the féont rank of modern Irish
drama. Because these early plays are well known and have -
achieved a definlte success in world playhouses, the writer
has undsrtaken an evaluation of but one aspect of 0'Casey's
1ster plays - that of symbolism. This aspesct is perhaps s
highly controversial one, and finds its devotees eloquently

1 and its detréctors.volubly unimpressed. It is not

laudatory
the object of this paper to pass judgement on the 0'Casey
dramas except where the symbollsm emploved demands a consider-
ation of its effective use in achleving clarity, mood, unity,
and consumate development,

play should bs exemined for its qualities that
make for its coupleteness as a play, and evaluated as such
upon its eventual production, bearing in mind, of course, the
current tastes in dramatic presentations, To remark that the
poetry in a play 18 sesthetically pure and noble in execution,
and to conclude from such observations that the drama in which

it 1s found is necessarily good, is a false presumption. As

poetry it may be judged, hut not as drama. To find the symbols

1 The National Arts Foundation of uanhatten, in
1ts selection of the t* istg of 1952 nopnc
% C%%%X s the "most m gngffcen prose wfi%ar PR gge medern
L 4
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in a successful play inadequate or stultifying, snd to subse-
quently demean the play because of this obvious weakness, 1is
glso a false determination of the play's merits. If the play,
in spite of its faults, achieves successful traglc or comedic
presentation, and if the playgoer has experienced an Aristo-
telian purgation of the emotlona, then it has justified 1ltself
as drama and 18 eligible for commendation as playwriting
artistrye. DUrama, snd this does not include so-called “closet"
dremas, is8 primerily a participatory affair, in which both
playwright and playgoer find kinship in ideas, moods or emot-
ional experience. ’

Un the other hand, falling the ability to garner amd
evaluate audiencevreaction, the critic of the drama must pre-
sume these essentlals and judge the substance of the drama on
1ts apparent lucidlity of interpretation aﬁd on its appeal to
his own emotions. If his reaction is corroborated by others
qualified to make critical deductions, he may presume his
judgenent pertinent on those pc;nta where critical vie&s find
agreemsnt; This does not alter the fact that drama must
| justify its existence as entertaimment; for if the vplaywright
indulges in abstract or intellectual maunderings, without pro-
viding pleasurable and ewotional stimulation, he has not earned

the distinetion of having written a playworthy drama,
Symbolism, as of this date, has not proven itself

v




a happy and #dequate medium of dramatic expression, &his is
not to imply that after considerabls experimentation, and
taking into account the vagaries and vicissitudes of public
appeal, 1t will never be successful, Time and taste may bring
sbout 163 ultimate use as a sound dramatic technique. If the
following evaluation of the use of symbolism in the later plays
of Sean U'Casey appears empiricael or harshly critical, it is
so hecause this evaluation corresponds in some measure with
critical summaries by competent reviewers, and becauss it
lacks, in the estimation of this writer, the necessary explolta
ation of the themes undertaken by the playwright.

In the preparation of this thésis, my indebtedness

to Dr. Patrick J. Casey for guidance and helpfulness, cannot

be overestimated,
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CHAPTER I

SEAN O'CASEY AND THE ABBEY 'THEATRE

The years of struggle and terror resulting from
Ireland's avid assertion of its nationalistic sentiment was
witnessed by a voung man of the Dublin slums with a poetic
feeling for humanity. This young man, Sean O'Casey, saw this
drama of fratricidal fury with the seemingly impartial pans-
tration of a true humanist. Although he had not fully wastere
ed reasding end writing until he was fifteen, he glowed from
the enchantment of Shakespeare‘s plays and the virile elo-
quence of the Elizabethan poets, H1is haunts were the streets
and slums of bLublin and to those who sat in the plt of the
Abbey Thestre he was a famlllar sight, wearing a bedraggled
trench coat and a cap pulled down over his eyves., Hare 0'Casey
discovered a medium by which he could release the vigorous
poetry thaf welled up inside of him; here he tasted snd found
wonderful the theatrical aura of William Butler Yeats. But
the impressive stuff of drama he found not amongst the Irish
peasant, but in the wretched, wondrous lives of his fellow

Dubliners. He wrote plays about their struggles and about
1
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the terrors of the Black and Tan regime, and he presented
these plays to the Abbey Theatre with more persistence than
faith in his own dramatic powers, Eight times he laid his
manuscripts before the Abbey directorate and eight times they

were refused, Then, with The Shadow of a Gumnman under his

arm, he once more stormed this citadel of Irish drama, and
this time, with minor technical revisions, it was produced on
the 12th of april 1923,

S50 vital and so human was this drama of Dublin in
the agonies of terror, and aorappealing in its wit and warmth
~of humour, that the production was an immediate success, Its
oroduction came about at a time when the Abbey Theatre was
suf fering heavy financial losses and its very existence depend-
ed upon the granting of a subslidy by the Irish state. ZEncour=
aged by this favorable reception, Sean 0'Casey feverishly set
about writing another play end on the 3rd of March 1924, Juno

and the Pavecoek, a three act trapgedy, was presented for the

first time., Its appeal to the playgoers was instantaneous
and his genlus was ranked with Yests and Svnge. Juno was

followed by The Plough and the Stars which was presented on

the 8th of February 1926.
These plays have all a daring blend of unrestrained
humour and downright horror, but this ironical contrast is

not the rasult of contrived theatricalities; it is Dublin
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1ife as it impinged itself uron the personality of a sympae
thetic and acute observer. Formlessness in these dramas has
too often been attacked, but this weakness is not without its
suggestion of srtistic dramatury. 014 stage tricks are often
apparent, but the vigor and besuty of thought and feeling,
as expressed by 0'Casevy's natural and undisecinlined reflection
of 1ife, achleves a curious mood with an ironic impact. Al-
though William Butler Yeats hailed the genius of 0'Casev, he
was at once baffled and fascinated by these devastating satires|,
for they responded but subtly to the noetic, gentle idealism
which he had hoped to foster as a tradition of the Abbey
Theatre.

With the exception of the Continental nredilections
of the Dublin Drama Groupl, and the presentation of the 0'Casey
plays, the Abbey Theatre had confined its activities to the
nresentation of dramas hased upon anclent Gaalic‘legend, on
comedies and tragedies of peasant character, and of plays that
derived thelr tone and feellng from a nascent fealing for
patriotism, 0O'Casey, slthough incorporating in his dramas

much of the comic and tragic as it was beinp expressed in

1 The Dublin Drama League was founded in 1918
with the express purpose of performing plays of international
repute. Performances were glven at the Abbey on Sunday and
lionday nights, In 1928 the League ceased to exist but many
of the plays passed into the Abbey Theatre repertoire.
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the Abbey dramas, held humanity and. truth above the animos-
ities resulting from political unrest and ferment. His real-
istic portrayal of humanity easily makes him the forerunner
of the ilodern iiovement as it emerged in the Abbey Theatra,
The critics were not too pleased with the realistic
turn the i:bbey had taken and the literary disquietude is best
expressed by Ivor Brownz, cerrespondent for the London Sature
day Review:
To the fact that the Iri<h literary theatre of ilr,
Yeats, Lady Gregory, and lr, ioore, progenitor of
the Abbay Theatra, had 1ts origin in the Celtic re=
vival, may be attributed the false standards of
eriticism that are commuonly avplied here to our
dramatic art and our literature in general, Tha
Celtic revival in letters coincided with the re-
vival of polltical romanticlsm based on the myth
of a people instinct with lyriecsl nvsticism,
Political disillusion came, as was inevitable, our
romanticiats turned realists, and, pretending to
hold up the mirror to nature, discoverad the mater=-
1alism, brutsllity and cruslty of the pesssant,
3ean 0'Casey was not unfamiliar with, nor opnosed
to, the ideals of the ibbey Theatre, He was an ardent Irishe
man with an impelling feeling for the past, and the songs of
vesterday stirred In him the vislon of a great and majestic

Ireland. He wrote of this feelins in Dpums Under the Vindow:

And to him, mogt of the songs were new: songs of an
Ireland astir, awake, and eager; an Ireland forging

2 Ivor Brown, "Cup of Unkindness," The Saturday
Review, London, CXVI1I, October, 1929, 315.
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frash thousht out of bvgone history, and present
hopes to create a glowing, passionate, 2nd perma=-
nent chapter, from which a great nation would be
born. Oh, silver trumpets be ve lifted up, and
call to the great race that is to come! crisg
Yzats, and Sean cried the call wltn iim too.*

This undisciplined ardor in the axecution of his
Aramabic works won U'Casey scant oraise, 4. W, Maloneé,

the leading Dublin dramatic critiec, bcﬁplainad that

The Shadow of a Gunman is that parodv of tragedy
called melodrama...melodrana which must inevite
ably lose its significance with the passage of
time.

Juno and tha Pavycock had its superficial qualities

but it was still “modern tfagady at 1ts best, almost at its

graatest."s
The linking of O'Casev's naie with that of Synge

disturbed the critics and when his work was ranked with

the Playboy of the western 7orld, ons reviewer remarked:

Mr, O'Casev...has not - could not -« yet be
expected to have the exquisite unitvy of tone and
- style that enchanted ve when we first Jistened
to.ssThe layboy of the Western World.

3 Zean V'Casey, Drums Under the Window, Wew York
1946, B-9.

4 A. E. Malone, The Irish Theatre, London,1929,213.

5 1Ibid, 213.

6 Richerd Jennings, "2A New Ipish Dramatist "
Spectator, CXAXV, November, 1925 924,
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A. E. Malone masde the distinction between the two dramatists

clearer:

There 1s resllv no basis for comparison between
O'Casey and Swnee; Swynme was a poet, with all the
attributes of a poet; 0'Casey is a photographic
artist who retouches his films with an acid pene
cil to produce an effect of grotesque satire.

According to the crities, it was The Plousgh and

the Stars, that exposed and heightened the nlavywrisht's

tachnical deficiencies. Though thay might once have bhean
carrled away with the first sweep of 0'Casev's popularity,
thev now struck out at wesknesses that were to become aven

more pronounced in his later plavs. The Fnelish Review

deplored the fact that O'Casev had a tendencv to repeat his
faults rather than the excellencies of his work

until we grow terribly afraid that his own taste

is at fault, and that he cannot distinguish be-

twean hils own passionate creations and the thea-

trical tricks which he has picked up from some-

where .
#1lton Waldman,g in reviewing the plav when prosented at
tha ¥Fortune Thaatre in London, zuesses that "Mp, 0'Casev will
never construct s nlay 30 23 to obtain the maximum effect

out of its rhythm and movement." Other ecritics found the

7 A. B, Malone, "The Shadow of Sean 0'Caserv,"
The Bookman, London, LXX, day, 1926, 104,

8 Horace Shipp, "The irt of Sean C'Casey," English
Review, London, XLII, June, 1926, 852, ’

9 Hilton Waldman, "The Drama," Mercury, London,
XIV, July, 1926, 299,
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play"crude stuff"10 "norrible"ll) and "Formless...lacking
of an informing purpose.“l2 Ivor Brown called the play a
"savage Hogarthkan portrait" and compared 0'Casey's savage-
ness to Houseman's pessimism.13

Basking in the extravagent popularlty that was
accorded him by theatregoers, the impressionable U'Casey
allowed the harsh judgements of the critics to penetrate his

sensitiveness until, as he wrote in Inishfallen, Fare Thee

%ell, he saw before him the more cosmopolitan scene of London:

But, soberly, while he was here, he'd have to
deal with the critics at home. How? By going his
own way. That was the one thing to do, for there
wasn't even a hint of guidance in what they said.
(Irish eritics and English, too)...They were no
good. He would have to go s long way from the
cliques of Dublin, But how could he escape? By
living in the country or by crossing over to Enge
land. It was time he Saw newer streets than those
of Dublin. If he went to the country, he'd still
be confined within the ken and den of Cosgravian
and DeValerian politiecs, and well within the sphere
of influence set up by Irish rosaries, Anthony's
Annals, and all the crowding rolipoli-holinsss of
the Pope's green island; with Church of Ireland
stained-glass windows shining timidly through t
mist that does be on the bog. No, not that way, 4

10 Shipp, "The Art of Sean 0'Casey,” Eng Rev,
XLII, 904, —

11 S. R. Littlewood, "Isles of Drsma," The Book-
man, London, LXX, iay, 1926, 130.

12 Joseph ™. Krutech, "Poet Laureate," Nation,
CXXV, December, 1927, 718. —

13 1Ivor Brown, "Stout and Bitter," The Saturday
Review of Literature, CXLI, lay, 1926, 614,

3 Qe 1 P -
N.Y., 1040-%p4802n O'Casey, Inishfallen, Fare Thee ell,
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This desire for a new snvironuent grew steadily
unon him 8o that it took an almost meaningless incident to
propel him into voluntary exile. This incident was provided
when Sean 0'Casey wrote a letter to the management of the
Abbey Theatre stating his critical views reparding a Shaw
nroduction. Lennox Robinson, upon reading the letter, con-
temptuously remarked, "It's just like Seant” and 0'Casey
records the resultant incident:

Some nights followlng, ean was on his way over the
Abbey stage to join the actors in the Green Room for
a chat, when he was stopped by Sean Barlow, a scene
painter, in an old-fashioned way; a maker of proper-
ties, again in another old~fashioned way; who asked
what he was doing on the stage. On my way to the
Green Room, replied Sean. There's none but the
actors and officlials allowed on the stage, said the
bold Barlow, with a domlnant note in his voice; and
we'd be zlad if vou came this way no more,

No more? Quote the raven, Nevermore., Never
again. Nevermore. Ordered from the stage he had
trod so many years ago and he a kidger, ay, mouthed
the part of Father Dolan in The Shausghraun from its
boards, ere ever the Abbey Theatre had entered its
baginrings...Never again; nevermore, He turned
away, leaving the other Sean victor on the fleld,
and never after set a foot elther on the Abbey stage
or in the Abbey ?gean Room. He'g hoist his sail and
go to England... ,

15 Ibid, 250-1 O0'Casey's version of Barlow's
talent 1s somewhat distorted. A more generous and, I think,
reaslistic vignette is offered by Lennox Robinson on page 66
of his historicsal survey, "Ireland's Abbey Theatre”"- "He has
been actor, a very good Red Jack Smith in Spreading the News,
but it is in all other ways that he has shown his genius for
the stage. He knows everything in scene-making and prop-
making, but, sullen over his cocoa and his Greek, he states
he can do nothing. An hour later, everything is done to
perfection.”
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Some years later, with S9an O'Casey settled in
London, Sean O'Faolain,1® wrote: "aActually, I feel that
O'Casey's exlle was an error; not of the judmment but the

emotions.” P. 3. Hegartylv wrote in the North /merican Review{

There is no reason why he should not...gzive us...
a very considerable addition to the world's drame
atiec literature., oput if he is to do that he must
cut loose from London and go back where he belongs,
The cosmopolitan Irishman often makes literature
in England and america. But not the Irishman of
his sort.

A+ E. Malone thought 0'Casey's London future doubtful and
wondered whether

he c¢an reproduce in terms of London 1life the
affects which he can get from the dwellers of the
Dublin slums,..about which even his greatest
admirers expr~ss misgivings, In his Dublin plays
he was dealinm with a life he knew, which he had
himself lived, and with which he sympathizad,

and the effects which he produced depended to a
large extent upon the knowledge and sympathy of
his audiences, Can he depend unon all these in
London?18

These were certainly not nropitious benisons to
offer a sensitive dramatist taking refuge from his oritics.
Once in London, O'Casey set about writing his next play.

In this play, and in the plays to follow, he was to discard

16 sean O'Faolain, "The Case of Sean O'Casev,"
Commonweal, London, XXII, October 11, 1935, 577.

17 r. S. Hegarty, "4 Dramatist of New Born Ire-
land,"” North imerican Keview, CCXXIV, June, 1927, 322.

18 A. E. lalone, The Irish Drama, 307.
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the Irlish scene of strife and turmoll for the expressione
istic techniques reminiscent of Toller, and to plunge into
the symbolic and pessimistic universality of his mentor,

Tugene 0'Neill,.
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CHAPTER II

''HE SILVER TASSIE:
THE EMEKRGENCE OF SYuBOLISHM

The Silver Tassie, Sean 0'Casev's first London

play, marked the playwright's entry into the field of world
literature. It also marked the adoption of Continental
playwriting techniques, including the use of startling drama-
turgical effects of expressionistic origin, That Sean 0'Casey
should experiment with and expand the prosecribved limits of
realistic drama was not surprising, for his drasmatic abilities
seemed hardly to have heen fully exploited. bBut in partially
casting off the regional and the picturesque of his Abbey
Theatre days, and in turning to subjects of universal and
dielectical importance, he appeared not to recognize the
capacities of symbols and the effectiveness of expressionism
in sustaining mood. He dild, of course, have knowledge of -
the inherent dramatic potentlality of these techniques, but

he was unable to use them with an artist's introspective
study and discrimination. A synthesis and an exploitation

of the play element's was lacking. Expressionism was used

83 a kind of counterpoint or lelt-motif to be employved in
11




{2
the realistic development of his dramatic themes, while
gymbols merely epitomized moralities and types. The obvious-
1v indiscriminate and excessive use of choruses, chanting,
songs and ditties, and spectacular staging made for confus-
ibn and weak plot progression. 1t was the perplexing use of

there play tachnigues that made The Silver Tassie one of the

most controversial nlays of the decade. The plot line of the
play 1s tenuous and the designation of a protagonist a matter
of debate. The followlng synopsis, though lacking any ine
dication of the vigorous poetry and salty humour, will indi-
cate the unifying dramatic idea,

The first act 1s in the Heegsn sitting-room, where
0ld man Heegan, his friend Sylvester and a Bible-quoting
Susie, warm themselves before a fire awalting the return of
Heegan's son, Harry, A clamor is heard from the streets and
soon the hero, Harry Heegan, is carried into the living-room
on the shoulders af hies friends. he is a man of herolc opro-
portions, and of considerable athletic prowess, who has just
won the Silver Tassie (a loving cup) for kicking in the wine
ning goal at soccér. He boasts of his asccomnlishments, makes
love to his girl, Jessle, and then with his budidies, Barney
and Ted, he is pushed out of the house in order not to miss

the boat that 1s to take them to Franece and to wor,.
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The second act is in the Viar Zone and the s;eno
reveals crumbled buildings, barbed wire, a destroved church
with a Crucifix, and a statue of the Virgin Mary opposite a
huge gunwheel to which Barney is tled as punishment for a
company misdemeanor: stealing a fowl., A howitzer points its
barrel towards the Front as the Croucher, a death-like figure,
weaves an incantatory spell of death as four soldiers warm
themselves before s fire. Soon the soldlers are overtaken by
sléap. A Visitor, obviausly impressed by his daring, is
guided b§ the Corporal as he Inspects the Front-lines., Me is
symbolic of the politician~dinlomat and the home-front mach-
inations that propel nationa into war and helvless people
into fear. When the Visitor has gone, the soldiers awaken
and curse their lot, The Stalff-Wallah rushes upon the scene
and commands the men to their posts for the enemy has broken
through,

The third act picks up the realistie portion of
the drama from where 1t was left off at the close of the first
act. The scene 1s a hospital room in which Harry and Teddy
are convalescing. OSusie is now a nurse and has changed her
personality from that of a God-fearing lass to that of a
worldly-wise woman., Teddy is blind and Harry suffers paral=
ysis from the waist down., Barney, who has emerged from the

war unscathed, enters the ward with flowers for Harry, The
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flowers are a gift from Jessie, who is unwilling to se« her
former boy-friend. It is quite obvious that she has tsken
up with Barney and the crippled man knows it.

