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rama is based on the inistake. . . . all good drama has two move-
ents, first the making of the mistake, then the discovery that it
1as a mistake.

W. H. Auden

In a good play every speech should be as fully flavored as a nut or
epple.
Joln Millington Synge

The theater is supremely fitted to say, “Behold! These things are.”
Yet most dramatists employ it to say: “This moral truth can be
learned from beholding this action.”

—-Thornton Wilder

The essays you write about plays will be similar in many respects to ana-
lytic essays about fiction. Unless you are writing a review of a perfor-
mance, you probably won’t t to write about all aspects of a play. Rather,
you'll choose some significant topic. For instance, if you are writing about
Tennessee Williams's The Class Menagerie (1945), you might compare
the aspirations of Jim O'Cornor and Tom Wingfield, or you might com-
pare Tom’s illusions with those of his sister, Laira, and his mother.
Amanda. Or you might examine the symbolism, perhaps limiting your es-
say to the glass animals or & tending it to include other symbols, such as
the fire escape, the lighting, and the Victrola. Similu ly, if you are writing
an analysis, you might decide to study the construcrion of one scene of a
play, or, i the play does not have a great many scene, even the construc-
tion of the entire play.

A list of questions on paes 211-212 may help vou to find a topic for
the particular play you choos=

185




ki e
86 CHAPTER 11 WRITING ABOUT DRAMA

4 sAMPLE ESSAY

-

”._,.m M.oﬁ,“..:m essa discusses the structuie of The Glass Menagerie. 1t
. len _cﬁ Various characters, but, because i's concern is with the w_._.m:mn.-
hent of S¢€nes, it does not examine any of the characters in detail. An es-
..f“.. :;m#.; well be devoted to Williams's astertion that “There is m_:nr to
admire i" Amanda, and as much to love and pity as there is to laugh at,”
but an essdy on the structure of the play is probably not the lace to t: _.r.
about Williams’s cheracterization of Amanca. . g '

Prelimitary Notes

After deciding to write on the structure of the play, with an eye loward
seeing the overall puttern, the student reread The Glass Menageric ..:?
ted a_a,é Some notes briefly summarizing ezch of the seven scenes .:wm.:_
an ocednal comment, and then typed them. On rereading :.m. J%E_

he my ? ;
notes, "¢ made a f>w deletions and he wdded a few observations in
handwrifing, '

1. bagins with Tom talking to audience;
Mye-BeinaTanmid
America, in 1930s

“shouting and confusion”
Father deserled
_E.mm:_m Amanda nazging;-is-sheabitcragked?

Tom: bored, engry
Laura: emby.rrassed, depressed

& laura: quit business school: sad, but
Jin's name s mentioned, so,

lighter tone introduced

out and out
battle

3 Tom and Amanda argue ————
Tom dlmost destroys glass menagerie

Rage: Can things get any worse?

[ L B N 8 QI LR
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4. Tand A reconciled ——_ ~eoncliation,
T to try to get a ‘ grentleman caller” Mﬁ:ﬁﬂﬂ“ﬁﬁ&n
5. T tells A that Jim will visit llapse
things are looking up
6. Jim arrives; L te rified
still, Aman thinks things can work oul
7. Lights go out (fcreshadowing dark end ing?)
Jim a jerk, clumsy; breaks unicorn, but L doesn't seem to mingl.

Maybe he is the ~ight guy to draw her into normal world. Jim

reveals he is engaged:
“Desolation.”
Tom escapes into merchant marine, but can’t escape memories
Speaks (o andience,
L. blowns out candles (does thit mean he forgets her? No,
because he is remembering her right now. I don't get it, if

the candles are supposed to be symbolic.)

These notes enabled the student to prepare a rough draft, which he
then submitted to some classmates for peer review. (On peer review, see
pages 42-44.)

Notice that the final version of the essay, printed below, is not merely
a summary (a brief r=telling of the plot). Alough it does indeed include
summary, it chiefly is devoted to showing how the scenes are relat>d.

Title is focused, it The Solid Structure of “he Glass Menagerie

and thesis. m the "Production Notets' Termessee Williams

calls The Class Menagerie a “memory play,” a term

Opening fhat ‘e narrator in the play é1so uses. Memories often
paragraph closes
in on thesis. congist of fragments of episcdes which are so loosely

connected that they seem chzotic, and therefore we

2
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might thin'z that The Glass Menagerie will consist of
very loosely related episodes, However, the play cov-
ers only cre episode, and though it gives the illusion of
random talk, it really has a firm stucture and moves
Steadily toward a foregone conclusion.

Tennzssee Williams divides the play into seven
scenes. The first scene begins wit1 a sort of prologue
and the last scene concludes with 1 sort of epilogue
that is related 1o the Prologue. In the: proloque Tom ad-
dresses th= audience and commells on the 19303 as a
time when A\merica Was "blind" arc was a place of
“shouting ind confusion," Tom alsb mentions that our
lives consist of expectations, and though he does not
say that ow expectations are unfulfilled, near the end

of the prolegue he quotes a postcard that his father

wrote to the family he deserted "Hello—Goodbye. " In

the epilogu= Tom tells ug that he folcwed his “father's
footsteps, " t2serting the family. And just before the
epilogue, near the end of Scene VII, we see what can
be considered another desertion: Jin explains to
Tom's sister Laura that he is engaged and therefore
cannot visit Laura again. Thus the end is closely related
to the beginning, and the play is the veady develop.
ment of the i1tial implications,

The firsl three scenes show thiniys going from bad

to worse. Arranda is a nagging mother who finds her
only relief in talking about the past to her crippled

hl..ﬁ _&:-

vﬂ:s__:b;..c

supports thesis.
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daughter, Lzura, and her frustrated son, Tom. When
she was ycung she was beautiful and was eagerly
courted by rich young men, but now the family is poor
and this harping on the past can only bore or infuriate
Tom and embarrass or depress Laura, who have no
happy past to look back to, who see no happy future,
and who can only be upset by Aminda's insistence
that they should behave as she behaved long ago. The
second sosne deepens the despair: Amanda learns
that the timorous Laura has not besn aftending a busi-
ness schoo. but has retreated in terror from this con-
frontation with the contemporary world. Laura's help-
lessness it nade clear to the audicnce, and 8o is
Amanda's lack of understanding, N=2ar the end of the
second scene, however, Jim's name 1s introduced,; he
is @ boy Laura had a crush on in h¢th school, and so
the audience gets a glimpse of a happier Laura and a
sense tha possibly Laura's world is wider than the ati-
fling tener.ent in which she and har mother and
brother liva. But in the third scene things get worse,
when Torn and Amanda have so violent an argument

that they are no longer on speaking terms. Tom is 50

angry with his mother that he almcst by accident de-

stroys his sister's treasured collection of glass animals,
the fragils lifeless world which is her refuge. The
apartment is literally full of the "'shouting and confu-

sion” tha: 'Tom spokea of in his prelogue.
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Vseful summary
and transition.

