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Introduction

The dawn  of the twentieth century witnessed the e
snergence of drams as an dmportant literary foree though the
preparation  for thig re-smergencs was started by the  fouwrth
quarter of the praveding oentury . Drama had  been relegalted
e a emparatively insignificant position by the VYictorian
wittteres. &3 o matter of fact, during the grveabter part of  the
rrinetesnth century  English drama was considersd more as A
part ofF the gensrsl industry of entertainment ratber than &
perious  conbribebion to the world’ s art of the theatre. One
caonddel werl 1l protest That an the Victorian pariod thers was  no

et mEan, ofF coures. that there were  no

thaatre, Thisz dos
clages, Frid s boes ang no saudiencoes, bet that England wags  not

. 4.

e O Wi thy part in the developmesl of &

Lk amg @ corns Lder

dramatic Yora of espregssion. The lingering and vrather  futile

oFf the two hastoric theatres

& Faar ey porobect the lerbers

.

Wi Lmcior . Drary Lane and Covent Barden, by giving  them &
L3

monopoly of “legdtimate drama' . were abandoned in 1843, when

i Act of Farliament granted a comprehensive freedom o the

i Loy . T thun liberated 1ike any article of conmerce,
aitd . am bhe population in England was  growing  rapildly in
riambses acnd in o wealth, thereg was a swift expansion of dramalic
aut ot Eut  what was offered to  the fnwew puablic muast,

wrnFortunately for the dramatic literaturs  of  England, Lae=

s i cde e i teems of guantity  rather than sl ity

Comnercial  standards  becams sove Trankly acoepted  and  Lhe



ideai  of bthe "long run' supplanted the old conceptions of  a

af the

T
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classical  reperiory oo owhich it was the  founcbtion
leading  players to appear Ccontinually in order to display
their powers and graces in a greal variety of traditional and
testing  parts.  The old policy, however, of a classical
Fotting was maintained by Charles Hean who become the lessee
of  the FPriocess s 40 18530 and by Samual  Phelps  alt the
Sadler’ s Wells. Fesan, on the one hand, was  endeayouring to

sttsnlaln (he  best  kind of dramatic appeal by throwing in

o bily genipel L ishments  whigh & later taste  would hawve:
considered unnecessary and even abhsoed. Phelps, on the olther,

viad splendid work, ool oonly for the poablic that still wanted

B

minak

sperare,  buel fur the Shaksepearean test iltself by  going
brad i by the Folio for his matter instead of  wusing the
adaptations and versions which had been started during  the
Restoration with the authority of, surprisingly, Deyvden  and
fad continued to grow In numbers andg stupidity throughout the
wighteenth century. Even Jobn Philip Kesble, who had  been

corrsiderad somthing of & purdist in these matters plaved a

M 3 gl varsion of The Tempest which containg lyrics in the
stvla  of an eightesnth ventuwry ballad opera. HBgainst  such

what may be called, for wanlt of a more appropriate termn,
Barbarism, long  taken for granted even by the owitured
people, Fhelps sade a strong and splendid stand at  the
Sadler's Wells and during his managemsent there which lasted
from 1844 {to 1B&2, _he maintained & dignified level of
dramatic art while the national theatre as a whole was  only

concerned with rhetoric and semsation and with  reaping  the



Financial benefits of (ts newly earned freedom. The drama, of

TS was  2Lill acverned by the State Censor, for whose

wffice Lord Chanberlaine was responsible, and iy  local

leensing  aunthorities who oould restrict produactions elther

. account of wnsigitabile premises or dansuitable matter  sach

Az omight give moral offence or be s likely cause of riot  and

VAT F T But i wid-Yictorian Limes thers WA Tittle

wlsrference with  the industry and the players lived and
W el i that companionable  anarchy which i E3n)

described in the SDroummles gprsodes of Dickens s

Micholas Mickleby.

After the dct of 1843, there was a rapid growbh of
bhe thestres  propes or Lord Chamberlaine = houses  as Lhey
WIS ETER o They could invrease and sl tiply according to

-

popaa b ey demanddy while the old saleon theatres, which had been
cutwide the patent  and had dealt mainly in imported romantic
CHE ama s amd  light  Operas., found that the new lvalry

BErassl tated new peasures. The saloon Lheatyres  acoordingly

s liad  more  and  wore upon song and dancs and becams The

pargrnts  of the mstewic hall,. whale the orithodoxy  houses  wera

crscwpdad By all that Yictordian England could offer in Lhe

vesiez af drama. Yictorian thestre was dominated by the  Frenoh

tragdi b ion in fTar and melogramns wilth bthe result thal many

Englizh weiters who might have been the "abstracts and  briled
chwenicles”®  of their time, or who might at least bhave given
by the actors opportuanities for fulTilling the high funobtion

arsigrned by Hamlet fo bthe glavers, cesalnsed mges  haoks



engaged in adapbing imported materials — that, too, of a very
low standard.
A distinct change was made by T.W. Robesrison
(182971, whose comedies seew to a generation wsed to
Th=en, Beranard Bhaw, and other plavwrighte of the drama of
ideas  to be painfully stilted and artificial. Robertson,
ponetheless, was the supposed rebal and realist of his timesg
he believed, not without reason, that be was  bringing  the
drama back to life from the reign of anarchy to which it had
been driven. He bhecame dramatist to the Bancrofts  management
at the Frince of Wales s theatre. There in that theatre a new
school  of  realistic steaging and scting was begun  in  self-
Tonscdous reviollt  against the tawdry romanticlism, the
pomposities of rhetoric and spectacle, and the wild fustian
of the general drama of the time. Robertson’s most important
contribution to the theatre of that period was his refusal o
acvept  battered types which passed for figures of fun., To

the play-goers of fifty yvears later Sogisty (1865) and Casile

(18467 seemed almost laughbly artificial, but Lthey were
considered by contemporary critics as daring essays in
naturalism and actuality. Hefore Robertson’'s time the
Wwriting eand  the acting of character-parts were limited by
certain goknowledged forouwlae. There was a routine of  the
Fidiculows character and situatlions in tha theatre, ag there
was aflterwards in the music hallsi but the fun was gtale and
there was no stuff for thought. The Rancrofits working on