The fourth act is in the ballroom of the aAvondale
Club. A dance is going on and through the portals we see
Barney and Jessie, Susie and the Doctor, dancing intimstely
while Harry sits fuming in his wheelchair, It is only when
the blind Teddy consoles him with, "Our best is all behind

2]

us - what's in front we'll face like men..."”, that Harry
mutters, "The Lord hath given and tan hath haken awayl" The
band plays again and the dance beglns. Susie prods Jessile
into getting a partner, and when Jessie sighs, "Poor Harry,"
lusie exclaims, "As long a5 wars are waged, we shall be vexed
by woe: strong legs shall be made useless and bright eves

inde dark. Bubt we, who have come through the fire unharmed,

aust go on living...Come along and take your vart in lifel"

In February 1928, Sean 0'Casey wrote the following
messaze to his staunch friend, Gabriel Fallon:

Just finishing off the last few corrections in the
new play to send it to be properly typed for pub=-
lication. I beliave it to be the best nlay I've
written - The 5ilver Tassie. Expect to let the
Abbey have 1t In a fortnight or so.+

1 Gabriel Fallon, "Pathway of a Dramatist,” Theatre
Arts monthly, XXXIV, January, 1950, 37,
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On the 20th of aApril, "illlam Buthr Yeats wrote to Lauv
Gregory, "I have read Casev's play...l am afraid our refusal
will be a very great blow to *im, hut if anybody can soften

“2 Jt was indeed 8 blow to the v'Casey of

the blow you can,
the world-faaed Abbey Thestre and of the Dublin backwash, who
thought when he left Ireland behind that

London would mould bim into a more fullyedeveloped

mind and man and...the booning of the Big Ben would

deafen his new-listening ears to any echo from the

bells of Shandon.S

Lennox Hobinson and Lady CGrepgory, who with Yeats

and Walter Starkie, formed the Directorate of the Abbey, were
compelled to sgree with Yeats., Utarkie, although finding
the play "all so huge that it blurs his [;'Casey{; vision,"
recomnended the plav be presented at the Abbev "to the aud-
ience that has laughed and wept with him."4 “'hen it was
suggested that U'Casey let it be known he was withdrawing
the play for 'revisions', the Irish dander was up. The play-
wright took his pungent pen 1n‘hand, and in a letter to Yeats,
refused the 'revision' deal and summarilv retorted that his

play had been unquestionably rejected by the ibhbey, In a

letter to Lady Gregory he advised the Directorate that he

2 Letter, W.B.Yeats to uLady Gregory, 20 spril 1928,

3 Sean O'Casey, Inishfslien, Fare Thee .Jell, 391.

4 Letter, Walter Starkle to W.B.Yeats, 30 April 1928
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nad "already shown the letters %o the London manager who is
considering the production of the play hers,“d

The rejection by the Abbey Theatre was indeed a rude
blow if not an error of judgment, and the biting correspondence
that made its way from London to Dublin dld little to sssuage
the playwright's snguish or change the Abbey's irrevocable
decision., Ustensibly in an effort to vindicate himself, and

to lay the case before the public, UfCasev forwarded the ene

tire correspondence to the Irish Statesman where i1t was pube

lished, in totd, on the 9th of June 1928.6 There was 1little
doubt that Dublin sentiment was on the side of the U'Casey
who had given so much of his genius to the littlo theatre on
fiarlborough Street and of whom Yeats had but recently sald,
"Por I bore in mind that the Abbey owed 1ts recent prosperity

to you.“7 The Dublin Opinion, the irish Punch, in its July

1928 issue carried a full page cartoon showing a dignified,
long-haired, monocled chap in the doorway of the Abhbey Thea-
tre, booting into the street a shabby fellow carrying The

S1ilver Tassie manuseript under his arm., The caption read:

Uf Course, ar. 0'Casey, you must on no account

5 Latter, Sean 0'Casevy to Ladyv Grepgorvy, undated.
6 Saa Apnendix

7 Letter, V.B.Yeats to Cean U'Uasey, 20 iApril 1928.
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take thls as bheing in the nature oF a rejaction.
I would suggest that Kou simply tell the press
that my loof slipned.®

on the opposite pame a series of possible reiection slips
to be offered U'Casey was exhibited., The most biting wan:

ABBEY THEATRE
The offering of this plav was
an insult to us. 1lts return
is an extravagent compliment
0 you.9

Yhen Tha Silver Tassle was finanlly produced at the sbbeyw

Theatre on the 12th of August 1935, Dublin reaction was highe
1v eritical. Lennox Robinson, who later admitted the reject-
ion of the vlay as an error of judgment, describes the reaction

i1 his bhook The Irish Theatre:

The Board were attacked for allowing such » play
to be performed in the Irish National Theatre,
containing =5 1%t did so much that was offensive
to certain sections of the sudience. The author
was aven accused of vnarodying religious ritual,
and there were many who wers shocked Sy the war
scenes and the blasphemous soldierw.l

It 18 genserally believed that the Abbey was short-
sighted and dictatorial in 1ts refusal to produce the work

from the 'new' 0'Casey end the statement by the Irish States-

man that, "until The Silver Tassie ia performed or published,

the wise will come to ne conclusion,"ll was heeded by no one.

8 Dublin Upinion, July, 1928, 142-3.
9 1pid, 142.

10 Lennox Robinson, Ths Irish Theatre, 174,
11 'The Irish Statesman, X, June, 9, 1928, 265,
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Even George Bernard Shaw was recruited into the 0'Casev ranks
by She extension of his coumendation in the form of a not too
revelatory letter:

iy dear Sean, what a hell of a play! I wonder

how 1t will hit the public...But the people who

knew your uncle when vou were a child (so to

speak) always want to correct your exercises,

and this was what (isabled the usually comnetent

Yeats and Lady Gregory. 5till it is surprising

they fired so very wide, consldering thelr marks-

manship... ,
If Yeats had suid, "It's ton savame: I can't

stand 1%t", he would have been in order...1%

Yeats had not, of course, remarked about the plav's
savageness, but he had offered the following advice to u'Casev:
Dramatic action is a fire that must burn up
everytiring but 1itselfl; there should be no room
in a play for anything that doss not belong to
it; the whole hiastory of the world nust hs re-
duced to wallpaper in front of which the chare
acters must nosae and spaak.

Perhaps nothing in Yest's latter infuriated 0'Casey
as wuch as the 'wallpeper' interpretation of drama, for in
his bounding retort to Yeate he found in 1t the "pretentious
bigness of a pretentious phrase" and the "building up little

vorlds of wellpeper and biding striding 11fe hehind it all,"1l4

Tvan the title of his 1940 plavy, Osk Leasves and Lavender,

hoaprs the seemingly derisive auxiliarv title of "or A Varld

12 Hean U'Casevy, Hose and Crown, N.Y., 1952, 45,

13 Letter, W.B.Ysats to Sean 0'Casey, 20 April 1928,

14 Letter, Sean 0'Casey to W.B.Yeats, undated,
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on allpaper". I% i3 not difficult, to 3as whv U'Casev was
nobt in rapport with the Yeatsian somnambulism that reld the
grest Irish poet's abttention and %tnlents, snd 1t is not with
any difficulty thst we understand why Yeats could not holers
ato the extrewe and vigorcus dramatic experimentation of
GtCasev, whose‘crudities and blatant choruses were not in
accord with the idesls of Yeets nor the traditions of the
sbbey Theatre,

The Silver Lassle was finally nroduced in Oc’ioher

1029 by C. B. Cochran of wvhom 0'Casey has written:

he most cunning hand in the theatre todey is the
cunning hand of C. 8. Cochran., He will conjurs
up a dszzling sky of limelight, end when the
light flashes out, Cochran has vanished, and in
his place stands s cancer, a singer, an actress,
or a playwright, sunning theumselves in the pool
of 1lilght that Cochran has created., HHe can gild
with no uncommon art the dull, dejescted common-
places of the stage, 2nd when he gets 1t, zold
holds all its values.l®

From out of a Cochran-created pool of light ﬂﬁrang forth the
now O'Casey, sunning himself and his art in the mnagnificent
settings of Augustus John, I1f gilding wis to be dons, Coche
ran was certainly the man to do 1t, for he was the fovemost
theatrical producer of his day. 0'Casey, howeaver, knew he

had a good play and that it was only to be evalusted in carets,

There were many critics who did not heliesve that Cochran's

15 O3ean U'Casey, The Flying Wasp, London,1937, 155,
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acceptance of the nlavr was vroof that “hs Uilver Tassie

gas a good play and one was Sean O'Faolain16, who wrote in
Commonwesal, "1t was ncennted only hecause it ad glven rise
to & ¢cause celQbra, because the n=aue of the author was 0'Casevy,
and bacause it was at any rate good enough to nroduce.”

The reviews of the vlavy wero substantially favor-
able, though s few muthterings of incouprehensiveness and
117

failure were svidant, . G. Maclonel of the London ilercury

found The Silver Tassie "...a great plasy. Llt's subject is

Humanity suffaring in the war and sr, U'Casey treats his
subject bitterly, cruslly and srestly,"” Horace Shippl8 call-

ed 1t a work of genius: "“The Silver Tassia has faults...

but in its enormous sweep 1t car carry & hundred such blem=-
ishes and vet romain a work of genrius," incther reviewer
found it otherwise:

I wish I could praise this plaevy...in spite of fine
isolsted touches here and there, I find it a lugub=-
rious blunder, almost incredibly crude in 1ts emot-
ionel einphasis...%s must not be too hard upon the
Abbey Theatre, It had a case,.l9

16 Sean O'Faolain, "The Case of Sean C'Casev,”
Commonwaal, XXII, October 11, 1035, 578,

17 i+ G. HacDonell, "The Drama," liercury, London
¥X1, December, 1929, 166. ’ ’ ’

18 Horace Shipp, "invaders," English Review,
London, ALIX, November, 1029, 639.

19 Richard Jennings, "The Theatre," Spactator,
London, CXLIII, Ostober, 19, 1620, 523,
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4 reviewer in Theatre Arts lionthly called it a "failure,"<O

while the critic of The New Statesman found it a success:

r. U'Casey has proved right, for whatever may be
sald in criticism of his play it does triumphantly
"come off" upon the stage, and holds one's attention
firmly from beginning to end,.,.but...there 13 a
serious flaw...which the effectiveness of each

scene temporarily masks., It lacks the hamo§eneity,
the essential unlty of a really good play.2

One reviewer assailed the immaturity of the play and descrled
the genius of the author as "unequal, willful, bold and not
always interesting."22 Another, judging the play by audience
responses, phrased his reaction somewhat euphemistically:

‘‘he play was received in London wlthout enthusiasm

by a well-filled house. It is inaccurate to say

thot the first performance was booed. There was

some boolng, in fact, from the gallery, but only

booing of the type that is invariably hesrd at a

first night in lLondon.23

The Dublin reviewer of the Saturdavy Heview of Literature

had difficulty in making up her mind:

I saw The Silver Tassie and thought it was a curious=-
ly uneven production, At times 1t was greater than
anything U'Casey had ever done and there were moments

20 Benn Levy, "Mr, iorgan Shudders at the Theatre,"
Theatre Arts Monthly, XV, September, 1931, 651.

21 J. b. W., "The Silver Tassie," New Statesman,
London, XXX1V, Uctober 19, 1929, 52,

22 Stark Young, "Sean U'Casey and Victor Chenklin,"
New Republic, LAI, November 27, 1929, 18,

ey

23 michael J. Lennon, "Sean U'Casey and his Plays,"
Catholic World, CXXX, January,1930, 459,
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when I hoped he would never sink so low again.24

Ivor Brown?5 although finding war-time realism in drema all

too common, pralsed the author's audecity and artistry:

Mp, O'Casey attempts a punpowder sonata, which
shall be both a litany of the damned and an outline
of all human agony in silhouetted cartoon,..

Mp, 0'Casey refusing to exploit his comedlc mastery
of the breezy blackguardism implement of expression
in order toc force it to new splendours and new
significance.

The production of The Silver Tassle at the Appollo

Theatre in Uctober 1929 was, on the whole, a substantial but
moderate success, There were those in Dublin who wondered
what effact this success was having upon the Abbey Theatre
directors. Mary ianning, Dublin reviewer for the Saturday
Review of Literature, found that

The Abbey Directors have maintained a sinister calm
over The S5ilver Tassie. They have remained silent
even when the London critics foamed over the London
production of this amazing plag and compared U'Casey
very favorably to Shakespeare,<6

0f the production itself, miss Manning wes not at all im-

pressed. The "acting was bad...the production was inaccurate

and stupid except in the extraordinary second act."27

24 Hary manning, "In Dublin Today," Saturday
Review of Literature, VI, May 17, 1930, 1050,

25 Ivor Brown, "Cup of Unkindness,” Saturday
Review, London, CALVIII, Ugtober 19, 1929, 446.

26 manning, "In Dublin Today," Saturday Raview of
Literature, VI, 1050. -

27 1bid, 1050.
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However one may feel aboup the play in its entirety,
most reviewsers found the second act a distinct challenge and
freely adumitted thelr bewilderment with the playwright's ine-
sertion of an expressionistic act between two realistic ones,
gany critics shuddered and refused to commit themselves,
Some complained of lack of continulty; of crudities in the
actor's lines, and of mishandling of the subject matter; but
most critics agreed that the second act, for all its merits
or demerits, had flagged up interest and excitement among
the playgoers,

Vie may label the second act expressionistic or, at
any rate, unrealistic, but we will find it most difficult
to gauge its significance or meaning in the dramatic progress-
ion of the play. 1t is simple to define the act as a drama-
tization of "the war from the Tommie's point of view,"<8 or
that 1t 1s "trench life transfigured,”®® or "it is war as it
spiritually was,"so but it is equally pertinent to enquire
what the dramatist's artistic motive was in intervosing this

elaborate symbol of the great war 'at the end of a rousingly;

28 Matthew Norgate, "iir, O'Casev's Experiment,"
The Nation, London, XLVL, October 26, 1929, 138,

29 Stephen Gwynn, "Ebb and Flow," Fortnitely,
London, December 1929, CXXXII, 852,

30 Horace Shipp, "The Invaders," English Review,
London, XLIA, November 1929, 639.
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realistic first act that had not even begun to shape the
problem of the play. Had the second act preceded the first
as a kind of prologus, setting the mood and approaching the
1dea of the play, unity would not have been sacrificed and
the expressionistic scene could have been symbolic of the
encompassing theme of the play. Barney is the only character
in the flrst act who emerges in the second, Harry - who
comes closest to being the play's protagonist - , along with
Susie and Jessle, do not appear in the second act nor can they
ve identified with the types and symbols employed to deline
eate the action,

The Silver Tassie is not the first play in which

0'Casey has emnloyed syubolic types and representations, for
one may find symbolic action and idea in his Abbey Theatre
plays. But this is the first time that he has directly and
consciously used types that have no particular identity as
individuals but are recognizable only as repressntations of |
attitudes or opinions. One is also aware of the playwright's
suployment of inanimate objects to sugpest the plot line

thus, The Silver Tagssie or the silver loving cup, becomes the

reward for athletie prowess and one would assume it to he the
object of the playwright to arrange and employ his dramatic
action so that this symbol exposes its every facet and po-

tentislity., But with 0'Casey, neither his human symbols or
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his inanimate symbols ever become anything more zt the end of
the play than they were at the beginning. Nelther do they
reflect an element of universality by heing representative of
more than one 1dea or opinion, or by exposing themselves as
one thing to one group or individual and as another thing to
g different group or individual., 4Almost every symbol of
C'Casey's is static and is deliberstely refined to a point
vhere it can be concelved as nothing more than an opinion or
attitude. Since these curlcatures or symbols do not reveal
or divulge, they are merely one-faceted characterizations and
the play's limitations are those of a morality play where a
satisfactory denouement is8 unnecessary, and where just retrie
bution is not only anticipated but conventlonal.
One London critic thought the controversial second
act was
not devoted to saying that war is horrible. It is
devoted to showing what Yar 1s and leaving the
audience to judge for itself...To say that it 1s
dramatically false because 1t is impossible to
ldentify 1n it the characters of the other two
acts [there are really 3 other acts] is to miss
the symbolic representatlion of the complete
obliteration of individuality in the war.Sl
This critic, 1t seems, has unwittingly exposed

O'Casey's most glaring deficiency in the delineation and

31 A. G. MacDonell, "The Drama," Mercury, London
XAI, December 1920, 166. ’ ’ ’
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emplovment of symbols, Symbols that are mere renresaentations
of commonly recognized idess, and which sre not diagn aed and
dissacted by the nlaywright to reveal the nore and substance
of the idea, have 1little dramatic value. A play subsists on
audience renction and if every playgoar is left to his own
devices in discorning symbolic interpretations, the author's
difficulty becomes insurmountable, when at the conclusion of
the play, he 1s required %o tle together all the various re-
actions to the symbol in order to achisve a consummata and
conclusive luapact. But symbols that have not dapth or the
capacities to 1llumine Ltruths are nothing more than morality
personifications, and, with the possible aexceptlon of Jeder-
mann, have long since proven thomselves trite and out of
fashion.