The: first three sceneg haverevealed a progres-
sive woy sening of relations; the jiext three scenes re-
veal a progressive improvemen! :n relations. In Scene
IV Tom and his mother are reconciled, and Tom relyc.
tantly—apparently in an effort to make up with his
mother—agrees to Iry to get a fri=nd to come to dinner
50 that Laura will have 3 gentlenian caller.” In Scene
V Tom tells his mother that Jim wil come to dinner on
the next night, and Amanda brigh'ens, because she

sees a poibility of Security for Laura at last. In Scene
V1]Jim arrives, and despite Laura's :nitia] terror, there
mmmﬂm. at.cast in Amanda's mind, to be the possibility
that things yrill go well,

The seventh scene, by far the longest, at first
Seems to be fulfilling Amanda's hopes. Despite the
ominous fax that the lights go out because Tom has
not paid the 2lectric bill, Jim is at eass, He is an insenaj-
tive oaf, buf that doesn't seem to bo'her Amanda, and
almost mirazalously he nanages to Sraw Laura soma-
what out of her sheltered world. Ever. when Jim in his
clumsiness hyeaks the horn of Laura's treasured glass
unicorn, she is not upset. In fact, she i almost relieved

because the loss of the horn makes tha anima] less
"freakish” and he "will feel more at heme with the
other horses," In a way, of course, the: unicorn symbol-
izes the crippled Laura, who at least for the moment

feels less freakish ang isolated now tha: she is some-

R S S

Thi essavist is
thin king and
conmenting, not
meiely
sunmarizing the
plot

c_mn.?w.
thoughtful
sunmary of
theti

A SAMPLE ESSAY

what reunitad with society through [im. But this is a
play about life in a blind and confised world, and
though in a previous age the father escaped, there can
be no escipe now. Jim reveals thét he is engaged.,
Laura relap:ses into “desolation," jinanda relapses into
rage and > ttermess, and Tom relapses into dreams of
escape.
In a limited sense Tom does escape. He leaves
the family and joins the merchan! ‘narine, but his last
speech or epilogue tells us that he cannot escape the

memory of his sister: "Oh, Laura, saura, [ tried to

leave you behind me, but | am mere faithful than | in-

tended to bhe!" And so the end of the last scene
brings us back again to the begining of the first
scene: Wiz are still in a world of “the blind" and of
“confusion.” But now at the end ¢f the play the dark-
ness is deeper; the characters are lost forever in
their unhé ppiness as Laura "blovs the candles oyt,"
the darknass being literal but als> symbolic of their
extinguished hopes.

Numerous devices, such as repeated references
to the absant father, to Amanda's youth, to Laura's Vic-
trola, and cf course to Laura's glass menagerie help to
tie the scenes together intg a unified play. But beneath
these threads of imagery, and recurring motifs, is a
fundamental pattern that involves the movement from

nagging (3cenes [ and I) to open hostilities (Scene IIT)
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to teniporary reconciliation (ficene IV) to false hopes
(Scenes V and VI) to an impoxsible heightening of
false Lhopes and then, in a swiit descent, to an in-
evitaklz collapse (Scene VII). Tennessee Williams hat:
constricted his play carefully. G. B. Tennyson says
thata *slaywright must 'build’ his speeches, as the
theatrical expression has it” (1), But a playwright
Mmust ¢¢ more, he must also build his play out of
sceney, Like Ibsen, if Williams had been introduced to

an arclitect he might have saill "Architecture is my
business too."
[New page]
‘Works Ciled

Tennyscn, C. B. An Introductiorn to Drama. New York: Helt
1957, -
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1 r‘m danger in writing about structure, especially if one proceed: by
_._,,m:_.::.m at the beginiing and moving steadily to the end, is that :zw
will simply repeat the plot. This essay on The Glass Menagerie manz gres
to say %._.:m.... about the nrganization of the plot even as it tells the ﬁ_n“_r mﬂ
bas a _x.u:F hinted at in the pleasantly paradoxical title, developed in .,‘r..
tedy of the essay, and wrapped up in the last lie. -

TYPES OF PLAYS

W_.,i cm.:ﬁ world’s great plays written before the twentieth century may
: regarded as one of two kinds: tragedy or camedy. Roughly speaking
tiagedy dramatizes the conflict between the vilclity of the indivichual |ife
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ind the laws or limits of life. The tragic hero reaches a height, going, be-
yond the experience of others but at the cost of his or her life. Comedy
dramatizes the vitality o the laws of social life In comedy, the good 1 fe is
szen to reside in the shedding of an individualism that isolates, in favor of
a union with a genial and enlightened society These points must be am-
plified a bit before we go on to the point thit any important play does
much more than can b put into such simple {ormulas.

Tragedy

Tragic heroes usually go beyond the standarcs to which reasonable peo-
ple adhere; they do some fearful deed that ultimately destroys them.
This deed is often sail to be an act of hubris, a Greek word meaning
something like “overwz=ening pride.” It may involve, for instance, vislat-
ing a taboo, such as that against taking life. But if the hubristic act ulti-
mately destroys the man or woman who performs it, it also shows that
person to be in some way more fully a living being—a person whao has
experienced life more fully, whether by hercic action or by capacity for
enduring suffering—than the other characters in the play. Othello kills
Desdemona, Lear gives away his crown and banishes his one leving
daughter, Antony loses his share of the Roman Empire, but all of these
raen seem to live more fully than the other characters in the plays--for
ene thing, they experience a kind of anguish nnknown to those who sur-
round them and who outlive them. (If the hero does not die, he or she
usually is left in some deathlike state, as is the blind Oedipus in King
Oedipus.)

In tragedy, we sez humanity pushed to an extreme: in, agony and
grief the hero enters &« world unknown to most and reveals maguifi-
cence. After his or her departure from the stage, we are left in a world
of littler people. The closing lines of almost any of Shakespeare's
tragedies may be used to illustrate the point. King Lear, for example,
ends thus:

The oldest hath bore most: we that are youn
Shall never see so much, nor live so long.

If you are writing about a tragedy, you might consider whethe- the
points just made are il vstrated in your play. J¢ the hero guilty of hubris?
Does the hero seem a greater person than thz others in the play? An es-
say examining such guestions probably requires not only a charwter
sketch but also some oymparison with other characters.

St
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ABOUT DRAMA
irst two-thirds, and after the second long paren-

‘_._,mmm&. commonly involves irony of v sorts: unconsciously ironje varb furns governs ﬂww ;Mﬁ.ﬂ_ﬂwmﬁm_m___ﬂmm..,_..w wpeetl oy coue thitasn i
deeds and unconsciously ironje speeches. Ironje deeds have conse- thatical statement, w 5.:. :35.;9 e B
quénces more or less the reverse of what the doer intends. Macheth m:.mi.ﬁrm e.mq._.v :dm Ms._.*_.:ﬂqwl, - __m.,f reverse ffuct a5 bappens with Mac
thinks that by EE:W Duncan he wil] gain happiness, but he finds that his .,i_..w.z the ﬁ_c,.n. * 42‘ ._Zt.w.._ Pt s i
il va:mm o m_omm.mmmm :ﬁr?. i o o E\ F.:..:m e el Pl o ﬁ_c mpw__:u_mwme_r..ﬁ.....a.im_. comes to ﬁn.,.%ri what has _Em%m:.i
will rs.zm :vawc\ to Reme, but he brings tyranny. In an unconsciously ora -.aﬁ..-.mw A $. _w :.& _L .L “.A..:c:m__“ oyl o7 Is Sl'n o sore,
ironic speech, the speaker’s words hean ove thing to him or he- but (WMacheth’s :w.m:_w v o ”:.7,. e >1w:u:m.m Mol s e
something more signilicant to the audience, 15 when King Duncan, baf. ] the yellow leaf”), he expariences
fled by Cawdor’s treason, says:

; sopsiltion wils & makher
“recognition. Strictly ipeaking, for Aristotle the recognition ﬁﬁ._v ,___““, *._m
.l > . . & : s . . . _
o lit :..m_u identification, {or example, that Oedipus is the son of ,._ e
killed 1 wognition in this sense is that Macduff, “from his
There’s no ar kil'ed. In Macheth, the n: cogni el
, e i : { imely ripped,” is the man who fits the prophecy
l'o find the mind’s tonstruction in the fao>: nother’s womb / Untime y ripped, - i S e
i i F S 2, A-
He was g gentleman on whom [ built Macbeth can be r.:::.:m:;._ only ._.Q :M::M on Fartiii s
An absolute tryst. In his analysis of drama Aristotle says L ._.:Mm il e
rief through his hamantia, a term sometimes transl: B ~gie flaw
m:_LH,_..i_%w better translated as tragic error. ' _:_m.. it _.m .“ M_.“_”_.“e . 14
Othello to trust Tago and to strangle Desdemons., ..m__ _T:‘.A w.i?. oy i
kingdom, and for Macbeth to decide to help fulhill :.m. ﬁ:_._“... :..ﬂ.ﬂ..,nz e
r”_mm to :_:. translation flaw, we begin to hunt for u fault __:.m _J_«_n%“:_ 5 _...
) : 3 1 ROy ) e x -
and we say, for instance, that Othello is gullible, :ﬁ: self-indu a_n.x,r el
w”__: E:._.‘mmo:,,.. or some such thing. In doing this, we may A_.:_“ o
grandeur. Take a single example: lago boasts he can dupe Othello becaus

At this moment Macbeth, whom we haye already heard meditating the
nurder O*.U::E_:, enters. Duncan’s words are true, byt he does not apply
them to Macheth, a5 the audience does, A fes moments later Dungy

praises Macheth ag “, peerless kinsman Soon Macheth will indeed |3o-
@ine peerless, when he kills Duncan and ascer.s to the throne, ! Soplio-
¢k’ use of ironic deeds and speeches is so penasive, especially i King
Oeddipus, that Sophaoclenn irony has become 1 critical term. Here js 4

crtic Summarizing the jrgpjes :_.a:m Qedipus:

7
§
[
|
{

The Moor is of a fre: and open nature

. P F see € 50,
As the images unfold, t,. That thinks men horest that but seem to be s

hunter into the prey, the
the criminal the re

nquirer turns jnto the object of enquiry, the
doctor into the patien:. the

I en becat se
We ought to hesitate be are we say that a man who trusts i

veaer into the thing revealed, the finder into the s

thing found, the savior into the thin

they seem to be honest has a flaw. .
g saved (] wus saved, for some y
dreadful destiny”), the libar:

*rator into the thing releas
feet from the bonds whie

nvestigator into

ed (“I released your

Writing about Tragedy "When writing about tiagedy, the most cornmon
h pierced your ankles" says the Corinthian ,

esity topic is on the tragic hero. Too often, _5.,..1‘_..“._‘:_% _J_”ﬂ .__w..‘ﬁ_h_w%:m_
nessenger), the accuser Lecomes the defendant, the ruler the subject, | mchanically: He or she imust be noble, m‘_‘._c,r...n have .._ AW, _:. w,; tahhsiy.
the teacher not only :ﬁ_.._t: but also the object lesson, the example, ful _u.._...ﬂ_. must recognize the flaw, must die. H_z.. _w__é__.:_m_._wﬂmﬂ_m .w:&om,
“—BEENARD Kyox, “Sophocles’ Oedipus.” Tragic Themes in Western ests that Shakespeare’s practice makes doubtiu .:_.: Mv b stk e
Literature, o, Cleanth Brooks (New Haven, 1955), 10-11 m.__u w_ms., Be m:.::x_._v. caufious about accepting Fle s bt 1._.‘ m,h.,.m.—_.z_;.
eximined. (This book has several times urged you to trust your o

Noticz, by the way, the neiness of thyt sentence: it is long, but it does ‘ A

not wmmble, it does not baffie, and it doe

- 3 . . .y - .
1Drameitic frony (ironic deeds r _:_Eum_.:bxf and uneor sciously ironje
must be distinguished from verhal irony, w,
conscinus that his or her wor

ave be ) about tragedy—in thesa
dor’t assume that what vou have been taught out b m,_o_.m_@w? Lo
$ not sugg>st a stuffy writer. The pages or elsewhere—mus: be true and that you should, wspudrics
Y ins ‘AT responses F ¥
: su:h assertions even if they go zm:.::,p your o;ﬂ:ﬂ.:—:: oo 1o B gtven
hicl d when t} %Eﬂ%ma i play.) On the other hand, if tragedy is to __:.w.a MJ aning )
hich js produced when the speaker js ; . ; : L AR
ds mean something different from what they say. i term—it must have som g Po
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An essay that secks to determine whether a character is a tragic charac
= o:m_._n at its outsel to make clear its concestion of tragedy and %m :m& mhn -
ol _”_@va., or flexibility, with which it will ir terpret mo_wm or all of it: m“:u
gories. For example, it may indicate that although nobility is essential ,,=MM M-
ity is not equivalent (o high rank. A middle-tlass figure with certain me .EM
or spiritual characterstics may, in such a viev:. be an acceptable tra ._._.._M :

An essay closely related to the sort we have been talking .&omﬂ_” :A 3
sures a character by some well-known theory of tragedy, F an mum_.:_,n_w.
one can measure Willy Loman, in Death &_,Ha Salesman (1949) ...S_. t
Arthur Miller's essiys on tragedy or against Aristotle’s :..E.m_._mw 5
tragedy. The organization of such an essay it usually not m.c:,_v_m:,,r.m_ M:
late the relevant aspects of the theoretical statement, and then Q.._.:._.,‘_..

the character to see if. point by point, he illustrates them. But ._.m==” _::,
that even if Willy Loman fulfills Arthur Miller's idea of a tragic m.,E .
you m.:wm.ﬁ_ not accept him as tragic; converse v, if he does not :H_WE am_“ﬁ .
tle’s idea. you need nct deny him tragic stat 15. Aristotle may be wr :MM .

v Mr Checklist. Writing about Tragedy

J ﬁ\._uﬁrnm:zmm the tragedy? 1s it a flaw in the central character? a
=:.Aw e (not the same thing as a flaw) made by this character? an

5 outside force, such as another character or fate?
_M. the me_n character defined partl’ by other characters, ;or in-
$ ,.:wrm._ by characters who help us to sense what the character
might have done, or who in some other way reveal the strengths
or weaknesses of the protagonist? o

W Does a viewer r_d:é more than the tragic figure knows? more
than most or al! of the characters knew? .