Robertson s  pileces abolished these traditional restrictions



upaen truth  and  tried to sdbstitute  fresh  and  individual
characters for the stale humours of the type. The whole
policy was to let in the air of actuality into the dead stale
atmosphere of Lthe plavhouse:; and in the invigorating change
they had important allies in two actors of conseguence,
Sathere and Hare. &g Ppaturaliam ~ but naturalism in guitie 3
loose sense ~ was Lhe bazsis of his work, =0 Robartson  sought
to make actors understand that it should be theirs too. He,it
should be admitted, established a school of natural acting
which completely revolutionized the then existing method and,
by =& doing, did incalculable gqood to the stage.
Unfortunately, Robesrtson lacked able successgsors.dames Albery
was credited with wit and imagination,but he found the job of
the adapter easier than that of the creator and H.J. BEyvron
altogether fel} from the standards which Robertson
endeavoured to institute. Adaptations went briskly on and it
was significant that when Beerbohm Tree went intoc management
at  the Haymarket in 1887 he relied mainly upon plays of
foreign origin. Until the eighties of the nineteenth century
were well advanced, the practice of adaptations from the
French and sometimes, as in the case of the popular farce The
Private gecretary, from the German was held to be the
legitimate as well as the customary occupation of a British
playwright. To ¢create epicode or character was s rare thing.
Among those who occasionally created and more often adapted
wetre Albery, Gilbert, Godfrey and Tom Taylor.

But, while the mid-Victorian yvears were largely sterile

in authorship, as is evident from the above,important changes

LA



waere being made in the organisation and social status of  the
English theatre. In early Victorian time the actor was
tstally expected to be, as most of them really were, a
Robhemian and might even be an ovicast. The playhouse itself
might be rouagh and ready and the society to be met there only
a shade better, The Bancrofits were responsible, not only for
blowing fresh air in  the guality of stage-writing and
production, but for reintroducing the theatre to the
attention of the prosperous middle class and af those who
might previocusly have hesitated before being seen in such &
place. Whether it was that they raised the tone by raising
prices or were able to raise the prices because they had
raised the tone is not easy to ascertain. But the fact
remains that they gave to their theatre a "cachet" and a
"clientile" which confirmed the place of drama among the
arts of & civilized London community. A man visiting a
theatre would no longer be taken as a man whose oharacter
was suspect. Their theatre was 23 attracltively upholstered ag
their stage was attractively set. Flay-going was made safe
for the well-to-do; and respectability replaced the old
notions of a rakish entertainment for a rackety people. The
half-guinea wtall, which became A familiar London
institution, was introduced and ., what was more, it was sold
and filled. It is interesting to notice that complaints made
somae sixty years later about the high prices of seats in
London theatres were not based on any historical sense of

comparative values. The half~guinea of 1880 was at least

iy



egquivalent in general purchasing power to the FPound of 1928,
The return of wealthy pecple to the play-going class did not
wioirk  altogether for the good; theirs taste might have been
mare  limited than their purse, and they certainly did not
demand a form of theatrical art which should be inellectually
ambitious. The intellectually éluggiah people took the
theatre for a place of light entertainment and did not  think
that drams was a form of art. But it was, on the whole, an
excelilent  thing that the English theatre showld be rescued
from its sssociation with the strest-corner selodramas.  The
Bancratits may not have found the polite and cultivated
apciety of play-goers which is postulated as gssential to
the production of good dramag but they rendered admirable
zervice too the drama by restoring it to its  place among
prercises and adorpments of a civilized comeunity. The tisme
af drama as arbt, the time of intellectually fertile theatre-
goers, was, howsver, still to come.

Arigther of  the achievements of the Bancrofis,
which mast not go wunhesded 1in any discussion of the
development af drama in the mid-nineteenth century, was the
aorganisation of theatre throughout the country. Frovincial
production had hitherto been left to stock companies or to
the travelling troupes working on local circuaits. "lowvers of
Vincent Crummles will know that the strelling players  added
more tao the strange pleasuras of 1ife than to Lhe
o7 the theatre as & recrestion for educated and
1

adult peoaple .

attractions

Lo Encyclopasdia Britannica Vol. 7 F &b,

i



Thie  groat siteeabiory o L sl Ve bord

paticed  in the towring companies  with casts

chosen  in Lofdon and trained under sxpert  supervision. The
national development of comnbnications made travels far
wanier than it had  been befare. HMoregover, 1t was  §ade
possible  to cariry scenery feoam place to place jfnstead of

rerlying upon the wnoerbain local provision, in 1847 the

BHancrofts organitsed for bour an esact reproduction of the

Laendon pressntation of Roberstson’'s masterpiece Caste and
the guality of the performance appears bo have been  greatly
appreciated  in the towns which were visited. Buckstone =
Cownpany oo Hayvmarbkel followed suil and 1t soon becams
common for actor-managers to go on towr and thus brino to the
variows provincial towns a smoobthresse and a  wvirtuosity of
parformance to which the local audiences wers guite uwnused,
By tha end of the nineteenth centuwry all the great London
actors  and imporiant foreign visitors like Sarab  Bernbardt
habitually took their companies i Loy and the
centralisation  of the theatrical activity in the capital was
considerably diminished. There were obvious advantages in
this, but the old stock companies which were replaced by the
new touring conbinations, bad been very much valuable as
training schools. A player brought up in them had to learn to
play  all kinds of parts at wvery short poticeg he  had
therefore to be elastic enough in his technigue and had to be
versatile in his range. He might be king one day and begger

the next. But  with  the touring comparnies From  London Lhe



playrre wenl on  repeating one  part and then was 21 pes ted

to continue in  arother rFrole of the same kind. He becase s

specialist and was rast  only Tor  parts  in which e Was
ko o have specialized. The result was the selaboration of
smoothness in certain typeﬁ of woark, but nat the oreation of
actors with plastic maske and personalities who were ready to
go anywhere and te do anyvihing. BEven those whao least  agprove
mf the type of drama produced under the old oonditions of
the gre-Banoroflts stage would  admit that those conditions
warer 1ikely to evoke a vich and resourcetul type of acting in
which full command of movenents and of direction  wers
ahsclutely sszential,

It is plain from what has been said of the early and

thingy AL

41}

mid-Victorian stage that the play was net th
seened that nobody thought seviously of the play as a form of
art, The play-gosr’ s motive was rarely literary, nor  did  he
ragard it as the Tunctien of the dramatic art to hold mirror
i edther  to human nabtuwee, ta cwrrent eanoers, oy o the
problems  of the hower or of sternity. The period was  angs of
intensely dramatic ghanges in the national life,. The sconomic
smtructure of the sogiety was altering: science was coming  up
to ohallenge dogmay the strife of classes and generations was
taking sbape in conflicts whose natural artistic swxpression
strold surely  have been dramabic. But to the student, who
winhes toa  draw the picture of the sooial lendscape of  the