If 1t was in O'Casey's mind to express, in the
second act, the complete obliterstion of individuality in war,
he was at once handicapped by his use of realism to apvroach
the play's theme. wmoreover, such a thesls is not well ground-
ed, for individuslity 18 not obscured or annihilated by war,

as such works as All Quiet on the Yestern Front, Parade's End

and Farewell to Arms, will demonstrate, Young Franz exposes
more of the horrors of war at his conceptual level than does
Tietjen who was a combstant in the same war, and their exper-

iences are both singularly individuelistic., In drama, R. C.
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sherriff's Journav's Fpd, eminently nortrays war wlth real-

-

1stic onungeney, an effaect that could not have been achleved
without acutely drawn nearsonalitlies, If a reduction of all
peovles to a common denominator epltonlzes thas exigencles of
war, then the nlay idea cannot he adequataly interpreted or
delineated by tha use of vacuous symhols that are reallstic-

ally emnloved,

Toller's Man and the llasses demonstrates efTective

axpressionissic or 'idea' drama, with its pitting of ideas

or concepts against antagonistic forces, HMasses are dellinea-
ted and not individuals. Ideas are compslled to action and
symbolic groups suffer and struggle for ascendency. :n eye=-

wltness to one of the first performances of ian and the nasses

reveals how the effects of adrolt dramaturgy and skillifully

delineated symholic masses achieve an effectual impact and

conclusiveness:s

e..ma38 of vsople, sculptured with light, swayving,
distending, contracting about its two central,
gesticnlating figures...snch cowers further and
further back, awaiting the machine gun shots that
it seems must come any minute through the curtain..,
One stiffens in one's sest, bracing oneself help-
lesaly against the invisible bayonet stab. The
effect 138 more overwhelming than if one heard the
rattle of musquetry and seen those workers shot
down before ona's eyes.

32 Lee Simonson, "Down to the Cellar," Theatre
Arts Monthly, VI, Februsry 1922, 127.
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pecause v'Casey's The 3ilver Tassle has hasn quite frequently

-

iitkenad te Toller's nlay in tecrnique, this llbaral guotation

has bean made. It may 5130 halp to substantiate the theory
that modern drama is action drama and, whether it undertakes
the problems of the masses or the individual, 1ts dramatic
purpose must be svident., Highly stylized tableaus, chanting,

and songs do not, by themselvas, make good drama. The Silver

3

Passle, howsver, 1s essantlally not an exprsssionistic »lavy,

although the éecond act is superflelally so0, =nd eloments of
gxpressionism are noted in tha last two actes., It is a raale
istle play eumploying symbols and sxpressionistic devices,
tending to aimlsssunss because of 1ts lack of a recognizable
idea or a sympaihetic protagonist,

Walter Starkie,33 in 2 review of the 0'Casey plavs,

clted these weaknesses in the construction of Tha 31lver

fassie and was rewarded with a caustic renly by the playwright.
“rilting of the second anct, 0'Casev ratorts:

The crude realism of the words d-es not suit the
chant. What does he mean? 1Is not one word as real
83 another? 1s there a different kind of realisnm
in different words?34

Poor Harry has not half the personality of poor,
pale 1little wollser sitting outside the tenemsnt

33 Walter starkie, “The Plays of Sean 0'Casey,”

19th Century, CIV, August 1928, 400.

34 Sean 0'Casey, "Reply to Walter Starkie,"
19th Century, London, CI1V, September 1928, 400.
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in the Plough and the Stars. Best to %tell the
Doctor thet Harry has not any of the personality
of poor, pale little mollser sitting outside the
ten%gent simply because he was not mesnt to have
i1ter

ind when Starkie complained that no percentible or gradusal
transformation of tha Bible-quoting Susie was evident, u'Casey
remarked:

If Dr. Starkie had read the new play as often as

he says he read the old ones, he would see that

no graduszl change is shown because no change

takes place. Susle can show a leg in the first

sct as well as she can in the last,%6
U'Casey does not reveal his reasons for declining to give
the charncters of his plays comrlex, developing nersonalit-
1es, and we are left to conjecture for ourselves as to his
motives. A possiblity sxists that his svrroach to the nlay
ides was throush hils own attituvdes and opinions snd not
through the internretations of his characters., Thus the
plavy idesa was not %o he exnlored or analvzed by the charace
ters on stage, but merely exrrassive of the arblirary cone
clusions of thae nlaywright.

Though one may find comandahla axverlimentation

in Tha Silver Tassie, it 1s difficult %o overcons the feeling

that was axnressed hy Curtls Canflelas? in the fTorward Lo

35 Ibid, 401

36 1bid, 401
37 Curtis Canfield, Plays of the Irish Renaissance,

New York, 1932, 296.




his Plavs of the Irish Renaissance:

It may bs that O'Casey is iIn grave danger of
making the mistake Nugens U'Neill is guilty

of in his last olay [Mourning Becomes 7lectra
the mistake of thinking hiuself a2 better phil-
ogsopher than he is 2 dramatist or story-teller
(the two terms are, of course, synonymous).

“a have no guarrel with hie obviously sincere
attempt to discover new methods and new depar-
tures, hut wa do razret his throwing cverboard
the type of play he was beginning to master at
a time when 1ts usefulness does not seom to be
exhausted.

30




CHAPITR IXIX

PTHE USE OF UYapB0L IN »LOT

Although niost plavwrisghts atteupt to concentrate
the summation of the olay fdes Lnto 1ts title, U'Cusey play
titlas interpret, *hrough the sedium of symbols, the tone and
theme of the pley. In bturn, tho tone and theme of the play
revaals the substances of the plot and its subseguent use of
symhols and »ersonifiecutions, The syabols in these plays do
not respond snd react Lo esch other in reslistic juxtapose-
1tion but are activated only by the 2laboration of the thewe
or 1dea of the play., This elaboration of theme does not
revaal the protagonist in a clashing or frustrating milleu,
but merely domonstrates the author's predisposition or blas,

To say thesae symbolic'tablenux reprasent the pith
and significance of the play idea is Lo relax from the define
itive meaning of the word plot, and to admit the dramatic
potantlality of bloodless morality plays and qulxotic page
eants. The symbols and the symbolic suggestiveness in the
later plays of Sean U'Uasey are exceodingly obvious, and

this lack of realistic couplexity tends to diminish the

31
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significance of the draua snd Lo relegate its sffectiveness
to bhiat of an elsborate backdrop in front of which actors
moralize or sing, or offect the arbitrary attitudes of the
playwrisght.

iccording Lo . wie Urban's): classificslion of

syibolz, three distinct types and usages are ddscerned. The
first of these is the extrinsic or arbitrary symbcel, o nmere
tag without especlal wmeaning or significance, whose function
is primarily operational., 1t will be the object of this paper
te categorize tlie characters In the later pl:iys of U'Cusey
os of this kind; Tlie second type of eywbol is the Intrinsic
or descriptive syuabtol in which the syubel 1s not identlcal
with the thing syabolized, but in which tle colncidence of
character and substance 1s sufficient to make analagous pred-
ication possible. This is the type of syubol most of ten em=-
ploved in literaturs and art., The third type of syabol is
the insight swyabol, 2 syabol that does not voint tu or lead
to, but actually leads into¢ the .ldea, thus shunning repre-
sentation for insight. One of the most cogent illustrations
of this kind of symbol is the suggestiveness of the onion in
lbsen's Peer Gynt. The onion, as revealed in this play, wien

one layer after another has been removed, finally reveals

1 %ilbur warchall Urbsn, Language and Reality,
New York, 1939, 414,
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nothing, und as such bacomas tha smbol of the !Swmtish I',
which 14 2130 nothlngness 2t the z2ora, Here 1%t will he saen
that insight into the nature of the soeclal 8-1f 12 nortraved
in a manner which no amount of concantngl deserintion conld
attain,

Although U'Casey nlay »lcots are not Alstinctly, nor
sufficlently, insigrt swibols, the nlot structurs and the
exploviaent of Tworslity' personifications indinrntes that the
vlaywrliszht intended hiz idens or theres to lesd into »rd ex-
vose a particul r insight or Intelligence, The €ollawine
summaries of the later »lays will revesl the laek nf svmbol
expansion or zlsbhoration and the ignorins of the symbol's
funetion which is to reveal Iintrosnective nereantion or
knowledge of certain unknown aspacts of reslitv. Sean 0'Casey

leads us to the synbol, not iInto 1t,

The Star Turns Red®
In this play %ean 0%Cagev amnrloys the stor of
Christendom, tha symbol of the birth of Christ, and renlaces
1t with the red star of Communism. For thrse of the four

acts a silver, shiring star 1s uean throush the wirdows of

2
11, 239,
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Communism have bean defeated, tho syar turns a resplendent
red. If the playwright had anticipatad an element of sus-
pansa to add to the emotional votentiality of the play, it
was obviously Aispellad when the strugmple develoned in the
firat act had already heen resolved in the olav title.

The first seane is in s worker's homs during the
1ast faw houre of a Christmas ~ve. The 01d Man and 018
“oman, who occupy these rooms, have two sons: Kian, a Faseist,
and Jack, o Comnunist., This nicht hsas boen schosen by hoth
the Fascists and the Communists to steorm the fachories and
take over the clty administration, The Lord itlavor and the
Purnle Priest (nriest of the voliticians) are in leacue with
the Fgseclst groun an? plesd with the 013 Nan and 0138 "oman to
rat thair son,Jack,te abjure Commumism. Jack refusss., The
1rnder of the Faseclst pgroun than storms the houss with his
rabhle and whan Julls, Jack's girl-friend, sand her fgther,
#ichael, protest, the former is horsawhinpad and the lantter
murdered br Kian,

Aet two 1ig in tha haadousrters of the Goneral
"orkerts Union., The Puronle Primst dAamands that the delegates
of the Union throw out Red Jim, a Communict, and thay cone
sent. bBut Red Jim's cohort, HBrannigan, and ths Brown Priest
(nriast of ths noor) upset this coun and ths act ands with

the delegates being held at hbay by Brannigan,
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In the third act we are back in the home of the 0l1d
ian snd 01d Woman where the body of kichael is lald out for
burial. The mouvrners arrive end with the urgings of the
Purnle Priest ery out "Save us from the curse of Communism."
A Christian buriel 1s contemplated, but ed Jim interferes,
and the hody is carrisd out by the Red Guards. The fourth
get shifte to a lounse room in the residence of the Lord
mavor whare Christmas festivitles are planned for the evening.
The Lard Mavor anxiously swaltec news that the Vgscist coup
is successful., but soon the Red Cuards storm the sayor's
residence and after s br»isf skirmish with tie fascists, emerge
the victors, In the affravy Jack is %illaed, and ded Jim
eulogizes his vallant atruzsle for the causze of CUomaunism,
The star, then, turns red,

The most strikin~ fonture of {hls play is the dise
tinct and uneomnronining attitude of L cliavacters in repree-
senting eithar cood or evil, 7ith O'Casgy Lherse is no such
thing as a dual nature, s comnplex personslity, or an individ-
ual who may waver or strursle with forces beyond his compre-
hansion. Before the nlavy hesins 211 the U'Gassy svubols have
been naatlv tethered on one ailde of the fence or the other,
and in the course of the »lay raicin fized and ssatic. LIt is
a play in which the svmbol of ths star {(the demise of Christe

ian morality and the rise of a glorious Communistic economy)
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depicts the action of the play, and_the action of the nlay
requires only puppets who have nothing to do but conform to
an excsadingly simnle, sut and dri=zd, denouemsnt,.

Yhen the play was nroduced in 1940, Stephen Spend-
ar® found ths acting quite dizappointing; what he falled to
parcaivae wss that no acting w.o required in the unfolding of
tliz Jrsmable id2a,  aAlthouzh odunltting 1t somtained some of
the qualities of his Abrey plays, he found it

poor stuff,..2ll the characters are 'types' in

the sense that they sre labelled and numberad

and fit into the Comnunist scheme of worslity

which - whatever one may think of it « grades

peoplas only accordlng te thelr usefulness to

a cause,
%hen charascters have no identlty as individuals they have
in them no more dramatic potentiality than a stage property
that merely amplifies the localizing of atmosphere. That the
play was involved with a Communistic theme should not detract
from 1ts dramatic potentiality, nor from the srtistry involved
in its completion., Unfortunately, however, the Communistic
theme, with 1ts pitting of the church against an economic
1deology, was not within the intellectual quotient of the

playwright, ’Aahley Dukes? in Theatre Arts Monthly remarks

3 Stephen Spender, "A Morality Play with No liorals,"
Hew Statesman, London, 21X, llaprch 19, 1040, 353,

4 Ashley Dukes, "Soclal Basis," Theatre Arts
lonthly, XXIV, June 1940, 413.
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that 0'Casey has lost himself poli%lcally and suggea;s "he
should study facts before presenting the Church as an instie-
gator of belted totalitarian saffron.shirts." It is not
likely that the shining star of Christendom could be easily
destroyed or replaced, dramatically or otherwise, by a symbol

of such flimsy stuff,

Within The Gates®

The idea of this play is dramatized against a
cyclieal backdrop encompassing the four seasons, beginning
with spring and ending with winter., A dejected and despalir-
ing Young Woman 1s struggling against the encroachment of
the Down and Out group. She is a prostitute, the illegitimate
daughter of the Bishop. The action of the play is concen-
trated in that part of a park 'just within the gates' where
various symbolic characters and groﬁps congegrate to argue
and vilify, while the Young Woman accompanies their dialectics
with an oft-expressed desire to find 'peace'. At the end of
the first scene, the Young Woman is taken to jail for solic-
iting in the park,

Sgene two is a summer noon. The Young Woman begs
the Bishop to help her, neither recognizing the other as

father or daughter. Because she 1s a dissolute person, the

5 USean U'Casey, Collected Plays, London, 1950,

II, 112,
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Bishop refuses to help her, but 1a§9r, when he learns her
jdentity, he gives the Dreamer - a poet and writer of maga-
zine articles - several pounds to give to her, Vhen the
Dreamer gives the money to the Young Woman he pleads with her
to find happiness with him, but she declines. Instesd, she
accepts the offer to discover "the peace that is perfect” from
a Salvation Army officer who slyly fondles her knee.

In the autumn scene the Young Yoman is unsteady from
too much wine, The Bishop offars her hope if she will spend
a yvear or two in the Sisterhood. She refuses his offer as
the Down and Out chorus passes by, chgnting, "We challenge
1ife no more, no more, with our dead%faith and our dead hope".
Frightened, the Young Woman, runs to the open arms of thes
Dreamer.

In the fourth scene, the winter scense, the Bishop
has a change of heart and is searching for his daughter in the
park. The Young Woman returns from a debauch with the Dreama
er and throws herself at the Bishop's feet while the Down and
OQut group press close about her, chanting, "She must be merry
no more, she must be set in the midst of the mournful", The
Dreamer exhorts the Young Woman to "Sing them silent, dance
them atill, and laugh them into an open shame". 3She dances
with the Dreamer until her steps falter and she kn..: she
is going to dile, With death close about her, she asks the
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Bishop to gulde her hand in making-the sign of the c;oss.

this play has been called many things, among them
being, "a synthesis of poetry, music and dance,..a singulerly
muzzy and muddle-headed play,“6 "a charade,"’ and "the using
of musical comedy technigue to aexpress philosophic,trazedy."e
The symbolism is indeed obvious and elementary; it 1s only
the universal significance of the symbol that is lacking and
its relation to the theme of the play.

Unce the drama unfolds we find ourselves within the
park gates faced with a horde of diverse, exotic personale-
ities ranting ideological tidbits, mocking and scorning with
typical U'Casey abandon, The Dreamer is a blatant hedonist
who Symbolically reproseﬁta the poet-thinker; the Young Voman
is an unashamed prostitute; the Bishop is clearly a frightful
person, and the Salvation Army offlicer evangelistically saves
souls but has an eye for a pretty legs an Athiest argues with
a Man with the Trilby Hat, while other symbols enliven the
scene. This melange, colorful and disputatious, achieves no
more harmony or undenrstanding at the end of the play than was

evident at the beginning. Throughout four scenes the only

6 Grenville Vernon, "Within the Gates,” Common-
weal, XAI, November 9, 1934, 66.

7 _Joseph Wood Krutch, "Mr, 0'Casey's yharade,”
Nation, CXXXIX, November 7, 1934, 546.

8 Desmond MacCarthey, "Hyde Park," New Statesman,

VII, February 17, 1934, 226.
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discernible and sympathetic action }n the play 1s the strive
ing of the Young Womsn to find ‘peace' and her unwillingneas
to become one of that vast, amorphous, religlion-ridden group
of the Down and Out, who are ostensibly under the misgulded
wing of the Bishop. Throughout the play the Young Woman plays
the harlot and persists in her "dance to the death” attitude,
and at no time expresses a desire to give up her waywardness
aven though that might concelvably be the first step to obtalin|
happiness for her,

It is not easy to grasp the feeling or the senti-
ment of the prostitute since her personality i3 not adequate-
ly or proficiently handled., It would be simple to say she is
a symbol of a very wretched person in a complex world of
political ideologlies and conflicting moralities, but the onus
of her professlon does not make 1t likely that she could be
much troubled by either. In her search for “"peace" she is
confronted with the salvation of the evangalists and the
Bishop's severe plety, but the omnipresent Down and Out group
have already foreshadowed the climax of the play, while the
belatad gesture of the sign of the cross is merely anti-
climactiec and without significance,

Lennox Robinson? remarked that “muech that was still

9 Lennox Robinson, The Irish Theatre, London
1939, 174.
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nebulous and tentative in The Silver Tassie, hecame clarified

in his next play, Within the COates." Although Mr. Robinson

fniled to reveal what had been clarified, he found the play
deserving of posterity, for he continued:

If any play of recent years deserves to last as a

monument of dramatic art in these restless years,

1t is this moving drama of U'Casey. Here the

author has worked out his dramatic motive as if

it were the noble theme of a symphony...