<1 Does the tragic character achi ]

the : char achieve any sort of wis : ! :

tho plag? y of wisdom at the end of

< To what degree do you sympathize with the tragic character?

- Is the play depressing? If not, why nct? |

Comedy

.».:rc:mr a comedy ought to be amusing, the plays that are called come
dies are not just colletions of jokes. Rather, they are works that e
lertaining throughout and that end happily. . e
| __., comedy, :_w fullest :mw is seen to reside within enlightened social
__ wﬁ“...mm“vﬂum rmm._ba_.._m of a comedy we fird banished dukes, unhappy
S - y parents, jealous _.Emcm:%. and harsh laws, but at the end we
1sually have a unified and genial saciety, often symbolized by a marriage
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feast to which everyone, or almost everyone, is invited. Early in Shake-
speare’s A Midsummer Night's Dream, for instance, we meet quarreling
young lovers and a fither who demands that his daughter either marry a
mnan she does not love or enter a convent. Such is the Athenian law. At the
end of the play the lovers are properly matched, to everyone’s satisfuction.

Speaking broadly, most comedies fall iito one of two classes: satiric
comedy and romantic comedy. In satiriz comedy the emphasis is on
the obstructionists—the irate fathers, hardheaded businessmen, and
other members of the Establishment who at the beginning of the play
seem to hold all the ards, preventing joy from reigning. They are held up
to ridienle because they are repressive menomaniacs enslaved te them-
selves, acting mechanistically (always irate, 2 lways hardheaded) instead of
responding genially to the ups and downs of life. The outwitting of these
obstructionists, usuzlly by the younger generation, often provides ‘he res-
olution of the plot, Ben Jonson (1572-1637), Moliére (1627-73), and
George Bernard Shaw (1856-1950) are in this tradition; their comedy,
according to an anc.ent Roman formula, “chastens morals with ridicule™;
that is, it reforms folly or vice by __.Em_::m it it. In romantic comedy (one
thinks of A Midsummer Night's Dream, As You Like It, and Twelfth
Night), the emphasis is on a pair or pairs of delightful people who engage
our sympathies as they run their obstacle race to the altar. Obstuction-
ists are found here, too, but the emphasis is on festivity.

Writing about Comedy Essays on cometlv often examine the nature of
the humor. Why is an irate father, in this context, funny? Or why is a
young lover, again in this context, funny? Commonly, one will fin] that at
least some of the humor is in the disproportionate nature of the r activi-
ties (they get terribly excited) and in their inflexibility. Iny both of these
qualities they are ruther like the cat in aninated cartoons who repeatedly
chases the mouse fc: his hole and who repeatedly bangs his head against
the wall. The following is a skeleton of a t:mm:u_m. essay on why Jaques in
Shakespeare’s As Yaou Like It is amusing;

Jaques is insistently melancholy. In the Lden-like Forest of Arden, he

sees only the dark side of things.

His monomania, however, is harmless to iimself and to others; because

it causes us no pein, it may entertain us.

Indeed, we begin to look forward to his melancholy speeches. Wi: de-

light in hearing him fulfill our expectations by wittily finding gleom

where others find mirth.

i i

T
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e are .. _&_m_.:@u too, to learn that this chastiser of others has in fact
been guilty of th: sort of behayior he chasises

At the end of the play, when four

ouples e wed, the inflexible ;
- : . : a e
msists on standing apart from the i

general rejoicing,

.f:c_.d might be the pist of an essay. It needs to be
EE it can be enriched, for example, by
of jesting and Touchstone’s, but jt is atl
) In writing ahou comedy you may be cancerned with the funetion of
one sc  characte .
i _,.Fm\wm_._:_ﬁu.,ch h.r.:.wn:_... v_:n sm__.a_»mﬁ:. your topic, you may find it helpful
st by trying to clecide whether the play is primarilv ¢ i
| egm by i ! play is primarily romantic or pri-
___,:__x_w,.::c (or something else). One wuy of getting at this is 1o _sr
vourself to wh; Tee vou s e o s
o “_”m Lﬂ, ,_,__& degree you sympathize with the characters. Da voy
L ..r with them, sympathetically, or do you laugh at themn regarding
1em as at least somesvhat contemptible? - "

supported with details.
a colrparison between Jaquezs’s sort
east a promising draft of an Hutline,

v A Checklist: Writing about Comedy
U Do the comic complications arise chielly out of the sersonalities of
_.r.n characters (for instance, c..,:?.::c:._.?wzz or m:_:h:_ JITES >
~ of the situations  for instance, mistaken identity)? R
' What are the chief goals of the figures? o we sy
goals, or do we lzugh at persons who
~ dowe laugh?
2 ?,T.M: are the personalities of those who oppose the central charac-
" ””\__w_.. _.u.: we _..w:m_u at them, ar do we sympathize with them? a
at is funny about the play? Is the comedy high (including verbal
comedy) or chiefly situational and physiczl? - B
_W_ __WHMMM.MMM..,..T: mmmu.:_m,::::v. genial, or is there a strong satiric tong?
e lon _,MMHM:‘N%_ :q,.d..x_,c\ vc?::.&_w Iragic elements in it? Might
.- L ghtl/ rewritten so that it would become a tragedy?
1at, it anything, do the characters learn by the end of the play >

or out

.qusﬁmﬁ._:xm with these
pursue them? If we laugl , why
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Theme

I'we have perceived the work pro
its theme, its underlyirg ides
ts moral attitudes, its view

perly, we ought to be able to formulate
1, and perhaps we can even go so far as to say
of life, its wisdom. Some critics, it is true, have

- .
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argued that the concept of theme is meaningless. They hold that Mac>eth,
for example, gives us crly an extremely detailed history of one imagnary
an. In this view, Ma:beth says nothing to you or me; it says only what
happened to some imaginary man. Even Julius Caesar says nothing shout
the historical Julius Caesar or about the naturs of Roman politics. On this
we can agree; no one would offer Shakespeare’s play as evidence of what
the historical Caesar sud or did. But surely the view that the concept of
theme is meaningless and that a work tells us only about imaginary -rea-
tures is a desperate oni:. We can say that we see in Julius Caesar the fall of
power or (if we are thinking of Brutus) the vu nerability of idealism.

To the reply that these are mere truisms, we can counter: Yes, but
the truisms are presen ed in such a way that t12y take on life and become
a part of us rather than remain things of which we say, “I've heard it said,
and I guess it’s so.”

A brief illustration may be helpful here A critic examining Ihsen’s
achievements begins by trying to see what some of the plays are i fact
about.

We must not waste more than a paragraph on such fiddle-faddle as the
notion that Ghosts is a play about venerea disease or that A Doll’s
House is a play about women’s rights. On these terms, King Lear is u
play about housing for the elderly and Hamlet is a stage-debate over the
reality of spooks. YVenereal disease and its consequences are repre-
sented onstage in Chosfs; so, to all intents and purposes, is incest; but
the theme of the pluy is inherited guilt, and the sexual pathology of the
Alving family is an 2ngine in the hands of that theme. A Doll's Housy
represents a woman :mbued with the idea of hecoming a person, but it
Proposes ne _::_;..u. cat Jm:_.?ﬁ_ about women becoming _uﬂ:ﬂ_ﬁ 1 fact, its
real theme has nothing to do with the sexes. I is the irrepressthle con-
flict of two different personalities which have founded themselves on

two radically different estimates of reality.
—RoBERT M. ApAwns, “Ibsen on the Contrary,” in Modern Drama, ed.
Anthony Caputi (New York, 1966), 345

Such a formulation can be most useful; a grisp of the theme helps us to
see what the plot is really all about, what the plot suggests in its universal
meaning or applicability.