Yimer, the stage offers extramely little help., In no  senses



were the actors the abstracts of their fime. Poth the pride
irn the new progress and the protests against it wers nade
wocal b the neessl oand in poastry, nfortunately, the English
stage was &0 far divorced from the national cultures that it
totally failed to interpret in berms of dreans the immensely
important and immensely  exciting development in by
Erowledge, wealth and powery of the tHnglish people. If sver
history was bthrowing material to the playwrighit, it was theng
bt the playweright was  too busey with isporied Freneh
trivialities w concocting the farces of the roubtine types to
pay any attention to his great opportuities of doing for the
thesltre what Dickens and Thackeray were doing for the novel.
It was only after Ibhsen had revolutionized the Europsan
theatre by making his drema into & vivid oriticism of actual
serial  valugs  that the English who had & similar artistic

a

purpose Ccame to vze the dramatilc medium Tor such a purpose.
gut  although  there was an absence of & oreat
school of playweights in England, there was no dearth of good
daertersy thetreae was  both demand for  and supply wf  great
acting., There is the man who wreites, the man who  acts, and
the @man who makes the spectacle. That iz a simple analysis
that 1is capable of aoech refinement in one way or  of
Expression in another, The history of the theatre shows  that
those  three parties are containually engaged in rivalry as
well as in co-operation. A strugole for the balance iz even
in progress. Accordingly. whereas ong epoch or generation  is
particularly distinguished for the gquality of its plays  and

uf the authors whom it attracits to theatrical GErVICE,
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another is the golden age of the actor who is admired for
himeelf alone and not in relation to the splendouwrs oy the
aubtiety of the play in which he acte, while at another btime
emphasie centres on display of scene or on the mass-effects
controlied by  the producer  and  the pageant-master. The
theatre of England in the nineteenth century, or atleast
wntil the renaissance of English dramatic composition in the
IEB0 ¢ wan  predominantly an actor’'s theatre. The play-goers
thouwaht in bteems of the actor and his indivudual msagnetism.
It was the mark of the time that whersas the man of culture
i 1920 would have considersd whether to go and see the new
Galmworthy or  the new Shaw, hiz  predecessors in polite
plavygoing society would have considersd whethsr to go and see
Kemble or Kearn or Macready or Phelps or Irving. The primary
interest was et in the thing writben, but i the  thing
done.  The great actors did not wish ta be brief ochroniclers
appearing in the works of the moment but liked to take part
i the histrionic tournament provided by rival appearances in
the great historic roles. They appealed to connolssewrs  who
wortl bl metoh their Mamlet or Macbeth against amnother s,  What
matitered was neither the mind of the original Shakespesssa nor
the sbesence of a new one, but the arrival of a new virtuoso
Whin would berattls the town with his rhetoric or congusr it
with his grace in some grand Shakespearean part.

Henry Irving was possibly the most famous actor of
that time. The sovereignty of Irving in the theatre of the

time can best be understood iF we remenber to  what extent

11



the  theatre was under the domination of the actors. Irving

caryied on the =sogial service of the Bancocrofits in bringing

honour to hig art and resculng his profession from squalor
ancl disrepute, Yet of thisz one of the most eminent
Mictorians, whose name was almost  synponymous with  the

national theatre of England of his time, mnany undeserving
counments have been made. When we speak of Irving we do  not
speak much  of his smapagerial career, which, for the living
English drama, Jdid not have much of significance. It is Lo
be noticed that as a manager he seldom experimented with a
few play, and  of the few which he did produce, only The Cup
ani Becket by Lord Tennyson could exspect to be remembered by
e posterity. Bt sver these pgroductions were T L
forgotten. Irving did not amprint his wmark in the history of
the English theatire ez a menager; he is remembered, righitly,
a8 an actor.

The piroblem of Lhe drama became an 2COnomic oneg a8
soon as the middle classes started to visit the theatre. As
the population of the city of London rose Lo the millions
ard  among  them guite a good nusber  started visiting the
thgatre, the theatre paid. It was seemingly a favngrable
condition but  {ths decadence was obviously apparent., The
midadle—-classes were qgregarious in the matters of  tastes.,
habits and inclinations as  they were individualists in
refigion, politice and economics. 17 & play succeeded with a
hundred people, it would sucoeed with a thousand.,  Thus  a
formidable chain of comonplaces and established oriticise

wmas  forned, which ceould keep an ordinary production on the



stage for twenty months and more, The business hastened to

make money;  they did oot care & rap for a good varied
repartory. The new nanagers —— great managérs like Irwing
being no longer in  the forefront - - wanted the profits of

spaculation, for which a long run was necessary ¢ the works
per formed were assured, more or less, of populsr suwoess
which had lit{le conrnection with the greatness of a play, as
play, The coste of production were distributed over a  long
period; the actors, as they were employed for a long  tiee,
werre pald lesa.

The managers,led by the psycholoagy of  long  run
and  andless sucocess, grew rich at bthe cost of guality and
varisty of the theatrical performance. The actors, deprived
of  the chance of being tested in various roles by  freguent
chapge in performeance, bad little chance of  learning and
imprgﬁimg; they snded by sach acguiring a "cachet", a limited
type  of aciting of their ownr, which had a sure effect in a
cerialn sart of part which they always had to olay. Tndeed,
the writers often avranged the characters and the action Iin
viaw af certain actars who would be able to present them the
greatest  popular successi & thing which has alwavys  ocouwrred
since the drama besgan but as a rule with preat actors,who had
te act and interpret first class roles. But pow this system
extended to all the numbers of the cast. The play was now

vdeprived of the popular sap and vigouwr it had in the past.