Critical evaluations of the symbolism employed in

Within the Gates varied. John Gassnerl® found that "the

author's own explanations of his allegory are abstruse and
the precise meaning of his symbolism is oven to discussion.”
Morten D. Zaballl recognizes the play as an experiment to
libverate the creative spirit of the dramatist from
the shackles and tedium of naturalism; he wants
to arouse the elan of a ranging imagination, the
vital force of an 1deal symboliasm.
Another critic found the symbolism merely well-intentioned
and
for the most part, in ressonably good taste.. But
Within the Gatea did not really seem to earn the:

title of elther Boatio drama or genuinely illumine
ating allegory.l

10 John Gassner, Masters of the Drama, New York
1940, 571,

11 morten D. Zabel, “Poetry for the Theatre,”
Poetry, ALV, December 1934, 152.

12 Krutch, "ur. U'Casey's Charade,” Nation,
CXXXIX, 546.
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o Bdith J. R. Isaascsld g1t 15 "an obvious play; the elab-
orate symbolism quite elementary, and even old-féshioned...“,
while to another writer the sSymbols appeared to be'adequately
delineated:

Poets with a sense of humor are rare, dramatists

who are poets also are even rarer, symbolists

who make their symbols weep and laugh, and talk

like humans, are the rarest of all...i

fhe reviewers, for the most part, falled to grasp

the significance of the play's theme. One called it “a sym-’
bolic vision of modern city life,”15 another a "raising of
the moral and social problems of the individuasl and group on

"1 another a

to a universal, almost a mythological plane,
"statement of man's relationship to man and woman and neture
and religion,"17 another a "pageant of tormented souls...
exposing the cheap shoddy of modern sociaty,"ia and still

another a "stirring drama of humanitarian fantasy.”lg For-

13 Edith J.R. Isaacs, "Playhouse Gates,” Theatre
. Arts, XVIII, December 1934, 897.

14 "An Irishman Looks at England and Beyond,"
Editorial, Saturday Review of Literature, XI, Nov. 1934 256,

15 Homer E. Woodbridge, "Sean 0'Casey," South
Atlantic Quarterly, XL, January 1941, 57.

16 Derek Verschoyle, "Within the Gates,”" Spec-
tator, CLII, February 16, 1934, 235.

17 1saacs, "Playhouse Gates," Theatre Arts, R97.

18 "Not Good Enough for Ireland,” Literary Digest,
XXVI, uctober 27, 1934, 26,

- 19 Saturday neview of Literature, XI, 256,
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tunately, we have Sean O'Casey's revelatory explanation that
the theme of the play is noct a "cry for restful death, but a

cry for vigorous snd effective 1ife."Z0

Purple tustfl

To Sean U'Casey the color purple is most often
symbolic of the anclent, the regal and the pompous; other
applications of this color are obvious and include its employ-

ment, as in 4 Ster Turns Red, to portray the unfeeling, im=

perious domination of the clergye. In Purple Dust it is a

color that betokens the past, a past that recalls no doubt
to U'Casey the great Ceorglan msnsions of Dublin, which have
long since degenerated from their former luster. In the
drawing-room of such a mansion, 0'Casey - using one of the
workmen employed to refurbish the mansion as a mouthvisce -
spostrophizes, "It's meself is sayin' ourselvéa came late,
but soon snough to see ths finery fade to purple dust, an'
the flow of the quality turn to murmurin' ashes," The aym-k
bolic foil to this line of thought is the Englishman owner
of the house, Foges, who refers to the restoration of the

house when he exclaims, "We wmust lengthen our arms back to

20 Sean U'Casey, The Flying Vasn, London, 1937, 47,

21 Sean 0'Casey, Collected Plays, London, 1950,

III, 1.
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the past and pluck back some of ths'good things that havn't
gone away as far from us as the dead who knew them."

The sslection of lrish worlmen 5o restore the old
Tudor mansion to its former elegance is a good example of
0'Casey's symbolic suggestiveness carried to an ironic de-
gree and when coupled with the suggestiveness of a simpering
Englishman, the theme becames absurd, The appasarance of the
play at a time when the Engllish people were enduring the

Blitz has been called "the best example of poor timing."22

Purple Dust opens with two Fnglish gentlemen

attempting the reconstruction of a mansion in Ireland and
demonstrating their obvious unsuitability for this kind of
endeavor., The tone of the play 1s set at the bveginning when
one of the Irish workmen describes the English people to
another worker: "They'd plunge through any hardship to make
themselves believe they are what thev never can become." The
hero of the play then emerges and with typlical Irish astutee
ness, sets things aright and derides the efforts of the Fng-
lishmen. Before the last act 18 over he has stolen the
Inglishman's mistress and cries out:

You have had your day, like every dog. Your
Tudors have had thelr day, and they are gonesy and

22 John Gassner, "The Prodigality of Sean u'Casey,”
Theatre Arts monthly, XXXV, June 1951, 102,
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the little heap o purple dust they left behind
them will vanish away in the flow of the river...

And 30 1t is that the grandeur and the 1llumination of the
inexorable English past must be swept away by the onrushing
waters, and.ths Englishman 1s left to utter those'contrite
and humiliating lines as the final curtain falls: "uy com-
fort's gone, and my house of pride 1s straining towards a

fall."

Red Roses for We2J
In Red Hoses for ile we are exposed to an oft-used

symbol which currently is found in O'Casey's latest auto-

vbiographical work, The Rose and Crown.?4 1In this play the

title's symbolic relationship to the theme may be drawn from

the mouths of the dramatis personae. Ayamonn, the protago-

nist, accuses his aweetheart of being a timid little girl
because she insists upon attending a retreat begun by the
daughters of St., Frigid. He remarks:

Soon enough to browse with wisdom when Iime's
grey finger puts a warning speck on the crimson
rose of youth...lLet the timid tiptoe through the
way where the paler blossoms grow; my feet shall
be where the redder roses grow,

23 Sean 0'Casey, Collected Plays, London, 1950,
111, 123,

24 Sean 0'Casey, The Rose and Crown, New York,

1952,
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This personification of the red rose as the lustiness of

youth is smplified in the song that 1s sung throughout the

play:

Her petticoat's simple, her feet are but bare,

An' all that she has is but neat an' scantieg

But stars in th' deeps of her eyes are exclaiming

I carry a rich bunch of red roses for theel
“hen someone asks.1f the song 18 not a trifle indecent, the
answer is:

Are you catalogued, too, with the Catholic Young

ilen going about with noses long as a snipe's

bill, sthripping the gavest rose of 1ts petals

in search of a heetle..?
Baauty and youth despolled by piety and Christian morality
13 carried to an absurd degree when the protagonist exhorts
the artless Shisla, his girl-friend, to, "Change, if you
want to, the burning klas falling on the upturned, begging
mouth for the chill carress of a bony, bearded saint," And
then, in a more quiescent tone, "With red roses in your hand,
vou'd look beautiful.” ‘hen, in the last act, the hero has
died in the struggzle of the common people, Shiels stands near
the churchdoor holding a bunch of crimson roses in her hand
and muses, "roses red were never meant for me." It is indeed
difficult to materialize ons cogent idea into the significance
of the rose, unless 1t be a hedonlstic appralsal of 1life, such

as, garner the pleasures of today for tomorrow may never come.

And yet there ars welghtier ideas in the play, 1deas that are
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sctually the motivating stimuli fog action and plot.

The first act discloses a dilapidated room in a
poor workingman's house, urs. Breydon, a counterpart of
0f'Casey's mother as revealed in his autobiographies, watches
her son, Ayamonn, practising a Shakespesresn role when three
nelighbors, bearing sn image of the Blessed Virgin, beg a place
of soap with which to wash the statue, As they leave, Shiela
arrives and informs sayamonn of the Retreat, and when he 1is
angered, their sengagement 1s broken off. Before the fall of
the first act curtain, the three neighbors rush in to tell
of the disappearance of the statue of the Virgin. The second
sct scene 1s the same as ict one except that it is ten at
"~ uight., Brennan, a wmocker and an iconoclast, enters bearing a
newly gllded statue, and he relates to mother and son that he
has had 1t brightened because s sick child was attached to 1%,
and her health deponded upon its return, A discussion of
religion and evolution tskes place until the Rector and Two
Railwaymen appear to tell Ayamonn that the authorities will
use everything in thelr power to break up a meating to be held
by the Union, where a strike vote will be taken. Against the
nleadings of his wother and lhiels, Ayamonn, accepts the ine
vitation to spesak at the meeting. The third act, like the

gecond act in The Ullver Tassie, is entirely expresslionistic

in tdchniquo, the scene representing the gloom and seediness
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of Dublin life. iost of the characters of the previous two
acts are loungling about the bridge crossing the Liffey, and
they tell and sing a story of Vudblin's miserable conditions.
Ayamonn cries out:
Your Kaithleen ni Houlihan has the bent back of an
oul woman as well as the walk of a quesn. We love
the ideal Kaithleen ni houlihan, not because she
is true, but because she is ugly,
Yhe scene brightens and the people bscome stirred, some sing-
ing, while on the bridge, Ayamonn dances with one of the women.
%hen the sound of marching feet is heard, the stage darkens
and Ayamonn breasks away from the dancer to attend tho union
meeting, while the chorus intones:
We swear to release thee from hunger and hardship,
From things that are ugly and common and nmeang
The people together sheall build a great city,
The finest and fairest that ever was seen,
The fourth act scene is the grounds surrounding the
fpotestant Church of St. Burnupus. The exovressionistic
pa ttern continues in a few episodes, especially when the
chorus begs Ayamonn to leave the safety of the churchyard and
fight with them, Ayamonn is persuaded, and sﬂortly after his
departure, the news is brought that he has been killed in
action. When the chorus chants that Ayamonn died for them,
the Inspector says, "It wasn't a very noble thing to die for
s single shilling.” Shiela answers, "Mavbe he saw the shille

ing in the shape of a new world,"
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The inanimate syuibols emgloyed in this play are
well outlined in the rubrics that detail the setting of the
first act and include, "dilapidated rooms...upper shelf filled
with a row of LookS...a sSmall colouraed reproduction of Cone
stable's Cornfield,” and three biscult tins in which grow
specified flowars, as ordinary objects they are almost meane

ingless, but when it is remembered that these same objects

were markedly described in Pictures in the Hallway?Sone is

compelled to find in the play something of the autobiograph-
ical, This interpretation is further substantiated by the
rrotaegonist, Ayamonn, whose personality is extraordinarily
similar to what the author ascribes to himself in his re-
collections. Tven the asplrations of the hero are not dise

similar to those of the young man who wrote 'lhe Story of the

Irish Citlzen irmy26 and the third act scene revivifies, no

doubt, the dismal, dreary Lublin against which he revolted.
Yher. the play wuas staged, one reviewsr thought

O%Casey had fallen well helow the standard he had once set,zv

but due to magnificent staging sand direction, most critics

agreed that the moving spectacle of the third act compensated

25 Sean U'Casey, Plotures in the Hallway, New
York, 1942.

26 oSean 0'Casey, The Story of the Irish Citizen

Army,
27 Sewell Stokes, "New Plays at Last,” Theatre
Arts, XXX, June 1946, 3585,
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in some small way for the lack of emoctional depth,

Oak Leaves and Lavender<8

In the prelude to Oak Leaves and Lavender three

sets of dancing couples f£1it through the shadows of a darke
ened drawingeroom, symbols of the lavender and useless past,
"hen the flare of bursting boabs 1s sesn above the silhouette
of 3t, Paul's, one of the dancers cries out:

Uh, saurice, is England and the world to lose the

glow from s thousand tapers, the coloure-shining

vastments of the blshops, the jewels in altar

and gems 1n cross, the chorus of sacred song, and

the blessed peace of public absolution!
And when there is a cry from the dancers for Wolfe and VWellw
eslev, ilarlborough and Clive, the Young Son of Time, who is
leaning gracefully upon a huge clock, anawers, "Fngland's
orphaned of her greatest men, She 18 alone at last, and she
1s lost." In this sura of gloom the play begins.

The first asct scene is the same as that of the pre-
lude except that the shadows have been removed. Feelim, the
Irish butler to Dame Hatherleigh, 1a helping Monica, a fare
mer's daughter, blackout windowa,»and while he does this he
descrys the helplessness of the better classes in the war

effort. Jennie and Joy, two Land Girls, enter and Jennie

remarks that she smells lavender, Feelim smells it too, and

28 Sean 0'Casey, Collected Plays, London, 1950,

v, 1.
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sonice tells nim of "the old wive's tale that whenever death

is near, the scent of lavender apreads over the house." The

dark cloth on the wireless set lights up to show a flaming

swastika, and the first bars of Deutschland uber Alles are
heasrd, but not by the characters on stage. The Dame informs
Feelim that her son and his have recoived thelr "wings" and
soon will be in combat. When the globe over the clock lights
up into a vivid purple, and the wireless set is again momen-
tarily illumined, the Dame warns everyone of the purplse light
and sends them off to their posts.

It i8 parly morning when the second sc% begins.,
Feelim's son, Drishogue, and Monica have spent the nicht to-
gether. The bursting of » bomb in the near vicinity brings
Monica's father, KFeelim and Dsme Hatherleipgh wupon the scene,
The parents admonish the children for their loose conduct
while the Dame informs Drishogue that she has cabled'forty
dollars to a bishop for a symbol guarantesaing instant admis-
sion to heaven should the bearer fall In flight. The symbol
1s for her son, kdgar, who, with Drishogue, will scon be
plloting plenes over enemy territory., 4 chorus of frighten-
ed townspeople chant, "Oh, glve us shelters deep and lonely,"
and Feelim again asserts his authority and dominence by crye
ing, "To Arms, to arms, to arms.” The Dame receives a tele-

gram informing her of her husband's death and while Feelim




I

leads the townspeople to the recently bombed town, the Dame

52

stands alone, looking at the "rising tongues of crimson and
yellow," in the distance.

The scene is‘the same in act three, except that the
interior rssembles a great workshop. The capacious fireplace
now resembles a great drop-hammer, the columns flanking the
doorway appear aé machinery shafts, and the bureau is now a
lathe, A factory adjoins the mansion and the drawing-room
is now being used as a raste.centar for the hoasleass, A fore-
men tells Feelim that a pilot, crash~landing on the alrstrip,
wore a "1ittle imagme of an anzel with oubtspread wings...
musta teen a Catholic." 1t is Edgar, The wirelass sounds

Deutschland uber Alles and reveals crossed flags: tha "nion

Jack andlthe Soviet flag., iionlca reveals to Teslim thst his
son and ﬁdgar wore killed when crash-landing, and thst Jennie,
Ldgar's lover, had flung herself upon the burning pyre in an
effort to reach him. & burial scene follows, for the two boys
are to be buried together; the rich with the noor, the worker
and the nobleman. konica revesls that she i1s pregnant as she
and Feelim fall in behind the coffin, singing s lament. The
Dame stands alone by the window, when suddenly the foreman
enters and blows a whistle, Instantly the roon comes alive
with pounding machinary and busy worlmen. Ther the room

darkens and the shsdowy dancers appear, while the Dame assumes
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the position hald by Youns Son of Time in the prelude. In a
sad volce, she intones, ""e must all go soon. Our end mskes
but s beginning for others,.,” Then she sinks down upon the
clock.

This plav I8 so heavily larded with symbolic matter
that 1t is difficult to determine its pertinency to the dram-
atic action. The wirelsss set is repeatedly warning the group
of the Nazl menace, snd though it is unheard by the group on
staze, 1t would avpear that the bombing which goes on just
outside the windows of the mansion would be warning enough.
It is reascnable tn agsuns that the central room of the mane
orial house, in which all this actlon transpires, is the ob=-
jectified svymhnl from which a1l action should emanate., In
the first act, the room has "brosd and beaded panelling...
simple lines and ovele,..so0 that n dreany engigeéﬁ uight see:
in them the rods and motionless shaflts of machinery," and
“the windows...night become, in the far-awav future, the head
of a oreant machine, everlastingly turnirg out fantastlc wese
pons of war," At the hecinrirg of the third act, which in
the element of time 13 the following day, the "broad and
pleasing penelline has hecome 11ke bthe tles, the belts, and

" and

bars connecting warious parts of machlnery together...
bafore the act is ovar "the belts travel, the wheels turn,

and the drop-hammer rises and fslls,” This trensition, from
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dvawingeroom to worirshon, 1s not accoinlished in a neriod of
time such as the "fareaway future,” but in a reriod of twentye
four hours. Tha Adarkening of the room at the close of the
third act, and the reappsarance of the dancers, 1s aven uore
confuaing since the thres gentlemen dancers now speask outb
3adly, "The vpaonlns nasd our swords no longer," and are answare
ad mockingly by the ladv dancers, "Well-s-day! +that ya had

no swords to offer!" One can only deduce from this dramatic
pot-pourrl of sywuibols that the theme of the play can be best
described a3 a symbolic representation of a changing economic

order, and Shst this new way of life must start afresh without

the ald or recollection of the past.

Cocken=Doodle Dandy<9
The most abstruse and seemingly absurd symbol in

Cock-a-boodle Dendy is the cock that becomes in turn, a woman,

a tophat, and agaln a cock. It would appear that the cock is
made to serve more as a vehicle for susteining the action of
the play, than as a scoffing personification of sham and hy=-
poerisy. 4in the opening scene the cock dances about a "dige
nified urn" and disasppears. When Loraleen, an attractive and

funloving creature, firast appears upon the stage the cock

29 Sean O'UCasey, Collected Plays, London, 1950,

Iv, 117.
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" erows, and when she disappears, we are told that she Laa
suddenly turned into a cock "aponin; its bake as big as a
bayonet.” A short time later, the cock is heard cackling
{nside the house "with a note of satisfaction in the cackle.”
In the second scene the cock is in bad grace with the more
dignified members of the group, and since 1t is known that
a bullet would go clean through him, and leave him untouched,
we are told to "Look through him, past him, over him, dbut
never at him," because of its sinister enchantment. Shortly
afterwards the cock is reported to have changed into a top-
hat, back again into a fowl, and azain into a woman, In the
third act, Loraleen appears on the stage, only to be turned
into a cock for the third time. OUut of context, the symbol
of the cock i3 most bewildering and it will be necessary to
give a more detalled synopsis of the play in order to approach
the personification's true light and meaning.