Some critics (inflianced by Aristotle’s ssatement that a drama is an
imitation of an action) use action in a sense equivalent to theme. In this
sense, the action is the underlying happeniig—the inner happening—
for example, “the enlightenment of someone” or “the comirg of
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unhappiness” or “the finding of the self by self-surrender.” Oy

Macheth “outran the pauser, reason,” describes the action of the play:

To “outrun” reas;n suggests an impossible stunt, like lifting oneself hy
one's own bootstaps. It also Suggests a competition or race, like th e
of nightmare, which cannot be won. As for the word “reason,” Shaka-
Speare associates it with natyre and natwe’s order, in the individ sa]
soul, in society, and in the cosmos. To outrun reason is thus to viele
nature itself, to lose the bearings of comme sense and of custom, and
to move into a spiritual realin hounded by the irrational darkness of
Hell one way, and the superrational grace of faith the

other way, As ¢
play LP.S._:—H,., befere |

» all the modes of this absurd, or evil, or SUper-

natural, action are ittempted, the last beins Malcolm'’s and Macduf
acts of faith,

—The Human image in Dramatic Litera‘ure (New York, 1957). 115

Critics like Fergusson, who are influenced by Aristotle’
that the dramatist conceives of an action and then imitates it or yets it
forth by means of firgt 4 plot and characters and then by means of lan-
suage. gesture, and perhaps spectacle and missic. When the Greek comic
dramatist Menander (342_299 BCE) told a friend he had finished hi, play
and now had only to write it, he must have meant that he had the action
or the theme firmly in mind and had worked out the plot and the 1 qui-
site characters, All thay remained was to set dywn the worcds.

s Poetics, assume

Plot

Plot is variously define | sometimes as equiva'ent to story (in this serse 4
synopsis of Julius Caeser has the same plot as [ulius Caesar) but mogq. of-
ten, and more usefully, as the dramatist's particular arrangement of the
ttory. Because Shakespaare’s Julius Caesar beygins with a scene dramytiz-
ing an encounter hetween plebeians and tribumes, its plot is different
from that of a play on Julius Caesar in which sich a scene (not neces; ary
t the story) is omitted. Richard G. Moulton, discussing the early part of

Shakespeare’s plot in Julius Caesar, examines the relationship betwren
e first two scenes,

¢ might
say that the theme of Macbet), is embodied in some words that chrmﬁr
himself utters: “Bluod will have blood.” 'This is not to say that these
words and no other words embody the therae or the action, Francis Fer-
gusson suggests thul another expression in Macbeth, to the eff=ot that

A e
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The opening scene strikes appropriately the key-note of ﬁ:M ,_,”ﬁ__c_mﬂ M”H
tion. In it we see ‘he tribunes of the people—officers whose : o
raison d'étre is to be the mouthpiece of the .é:..%o:u_Q|_.m£ﬁ_.“....E.=:
their own clients frcvn the noisy honors they sri2 ;;mo.mmm ﬁo.vé_\ : r”m”
To the justification in our eyes of a ﬁ.nmm..m_.m..nv, mmm_:%,ﬂanm.ﬂ__._. en
could not be a better starting-point than this _:=.~ :.E..z.:_.%:wz_uﬂ e
ship of Caesar, which has made him what he is, _zr:mm._ q_n..:u_ma_mo:_.
reaction-point. Such a suggestion :.c__.m:,,mu nakes _. e whole play
complete wave of papular fickleness from crest to cﬁ..&. i=b
The second is the scene upon which the ilamatist :.r::.z re 1
the erescenclo in the justification of the conspirators. It is .p-._:_...n undMM
elaborately contrived so as to keep the consp rators and their cause
fore us at their very hest, and the victim at his very worst : s
—Shakesveare as a Dramatic Artist (Oxford, 1893), 188—

Moulton’s discussion of the plot continues E._s:n:._. O_“;.. :_“—«ﬁ.._,_wmﬁ ””_
lie presents too favoral ‘_m.: :.ms*‘._ of the nc_*_mm_ ”HM_W_MM_MSEMW _M.(,S::E.c T:
the conspirators at their best, he seems to cve ey E.q ping), but
at is not our concern here; here we have be=n ta king abor : p :
“”. Mﬂ__w_“;:w:m_.__ﬁm_sma d scenes, a process Zc:..::: s :_Nc&.m _ﬁ_“__w_“wwﬂ _,d_ﬂmh__*
Handbooks on the drama often su .:wm”_m”: M W.u :M “n“.”._.: -w.n sy
lappenings) should have a rising action, a c _.._ 4 i S
Such ay be dingrammed as a pyramid: The ?:z.o: ris gk
ﬁw,ﬁ_”u_”ﬂw_nﬁq“w.w_. n._.mmmﬂrn: a climax, at which .u_u._._: H.J_w ._u__:uawf.”a””M-“H-”n
and the tension allegedly slackens as we ...::.mﬂ ,._w _M. .M_z, e
(unknotting). Shakespeare ”ﬁw__:mﬂ._ddw,m M_m.i a mi_.‘..u:__““:z. _ x.,v L“M ::_.‘&vcm. m:
his climax neatly in the _:.w dle of wha seem 9 Rk ‘_m g
acts. Roughly the first half of Romeo a.:_% Juliet. or ww,.ﬁ%: _w s
vinning Juliet, but wh=n in 3.1 he kills her consin Ty » Romeo .
w“w”_,__ﬁ._hﬂm.—“mm often said; the second half of the play, 1:. _n.vm:“*m :wﬁn_ﬂw_,_%““
af his own life. Similaily, in Julius Caesar w:._.:m_ :.,.Mmu In the & _mn._; .
tae play, reaching his height in 3.1 E:T ﬂ.rm ﬁm_mz dr:_n %MM.....%:..; ?:w.q.ﬂ,_,
this scene he gives Mark Antony permission _c‘ speak @ _ :ﬂ.w.cu..m 4
and thus he sets in motion his own fall, i?nr m.nbﬁ.:.“u_mm H HM ! _m.h,. o
the play. In Macheth, the protagonist attains .T_m ~.1_mm _Mu._ H.E.
it now: King”), but he soon perceives that he it zoing downhill:

[ am in blood

Stepped in so far, hat, should I wade no more,
mﬂ:ﬂ::m were as tedious as go o'er.
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In Hamlet, the protagenist proves to his owr satistaction Clandins’s Fuilt
in 3.2, by the play wilhin the play, but almost immediat
worsen his position by failing to kill Claudivs whe
(3.3) and hy contaminating himself with the murder of Polonius (3.4),
No law demands s1ch a structure, and a hunt for the pyramid usually
causes the hunter to avarlook all the crises but the middle one. The Irish
playwright William Fytler Yeats (1865-1939) once suggestively dia-
grammed a good plot ot as a pyramid but as u line noving diagonall up-
vard, punctuated by several crises, And jt ha¢ been said that in Beclett's
Waiting for Godot (1952). ‘nothing happens twice,” Perhaps it is suffi-
clent to say that a good plot has its moments af tension, but that the laca-
tion of these will vary with the play. They are e product of confliet, hut
t should be noted that not all conflict produces tension; there is cor flict
but little tension in a beJj game when the hom: team is ahead 10_0 in the
ninth inning,
Regardless of how s plot is diagrammed, the exposition is the ~art
that tells the audience what jt has to know about the past, the
intecedent action. Ty gossiping servants who tell each other thaj af-
tor a year away in Paris the young master is coming home tomorrow vth
a new wife are giving the audience the exposition. The expositior in
Shakespeare’s Tempest is almost ruthlessly direct: Prospero tells his nzive
daughter, “T should inform thee farther,” and for about 150 lines he Ero-
o2ads to tell her why she is on an almost uninhabited island, Prosperc’s
harangue is punctuated Iy his daughter’s professions of attention, but 1he
Elizabethans (and the Gyeeks) sometimes tossed out all pretense at gia-
legue and began with a [rrologue, like the one spoken by the Chorus at
tke opening of Romeo an! Juliet:

ely he beg 1is to
n he is an easy target

Two households, both alike in dignity
In fair Verona, where we lay our scene,
From ancient grudge break to new mutiny,
Where civil blood makes civil hands ur clean.
From forth the fatal 'cins of these two foes
A pair of star-cryssed lovers take their life. . . .
But the exposition may also e
explosive revelations,
Exposition has been discussed as though 't
forming the audience abaut events, but e
cat give us an understancing of the ¢

stend far into the play, being given in small,

onsists simply of in-
xposition can do much more, /|
haracters vho themselves are tall -
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ing about other charactzrs, it can evoke a mood, and it can generate fen-
sion. When we summarize the opening act and :E:. :. as “mere _mx_ucm,_-
tion,” we are probably losing what is in fact dramatic in it. So:_ ﬁ_ﬁo= ,:. n
Lis analysis of the first two scenes in Julius Ceesar, a_om.m_ :._:. Eamw 1€
nistake of thinking that the first scenes exist merely to tell the audience i
ain facts. e .

ﬁm.%.___”_ anr exposition vsually includes foreshadowing. Dwﬁm:_mmmmsw: in
tae exposition, which we may at first take as mere ru.nrmac:_z 0 ”S __:....“
out to be highly relevani to later developments For instance, EW _m_.a W: ”
frst scene of Macheth, the Witches introduce he name of Mac l.. . _L“_.
in such words as “fair is foul” and “when the _.:E.c s lost x_z__. é”:_a M.__a |
also give glimpses of what will happen: Z.._m_vmf will J._n.ﬁ_..c_sn rmc aﬁ:ﬁ :.:- |
though he will seem to win (he becomes _:.zmv :.c will lose t _p :.,»_m . |
portant battle. Similarly, during the exposition in the second sc ..lzw.,,é ,
learn that Macheth has loyally defeated OB,.V_,_:.F who rm:..,ca.,.: _.:*w

Duncan, and Macbeth lias been given Cawdor’s .:.:1. Later we ,..E __z_

that, like Cawdor, Macbeth betrays Duncan: Ir. giving us the _E.n.r_m_dz:w

about Cawdor, the expcsition is also telling us (though we ,L.Hc: t kniony it |
when we first see or read the play) something about what will happen to i
Macbeth. "

v" A ChecKklist: Writing about Plot . B .
L1 writing about an aspect of plot, you may consider one of the following
topics:

1 Is the plot improbable? If so, is the play, tt m_.:r.q:u, weak? o
LI Does a scene that might at first glance seeim unimportant or even ir-
relevant serve an important function? .

CI If certain actions that could be shown onstage take place o:.m::._m._
what is the reason? In Macbeth, why do you suppose »_E E.w:,mm_, .__u».
Duncan takes place offstage, whereas Ban __E_, and Zmnn_._“_ $ m::C
are murdered onstige? Why, then, might m__urnmwsm..m ave pra-
ferred not to show ns the murder of U_.:.:..n._:”u /S‘_mﬁ. has _.5 gained?
(A good way to approach this sort of question is to think of what your
own reaction would be if the action were shown onstage. v. e

G Ifthe play has sever:| conflicts—for example, between Hum.:#...r o .oﬁ”
or between parents and their children and also between the _E_q%_ﬁ -
themselves—how are these conflicts related? Are they parallel? Or
contrasting?
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O Does the arrangzment of scenes have a struc
the scenes depic: 4 rise and then a fall?
3 . Does the plot seem satisfac
is the apparent lack of 4 complete resolution a weakness in the play?
An analysis of plor, then, will consider the arran
and the effect of Juxtapositions, as well as the overall story. A useful essay
could be written on t1s function of one scena. Such an essay may point
out, for example, that | Le long, comparatively slow scene (4.3) in Macieth,
m which Malcolm, Maeduff

» an English doc*or, and Ross c
the palace of the king of England, is not so much
may at first be _ro:m_.z. After readin

several functions, For exampl

Onverse near
a leisurely digressi-n as
g it closel/, you may decide that it has
e, it serves to indicate the following:

The forces that will eventually overthrow Macheth are
Even good men must tell Jjes during M
Macbeth has the vile qualities t}
pretends to have.

4. Macbeth has “iled—as the king of Fngland has not—to be a
source of healil: to the realm.

o~

gathering,
acbeth’s reign,
at the virtuous Maleohn

w3

It doubtless will tuke an effort to come to these or other con:|u-
sions, but once you have come to such idens (probably by means of
b ~.E.:....3~.§H.=.w and r.mz;n see pages 26-30), the construction of an e say
¢n the function of a scens s fairly simple: An introductory paragraph an-
nounces the general topic and thesis—an apparently unnecessary scene
will be shown to be functional—and the rest of the essay demonstraies
the functions, usually in climactic order if some of the functions
nore important than otheys.

How might you organize such an essay? If you think all of the fune-

tons are equally importunt, perhaps you will orzanize the material from
the most to the least ob.ious, thereby _nmmﬁ.._um the reader’s attention io
the end. If, on the other hand, you believe that although justifications
for the scene can be imagined, the scene is nevertheless unsuccessful, syy
S0 announce your view early, consider the alleged f

and explain your reasons for finding them unconvi
ea’h point.

Sometimes an analys
tween the several stories
pervatural lovers.

Are

unctions one by one,
neing as you tuke up

: of the plot will examine the H.m_mmc:w_:._um b
in a play: A Midsummar Night's Dream h

as sii-
mature royal lovers, young

Atkenian lovers, » T:E@E:

ture? For instance, do

torily concluded? Any loose threads [f 50,

gement of the episodes
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who briefly becomes t1e lover of the fairy queen, and a play QE_M c_d rw
the _:S%E_;_ about leygendary lovers. How tlese are rm_m Jum.mﬂ er puu :
how they define each ather and the total —u_mq are matters that concerr
anyone looking at the plot of A Midsummer Night's Dream.