Thus when the middle-class began te move towards

the dramza in mass, it became a middle~class husiness and its
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development was stopped. It became an economic toel in thelr
handsy 1t dropped into an wunseemly depth to which it had
never been before, not even in the worst times. What was good
in  the old repertories and conventions now gave place o
medigerity --—  the petity social conventions and mediocre
tastes of the then ruling vlass were imposed on the drama.
Such hecame the condition of drama, and at  this
point & rebellious agroup arose from among the middle-ciass

L L

itgelf, This rebellious group of the vounger sons of  the
1
middle“claasv reeld led  against the prevailing condition of
drrama as against every other thing, particularly ths eiddle-
class attitude towards morality. Their rebellion against
every nther thing can be noticed in their dramas  through
which they proclaimed, scandalizing the typlical Mictorians,
independence Trom  fhe Dbounds of conventions  and  shallow
moralities and respectabilitiez. The osiddle-class always has
Lts  younger sons who examine them, rise against them and

baeteray them making them ridiculous. Through the sciences,

tha liberal professionz, literature and art, thesse younger
HOMNE always =nd by acguiring a social  and political

supremacy: they bring a different gpivrit into the public  and
private life by altering relations and proportions, and
their predomination signifies the end of the purely middle-
class peciod. Soonetr or later the economic system always

faeals the influence of this new social sgullibriwn. Morwegian

1. Engligeh Derama —~ Camillo Pelligzi £ 71 (Trans. by Rowan
Williams)., Macmillan & Co. Ltd. 1935,
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playwright Henric lbsen was a vounger son of the middle-olass

who  was  actually the first source of revolt in ninetesnth

century  drama; 1t was he who gave the sdbstance ard  the
precise  tone to the revolt of the younger =song of the
middle-class at the close of the last century, In lTtaly, AS
Camillo Fellizei ub%erveé, Ibsen’'s dramatic Wik WA
recognized  only by the intellectual few while the general

Ttalian public only knew his work from a bad perforeance of
Ghoste by the actors of half a centuyry ago. To understand
IThsen's significance bhe must be looked at  against his
histarical backoground, tﬁat pf the PFrotesteant middle-class
it the northern Buropean countriss at the end of the last

carrtury - s world with regard to which the JTtaly of the

same  periogd and sucoessive pericds might belong o another

toioner arid olime, =0 different was  the historical and
spiritual  condition  there from  other BEuropgan countiries.

Frigland  2lso beglomged to the main stream  to  wiich  Norway
balonged; bul whreas MNorway was the path-findy », England was
the Tallowmer .

Ibhgen pigrced his searc.oing eyes throuagh the Nordic

midefle-—-class consgience af the late nineteenth century;
e i - sextial . & ntimental, civic, political, economic,

inte lactual and fTamily conventions were taken up by him  for
critical reassessmentg he saw vast problems concrete  in
particular cases, among characters not photographically

1. English Drama — Camillio FPellizzd F 71 {Trans. by Rowan

Williamz) . Macmillan & Co. Ltd. 1935,

119337 1% S
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realistic bt having an esential reality which is historical
and  superhbistorical at the same time; the characters have,
not factual, but artistic truth. The scociety which Ibsen
called on to answer his grave guestions could not take
rafuge  in a purely argumentative reply, nor could it launch
a eounter-attack by tringing up the peculiarities and
individual defects of characters, for. behind Ibsen’'s attack
there was his art and wrniversalityg his characters belong to
all times and to all places —-— not merely to Norway of the
nineteenth century. Tt was zaid that Nora and Hedda Gabbler
were isolated cases, that the deceased father in Ghosts was
a degenerate libesrtine and that no ﬂne.had ever pretended
that similar cases did not sxist even in the best society.
This iz true; but it is also true that in Nora and Hedda
Gabbler exist those 2lements which are found more or less
lTatent in all womeng the father in Ghosts whose influence is
felt through fhe play though he does not appear 1In pearson,
waz not necessarily & bad man, but a man of vieolent and
exubsrant ilmpulses, whg left behind & long train of  ruain
owing bt the srrors and baseness of the social mentality  in
the midst of which be lived. lbsen’'s guestions cannot  be
igonred or escaped, hegause they touch the living spring  of
those Tundamental charscteristics from which humanity cannol
freg itself without demvyving its own pature,

The concience of the Protestant middle-class cowld not
sacape Trom  IThzen' s criticiem § they were accused on the
basis of their own dogmas and moral coriteria, and they could

ot defernd themselves except by shutting the doore of their
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Lheatres on  Ibsen’s face and by calling him and his plays
fidthy ORMES W I England the censor prohibited the
performance of Ihsen s plays. But the vounger siddle- olass
rebellen  against the pld and they were happy to have Found
aush a powerful  writer as Ibsen at  the head of their
campaign against  the smiddle-classe mentality and attitude.
A1l the characteristic middle-clase writers of the period
felt e inTluence of Ibheoen —— influence, gquickly
disceraibls o not. But the fivet of the dramatists of
England  coming  from among the younger sons of the middle-
classg  in the nineteenth centuwry lacked the indignation and
the sense of social remorse which  are the  fundamental
gsovrces of Tbheen’'s inspiration.

GOf the English dramatists, Fobertson partly  freed
himsel from the conventional, empty ypes of the old drama,
Lst he,  as a rule, put nothing i their place but

individuals., His realism is more photographic than  artistic.

He alsesc acceeded to the popular demand for & happy snding
the lost officer wnexpectedly retuwros 1o the midet  of

general reconciliation. Nor did Robertson hesitate to  appeal
to the sentimentality of the gallery whenever Tthe plot

offered an  opportunity. He succeeded in asserting himself

hetfore & public used to melodramatic emotions, simply by
e ting anslogous  emobions by  means of contemporary

subjects.  The action is lively, showing the writer to  have
Mad  wxpert knowledge of the nesds  and  resources  of the

= hage s bt the dialogue fTalls wvary often into the



conventional and ingenuous. It remains a fachk, Howsver , Aas
Fo.8. Boas poinlts out, that Robsrtson had kept bhefore him the
ideal of a more natural and lifelike form of ﬁnmedy%
Robertson preached, i¥ anyithing, sympathy and  charity
hetween  people of different castes ;3 he wanted to teach the
peEaple that admirable characters existed in all classes,
capable of loving one another. But he was profourndly
convinced, as a general rule, that people should stay with
paople, the siddles-class with the middle~class, the nobillity
with the pobkility. The middle-class for whom Caste was
intended, and who applacded it for a generation  and more,
agreed to this species of compromiss betweesn a general rule
and & particular fact., Evidently, the spirit of eiddle-class
realizm had  not yet comes to matuwrity in socieby, o in the
public  mindg, arnd  the middle—classes felt themsslves ones
class  among others:;  they liked to contemplate  theilr  own
virtuss and others’ defects, in order  to reasssert Uhedr
raghtes and aspdrations. It ig certain that Robsritson was  not
the leader of the younger sons of the middle-clase in the
strugole against the conventiomal ouilook and respectability
of their owsr class.
Arttuar Wing Fionero and Siec Arthuyer JdJones., wha  have
heen discussed at some  length in the chapter on  the
"Exponents"  of the twentieth century drama of ideas, gave