The setting and the theme for this play are almost
identical with that of O'Neill's Desire Under the Elms. The

scene is the exterior of a farmhouse with a porch snd a gate:
but where O'Nelill designates two elms, 0'Casey uses two
twisted pillars of wood, looking like snakes. The theme 1s
highly suggestive of U'Neill’s preoccupation with New England
puritanism.

Michael marthraun, owner of a lucrative bog, and
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Sailor Mahan, who owns the concession carrying turf £;om the
bog to the town, sit on the porch a;d argue sbout the price
to be paid for carting turf. #ichasl tells Sallor Mahan
sbout "whispers ebbin' and flowin' about the house, with an
edge of evil on them, since that painted one, that godless an'
laughin® little bitch left London to come here for a long and
leering holiday." The evil one 18 his daughter, Loraleen, by
his first wife. Vhen Loraleen appears in the doorway the cock
crows and frightens the superstitious men, The men ignore
Loralesn and continue to argue about what should be paid the
peasant bogeworkers, and when Marthraun refuses the demands
of Mahan, the sailor accuses him of "using" his old fathere
in-law, who unwittingly so0ld him the bog without knowing 1ts
true value, Iliichael insists that the money he paid for the
bog was enough to take his present wife's crippled sister
to Lourdes for a cure. Both men are Catholies, "Knights of
Columbanus,”

Shanaer, a "very wise old crawthumper, really a
dangerous cod," arouses the superstitious natures of the two
disputants when a commotion inside the house is heard. Marion,
the maid, excitedly asks one of the men to go inside and cateh
the thing “"before it ruins the house.” To the consternation
of all, the cock thrusts its head, complete with "handsome

crimson comb" through the window above the porch and crows
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violently. When the excitement has subsided, michael‘and
Mahan beg a kiss from the maid, and when it 18 proffered,
horns instantly rise from out of the girl's forehead., At the
close of the scene, the crippled sister is carried past the
house on her way to Lourdes for a miraculous cure,

At the beginning of the second scene the cock runs
amuck snd a Hessenger goes after 1t, A Porter delivers a
tophat to lichael which has been plerced by stray bullets ine
tended for the cock. A Sergeant appears on the scene and ine
forms the men that he saw the cock change itself into a top-
hat. The stage darkens and the tophat once again becomes the
cock; then both hat and cock disappesr. A Bellman frightens
the men by tellihg them that the cock, now in the shape of a
woman, is coming their way. A golden shaft of light falls
upon the stage with Loraleen in ths center of it. ‘Lorna,
sichael's present wife, sand the mald, appear on stage in fanoy
dress, The three women drink from a bawitched bottle of lig-
uor and toast the good things that 1ife can give. The three
women take partners and dsnce and when the Priest arrives on
the scene, he demands that Sallor Eahan discharge his best
lorry driver for living with a sinful woman, When the lorry
driver appears and rafuses to give up living with the woman,
the Priest strikes him in anger and kills him,

In the third scene the Priest returns to sxorcise
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the house of evil demons, The house sways and the flagpole,
bearing the irish flag, collapses, 'The cock swaggers. on Stage
and the Sergeant takes aim, shoots, but the cock escapes, The
Priest, prey of the cock, escapes the cook's fuiy on ths bhsack
of a duck. It is s "miracle”, The Priest now appears as the
advance guard for decency. The first miscreant brought before
him is Loraleen, who expleins to the priest that her relatione
ship with Sailor mahan included only the loan of five pounds
in order to “get away". As she is being manhandled, the
Nessenger comes in and wards off her tormentors. Then she 1is
cast from the place by the Priest; her stepmother and the
maid, in sympathy with her plight, accompany her. The Priest
tells michael the demon has now been conquered and he may
now be happy. The procession returning from iLourdes revesals
that the crippled sister is no better than before and no
miracle has taken place. The messenger, in response to mich-
ael's question as to what he should now do, is told to die,
for "There's little else leoft usefull for the 1likes of you
to do.* |

If one deplored the indiscriminate use of symbols -

in Oak Leaves and Lavender, it is certain that this play with
its massive agglomeration of symbols will bhe exceedingly
nonsensical., 5o heavy and diffuse is the use of symbol that
quite frequentlv the proposition or thesis of the drama

is confounded and made inobvious,
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Jules Koslow®0 maintains the plsy 18 an atté&pt
to deplct the interniecine strugglse 6% present-day Ireland, but
we have only the peat~bog and the Irish flag to indicate thaﬁ
his symbols, or personifications, are not universal but nat-
ional types. If #r. Koslow is correct, and he was abetted in
his work by the guidance of U'Casey, therevis some thing lacke
ing in the play. With the exception of the tottering flage
pole, there is nothing in the play to indicate that this drama
of a seemingly prudish father and a somewhat llcentious girl,
is representative of internal turmoil in the Irish state. The
cock, it appesrs, is nothing more than an exotlec instrument
by which the playwright measures out his scorn. Ip the ru-
trics, the cock is described as having the look "of a cynical
jester.,” Since the cock merely struts or dsnces, becomes a
tophat or a girl without uttering one word and without one
appropriate or meaningful action, it can be classified only
as a stage prop, and one might as well read meaning and sig-
nificance in the pecullar headgear worn by Loraleen that iden=
tifies her with the cock.

0'Casey's employment of symbols in this play is
chaotic and bewlldering. The symbolic personifications
neither heighten the drama nor disclose the theme of the play,

30 Jules Koslow, The Green and the Red, New York,
1950, 115.
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whieh, for all one can make of 1t, is ostensibly concerned
with religious prudery., The parallel between U'Neill's thesis

in Desire Upder the Elms and O'Casey's symbolism is indeed

apparent, the former losing the thesis in involved Yreudian
interpretations and the latter working with arbitrary symbols
that are relevent only to the playwright, But theré is drama
in O'Neill and there is only confusion andAabsurdity in

Cock-a=boodle Dandy.

~




CHAPTER IV

SCORN AND YHE HERQ AS S3SYMBOL

A study of the dramatis personae in the later plays

pf Sean V'Casey reveals a repetitious reworking of similar
*VP@S and symbollic personifications, Thess symdbols play
almost identical roles in plots or themes of famlliar origin,
1h§ two most obvious personiflcations are found in the symhols
th%t most vividly express the playwright's scorn, and in the
foii symbols that portray the hero or the Irish superman,
Thaiaessar personifications rarely add more than color to

the dramaturgicsl effect, and quite frequently they serve as
mouthbiecas for the author'é opinions and attitudea, In add-
1ticn; there exlsts the symbolic groups: the haranguing mobdb
and the chanting and expressionistic chorus that threads the
dramatio theme with lugubrious chnnts. The inclusion of the
nob grodpings is often pilcturesque but obtrusive, and its
ccnsequ;ht retarding of the dramatic action by vehement dia-
1ect%?s ?1spels the mood and tone of the drema. While the
choru@es'may renssert the play's theme or idea, their un-
reay%atic chanting 18 eplsodic snd lacks tragic urgency, and
in the end tends to negate the realistic impact of the play
idﬁa4 ﬁ 61
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Symbols of Scorn

The symbols of scorn in the later plays of u'Casey
are aasily 1denp1fiable because thelr personalities and pere
formances remain static and indomitable throughout the action
of the play. They are of the same stgture and disposition at
the final curtain as they were at the beginning of the play.
Thev are endowed with all the failings, vices and ineptitudes
that may at times be attributed to these symbols of scorn and
it is the obvious intention of the playwright to heighten and
to make praminent his feeling of contempt. Walter Starkie,l
in commenting upon the tone of U'Casey's plays remarked:

seothere is always a 1little demon at his elbow
who prompts him to turn i1t [his poetry] into
ridicule - that bitter ridicule which seems to
come naturally to the Irislman,..

As a foll to this hapless group of aymbols, the
O'Casey hero emoerges to lllustrate and instruct, while the
resultant drama comprises the pith and substance of the plot.
At the end of the play these imnious personifications have
not wavered from their ignorant attitudes, nor are they per-
ceptibly moved by the arguments and persuasions of the hero

syubols, thus the drama retsins to the end the propelling

force of the author's odium,.

1 Walter Starkie, “Sean 0'Casey," The Irish

Theatrs, ed. by Lennox Robinson, London, 1939, 155.
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In The Star Turns Rad the firat of the corrupt and

pompous clergymen smerges as the Purple Pr}est,}a villainous
character indeed when contrasted with the patient humbleness
of the Brown Priest who i3 his obvious foil, It 18 not sur-
prising that 0'Casey was unable to comhine the essentials of
corruption and the qualities of humanitarianism in one symbol,
for in none of his later plays does he personify his symbols
wlth many=-faceted implications or with reslistie clarity. The
Puarple Priest, the priest of the roliticiasns, is not ver
mltted the sensipive, modest narcegtions of the humble Brown
Priest, although a skillful dremetist might have combined the
two dominant trsits in one symboi and then employed that sym-
bol in a highly dramatic struggle of humenity versus social
or economic ideology. It may be arpued that the two symbols
were necessary to convey the messapge of the thesis, but no
synopslis of the plet willl indicate their inclusion in the cast
‘a;”a determining factor in the plav's outcome. At any rate,
the two priests, taken as a whole, do not disclose a true

énd consummnte pilcture of the Catholic clargy. The theme of
the play is concerné& with the overthrow of one order of
soclety for anothsr. Inside this basic plot framework the
dramatic action 18 involved with the strugple to achiéve this
endg It is clear at the stért of the play that the actions

of aither priest will not have much to do with the determin-
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ation of the play ending. Jules Koslow? in his inteé;re—
tation of the play's plot does not ;ven mention the Catholle
clergy. He states that the nlot idea is 8 reversal from the

idea expounded in The Silver Tassle, wherein it was shown that

one life may be too much to forfelt in the advance of a

political ideology. In The Star Turns Red

«eethe struggle must bring on sacrifice, sacrifice

may rasult in death and death of one or a thousand

snd one is a necessary, though undesirable, step

toward the realizstion of political goals,...
Since Mr, Koslow had the assistance of the playwright, 1t
becomes clear that the object of scorn in this play serves
not at all the expansion of the play idea. The Brown Friest
is 8 barely credible person and the Purple FPriest could have
been replaced by a brilliant demagogue, and the exigenciles
of plot and theme not at all violated.

'It appears as if the Purple VYriest was to be damned
throughout the play, for the author assumes or suggests no
arguments that might tend to convert the corrupt priest to -
the 'light' of the red star. It was certainly easier to have
the good priest always pliant to the tenets of Communism
and thaqurple Priest alwavs pompous and cruel, than to have

one symbol of the Catholic clergy - combining a feeling for

humsnity and a predisposition to changing soclal order -

2 Jules Koalow, The Oreen and the Red, New York,
1950, 88,
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compelled to the winning side by relevent srpument agh par-
tinent action. Stephen Spander'é %iaw that O'Casey

eseS00ms to have but a faltering hold on the 1im-

plications of social ideas - sympathises most

with the Communist and understands baest the

Catholic..,
is difficult to reconcile with fact, unless his perception
of the Irish priest transcends that of centuries of Catholics.,
1t is, of course, the intrusion of O'Casey into the idea of
the play that compels the author to this attitude, His de-
lineation of the priesthood is personal, introverted and
without perspective.4 It is this lack of universality end
dramatic dissection that makes of his symbols ineffectual
1mag3! without objecti%e expansion and intellectual integrity.

This kind oféattitude delineation is carried to an

extreme perversity when the Bishop in Within The Gates 1is

represented as the father of an illegitimate child, and has
fow qadeoming features that might admit him to be honestly
called s servant of CGod. When James Agate, drama critic of
the Sunday Times, called the Bishop an “oily scoundrel,"”

&

O'Caaéy retorted!?

3 Stephen Spender, "A Morality Play with No Morals,”
Hew Statesman, XLX, merch 16, 1940, 363,

4 4n explanation of Sean O'Casey's relisious
views and attitudes may be found in his article, "ATGabe
Clangs Shut," in Irish ¥Writing, Number 13, December 1950.
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The Blshop was never contemplated by wme as either

oily or as a scoundrel. He 18 a good-natured, well-

intentioned, religlous, and sincere; but he is

timid, misteking pood-nature fa the fire of the

holy Ghost and life has passed him bys And he 1is

not a character, but simply a symbol.
he highlights of the Bishop's characterization do not tally
with 0'Casey's explanation. The Bishop speaks of the people
'within the gates® as common people; he lies several times
throughout the play; he refuses charity to an indigent; calls
himself a "perfect stranger" when the Young Woman begs him
for advice and then fondles her knees. In one scene he roughe
1y pushes a man and exclaims, "Oh, Go to Helll"

Even if irreverencs is intended toward the clergj

and not the Catholle church, the delineation of the Bishop
is wholly inadequate and exceedingly myopic, and at best exe
plains a childhood wound receilved at the hands of an unsyme
pathetic priest or perhaps & misguided assimilation of facts,
Grenville Vernon® found the play not the "religlous function”
that 0'Casey implied in the thesis:

It 43 rather a hedonistic farrago, beautifully

written in spots, formless and pretentiocus, a

symbol which 4ts author never intended -~ a

syabol of the confusion gt once moral and esthetie
which permeates so much of modern writing.

5 Sean 0'Casey, The Flying Wasp, 48,

6 GOrenville Vernon, "Within the Gates," Commonweal,
XXI, 1934, 66,
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Jules Koslow does not attemnt to justify the nersonification
of the Bilshop and instead ramarks that the nlay gives
us a picture of 1life, and 1f that oicture shows
intellectual, moral and social confusion, the
fault liss not with the writer hut with soclety.”
4 prostitute and a dissolute hishop cannot pﬁovide the »rin-
cipal subject-matter for so broad a canvas, Koslow's syn-
thesis of the idea of this play is tendered in so defensive

a btone that one is inelined to answer that a baker cannot

always blame the ingredlents for the unpalatableness of
hls wares.

In Red Roses for Me, scorn and ridicula ars meted

out to a verger of the church, the Rector's churchwakden, and
members of the Protestant church's Select Vestry. Although
the hero's sweetheart i1s humiliated throughout the play be-
cause of her Catholicism, the final scene of the play is re-
solved against a backdrop wherein members of the Protestant
church react without even ordinary coupassion for the drame-
atic exigencies of the plot. Yhis is perhaps U'Casey's only
play in which all the venom of his scorn is not concenirated
in one or two symbols of religious-minded peopls., 1t is
probably the most unrealistic too, sinece the contrived

utterances gre so impalpable as to suggest not a play but a

7 Jules Koslow, The Green and the Red, 69.
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pageant of dislectics., It should be noted that these person-
ifications are all religious types and are not directly in-

strumental in furthering the action of the plav,

The religious symbolism running amuck in Cock-a-

Doodle Dandy is as trenchantly unsympsathetice and scornful as

in the previous plays mentioned. The theme of the play is
ostensibly involved with the idea that Christian morsls are
1ncampatiblé>with the natural propensities of the irish psople,
In this play, 0'Casey's latest, the corruptive vower of re-
ligion is more sharply defined and more devastatingly ridi-
culed. Father Domineer personifies the authority of the
church and in that capacity he destroys books by}Voltaire and
James Joyce, and as the authority above natlions, he cries
out ‘

We're above all nations, Nationality is mystical,

mgundering nonsensael! It's a herssy! I'm the

custodian of higher interests,
This evil priest, when his commands are disobeyed, strikes
a Lorry Driver and kills him; then the priest murmurs an act
of contrition into the desd man's ear, Throughout the play
Father Domineer speaks less 1like a priest than a lFascist
dictator, and it 1s not surprising to have those banished

by him, savying as they leave, ".,.ws g0 not towards an avil,

but leave an evil behind us!"
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Relingious morallty 48 symholically interpretated

by having the chalrs collanse under two superstitious, re-
1i§iou$ 0ld men. The O%Cassy hero, the ligssenger, hastens
upon the scene to astutely appraise the ulshap: |

ell, yous have settled down now, anyhow! Will

I get yous chairs sturdy enough to uphold th'

wisdom of your talkin'?
Twven the women of the househeld, whose indiscreet and loose
chduct‘éccounts for most of the sction in the play, remark

gf‘ the chairs:
” Oh they've brought the unuteadv chalrs out, and

now they've broken them up® (to the men) You

knew well th! chairs in the hall were thsere oniy

to present an appearance.
A "miracle" trip to Lourdes leaves one of the characters
without hope while the genulne miracle turns out to be the
invulnerability of the cock, who remeins unscathed when
bullets pierce it., We must again rely on sir, Koslow for a

definition of the cock as symbol:

esethe cock 1s a symbol of proud, vibrant living,
the dawn of a new day, the very rhythm of uni-
versal 1life, a cvnicai mocker of those human
beings who would shy away from 1life and husy
themselves in the dark and gloomy recessas of
1gnorancs and superstition.

The depracatory attitude in this drama 1o so

8 Ibid, 115.
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helhtened that to list the OPGdiSpO‘;%J?ﬂS and Drwjuéices
of the playwright would be a fonnidable task, Tvaluntions
of the play, however, are not all negative, Jo m Gaa»nerg

in Theatre Arts found thatl

there 1s much comnfort in the realizatlon that his
last play, Cock-a-voodle Usndy, published in 19249
had more dramatic¢c sinew and vi.allty than anv*hing
written by him since The Flough and the Stars s
quarter of a century ago.

Purple bust, “A Yayward Comedy in Three scts,”

turns to the Fneglishman as an object befitting scorn., ‘the
symbols amployed are presumed to be the essence of "nglish
1ifa and aspirations., Cyril, an elderly Fnglishman, is the
untutored but successful business men, while Basil Sitoke is
n vounz and scholarly Uxonian., both symnbols are inadequately
handled and the descriptive tone is insensitively keyed, When
the plavwright has finished with these ridiculous charace
tars, they deserve nothing more than annihilation by deluge
end certain removal from the face of this earth, 7This deus
ox machina resolvement of the play's problem is far from
belng farcical - the play has often been called a farce -
and, most eartainly, imvossible of realistic staging.