Characterization and Motivation

Characterization, or personality, is defined most cw&c:m_v.. as in mm_w,_o:
see pages 140-141), by what the nrun.ﬁ.m_.m co ?.. mg.mm M:.mm.:ﬂm_” hm m__u
‘hat “Hedda paces up 2nd down, clenching her fists”), Y W d.m. . _&_., m...
she asks her husband to draw the curtains), by what others say abou
: ar the setting in which they move.

_.m:.__“__#m__.ﬂ_w_..&..ﬁﬁ mz,,m_z: defined in part by other ﬁ.rm:.E._”mJ s\“_u_.qm
they in some degree resemble. Hamlet, Laertes, .,:.& m.:.n.::v%m __H_f‘m
each lost their fathers but Hamlet spares the praying _Q:.n G w:.._:..,_‘_
whereas Laertes, seeking vengeance on Hamlet for 3:..%..2& _LMM._ _wm.,_a
father, says he would cut Hamlet’s throat in church; Ham .m._ H..:.m | a m_
ubout the nature of acticm, but Fortinbras leads the ch.qme:v :.__...wy_a._:ma
itary campaign and ultirately acquires Denmark. Here is _,_ﬁh..::.aw , .M.q
commenting briefly on the way Laertes helps us see Hamlet 5086 b.»_.
visely. Notice how Muir first offers a nn:m._.mr.u.:::. ::w: mz_v_uon.v it ,J;. \
;_...Ew_z. and finally, drasving a conclusion from _,:.L..A.E.E_u he has h_mn T:w.
wnted, offers an even more important generalization that effectivaly
closes his paragraph.

In spite of Humlet’s description of him as “a very noble youth,” there is
a coarseness of fibre in Laertes which is revealed throughout the M_._&r
He has the stock responses of a man of his time and position. He m_“\mm
his sister copybook ac vice; he goes to Paris ?&." re bound 5, w:wv_m.c,r_.no
tread the primrose path; and after his father’s ¢ cath ...:.m .mmu..: ,._. m:.... ..W-
ter’s grave he shows by the ostentation and ..rz,.”.o.i. of _.._m m_.d...._ t r_w e
pretends more than he really feels. He has no difficulty in raising a suc-
cessful rebellion against Clandius, which suggests that the more ?.__:._-
lar prince could have done the same. Laertes, _.:;Ei. acts more au..mww
in the way that many critics profess to think Flamlet ::mf» to act; an

his function in the gliy is to show precisely the chcm_.ﬁ. Although
Hamlet himself may enyy Laertes’ capacity for ruthless action we ought
surely to prefer Hamlet's craven scruples. ‘ ST, 15. 43

Imr:km.wm:.._.u%., The Great Tragedie: London, 1961), 12—
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K.::. has not exhausted the topje
”.S:_ Hamlet you may want to ﬂrw.u ...w
ing Hamlet with Laertiag !
Other plays provi F K

e Wcmq. hmn_._“,._m,. ma.mam._mm of such foils, or characters wha st
and react &mw&:% : M:u . Banquo both hear prophecies, but they h_.._
Cosca stll apeg m_. _“\.“ %.v is one kind of assassin, Cassiiis muowvmu\&:_
o T .:.m \,Q.ﬂ Godot, the two tramps Didi and o,
ot P m._,c and his slave, Lucicv, the former two s wrn
b Ao o __._.._ e, the latter two the practical or me»_.s...ﬂ mr._.u..
Any ME&,«‘,.? of a " | .
I oy .._...,q.;.ﬁ..nmn then, will have to take into account iy
it Mi__ - Q,.ma. .o:.m acters that help show what he or mrmuw:ﬁ._ in
ermotivation (grounds for action. inner drives mmz,__”w,

=M this puragraph. If you are faniliy
about wriing an entire essay compin

Conventions

L bbicke o ;
Artists and their audierce haye some

ments. When we watch tacit—even tnconscious-—agree-

‘hen reappear, we cn%_...“?_“___w_:m”. *En_c_.m and see an image dissolve ynd
unrealistic b : at some time has passed. Such t%
«wmetimes mm”._“ c:“,,_w_w nceepted, is g ...caﬁ..:.._,o.w In n_M:m”m.wﬁ;erw_

: il 1on. ater, w
kcks a fourth wall: ,MM..‘MM a room, realistic in all details except :_.m_; M
interior of the _.coq,: We at wall in place, we would see it and not the
are scarcely aware that -y, © 1ot regret the missing wall, and, indeed, we
that this strange oom _._m have entered into i agreement to vqﬁ.a:..m
sl St S nr.,., an :.&.SE.V\ room w.th the usual :P.Evmw ‘,.m
the theater no r—::.& rm.z.mn.pmaw in a play speal: verse, although o:rm_..w..

Again we accept :_m de .:ﬁw °pe ak verse for more than a few momen| )
el T Isn”“w.h ccause it allows the author to make a _m..d.
i Denish, £ \:P: Qn_: et the characters are understood to vm éﬁm&f

. ' § Ceesar Latin, j i " -

raek ! * , in A Mid: > it

G .ym_ﬁvm». %_ﬁw all speak linglish for our rm:w.mrm e Nightih Droam

0 Gther conventig s ar- sl

scbiliscpuy-ged the smm_nwwuor are especially common in older drama: th=
spaks his or her the : + In the former, although a solitary n__zh.oﬁ .
natic; in the lath :%. ts aloud, we dg :c:.:mm.‘.‘ him or r&uw _umm _m_

atter, a . , er to be a lu-

destood not to he rM.E“_Hw J.:N speaks in the preserice of others sz :H

. - ) ,\,‘ _m-:- & 7 . y l
hecr she directs those worcs or to be heard only by those to whon,
The soliloguy . o

PP %%M:.w“_ﬂvmm”_zsaw strike us as artificial—and they are. Bu

. 15e they are ng | .

are accustomed to it e an. O longer customary. Bec;

0 it, we ar= not bothered by the h__.amn.ﬁrw‘\ owm%ﬁmwm ms.“m
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companying dialogue in s motion picture. The conventions of the mol-
ert theater are equally artificial but are so customary that we do not no-
tice them. The Elizabethans, who saw a play «cted without a breas
waould probably find strange our assumption thal, when we return to the
awlitorium after a ten-minute intermission, the ensuing action may be
supposed to follow immediately the action befor: the intermission.

Costumes, Gestures, and Settings

The langnage of a play, hroadly conceived, includes the costumes that
the characters wear, the pestures that the characters make, and the set-
tings in which the characters move. As Ezra Pcund says, “The mediu
of drama is not words, but persons moving ibout on a stage using
werds.”
Let's begin with costume, specifically with Nora Helmer's
chinges of costume in 1bsen’s A Doll's House. In the first act, Noa
wears ordinary clothing, but in the middle of the second act she puts on
“a long, many-colored shawl” when she frantically rehearses her tara:-
telli. The shawl is supposad to be appropriate 0 the Ttalian dance, bt
suely its multitude of colors also expresses Nora's conflicting emo-
tions, her near hysteria, expressed, too, in the lact that “her hair com=s
loose and falls down ove- her shoulders,” but “she doesn’t notice.” The
shiwl and her dishevelel hair, then, speak to us as clearly as the dia-
logue does.