the modern  English middle-classes a realistic and thoughttul

1. From Richardson to Pinerd - E.S.8oas. P 251 -~ 252,

John Murry. London. 1%3&.
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drama, sometimes also gently satirical and controversial.
But Lthe Fact Lhat sppesrs o any reader o onlooker  who
arnderstands the middie-class is that the drama of Fineras  and
Jones  always  kept  itesld within the main tendencies and
mididle—-clase mentality and convention. It should be noted,
M vEr , that they prompted the middle-classes to coms Lo
the btheatre Lo think: sometisnss they also  ascustomed them
bty contemplate withouwt the weil of emiddie-class maralitiess

bt they were not ITbhsenites in the btrue sense. Tt f=11 upon

the ITbsenltes of BErngland and on Bernard SBhaw  in particvuiar
—=  though Shaw is not another lhsen - to challenge the

middle-olasees and  their moralities with  an aggressive,

Postile, and fierce coriticism and almost  forced  thes  to
ackrnowledaes theiy moral detfeat.

The  ground  waz being prepared  for  this. A1l the
corditions  operating against the lossoming of drama  during
the Victorian age were slowly and gradually removed. As  time
pasased new trends were introduaced Ao deama and every  efforb
wan made by the dramatist to make drama 1ife-like, realistic
and  apoealing to bthe common mang they made  the drama  a
wirhicle of  ddeass and conflicts of ideas. The wmoral  taboos
imposed  on drama by the  priggish Victorians  wereg  also
remoyved and dramatists were at gase in produciong ohce again
dramas  of raeally high standerd. The vogue for cosedies was
grnee again introducsd in the wake of the social changes and
demnociratic fresdom that came with the new century. The new
sovial problems rising in the new set up of values uried Jor

sulution, and drama seemed to be & fitting medium  in wshich
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Justice could be done in suggesting solutions to the social
and  other  problemss of the {ime. The sodern dramatizt took
fiis task seriously and gave a ngw outlook to drama, which 1t
nad nmot seen in the preceding period.

Thie emergence 0Ff Lhe new drama cannot be asoribed Lo
ény single ocause;  bult owe can discern a  dozen or  more
conbtributing factors all of which seen significant. There
had beern a gradual bot sure disappearance of the prejudice
against theatre-going which was definitely due to Lhe
increasing  spresd  of educetion. This spresd of education
gave the people a gift of brosder oubtlook. & welcoss
ralavation of the censorehip, & steady rise in the standards
af Judgemsnt, which also may be to some extent ascribed to
the  spread of education, an increasing margin of leisure  in
the life of the ordinary men  and  womer, a HeepEning
conviction fhat & certain amouwnt of recreation is the
natural right of svery hwnman being, and  the remarkable
competence Ln the theatre are alzo among the factors  thati
bl pesd the drama smegrge as 2 powerful genre of art. We have
te recognize  the influence of the nmew  producsr with his
theories  of drama as a gomposite art - a systhesis of  all
artz. The arrvival of the new scenic artist and the stage
glectrician revolutionized production. But  the graeatestl
factor of all was, undoubtedly, the change in the dramatist
Nimself who was no longer content with the conventions and
moralitiess of the Victorian age. The new dramatist belonged
to  the middle-class by birth, but was antagonistic  towards

this class in his mental make wup.



The nineties of the nineteenth century was a period
in  which we witness & revellt against the Victarian ideas of
morality and standards of conduct. This short period in
English literature was not a merely irrFelevant episode in
iterary historys it.too, had its ;mportanca. The importance
of the "nineties" is that this decade seens to represent  the
end of the nineteenth century and  the beginning of  the
twantieth. So many things in Victorian life either declined
o came to oan end during this period; many thinos, most of
which we asspoiate with our times, begen thelr career. The
"minsties" shouwld L, of course, better be lopked at as &
gtate of mind - & state in which everything orthodox  and
convertionsl iz doubted and put to seriocus gquestions. This
period  saw the recession of bthe Gladstonian, Liberal E33 AT 6 o
antd  the rise of the new comnercial imperialism with 211 its
sordid conseguences; the end of the Aesthetic Movement, and
the rapid rise, from small beainning in the eilgbties, of  the
Fabian Movement of informed social criticiem: the passing of
Victorian s larity, arcd the Fising influsne of
Continental ideas; the decline of orthodoxr religion  and
moarality - &ll these things concern the "nineties”. HNew
zocial, poelitical, religious ideas were 1in the aivr  and
various  thinkers looked at these ideas and problems  from
various angles. Thus the time was ripe for the New Drama,
which was known as the Drama of ldeas, to emerge. With the
treatment of actual life in which ideas of all soris
conflicted with each other, drama became more and  more  a

deama af dldeas., These ideas for The most part wWeEre
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revolutlionary, and hence drama came to  form an advanced
battle-ground for the rising generation of vyoung thinkers.
Raernard 8haw, of courge, was not satisfied merely by showing
the “actual life” on the stage ;3 rathegr he went a step
further and dramaltised his  version of  the futwre. His
At amas indeed, are wvehicles of various ideas and he
exploras every known prablem ——— mocial, political., maral
and religious, But his ildeas do not merely concern the “real
life" as it gernerally uwnderstood § they also  concern man’' s
aspiratimn for a higher and nobler lifs. His dramas are
largey than 1ife, also bhecause they delve desp into the
myatery of life.

T go back to the discussian of the background, the
latter wvearszs of the nineteenth century saw the almost  final
bhreabdown . in the ligsited areas in which it s=till held its
AT 4 of & pre-industrial way of Tife and @Conomy. Tl
agricultural depression of thoze times (1870 - 1702) hit
particularly hayrd the landed arisbocracy and t e
agricultural  labourer 3 it was then that the change in the
village denated the end of rural England on any  significant
sralar  even a countryman became a "town-bird” at heart.  The
deciine of the rural way of life has been reflected in  the
harrenness of natuwe peoetry in the late nineteenth and  the
twenLiath centuriesi; 1t has also been reflected in  the
veering of interest towards urban themes.The implication of
the lass of the rural way of life has been souwrned by Thomas
Hardy, FRichard Jefferies and many others though this way of

1iFfes also had its uwgliness and vioes. Still, the
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idealiration of rural valuess was acoepted Dy many writers as
something  ennobling  and  they missed it., The peErvasive
feeling was  that any material gain is  alwayvs balanced

against a perceptible spiritual loss and bankruptcoy  which

received the attention of the litterateurs.