Poges describes himself as having been "reared

any old how" and

9 John Gassner, “The Prodigality of Sean U'Casey,"”
Theatre Arts, XXXV, June 195 52,
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seoshare I am today, & money'd wan, avle to say

to almost any man, come, and he cometh, and to

almost any other man, go, and he goeth - and

quick, too; able to shake hands with lords ard

earls, nnd call them by thelr Christlan naaes,.
Basil Stokes has this to say of hlmself:

Considering that I have read every word
written by hume, Spinoza, Aristolte, Locke, pBacon,
Planto, Socrates, and KXant, among others, 1 think
my views ought to recleve soms respect from an
1snorant man.

This 18 certainly not the tone of farce where folbles are
ingeriovaly exposed by humorous ironies., The axagzeration ls
there; but the artfully comedic is lacking. Though the two
men are at odds as to the particular merits of thelr hack-
ground snd ahility, they are both staunch advocates of tra-
dition.

Other symbolie featuras of the vlay include the
parsonification of the hmuenslty of the nritish Comuonwaalth
as an unwieldy laswn-roller being pulled across the mansion
floors. Vhen difficulty is encountered in getting it through
the doors, someone asks if 1t is not too big. Poges answers,
"No, 1t isn't too bigz. The man who sold i1t to me sald that
the bigger 1t was, the more effactive it would be.' Later in
the nlay a hure desk 1s heing sused through a narrow door=
way, presunably a svmhollc represcentation of the India quest-
ion, which at the time of the play's conception was a major

English problem. India was an unwilling Protectorate in the
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Bsritish Fmpire until gilven Jocuwlnion status 1n 1047,

In Purple Dust tlie object of scorn was the proud

but dublous asmbitions of two inglisimen, and in O2k Leaves and

Lavender an attempt is umade to satirize the Tnglish reluctance
to cast off tradition for a newer and more progressive order,
Dame Hatherleigh, a personification of Iinglish tradition, is
confronted in this play with nglish derelicts and misfits,
prudish provincials and farmers, a Nuzi-loving “nglishwoman
and an English coward. ©She expresses, according to 0'Casey,’
the soul. of England when she says:

Isn't 4t thrilling to feel that we arae soul of

the soul of the lost Ten Trlbes of Israel, and

are being held firm in the hands of Delty for

a speclial purpose.
Although the soul is a distinctly lrish one, the Dame scon
turns against the hero, Feelim, whose Irish astutsness fails
him Iin comforting her upon the death of her son. ‘'hen, in the
last act, the new soclal order smerges and a factory is attach-
ad to her home, she exclaims:

House here? Not here: this house can never change;

never change. ter ardua ad astra, A hard climd
to the stars.,..

"rere the deus ex machina was an engulfing wave of water in

Purnole Dust, the resolvement of this play is ovrovided by an

unrealistic transformation of her country home into an arsenal.
The cry of "worker's Arise" will be heard by all perceiving

playgoers,




The Hero

No difficulty wlill be encountered in detecting the
hero in the later plays of “ean U'Casey, & mane-ofe-action with
vouthful exuberance, a pleasant personality, overwhelming
astuteness, devotion to the cause of the common paople, and
occasional abandonment to the lure of women; these are the
ingredients of which his heroes are made, The hero in these
plays cannot always lay claim to bheing the rrotagonist for
the reduplication of his 'type' in »nlay after nlay affirms

his raison d'etre as merely providing contrast to the object-

ified symbols of scorn. Une can trace throughout 211 these
plays the demi-god stature of these heroic pnersonifications,
heightened by the prevailing attitudes of the plavwright.:

In ¥ithin the Gutes the hero emerges as The Dreamer,

a young man who

carries himself buoyantly. iis faaturss ares rumged,

his eyss bright, somstimes flashing in an imagin-

ative mood, but usually quiet and dresmy-locking...
As a foll to the wicked pishop, he seeks to 3ave the tormente
ed Bishop's daughter from the hateful orpresivensss of the
Down and Out Group. Le calls himself the "Quick and Lively"
and philosophises that "wine 1s the mirror of the heart" and
calls the Young Woman to the "deep kiss and cluteh of love,"

“"hen he has enviegled her into sinning with him, he learns
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she i& soon %o <die, and he criasg out againet hiaself and the
social order:

Hot you, “air lass: nobt youl.., 1 few 9ulles bastowed

on the unworthy is all that you have to answer for.

1t is those who disorderad vyour 1ife with theilr

damned whims: those who have left a lovely thing

lonely and insecure; who have neaslected Lo nurture

the rare; 1t 1s we, dear lass, who will have to

answer for 2ll these things.
His gallantry to womenkind is unbounded. ™ine 1s a vpanacea
for the wretched in heart and it suvcceeds in exvosing the
raality of the soul and the reality that 1is genuine humanity.
O'Casevy's thesis méy well be that soclety degeneratas us by
its religious and moral fetters, and by the sasuingly siring-
ent exactitudes of social decorwi. The Drsamer blatantly
ussumes the determination of right and wrong, and though he
may blame society for disordering the Young "oman's life, he
himself does little to bring the glrl to hanviness in the
complexities of urban soclety. Once the Dreamer has sated
his lust, he assumes a Housseauistic pose and points the

aceusing finger at a rather disordered nicture of soclety.

In The Star Turns led, the C'Casey hero emerces

swathed in formidable candor and insight, fishting for the
rights of the proletariet. He 1s an Irishman and a Communist.
He 1s
tall and strongly built. ¥ils eves are prey and
brilliant., His hair is raven black... He amiles

whon the Brown Priest sees him « it 18 a smile
of welcome and affection.
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It is Red Jim, however, and not Hle ovrotagonist

of the play, who runs into thna cruei opposition of the Fasecist
politicians and successfully stens their rise to nowsr. That
Red Jim is Jim bLarkin, the famcous union leander during the
‘’ransport VYorkers Strike of 191%, thiere can Ta 1ittls doubt,
To the singing of the Internatlonale, Red Jim stands over the
body of the protagonist and cries out: "He foupht for life,
for 1ife is nll; and daath is nothing...” MNis chivalry hor-
ders on saintliness ancd, like ar evanpralist n%t a revival
meeting, he grasps the hand of s comrads who has just sworn
of f drinking, and cries, "y comrada was dead, and ia alive
agein; he was lost, and is foundl” Red Jim passionately
espouses athelstlic thoughts when pitted acalnst the admonlte
lons of the Furple Priest:

If your God declares that ore ¢rild shall dwell in

the glory of knowledge and another shall die in the

poverty of ignorance, then we declars asainst Hing

once and for all and for ever we declare against

vour God, who hath fiiled the wealthy with cood

things and hath sent the poor eupty away!
His surnerhuman sbility to reform blackguards, and to make
rospectable mean of them, may be drawn from his tirades against

+the n1nion officials:

(to 1st Official) ...Who lifted you, you hesrseman's
pet from the job of worrying the poor...l did!}

{to 2nd 0fficial) Zo whom did you run when...vour
boss found you dlpping too deep into the money
satchel? Who saved you from jail and, for a time,
turned you from a picaroon into a man? I did!}
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(to 3rd Official) 'ho found you with hardly e boot

on your foot... Who took vou up because he thought

he saw a gllmer of & man in you... i didl
ot onlv has Red Jiwm made real und honest men of these
villains, he clalms more?

‘The union c¢hoze you, did 1it? The men elected you,

did they? “ho made the unlon? ‘‘ho made ths men

men? ho gave vou the nowers you have? 1 did,

vou gang of daws!
This magnificent speciman of a man, whose clear pvercention and
unblemished personality remains just so throughout the nlay,
converts the nlayers, but not the audience to 2 swmpathetlc
view »f Communism,.

U'Killigan epitomizes the O'Casey hero in Purnle

Dust. He is an Irish labor foreman and is descrihed by one
of the stonemsasons employed in the rebuilding of the Tudor
mansion, as '

A handsome, hefty voung sthripling, with a blg

sesm in his arm that he got from a bullet firad

in Spain.
0'Casey descoribes him as

tall, fair voung man of twenty-five or twenty-six

yvoars old. He has a rough, clearlv-cut face;

dogmaed-looking when he is roused, and handsome

when he 1s in pood humour, which is often enough.
Like Red Jim this hero possesses an excellent sense of humour
and an abundance of common sense., le, too, has struggled and

fought for the o rressed, and he does not hesitate to vilify

the English veneration of tradition,
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O'killigen has tris to say ol the inglishi:
Because thevy thiniz i: has what they call a history.
“verything old is sacred...Give a house a historv...
16t some titled toufool live or die in it - and
some fool mind will see loveliness in rotteness
and ruin,
He retorts with considerable vehewence when it is suspected
that he 1s ignorunt ernocush to Lo be acquainted with “ords-
worth:
A tired-out oul' blatherer; a Lumble-down thinker...
a shadow parading about as the sun; a post, sen-
sitive to sverything tut man...
and as a precursor of what the Inglish peoples have in store
for them, he remarks, "...in a gensration or so the mglish

"mpire will be remembered only as a half-Torgotten nursery

raoymel” He has the same sentimental, passionate regard for

womankind as 4id the Uresmer in Yithin The Gates, for he
axhorts the mistress of the bumbling aristocrat to flv awavy
with hilm:

graft vourself on to tho living, and don't stay

‘hidden any longer here...listen to me, an' let

longin® flood into your heart for the call of

1ife...5pit cut what's here, an' comé where love

is rierce aun'! fond an' frultful, Come, lass,

where there's things to say an' things to do an'

love at the endings\
“verything O'Killigan predicts and wammsof eventuslly trane
spires and only an ignominious end can remain for the two

nglishmen,

Red Roses for Me provides Ayamonn wlth almost the
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identical personalityvof tha lisroas proviously discussed.
'That he is stamped from the 3aao mo&ld as U'Ailligain and Red
Jim will be easily secn, Ffor ha ls describod as

tall, well bullt, btwenly-two or so, with deep brown

eyes, fair hair...his face would remind an inter-

ested obsarver of s rnther Land.owe, flra-uinded,

thoughtful, and good-humoured bulldog.
Avamonn 18 a laborer and also an intellesctual with aspir-
ations of popularizing Shakespeare., 1is wother worries about
his intellectusl asctivites and tells him to rest. "You're
overdoing it," she says. "Less than two hours sleep today,
and a long night's work before you. ékotchin;, readin',
makin' songs an' learnin' Shakespeare; if you had a piano
vou'd be thryin' to learn music.” A3 noted before, 0'Casey
has drawn the characteristica of ayamonn from the stuff of
his autobiography. 'That he was, as a boy, interested in

drama and Shakespanre, 1s attested tc by a statement in The

Flving Wasp concerning s school-boy production of kidsummer

Nights Dream?

e«soethe papers might have given the venture a more
punerous piace of space, for the production of this
play was of more importance to the greatness of

the ¥nglish nstion than the breaking of a neor
horse's neck in the Grand National. So capitale-
istic ¥ngland judges the luportance of things,
Communism could never fall so low,.O

10 Sean 0'Casey, The Flylng Vasp, 166,
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U'Casey's youthful ambitions znd the loving reverence in

wilceh he held his wother ere well utllized, while in speeches
such a8 asyamonn makes, ols concorn for the Slight of the
common people aemerges:
Friend, we would that vou siuould live a greater
life; we will that all of us shall live a greater
1ife. Our Sthrike 1is vyours.' 4 step ahesad Tor us
today; another one for you tomorrow. % who have
known, and know, the esupilness of 1life shall know
its fullness, All men and women quick with 1ife
shall know its fullness. all men and women guick
with 1life are fain to venture forward. The avple
grows for you to eat. <The violet grows for yvou %o
wear, Young malden, another world is in your womb,
A certain poetic chivalry possesses Avamonn's soul when he
plots an assignation with his betrothed:
Tomorrow night, in the old place, near the bridge,
the bridge of vision wiere we first saw ..encus
and his coloured birds of passion flying.
Although Aysmonn proves himself an extraordinary hero, his
immolstion in the fourth act ssems hardly to have helghtened
his stature, since his struggle for a better world was an
undertaking of which he wes not alwavs conscious and for
which he was not adequately prepared,
An lrish butler in the home of an Fnglish noble

woman is the hero in Oak Leaves and Lavender. He is not as

young s man as our previous heroes have been, but where
Avamonn reminds us of a bull-dog, Feelim O'Morrigun resembles

n fox, He 1s described as:
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which he somewls ¢ resembles with his thin, protrud-

ing nose and reddish hair,.
That he is an U'Casey hero cannot be denied, for it iz not
long after the play opens that this Ipish butler ssserts his
superiority over esveryone and begins to complain of thai#
halpldannaaag %When th@ charscters begin to fuables when blacke
ing out windows becsuse of the sir-rsids, he says, "It'as the
people...not able to do anything without brsakin' basck, arm,
leg or something, OUh, amn't I sorry I came |from Ireland
to Englnnéj.“ Peelim performs all duties promptly with ex-
aoting cleverness, and continually jJibes the unfortunate
English people who surround him, because of their clumsiness,
He says, "Fuss and Pury., God must ha' had a rare laugh when
He made s serious Englishman.® Even the Dame of the house
must sdmit the butler's preeminence in the war effort, for
she remarks to Feslim, "Sit down, Peelim; sit down. You're
more important now than I sm.” And Peelim sits down and proe
deeds to tell tho Dame that "There was slways scmethin'
sthrange, samethin', somethin' thremendous about th' Irish
peoplel” %hen the problems of war<time living have been
shifted upon the broad shoulders of the Ipish butler, and
scmeone presumes to interject a bit of a&vied, Feelinm retorts:

VWa're not concerned with sound Christian doetrine,
good peopls, but with sacular instruments ticking
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out problems it takes aoncentration to solve, ’

That the butler 1is defini%ely a man of the people
wiil be noted in the battle-cry he so eloquently expﬁousol
a8 bursting bombs press everyone to actiont

Td‘Afms, to arms, to arms!
- T¢ arms, your ranks advance!

Maroh on, march on, serfdom 1is past,
Set free th' world at last! .

Ho is alsc gallant and sympathetiocally aware of the unfortune
ate plight of women, for when he ocbserves two Land Girls
preparing for manual labor, he %ells them
seedtls not diggin' the land yous would bs, but
sportin' about in the whitest o' linen an' gayest
of silks, with young an' handsome gallants fes-
tooned with ordheras, an' swords danglin' from
their hips, cravin' a dance in a lighted hall,
or a long kiss outside, under a threes, an' the
twilight fallint'!
And he rises to heroic, albeit Churchillian heights, when
news 18 brought to the Dame that London is aflame:
Two things we have to do - fight the raids and
fight invasion. Fight it on the beaches, among
the meadows, in the streets.

The hero in Cock-a~Doodle Dandy is The Messenger

who, like U'Killigain in Purple Dust, whisks away tormented
womankind from an unhappy snvironment, We do not have a des-
eription of the Messenger, but that he is a young man there
can be little doubt, for his sole interests appesr to be
love-making and the denial of the hard-bitten morality of
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Father Domineer, His detestation of the priest will be ob=
served in the following lines:

Now, Pather, so full of pity an' loving-kindness,

jet out your bitther blessin', gn' let th' girl

go. An' thry to mingle undherstandin' with your

pride, so as to ease th' tangle God has suffered to be

flung around us all. S

His attitude to weomen is similar to that of the

other heroes, but he is lesa gallant and more sensual.
Throughout the play he sympathises with Marion's dilemma,
and he cannot resist telling her how much he wants her:

Oh, nnricn, Harion, sweet Marion, come down till

I give you a kisgs havin' in it all the 1ife an'

longin' of the greater lovers of th' past,
The pinnacle of his intellectual superiority is reached in
the closing line of the play, when the emdbittered and con-
fused old man asks what he 1s to do, now that his wife and
daughter have left him. The Messenger, smug in his assumed
omniscience, retorts: "Die!l There is little else left

useful for the likes of you to do."




CHAPTER V

SYMBOLISHM ARD SEAN O'CASRY

Colors

In the previous two chaptera Sean 6'6&5@7’3 nore
dominant and peraistent symbolie personifications are anase
lyzed and eategarizod; there remains, however, a vest agglome
eration of symbolic matter that is difficult to evaluate.
This prodigal use of multifariocus symbols and personifications
in dremas that have not the substance to materialize their
potentiality, is the most obvious weakness of the later plays
of Sean 0'Caaey. HMany of these symbols are recognized for
what they represent, bﬁt'ﬁany have only a lucid snd instincte
ive meaning'to the playwright¢ His most prolific end indis-
criminate use of symbol reraroneaxia embodied in the use and
selection of colors.: These colors may danoia moralities,
moods, politicel dispositions and even an individual's per-
sonalitys The titles of five of the seven plays covered in
this paper will 1llustraete the adjectival use of color in
symbol delineation: The Silver Tassie, The Star Turns Red,

Qak Leaves and Lavender, Purple Dust, and Red Roses for Me.
83
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It 48 possible this predisposition to color stems from his
impressionable years in Dublin, for I Knock at the Door dis-

oleaop'a particularly marked interest in colors and flowers:

-Doez God like red, mother? .

-0h yee, yes, He likes red: there are quite a lot of
rlgworu and things in the world that are coloured
e,

-Doas God like the colouc red the best, mother?

-0h, I couldn't right say, Johnny 0'Casey daesig-

" nates himself as Johnny Casside in the early
sutobiographies 3 I think he likes all the
colours, really. .

-And yaliaw, toot for lock at the buttercups,
the primroses, the cowslips, the daffodils, and,
and the dandellions; He must be very fond of
yellow, too, mustn't he, mother?

~Yes, He must be very fond of yellow, too, Johnny.

~But I don't think He cares a lot for blue, Hother,
for there's only the violets and the bluebells -
But 1 fcrgot about the sky, the blue paft of the
sky, that's everywhere on a fine day...