In the middle of the third act, after th® party and just before the
showdown, Nora appears ia her “Italian costume.” and her husband, Tcr-
va <, wears “evening dress” under an open black oak. She is dressed for a
musquerade (her whole life has been a masquerade, it turns ont), and Tei-
vaI's formal suit and black cloak help express the: stiffness and the blight
that have forced her to present a false front throughout their years of mer-
riage. A little later, after Nora sees that she never really has known her
husband for the selfish crcature he is, she leaves the stage, and when she

re-urns she is “in an everyday dress.” The pretense is over. She is no longer
Towvald’s “doll.” When she finally leaves the stage—leaving the house—
she “Wraps her shawl around her.” This is not the “many-colored shav!”
she used in rehearsing the dance, but the “big, black shaw!l” she weurs
when she returns from the dance. The blackness of this shawl signifies t 2
death of her old way of life; Nora is now aware that life is not child's play.
Thsen did not invent the use of costumes as dramatic language; it
gees back to the beginnngs of drama, and cne has only to think of




illlij

212 CHAPTER 11 WRITING ABOUT DRAMA ,
CHECKLIST: GETTING IDEAS 213 &
Character
W M,\n__E” E,m.m:‘_ traits of the chosen character? , v A Checklist: ﬁmn_.:bm Ideas ?:.—u_ ’
. . ramatic character is pot likely t» be thoroughly realistic. 4 copy : Wrlilng abouta Film Based on & Flay i
Mo _”..m_“”mc”_m M.m _ﬂ_mrﬁ know. Still, we can ask if the character is il Preliminaries
‘onsistent and coherent, We o 50 ask i hap: ; gL _
plex or is, on the ofk e can ¢ls0 ask if the character is com- [ Is the title of the film the same as the title of the play? If not, what
; 1€ other hand, a rather simple represenistive of T , ) ,
some huma type. . is implied? :
3 How i -harac A ; :
m:M:;Mm“rh. Jrﬂw..mﬂmwr defined? Consider what the character says i Dramatic Adaptations ‘
¢ what others say ; i ; o T i
her. Also consider other M.w@ “GE;..”:: or her and do te him or i< 1 £ [ Does the film closely follow its original and neglect the pot=ntiali- m
racters who more or less resemble the | i ties of the camera? Or does it so revel in cinematic devices that it

M”M“nnﬂ_ hu mﬁcwm:.a..m, because the similarities—and the differ. W distorts the original?
= e s1 cant, J . " ) )
4 = 3 Does the film do violence to the theme of the original? Is the film

d How trustworthy :
- 4 are » (™ r ey gae .
) the characters when they characteriz: ther.- better than ils source? Are the additions or omissions due o the

selves? Whe:1 they characteri
_ cterize others? : . ; - ..
{1 Do characte a.r.w\__mm as the pl aﬂw;_.ﬂ d | : medium or to a crude or faulty interpretation of the origing]?
3 5C ¢ ¢ 225 on, or do we sim v W:Df{ *
them be [ p
n:u_ﬁnwn tter at the end? If charicters change, why da they ; Plot and Character
Q What do you rake of the i O Can film deal as effectively with inner action—mental
7 ey ‘e minor characters? Are they merely nec- s processes—as with external, physical action? In a given filn, how
il is the inner action conveyed? Olivier used voice-over for sections

essary to the plot, or are they foils t¢ other characters? Or dy they
__ serve some other functions? . .
W If a character s tragic, does the trapgedy seem to proceed from a
moral flaw, ficm an intellectual error, from the malice of prh
from sheer chance, or from some coinbination of :%...._mu o
X What are the character's goals? To what degree do v‘rn sympa-
thize with ther? If 4 character is camic, do you laugh ¢ .Q_,._ _ g
the character? -
4 Do you think :he characters are adequately motivatedp
9 Is a given character so meditative that you feel he :m she it en-
gaged less in . dialogue with others than in a &..__om:m .,S.:,_ :“_
self? If so, d¢ you feel that this chiracter is in large degree M,

of Hamlet’s roliloquies—that is, we hear Hamlet's voice bt his
lips do not move.

(2 Are shots and sequences adequately developed, or do the, seem
jerky? (A shot may be jerky by bein; extremely brief or at 1n odd
angle; a sequ=nce may be jerky by using discontinuous images or
fast cuts. Sometimes, of course. je kiness may be desirable.) If
such cinemalic techniques as wipes, dissolves, and slow motion
are used, are they meaningful and effective?

O Are the characters believable?

QO Are the actor: appropriately cast?

spokesperson ‘or the author, com i
A menting not only on the world .
of the play but also on the : o : "R Soundtrack
! ¢ * outside world?
[ Does the soundtrack offer more thin realistic dialogue? Is the
Nonverbal Language ; music appropriate and functional? (Music may, among other
J If the playwright does not provide ull stage directions it things, imitate natural sounds, give a sense of locale or of ethnic
imagine for a lzast one scene wh iy t states of mind icle ironic commentary, or—Db
23 at gestures and tones mi t ac- group, suggesf states ol mind, provide ‘ntary, Y
company each speech. (The fist émm_“e is often : 1 ght ac repeated melodies—help establish connections.) Are wlume,
your hand at.) S % §p0ti one ta try : tempo, and pitch—whether of music or of such sounds as the
wind blowing or cars moving—used to stimulate emotions?

4 What do you make of the setting? Does it help reveal character Do
changes of scens: strike you as symbalict' If so, symbolic of what>
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THE SPEAKER AND ''HE POET 21

Emily Dickinson (1839-86)
WILD N1cuTs —WiL NIGHTS

Wild Nights—Wild Nights,
Were | with Thee
Wild Nights should be

Our luxuary! 4

Futile- -the Winds

To a Heart in port—

Done with the Compass-

Done with the Chart! 8

Rowin in Eden

Ah, he Sea!

Might [ but moor—Tonight—
In Thee. 12

Questions to Stimulate Ideas about “Wild Nights-—Wild Nights”
This chapter will end with a checklist of many guestions that you may ask
yourself to get ideas for writing alout any poem. Here, however, are a
few questions about this particulas poem, to help you to think about it:

1. How does this poem comn raunicate the speaker’s state of mind?
For example, in the first stanza (lines 1-4). whit—heyond the
meaning of the words—: s communicated by the repetition of
“Wild Nights™? In the last stanza (lines 9-12), wt at is the tone of
“A . the Sea g like “ermotional color-
ing.” as when one speaks o1’ a “businesslike tone.” a “bitter tone.”
or in “eager tone.”)

2. Paraphrase (put into yow own words) the secon
dovs this stanza communicate about the speaker’s love for the
belrved? Compare your paraphrase and the original. What does
the form of the original sertences (the omission, lor instance, of
the verbs of lines 5 and ¢ and of the subject ir lines 7 and 8)
communicate?

3. Paraphrase the last stanza How does “Ah. the Sea!” fit into your
paiaphrase? If you had trouble fitting it in, d¢ you think the
potm would be better off without it? If not, why not?

(Tone mivans somethi

stanza. What

Although the voice speaking a poem often clearly is nof the author’s, in

many other poems the voice does tave the ring of the author’s own voice,
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