Increasing  warbanisation  had far-resching  impact.
This itmpact was particwlarly noticeable in the altered
social patters. 0F course, the change in the patiern was Lo
be fowrd  over {he greater part of England throaghout  the
nineteenth century. Money atitained a new importance anknown
o the Ly LU CE L L @S . Moryey =tarted playing
incressinoaly  large  role in Lhe new village economy  and it

struck al  the root of hwean  relationship. A0 ethics  of

compsrt L Ao, so long known in geban acess only, emeraed with
atl s wviciousnesz. "The sifect of Uhis bad besn Lo reduce

mar;  too the  level  of economic man,  one  whose  commund by

relationshipgs were at the mercy of bthe cashnesus, and  whose

peyohological motivations were thought of wostly in the terms
1

of  self interest.” In such circusstances  the  poor WS

regarded ool oas oa term Lo describe a parbiculay condition of
sociaety but {o descoribe the character and pesyohology of  a
Groage of peoplie. Frivats maral ity was maicly aubhoritarian

surc) tabhooridden and personal oddity was considered a siogn

of degensracy .. The ouatward show of family 1ife arrel
relationsebhip was maintained in the name of respectability.

1. The Modern Age - Ed. B.Ford. The Bocial and Intellectual
Backaround ~ G,H.Rantock. Fenguine 1970, F 14,
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From some points of view, in contrast especially
with the eighteenth centoury, the victorian age wmight be
regarded Y- arn  age of religion, an age in which
Evangelicalism, the religion of the middle class, set the
tone  of manners, dress and taste which the lower orders  in
the English society adopted in thelir struggle towards
respectabflity; 1t was an  age in which public espeakers
anciuding prime ministers, ralsed schogs of & subnerged
religious vocabulary in thelr speeches. Yebt 1t might also  be
regarded  as  an age of religlious decay  and uncontrolled
settarisnism. Paritly because eeligious associatlion  was one
af  the few meang of showing group solidarity, religion came
more  and more Lo reflect the interests of  social classes.
Many of the religious difficultises aboul which so much  was
hesrd in this period were not purely relinious in chatracterd
they waere often the expression of pain and disgqust  at
social  displacement  as  men outgrew some of  the blegaker
cults.  They had found themselwvss no longer at home  in the
local  tabernacles and chapels. Religiouws vagrancy became —-

and has remained — a permanent feature of English life. It
was  for such vagrants that various substitute religions of
scignce  such as FPositiviam and Spenceriaen Evolutionism  had
their attractions. A good deal of dissenting %@riousnesa arnd
zeal found outlet in sclience which opened up new roads o
respechablility. I & fputshell, confusion piresval led
Evarywhaeere; this confusion was caosed by the flow of variogs
currents and  crogs-currents of  ddeas. Copventional and

unconventional ideas came  to a  loggerhead. The oconflict



betwsern the viswpoinbts - two sets of ideas -~ paved the way
for the growth of the aof the drama of ideas.

Whey Queen Victoria ascended the throne in LBEY,
Britain was, on the whole, a discontented, poverty-stricken
country. By 1887, when sbe attailned the fiftieth year of  her
accession to the throne, poaverty and distress still largely
existed. Hut smen could point out the ismmenss strides  whioch

Fraad beserrt made to relisve them of such distress. The notice
1

able deorease in Lhe muamber of oriminals isg explained partly
by & decrease in leawlessness bat maeinly by the increasing
Pumangnsas of the penal code. But other sowrces of pride wers

therre, The Tirst and the eost striking being increase  in

population - thern regarded as a sowrce of pride in dtself.
But, s#till more worgder ful was thes increase in
Teadde . In 1887, for instance, British fareign trade
considerahbly sroaeded  Lhat of the 6ext s Eurapean
countries, France and Germany, put together.Even the United

States of fserica was lagging Tar hehind.Britain still  kept

lead which the great inventions of the sightesnth century
had given her. Her output of coal was still far ahead of that
of  all her competitors. She was still first in railway and
shaip  bullding industries. British Capital and British iron

and coal were guaed in factories 211 aver the world. MNumerous

=i

moientific inventions brightened the lives of the Victorians.

L. In 1836 there were 52,000 British convicts at howme or  in
colonies. But in 1885 the number came down to 7,000, (M
Mistory of Britain., E.H.Carter and R.A&.F. Mears - Second
Edition., Duford. 1948, P 893).
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Hut, simultanenusly, there is another and different
story to tell. While iron and steel and coal trades were
booming, and while science was adding remarkably to the
material comforts, the oldest and most important of
industries —— sgriculture, which had been the mainstay of the
life in Britain —— suffered a definite set-back. The farmers
prospered till the seventies of the nineteenth century, but
then the blows began to fall bringing this industry to almost
a ruin by 18%5., The main reason for this calamity was the
import of cheap American corn in  large quantities. Again
frozen meat began to be isoported to Britain from Australia,
Newzealand, and Argentina. Cheap food benefited the consumer,
but  the Rritish farmer suffered. Unlike other countries in
Euwrope, Britain did not put up tariffs to protect the
farmers. It was assumed that since industry was booming under
Free Trade, agriculture could also take care aof itself. The
results were disastrousi the decline of British agriculture
intensified in the nineties of the nineteanth century
affecting the farming community very adversely. It struck a
hlow not only on the farmers but on the whole national life.

A important change came overy the structure of
British businegs during this pericd. Instead of the old
family—owned concerns, industry passed more and more wunder
the control of Limited liability Companies. Thisg system,
unknown o a large scale to the previous decades, became
typical of EBEritish business. The middle-~class started
increasingly to invest in industry as share holders in the

Limited Companies. It became possible for a section of the
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community to live on income derived from the profits. This
class was not very interested in bettering the conditions
under which industry was carried on so long as dividends were
regularly paid.