Earlier in the book, flowers are personified through color:

-1 don't know, I don't rightly know, answered the
soft voice; to me, red geraniums or geraniums of
any other colour seem to have & stand-offish look,
always, while daffodils seem to weloome you‘go
come in and walk about in the midst of them,

The color green is revealed with Transcendental overtones:

<]l was just thinking, mother, he said, that green
must be a great favourite of God's, for look at
the green grass, and the leaves of bushes and
treaa; and teacher said tgat green stands for
life, and God loves life.

1 Sean 0'Casey, L Knogk at the Door, Londonm,

- S———

1939, 76.
2 Ibid, 32.
3 Ibia, 82.
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In Ofcasey's more or less autohiographical Red Roses for Me,

itha7seene of the first act designates a symbolic signifie.
cdﬁcb to the arrangement and selaction of flowers:

TUnder this window, on a roughly made bench, stand
‘three bisecuit tins, In the first grows a geranium,
'in the second musk, and in the third, a fuchsia...
'These e¢rimson, gold and purple flawera give a regal
’tint to the poor room.

?he aléost identicsl minutia may be found in I Knock at the

‘boors \f
’ wesand on the window ledge the two geraniums, one
white, the other red, and the purple-cloaked

fuchsla blossoming blithely am%d the wrack of
the cammon things around them,

Astde from the fact that these flowers would bdbarely
be observed by playgoers, it is doubtful that 1f observed, the
sudience would discern significance in the use of colors or

of the flowers themselves. In Purple Dust, this sort of

thing 1s carried to 2 farcical degree when the Irish girls
enter carrying two vases: "(Scuhan)...is carrying a black
vase, striped with blue...(Avril) carries a blue bowl striped
with blaek." In the rubrics of his later plajs all the
charaeters are best described by the color of thelir garments

and not by the salient features of their personallty.

4 Sean 0'Casey, Collected Plays, IIX, 127-8,

5 Sean 0'Casey, I Knock at the Door, 211.
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Colored walls, colored lights and highly-colored praﬁgrties,
sbound in the substance of his plaﬁg, end to discern a define-
1tive meaning in this reckless, parochisl use of color would
be 8 hazardous task at best., 1t is as 1f the use of color
a8 symbol was the playwright's most axpodiént method of elab
orstion and insight. Because this uss of coler is not sys-
temized, and because color itself 1s a doubtful convevor of

emotion, its use appears without cogency.

Women
Women, to 0'¢asey, are the symbolic personifications
of suffering and mistreatment, In all the later plays, even
in his Abbey Theatre plays, wanen are delinested as quixe

otic heroines or longesuffering creatures under the ignodblae

thumb of man and his hapless morality, In Juno and the Pay-
cock, 1t is Juno Boyle who cries out!

«.swhat was the pain I suffered, Johnny,
bringin' you into the world to carry you to
your cradle, to the palns 1I'1l suffer carryin'
you out o' the world to bring you to your
gravel : '

In The Shadow of s Gunman it 1s Minnie Powell who immolates

herself by sneaking the bombs up to her room, and in The
Plough and the Stars it is Nora Clitheros and Bessie Burgess

who suffer because of man's inhumanity. Bessie Burgess, who

6 Sean 0'Casey, Collected Plays, I, 87,
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inadvertently dles a heroine, comes to life again as the

whore in Within the (Gates, only to dle again with heroic and

melodramatic colorings, In The Star Turns Red, Julia is

¥11led by Fascist bullets at the snd of the first sct. In

Red Roses for Me, Sheila personifies woman suffering at the

hands of religious nmorality, and the twe Irish lasses in
Purple Dust, along with Loraleen of Cocke-a-Doodls Dandy,

‘are rescued from a wretched, ignominious fate by the O'Casey
hero, Walter Starkie’ was the firet of the eritics to ob-
serve ('Casey's sentimental predisposition toward women, for
he observed, "0'Casey is always on the side of women," and
Jules Koslow® Found “0'Casey ...an edmirer and defender of
women. Throughout his plays 1t is the women who emerge as

the noble, brave and sturdy ones, not the men,*

Play Ideas
I we mean by play 1deas the intellsctual per-
ception of the playwright's dramatic substance, then the in-
clusion of ideas in modern drama Should not be detrimental.
. Bub if thisy1ntgllectual'per§qptioﬁ is preeminent, shadowing
the emotional elements of the drama, then the play has failed

7 Welter Starkie, "The Plays of Sean 0'Casey,"”
10th Century, CIV, August 1928, 231,

8 Jules Koslow, The Red and the Green, 43.
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of 1ts primery purpose - emotional rapport with the glaya
goer. OGeorge Jean Nathan® once wréte that ",..the stage is
rot the place for ideas or for intelligence,” but "...for
o deft and sagaciously deceptive simulacrum of intelligence,”
and this simulacrua of intelligence consists in fopling the
publie in the mstter of platitudes. It is difficult to inter.
pret Mr. Nathan's remerk about fooling the public, but he
has had to renege on his 'idea' concept and admit theat drama
wust at least have a substantisl motive for 1ts exiatence.
Eric Bentleyl© finds idea a vague concept:

Moliere uses accepted ideas, lets hia eharaotarav

fight, the 1dsas lie s8%ill and unmolested. In

a drama of idess, on the other hand, the idsas

are questioned, and 1t is by questioning...

that the ideas become dramatic, for seldom or

never is there drama without confliect.
Vhat Mr. Bentley is saying, is that #Holiere doss not axpand
or amplify the fundamental 1deas or truths in his Arama, but
bullds his play entirely from the asctliens of his characters,
The drama of 1deas, on the other hand, is insight drama with
1ts consequent psychologlcal intrGSpoction and delineation
of the play idea. The latter type of nlay 1s precissly the

¥ind of drama that offers symbolism distinct interpretative

9 Constance Frick, The Dramatic Criticism of
George Jean Mathan, Ithica, New York, 1943, 58,

10 Eric Bentley, The Modern Theatre, London
1948, 43.
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advantagas, for though the symbols personify, they ﬁre not
static or arbitrary, and may contain in themselves the seed
of Insight which may be develoved through conflict and action.
There can be 1ittle doubt that 0'Casey employed his symbols
as one manipulates a marionsﬁte - by whim and predisposition.

But 0'Cesey was not unaware of this need for the externalizing

of symbols, for he wrote in The Flying Wasp:

I suppose the critios will be shocked to hear
that no real charascter ¢an be put in a play
unless some of the reality is taken out of him
through the heightening, widening, and deepening
of the character by the dramatist who creates
him,11 ‘

Ir 0%Casey believed this, we must asssume that the
mood and tone of his plays, and not the symbollc elements,
waera to reveal the moral significance of his drasmas. Thus
each symbol and personification is, to him, not a single,
complex entity, but is instead merely a facet or highlight
that 1s reflected from a single idea or prejudgment, Instead
of the audlience being conpelled to the significance of the
dramatic idea thwough the revelatory interaction of symbols,
they are asked to accept the playwright's thesis from the
rise of the first sct curtain, YThis kind of drama may have

its devotees and be welcomed by intellectuals who are not

11 Sean 0'Casey, The Flying Wasp, 119.
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unwlilling to be spectators at the dissection of the playe
wright's mind, but it is hardly th; stuff that genuine theatre
lovers will relish,

Although Yeat's later plays were trenchent with
symbols and often obscurs, his definition of a play in 1902,
wheﬁ the Abbey Theatre wes just getting on 1ts own two legs,
is indeed sound:
The play that 138 to give them a quite natural
pleasure should tell them either of their own
1ife, or of that 1lifes of poetry where every man
can see his own image, because thers nlone does
human nature escaps from arbitrary conditions,12
1t has already been noted that the symbela or per-
sonifications used in the later plays of Seen 0'Casey are
not cgpable of exposing the play 1desa but are rather arbi-
trary figures lacking complexity and definition. They are
vacuous, exceedingly simple types that have no motiveation
or erxisteance except as they reveal the auther's mood or
praoccupation; In scrutinizing the uninspired predicament
of the present-day thestre, Robert F. Jonesls, found a lack
of dramatie nourishment, and the following statement appears

to condemn not only the symbolists, but 0'Casey himself:

12 Quoted from A. E., Malone's, "The Coming of Age
of the Irish Drama,” Dublin Review, CLXXXI, July 1927, 105.

13 Robert Edmond Jones, The Dramatic Imagination,
New York, 1941, 39,
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Ve are hungry, and we are given a cookehook %o

eat instead of a meal. We expeet to go on a.

journey, and we have toc be satisfled with a

map and a timetable.
In corroboration, George Jean Nathan, adds:

The measure of a good dramatist is to be found

in the manner and mean3 by which he delinesates

flux in character. The good dramatist maneuvgis

it internally; the bad dramatist, externally.
It may be argued that symbolic representations in modern
drama forms nsed not be sxpanded or amnlified to show charace
ter and conflict so long as they dramatize the play theme
or 1dea, This 1is no doubt true of certain genres, more pare
ticularly the expraessionistic approach, but in the hands of
playwrights less talented than Show or Toller, it has made
for more obscure and more banal drama, A. Desmond Hawkinsld
believes that 0'Casey's dramatic talents neither added to nor
substracted from the present status of expressionism:

His impulse is to conflict with the 'natural!

tradition, but he appesrs to lack the requisite

instruments at present. s is also in danger

of collapsing into a pretentious pseudo-poetic

drama based on a crude use of symbolism...

The expressioniastic technique has declined until

it reveals scarcely a murmur upocn the prqsent-day stage,

14 George Jean Nethan, "Drama as a War Atrosity,"
American Mercury, VIII, November 1941, 618,

16 A. Desmond Hawkins, "The Poet in the Theatre,”
The Criterion, XIV, October 1934, 32,
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"hen a play using alaborate symbolism doss appaear onlkhe
Broadway horizon, it is not surprising that s critic like
George Jean Nathan calls it "symbolic delicatessen...which,
unfortunately for the sspliring author,‘nobcdyvcould clear-
1y decipher."16 Realism is not yet outmoded, as the offer-
inga of the presenteday dramatic bills w#ill attest. The
dramatist of today a8 well as those of the future, will
5t111 find Goethe's asppraisal of Xotzebue and his anti-
remantic sentiment, pertinent:

.asethey are incapable of an easy, living rep-

resentation; they strive after something beyond

their powers, and for that reason I might call

them forced Salents.Ll7

Sean O'Casevy's entiry into the expressionistic and

symbollc was not an aceident, but was ﬁhe result of foment-

ing ambition: In The Flying Wasp, he wrotet:

This rage for real, real life on the stage has
taken all the life out of the drama, If every-
" thing 1s to be a fake exact imitation (for fake
realism 1t can only be)} where 1s the chance for
the original and lmaginative artist?...let us
have the make~believe of the artist and the
child in the theatre, Lsss of what the critics
call 'life' and more of symbolism: for even
in the most commonplace of realisfée plays
the symbol can never be absent,...

| 16 George Jean Nathan, "Footnotes," Theatre Arts,
XXXVII, February 1953, 29.

17 Conversations of Goethe with Eckermann and
Soret, translated by John Uxenford, Bohn ed., London, 1913.

18 Sean 0'Casey, The Flying Wasp, 123.
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One can find no fault with O0'Casev’s attempts to
expand the imaginative tether of modern drama; but to sieze
spurdions dramatic themes of doubtful significance, and te
élunge into the déeentivelv dramatic form of expressionism,
has brought him only the blatant strinping of his own soul,
In ﬂis later plays he abounds with attitudes and prejudices
thai can never achieve an emotional experienc that werturba
the amotions or the playgoer, and though he may open the
windows of his soul, he cannot dramatically communicate.
Like the post %World War I expressionists, U'Casey is in
rovoit apainst things as they are, but he appears to have
no‘alear tden of what thevy should be replaced with. it 1s
doubtful that 1f he possessed the sbility to sslect apprope
riate insight symbols, he could properly objectify theu.

The gensaral principle tﬁat a drama should be
objective cannot be denied., 'The dramatist, more than any’
other creator, must portray his characters as individuals
in their own right, undisturbed by his personal feelings,
passions and vrejudices, Elder Alsont? provides a simple

but comprehensive rule for the delineation of symbols

Anyone who wishes to invent true and powserful
symbels will have, therefore, to study that

19 Elder Alson, "A Dialogue on Symbolism,*
Orit;gasand Criticism, edited by R. 3, Crane, Chicago,
) GO
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concept which he wishes to symbolize and deter-
wine its most striking and important attributes,
that 13, those which determine the conception
and our emotions toward 1¢t; next, he will have
to invent something which incorporates these
atirlibutes,.. '
inventiveness is clearly not the greatest of
0'Casey's talents, Although his poetry has about it a roe
bustness and vitality that invites comparison with the best
of the Ellzabethans, and though his ability to reslistic-
ally depict a milieu cannot be denled, the powerful, reale
istic dramas of the Abvey Theatre days have sesmingly sn-
coupassaed the gamut of his playwrighting talents. Away
from his material and working with strange téols, he cannot
dig deep enough into the alien soll to find the core and
substance of the material he wishes to dramatize, Of all
the men of dramatic genius, William Butler Yeats, best
understood the dramatic limitations of Sean O'Casey, and
though he recognized the nlaywright's genius snd extraord-
inary talent, he wss clairvoyent enough to forsee the future

of the yblinefleeing drematist, In a letter to Lady Ureg-

ory, in which he gasve the decision not to accept The Silver
Tassle, he included this remark, which subsequent ovents

have proven cogent:

I did not think it tactful to say in my letter
that he has left his material here in Dublin
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and will in 211 likelihooé never find it anywhé;e
else, because 38 cannot become a c¢hild again and
grow up there. ;

20 Letter, William Butler Yeats to Lady Gregory,
April 20, 1928, .




APPENDIX

LETTERS PUBLISHED IN THE IRISH STATESMAN,
9 JUNE 1928, CUNCERNING
fHE SILVER TASSIE
GUNTROVERSY.

9 June 1928

- The correspondence batween My, Sesn 0'Casey and
the directors of the Abbey Theatre will provide a topie for
‘sonversation, 1like to the widow's cruise of oil, in this,
that it 18 not likely to give out., We print elasewhere the
‘letters sent to us by Mr, O'Casey and by Dr. W. B. Yeats,
The directorate of the Abbey Theatre did not think Mr,
0'Casey's new play, gg% Silver Tassie, ought to be produced
by them. Mp. O0'Casey nks it contains his best work,
Whether the directors of the Abbey Theastre or the drama-
tist are right can only be determined by the production of
the play at some theatre, or by its publication in book
form. Unti) The Silver Tassie is performed or published,
the wise will eome to no conciusion. The directors of the
Abbey have made their theatre one Of the most famous in
the world, BSean O'Casey has written two of the most moving
and remarkable of contemporary plays, Who i3 to judge
between them beéefore the play is avallable for reference?
But this will not prevent the most prodiglous controversy
before the play is known., The most sxeitirg conversation
often arises when there is complete 1§norance¢ The talkers
do not abhor a vacuum as nature does,

1 Editorial, The Irish Statesman, Volume 10,
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CORRESPUNDENCE
The Abbey Directors and Er. Sean 0'Casey

To the Editor of the Irish Statesman.

Dear Sir, -Questions are beginning to fall on top of me
about the Abbey's production of The 3ilver Tassie which I
find impossible to answer in toto abaoluhi%g questionarii,
and to place hefore all who may be interested, the fu
circumstandes surrounding the rejection of the play by the
Abbey directorste. I shall be gled if you would kindly
publish the enclosed corrsspondence.

If the material should tske up too much space in
one, than the letters could be spreesd over two issues of
your journal.
o The publication would, I'm sure, save me e lot
of toll and trouble, fire-burn and cauldron bubble.

If they can't bs published in full, then 4o not
publish them at sll, for no bread is as good 88 half a
loaf, It will deliver the Abbey [heatre directorate, too,
from pity pain which might make them relustant to declare
publicly their assurance of the poverty of my lastest play,
when they are affronted with my assurance that 1t is a
fine one. «Yours sincerely,

, Sean O'Casey
19 Woronzow Hoad, St, John's Wood,
Londen, N.W. 8, May 30, 1928,

Dear Lady OGregory, -1 snclose the 0'Casey play, which I
have read again -~ in fact, three times in all, The first
act 48 typleal 0O'Casey and very good, I think, The sascond
act in the modern Russo-German maenner is very fine, I
think, difficult to do and get right, but not impossible,
and should ve very effective. I like the third and fourth
acts much less; I don't think the mixture of the two manners -
the realism of the first act and the unrealism of the second -
sucseeds, and the characters who were Dublin slum in the
beginning of the play end by being nowhers., The last acts
remind me very much of those fiprst O'Casey's, “The Prost on
ths Plower,” ets. I wonder will you agres at sll with me.
Itm glad that he is groping towards a new manner - he
souldn't go on writing slum plays for ever and ever - but
I wish the sscond half of his play was better, -
Yours,
Abbey Theatre, Dublin L. R,
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Dear Lady Oregory, -« I have read Casey's play, and I did so
without reading your opinion or Lennox's, and without know-
- ing whether your verdict was favourable or otherwise, I
dictated to George my opinion on it in the form of a letter
to U'Casey which I enclose. I had meant to keep it until
Lgnnox returned, and let Lennox send it on to 0'Casey with
a covering letter from myself, I hear now that Lennox may
not return for snother fortnight, and that seems to be too
long to put the matter off, especially as 0'Casey haes told
various Journslists that he haz sent the play to us and may
go on doing s80; it seams wrong to allow him to decieve him-
self. I wonder would you think 1t well to write a covering
lgtter, enclosing mine, 1f you agree with it, I am afrald
our. refusal will be a very great iiow to him, but if anyhody
can soften the blow you cany I d1d not think 4t tactful to
say in my letter that he has left his materisl here in Dube
1in and will in 211 1iklihood never find it anywhare else,
bscause he eannot become & ¢hlild: agein and grow up thers,
I did not say that to him, because I thought he might suse
pect me of exaggerating some of hls faults in order to lure
him back, -~ | S . , ,
i ' ) . W. B, Iﬂ‘ltﬂ& .
82 merrion Square, Dublin, April 20th, 1928,

My dear Casey, -Your play was sent to me at Rapallo by

some mistake of the Theatret!s., It arrived just after I had
left, and was returned from there to Publin., I found it
when 1 myself reached Dublin four days ago. Enclosed with
it were the opinions of my fellow-directors but these opine
ions 1 shall not resd until I have finished this latter;
the letter, however, will not be posted unless thelr opinion
concurs with mine. I had looked forward with great hope and
excitement to reading your play, and not mersly because of
ny admiration for your work, for I bore in mind that the
Abbey owed its recent prosperity to you. If you had not
brought us your plays just at that moment I doubt if it
would now exist, I read the first act with admiration; I
thought it was the best firat sct you had written, end

told a friend thet you had surpassed yourself, The next
night I read the second end third acts, and toe-night I have
read the fourth. I am sad and discouraged. You have no
subject., You were interested in the Irish civil war,

and at every moment of those playa wrote out of your owmn
snusement with life or your sense of 1ts tragedy; you were
exeited, and we all caught your excitement; you were exas-
perated almost beyond endurance by what you had seen oy
heard as a man is by what happens under his window, and you
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movad us as Swift moved his contemporaries. But you are
not interested in the OGreat ¥War; you never stood on its
battlefields or walked its hosplitels, and so write out of
your opinions, You illustrate those opinions by a series
of almost unrelated scenes as you might in a leading
article; there is no dominating character, no dominating
action, nelther psychoclogical unity nor unity of action,
and your great power of the past has been ths ereation of
some unigue charscter who dominated all about him and was
himself a main impulse in some aoction that filled the play
from beginning to end, The mere greatness of the world
war has thwarted vou; it has refused to become mere backe
ground, and obtrudes 1tself upon the stage as so much dead
wood thet will not burn with the dramatic fire. Dramatic
asction is a fire that must burn up everything but itself;
there should be no room in a play for anything that doces
not belong to 1it; the whole history of the world must be
reduced to wallpaper in front of which the characters must
pose and spsak. Among the things that dramatic sction must
burn up are the author's opinions; while he is writing he
has no‘husiness to know anything that is not a portion of
that agction, Do you suppose for ons moment that Shakespeare
sducated Hamlet and King Lear by telling them what he
thought and believedt As I see it, Hamlet and Lear educated
Shakespearye, and 1 have no doubt that in the process of that
education he found out that he was an sltogether different
man 0 what he thought himself, and had altogether differ-
ent beliefs, A dramatist can help his chapacters to edu-
cate him by thinking and studyling everything that glves
them the language they are groping for through his hands
and syss, but the control must be theirs, and that is what
ths ancient philosophers thought = poet or dramatist
Daimon-possessed. .
C This is & hateful letter to write, or rather to
dictate - I am dictating to my wife - snd ail the more 80
because I cannot advise you to amend the play. It iz 21l
too abstraet, after the first act; the mecond act is san
interesting technical experiment, dbut it is teo long for
the nme terial; and after that there 1s nothing, I can ime
agine how you have tolled over this play. A good scensrio
writes itselfy 1t puts words into the mouths of all the
characters while we sleep, but in a bad scenario only miser-
able toll is exacted, I see nothing for it but a new theme,
something you have found and no newspaper writer has found,.
What business have we with anything but the unique?

Put the dogmatism of this letter down to splenetie
age and forgive 1t,

82 Merrion Sguare, Dublin, April g&,aiégﬁfta'
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Saturday, aApril 28th. This just arrived this morning. I
thought it best to put it in for you to see. « A.OG.

Dear Lady Oregory, -Ilt has just occurred to me that if
you agree that we have no cholge but to reject Casey's
pley, if Casey leaves the play in our hands, the most con-
siderate thing for us to do 18 to suggest that he withe
draws it. Ky letter gives an opinion, hut does not abso-
lutely reject, He could withdraw the play "for revisions,"
and let that be known to the press, He should say that he
himself had become dissatisfied and had written to ask it
backe If he disagrees with out opinion as to its merits
he can walt a little and offer it to some London manager.
If the London manager accepts, then our opinion of the
play won't matter to him at all. Un ths other hand, if no
London manager accepts it, or if he doesn't offer it there,
he can keep it by him, revising or not revising as he
pleases., I want to get out of the difficulty of the para-
graphs saying that the play has been offered to us, have
not told anybody what I think of the play, and I will get
Lennox not to give his opinion. You have perhaps already
written to Casey, but even if you have I would like you
to write mekling this suggestion, ¥
. VV'Q BO »

88 Merrion Sguare, Dublin, April 25th, 1928,

Lennox Robinson, Bsq, o

Dear Mr. Robinson, «Lady Gregory has written in her kind
way and has given me full, perfect and sufficient account
of the Abbey Theatre Directorate's dislike of "The Silver
Tassie” . ’

The rejection of the play was not unexpected « I
have ssid many times to some friends - had a bet about 1¢,
in fact - to my wife (curious word that for me to be using),
and even to Barry Pitzgerald when he was Yere, that I thought
that the play wouldn't be fondled by the Abbey.

Lady OGregory, in her kind way again, enclosed
portions of a letter from W.B.Yeats which unfolds the sug-
gestion that the directorate would be willing to allow me
to "withdraw for revision, and let that be known to the
Press, saying that he himself has become dissetisflied and
hed written to ask 1t back®. This to save my dignity and
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to deliver me from the curse of the Abbey's rejections when
dealing with an English manager.

If W. B. Ysats had known me faintly as he thinks
he knews me well, he wouldn't have wasted his time - and
mine - making such s suggestion; I am too big for this sort
of mean and petty shuffling, this lousy perversion of the
truth., There is going to be no damned secrecy with me
surrounding the Abbey's rejection of the play. Does he
think that I would praetice in my life the prevarication and
aratchadneas that I laugh at in.my plays?

Since the play hasn't been accepted, it has been
rejected, and let the mlddle course be cut for those to whom
the world is a crawling Limbo.,

Any journalist, lIrlish or English, who asks me
sbout tho Abbey production will be told the play has been.
refused by the Abbey because they thought the play a bad
one, supplemented by me saying that I believe the play was
rafused because it was a good one.

A welleknown English‘managar, who thinks the
play a great one, has been considering a London production,
and, hesring of a business mesating to arrange praliminary
mattara, 1 went amlong snd not only told him of the Abbey's
rejsction, but showed him the entire correspondence re-
cieved from the Abbey, for 1f the work be what I helieve it
to be, his rejection or the Abbey'a rejestion, couldn't
teke a gasp out of a single line of s fine play (he still
thinks it a great play).

I shall be glad if you would return the typescript
of the play to me a8 soon a8 possible, -Sincerely yours,

Saan 0'Casey
19 woronzow Hoad, St, John's Wood, N.W. 8.

Dear Lady Gregary, ~Recent circumstances prevented me from
writing before this. Thank you for your thoughtful tele~
grasm and very kind wishes,

i have, of course, received your own, the one from
8y, Yoats, and the copy of letter sent by Mr. Robinson to
you. Of your criticism I can only say that I cannot agree
with 1¢t, and I think you are mistaken,

I have written to Mr. Yeats telling him what I
think of his, and of the criticism given by Mr, Robinson
I can only 8say that the opinion of e oritic that would give
the Tailteann Festival first prize for drama to "The Pass
ing" evokes no mors than a pasaing hurried thought and -
pass along, pass along.
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I have reasd, too, Rr, Yeats' suggestion that I
should ask to withdraw the play, telling the Press that I
am dissatisfied with 1t (I am proud. of {t), and that I
want to revise, etc., and I do not thank nim for it. Does
he take me to be such a dish of skimmed milk that I would
do such a shuffling, lying thing as that?

I have already shown the letters to the London
manager who 1s consldering the production of the play here,
When time permits - a few days - I am bringing them to Mac-
millan's, who can stop the publishing of the book if they
think the criticism more important than the play. Iif they
decide to go on, I shall ask them to publish the letters,
with my reply, as a preface to the book.

There's no more to be said at present, except to
send you my warm regards, -Yours as ever,

8. 0'Casav.,
19 Woronzow Road, St, John's Wood, N.W, 8,

Dear Mr. Yeats, -There seems to me to be no resson to couime
snt upon whether vou reed my play in Rapallo or Dublin, or
whether you read my play before or after reading your
fellow-director's opinions, or whether the Abbey owed or
did not owe 1ts prosperity to me « these things do not
matter, and so we'll hang them up on tha stars, :

- And we'll send into exile for the present the
“dogmatism and splenetic age”, and have a look at the brood
of opinlons these have léft behind them. ;

You say -~ and this is the motif throughout the
intonation of your whole song « that "l-am not interested
in the Great War". Now, how do you know that I am not
interested in the Great War? Perhaps because I never men-
tioned it to you. Your statement is to me an impudently
ignorant one to make, for it happsns that Y was and am
pessionately and intensely interested in ths Ureat Var,
Throughout its duration I felt and telked of nothing else;
brooded, wondered, and was amazed, In Dublin I talked of
the Gresat War with friends that came %o see me, and with
friends when I went to see them. I talked of ths fGreat Var
and of 1ts terrible consequences with Lady Gregory when I
stayed in Coole. I have talked of the Great War with Doc-
tor Pllger, now the cancer expert in Dudblin who served as
surgeon a% the front. Only a week beforé I got your letter
I talked of the Great War to a surgeon here. And yet you
say I am not interssted in the Great War., And now you will
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tell me the name and give me the age and send me the address
of the human belng who having eyes to see, ears to hear, snd
hands to handle, was not intersested in the Grest War?

I'm afraid your statement (as far as I am concern-
ed) is not only an ignorant one, but it 1s a silly state-
ment, too, : - ' '
You say "you never stood on its battleflelds,"

Do you really mean that no one should or could writsa about

or speak about a war because one has not stood on the bsttle=
fields? Were you serious when you dictated that « really
serlous, now? Was Shakespeare at Actlum or Phillipi? Was

8, B, Shaw in the bogts with the French, or in the forts

with the British when St, Joan and Dunois made the attack
that relieved Orleans? And someone, I think, wrote a noem
ahout Tir na nog who never took a header into the Land of
Youth, And does war consist only of battlefielda?

But I have walked some of the hospital wards, 1
have talked and walked and smoked and sung with the bluge
suited woundad men fresh from the front. I've been with
the armless, the legless, the blind, the gassed and the
shelleshocked; one with a head borsd by shrapnel who had
to tack esast and tack weat when before he could reach the
point he wished to get to; with one whose head rocked like
a frantic moving pendulwm. Did you know "Pantosser", and
did you ever speak to him? OUr watch his funny, terrible
antics, or listen to the gurgle of his foolish thoughts?

No? Ah& 1t's a pity you never saw or never spoks to "Pane
tosser ., OUr a4id you know Barney Fay, who got field punishe
ment No. 1 for stealin' poulthry (an Estaminay coek, maybe)
behind the trenches, in the resat camps, out in France? And
doas war conslst enlg of hospital wards and battleflelds?

You say: "You illustrate these opinions by a
series of almost unrelated scenes as vou might a leading
article®, I don't know very much about leading articles,
though I may possibly have re:d them when 1 had the mind of
a kid, so I don't quite get your mesning here. And do you
know what you sre thinking about when you talk of leading
articles, or do you know what you are tall*ing about when
you think of leading artiecles? Surely to Cod, Hr, Yeats,
you don't read leading articles! ,

I have pondered in my heart your expression that
"the history of the world must Ye reduced to wallpaper,”
and I can find in 1t only the pretentious bigness of a pre-
tentious phrase. I thank you, out of mere politeness, but
I must refuse sven to try to do it. That is exactly, in
my opinion (there gzoes a cursed opinion agsin), what most
of the Abbey dramatists are trying to do « building up,
building up little worlds of wallpaper, and hiding striding
life behind 1t all,
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I'm afraeld I can't make my mind mix with the
sense of importance you give to "a dominating character”,
God forgive me, but it does sound as if you peeked and
pined for a hero in the play. Now, 18 a dominating charac-
ter wore important than a play, or is a play more impor-
tant than a dominating character? You sav that "my power
in the past has been the creation of a unique character that
dominated all around him, and was a main inpulse in some
action that £illed the play from beginning to end.” In The
silver Tassie you have a unique work that dominates all
the characters in the play. 1 remember talking to Lady
Gregory about Tha Plough and the Stars bafore it was proe
guced, and I remember her saying that The Plough mighth?t be
so popular as Juno, bscause there wasn't in the play a
character so dominating and sllepervading as Juno, yet The
Plough is a better work than Juno, and, in my opinion =
an important one -. The Silver Tassla, because of, or in
spite of, the lack of a dominating character, iz a greater
work than The Plough and the Stars, And so when I have
created the very, very thing you sre looking for - something
unique - you shout out: "Take, oh, take this wine away, and,
for God's sake, bring me a pot of small beer."

It 1s all very well and very easy to say that
"dramatic action must burn up the author's opinions"., The
best way, and the only way, to do that is to burn up the
suthor himself. What's the use of writing a play that's
just as like a camel as a whale? And was there ever a play,
worthy of the name of play, that did not contain one or two
or three opinions of the author that wrote $t? Aind the
ibbey Theatre has produced plays that were packed skin-tight
with the author's opinions - the plays of Shaw, for instance.

Whether Hamlet and Lear educated Shakespeare, or
Chakespeare educated Hamlet and Lear, I don't know the hell,
and I don't think you know sither.

~ Your statement sbout "...psvehological unity and
unity of action,..Dramatiec action 18 a fire that must burn
up everything but itself...the history of the world must
be reduced to wallpaper in front of which the characters
must pose end speak...while an author is writing he has neo
business to know anything that isn't s part of the action...”
sre, to me, glib glidb ghosts. It seems to me they have been
made, and will continue to be spoken forever and ever by
proflessors in schools for the culture and propagation of
the drama. (I was nearly saying the Gospel) I have held
these infants in my arms a thousand times and they are all
the same « fat, 1lifeless, wrinkled things that give one a
pain in his belly looking at them.
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You say that after the firat and second scts aof
"The Silver Tassie" there 1s...nothing. Really nothing?
fHothing, nothing at all? Well, where there is nothing,
whare there is nothing « there is God. ,

" Turning to your advice that I should esk for the
play back; that I should tell the Press that I want to re-
vise 1t, and s0 slip aside from the admonition of the
spbey Llrectorate, [ refer you to what I have written al-
ready to Hr, Robinson. ~ '

I shall be glad for the return of the script of
rhe play, and a formel note of its rejection. - Best ‘

personal wlshes,
3. O'Casey.

19 Woronzow Road, St, John's Wood,

To the Editor of the Irish Statesman,

Dear 2ir, -The latters cf the aAbbey Directors to #r. Sean
0'Casey and about %r,., Sean 0'Casey were obviously private
and should never have been published., However, The Ubser-
ver, has decided otherwlse, and I prefer a complete to an
Tncomplete publicution, I send you some additional
passages and letters, inecluding Dr, Starkie's opinion,
whiich Mr, Sean 0'Casey has not vet seen, -~ Yours falth-

W. B. Yeats

82 Merrion Square, Dublin,
June 4, 1928.

Copy of letter from W. B. Yeats to Sean O'Casey.

 Dear 0'Casey, =1 have just had your latter, I write from
the Abbey. %%g gregory, Lgnnox Robinson, my wife and I
are here for TI lough and the Stars - a packed enthusie
astic house. Bad my admiration For your genlus.been less
ny criticism had been less severe., I think that is true
of Lady CGregory and Lennox Kobinson also., ~Yours,

ﬁiav 4, 1928, W. B. Yeats,

Copy of letter No, 2 from Seen 0'Casey to W, B. Yeats,
Dated Hovember 5th 1928,

You seem, Mr, Yeats, to be getting beautifully worse; you
astonish me mors and more, There seem to be shallows in
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you of which no one ever dresmed. «
¥het have packed houses, enthusiastic (cheering,
says Mr, Robinson) audiences for ‘‘he Plough fot to do with
vour contention that The Silver Tanssie is a bad play?
Perhaps thils thought 1s due, ss a journalist
might say, to vour delightful sense of Irish bhumour. -

FParewell,
Sean 0'Casey.

Dear “W.B. «I have been in Spain for the past two months

and when I returned I found Sean O0'Casey's play waitin§ for
me. 1 have read 1t several times very carefully, and

want to give gou my opinion. In order to prepare my

nind for The Silver Tassie I read over agein the three
published pleys of Sean 0'Casey. The present play is a
new departure: it is written around a grest sand noble idea.
In The Plough and the Stars, when we penetrate bensath

the tragedy of Nora Clitheroe, Bessie snd Pluther Good, we
discover that the play is a pacifist one written against
war, 1t is the poor who reslly suffer and are sacrificed
in war. But this uoral 18 dramatically compelling only
because we have been cited and moved by the sufferings of
those characters who came upon the stage and impressed their
roallity upon vs, In The Silver Tassie the characters seem
to come from a shadow world; they are not beings of flesh
and blood. I know Bassle Burgess and Mollser and 1 shall
always remember their faces and their aetions. 1 do not
remember the characters of The Silver Tassie. I feel that
the suthor hed e great idea at the back of his mind and
fugzitive syubols presented themselves to him, but he was
not able to create, as he dld before, living men and wo=-
men, The play seems to me to decline act by act from the
beginning., Thae first act is masterly hecause the author
seamod still to be attached to the roofs of his native
citye 1 visualige the scene of that first act in DPublin,
‘The sacond act struck me as resembling the dream play in
Toller's sasses and Men [sic]. By means of original
effacts of production I can imsgine such a scene with its
walrd verseechanting making an appeal., The last acts
sgemod to me lacking in depth. The characters are fainter,
and I feel as if the author was already tired of his crea-
tiong. I feal that he has seen thoss hospltals of war

snd hus suffered, but it is all so hugs that it blurs his
vision, NMany visions, many ideas crowd into his mind, but
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he 15 unable to make the synthesis and enclose them within
the framework of drama, In spite of all this, I feel that
the author is experimenting in a new world of drama; for
this resason 1 feel strongly that the Abbey Yheatre should
produce the play, Sean u'Casey has glven us so many fine
works that we ought to leave the final dacision with the
audlence that has laughed and wept with him., He is grope
ing after a new drama outside the conventional stage; at
any mouent he mav make a grest discovery. «Yours sincerely,

Waltey Starikie,

‘Botanic House, Lansdowne Road, 30th Anril 1928,
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