The conflict between the emplover and the employees
caontinued. Trade union carried on the battle faor better
conditions of labour, higher wages and shorter hours of workg
their demands were always resisted though sometines
conpromices were effected. But in this conflict the State did
not  interfere, particularly in the ceaseless dispute over
wages between the emplovers and the employess. But, it must
be noticed that the State regarded the trade unions wiih less
disfavour. Moreover, in such matters as Housing and FPublic
Health some important laws were passed. Yet what was done by
the State was considered top little and maturally there was
demand for more state-contral, in the industrial sphere in
particular.,

It was, in short, a time of confusion - confusion in
all the departments of human activity, physical and moral. It
was  thus & ripe time for the emergence of what is known as
the drama of ideas. In this drama the stage is emploved by
the dramatist to give expressions to certain ideas through
the discussions between and among the characters. This drama,
dealing particularly with the problems of life, bas become
far more intellectual than ever before.

Henrich Ibsen, the great Norwegian playwright, may be
justifiably regarded as the greatest exponent of the drama of

ideas and certainly his influence on the dramatic writings of
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Hernard shaw is not negligible. But the drama of ideas as a
farm of art is not just imported to England from Norway. The
dramatists of England themselves did some work in  the line
which ensured the emrgence of the drama of ideas there., These
works done by Pinero and Jones and, before them, Robertson
have been discussed in one chapter of this work. But it  is=
seldom remembered and appreciated that the great novelist of
the Victorian era, Charles Dickens, also paved the way for
erargence of this type of play. It has been maintained
elsewhere in  the present work that Shaw’'s dramas are the
nearest approach to novels. But any attempt to soeak about
the relation between the English drama and the Eglish novel
will remain incomplete without a reference to works of
Dickens who is correctly looked upon as the most  "dramatic®
af the €nglish noveliﬁtaf
The literature of ideas of the twentieth century
is mainly Dickensian. There is a tradition of comedy in
Enqlish fiction which originally sprang from the drama. This
tradition reached its zenith im Dickens and,in the twentieth
century, is principally noticeable in the novel of ideas of
Wells and Orwell and in the drama of ideas of Bernard Shaw.
It will not be out of place to say a few words
about the world of Dickens’'s novels. Among the most important
elements in the novels of Dickens are the general nature of

the world in which the protagonist lives and his general

1. Charles Dickens { im From Dickens to Hardy. £Ed. by Boris

Ford.) - R.C.Churchill. Fenguine. 1964. F 1273,
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situation at the beginning of the story. The protagonist
finds himself in a world in which his inner life, the life of
the other people, and the time have certain modes of
existence. The protagonist begins in isolation, but then
moves through successive adventures; he tries to understand
the world and to find bhise real self. "In this interchanae
between mind and world there is in Dickens’'s characters a
constant attempt to reach something transcendent, something
more real than one’'s own consciousness or than the too solid
every day material wmrld.i

Oliver Twist is the first of the heroes of Dickens
to dramatise the plight of the orphan who is almost lost  in
an alien, and even hostile, world. The happy ending with
which the novel ends is the standard for a large numbesr of
Victorian novels. The authenticity is nevertheless given to
the plaot by the intensity and depth of Dickens’'s imagination.
Oliver, we find, does not take matters into his own hands and
accepts a definition of his self which comes from the plot
and not from within. In the novels that follow Qliver Twist
we find that the central characters are iscglated like Qlivers
but in all of them, notably in The 0ld Curiosity Shop, there

i

i

an increasing awareness that the only escape  from  the
dark, alien world is death. It seems that it is anly evasion
of facts and problems, not their solution. In Martin

Chuzzlewit, however, Dickeng faces the problem more sgarely.

1, Charles Dickens (The World of his novels) -
J.Hillis Miller.
Havard University FPress. 19208, P 329,
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Here he brings his hero into the open arena of the society,
much as Berpard Shaw at a later date was to do, by minimising
the help he can get from his relatives and ancestors. The
theme of Dickens in this novel is the futility of dependence
o a society which is full of impostures. in Donmbey and San

and David Copperfield we notice the most important

transfarmation of Dickens’ = imaginative wvision. The solution
to the problem of how to escape from the isoclation iz sought
in romantic love. Florence Dombey achieves hap, wpese through
her love for Walter and his love fov hery the centre in David
Copperfield is the relaticor between David and Anges. In Rleabk
House the protagon. 3t is the entire society. The peaple
livimg inm the society are imprisoned by the forces ocoming
fram the pazt. Instead of submitting te the forces of the
past and waiting for a8 comfortable place in the axisting
zacigty., one must change the world around therough independent
action., It may be mentionsd that both Ihsen and Shaw
dramatized this idea. This, of course, is not the last and
final stage of Dickens g ideas. It is in the last mnovels of
Dickens that we discover one more change which is a belief
that bhuman condtions cannot be completely changed, so lang
ag life lasts. Dickens’'s heroes in the last novels come back
te life, but they come back with the knowledge that value
radiates not from any outside power, but from the human
gpirity the past actually stands rejiected,.

Thus we find that the prevailing idea in the
mature works of Charles Dickens is one of rejecting the past,

much in the manner of the revolting sons of the middle class
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like Ibsen and Shaw. When the playwrights of the drama of
ideas started writinag, their attention was focussed pointedly
on Dickens. I have maintained that it was the revolting sons
aof the middle class who wrote the drama of ideas shattering
the conventional ocutlook:; the rejection of the past, in their
case the rejection of Victorian attitudes, became their
starting point,. The idea of rejection of the past might well
bring for Dickens the epithet of bheing “"immoral" as Shaw and
Ibsen were branded.lt may be mentioned that it was not this
idea of the rejection of the past only, but the manper of
Dickens alsa largely influenced the drama of ideas az handled
by Shaw. This aspect has been discussed in the chapter on
Shaw’'es technigue and treatment gf theme. A reorientation
toward the future and towsrd the free human spirit noticed in
the last novels aof Dickens also largely influenced Shaw.

The characteristics noted in the novels of Dickens
are more or less the characteristics of the literature of
ideas of the modern age, not excluding dramatic literature,
Thus we may claim that in England it ie Dickens from whom the
drama of ideas particularly stems - even after we acknowledge
the indebtedness to Ibsen. The highly unpopular, but widely
nublicized plays of lbsen were not the sole factor in the
English theatre which could be drawn upon in the interests of
& drama critical of the conventional society.

In this connection a few words should be said of a
latent strain of edification and didacticism in English drama

even before the imapct of Ibsen made itself evident. Shaw
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maintained that the spectator would never support a merely
voluptuous drama. "From the play of ideas — and the drama can
never be anything more — he demands edification,
and will not pay for anvthing else in  that arena"f The
mistéke with the comedy and melodrama of +the nineteenth
century WaS that, however edifying the homily, its
acceptability was guaranteed by the conventionality of the
morality. Ehaw, again, occasionally proclaimed that an
audience might come to the theatre to be edified, but the
more a play is uwnr2asonable and morally fradoulent, the more
they will like it. Thiz often produces the result that the
dramatic authors are induced to produce plays of great
interest in arder to force audiences to swallow the pill af
uwnconventionality, which iz, more often that not, bitter. In
his own practice Shaw combines edification with a comedy in
which the cherished conventions are the butt of the joke.

It iz not without thought and calculation that
Shaw accepted comedy as  the medium of hi= dramatic
expression. Shaw was essentially a man of ideas and the
target of his criticism is society. He addresses the society
and not the isclated individual. A drama is meant to catch an
entire audience of diverse natures and likes and dislikes. In
a drama of ideas there shall ﬁe debates and discussionsg
these debates and discussions "affend the intellectual nature

of comedy less  than the emotional nature of +tragedy or

i, fFreface to Three Flays for Furitans in The Complete
Frafaces of Bernard Shaw. Paul Hamlyn. London. 196%3.
P 737,
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1
‘serious’ drama", as Ronald Feacock says. It is needless to

menticn  that the drama of ideas appeals to the intellectusl
nature of man. Thus we find that Shaw’ s acceptance of comady
as  the medium of expression reveals his penchant for cool
Judgement.

In ssarch of the sources of the drama of ideas it
is possible for us to go back to Shakespeare, or saven to
Euripedes. In the chapter on the dramatic technique of Shaw I
have discussed his indebtedness  tao hoth these two
dramatists. The native sources of the drama of ideas of
England which flourished in the late nineteenth and in  ouwr
century are primarily Dickens, Robertson,Pinero and Jones;
the secondary sources may be found in the plays, particularly
the last plays., of Shakespeare. The drama of idideas is a
"problem play" and in that sense Mamlet is also a drama of
ideasy artd there is no dearth of ideas in Hamlet. This type
af drama, however, found its full play in the last plays of
Shakespeare in which the Christian doctrines aof
reconciliation  and forgiveness make the main  interest. The
difference between the Shakespearean play of ideazs and the
modern play of ideas is, of course, great; the difference is
noticeable mainly in the fact that there is po discussion and
debate in the former whereas in the latter "action" is in the

discussion.
A secondary foreign source of the drama of ideas

af cur times may be discovered in Euripedes. This younger

1. Shaw — Ronald Peacock in G.B. Shaw — a Critical Survey
- g2d. L. ¥ronenberger.The World Publishing Company.
19533, P 179.
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contemporary of Asschylus and Sophocles seems to belong to a
different generation and to have lived in a different world
of ideas — a world in which every principle. religious and
matral, had to stand the test of public examination. It was
Euripedes who first examined the ideas of the society,
attacked the attitudes and gave birth to a drama which was
unknown  before him. Discussion and debate are frequent in
Greek drama,but neither of the other two dramatistes ever made
the stage zo much like a philosopbhical debating-rocom or put
inte the mouths of characters arguments directed against the
moral standards and religious beliefs of his countrymen and
contemporaries. Many of the sophist thinkers fo the day were
attacking the conventional standards and advancing ideas
subversive of the existing society. But they did not use the
theatre for the purposes; neither did they put wicked and
immoral words into the mouths of old legendary heroes. Go
while the sophists were allowed to argue and preach as they
pleased, Euwripedes incurred & lot of displeasure of an
influential section of the Athenian society. There is,
however , mLc exagaeration in the reparts of his
unpopularity. The majority of citizens must have found the
rlays of Euripedes novel and interesting even while they
digapproved of the points of view expressed in then.
"Euripedes was a great teacher of rationalism and a daring

1
critic af all established institutions and beliefa®.

1. History of Breece (499 - 404 R.C.) ~ ¥.C. Chaudhuri. New

Central Book Agency. Calcutta 194%. P 229-Z0.



Having dramatized the position of women in the

Athenian Boeicty of bhis day in Alcestic, Euripedes looked
further afield in legend to find themes which should

illustrate the fact that women too had feelings ard

intelligence,. The Athenian women also, not to speak of men,

had no other  thought than thelir duty  towards the male

members af the family. Euripedes looked at this attitude to

be wrong and psychoalogically inadequate. In Medea he shows
that women are not  inferior to men and they alsco have
feelings and intelligence. The conflict in Medea 1is one
between human desires or wills.In Hyppolvtus, which follows
Medea, the conflict is omne between two ideals. In Hecuba
Euripedes studies Teminine psychology. In the character of
Hucuba the love for childeren is turned inte lust for
vengeance. In Ion the dramatist attacks the morality of the
gods. But it is not precisely with that purpose that the play
ig written. It is written above all to depict buman 1ife,

human situation. It is life as Euripedes sees it though it is
coloured strongly by his views., It required a lot of guts  in
those days to present Apollo as almost a villain in the pliece
as Furipedes did. A 1ot of emotion is surely mixed up here,
but the particular appeal nf Ion. as of almost all the plays
af Euripedes, is to intellect. After he had left Athens his
new surroundings gave new impulses to the intellect of the
dramatist, The Bacchae is one of the most widely discussed
plays of Euripedes. It is a baffling play, not to be summed
up in one phrase at all. Dne thing that is clear is that this

play is not directed towards suppression of wine. Dionysus
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stands not for wine-drinking only and it is not possible to
neglect the jovs of life, excitement and emotion: man cannot
live by reason and intellect alone. To have too much faith in
wigdom it not only foolish but criminal. But from this play
it is hard to ses what particular view Euripedes took on
moral guestions. Being a dramatist of the first order, bhe
sees  both the sides of the problem and dramatizes the case
with a fairness which iz the mark of all great artists. It
may be taken note of that when the two sides put forward
their points of view with arguments, the stage resembles &
debating-room. No garticular view iz taken for granted and
all the views are expressed and tested. This attitude of
testing before accepting makes EFuripedes modern and we
understand how hie writings influenced the play of ideas of
the modern times. It should be noted that discussion becomes
inevitable in such plays where different characters put
forward different views and "action” in such plays lies in
the discussion. Maturally, Euripedes’s practice of
dramatizing both the sides of a question does prevent his
plays from being "dramas”, His plays may be regarded as the
plays of ideas because he dramatizes ideas through
discussions.

The modern drama of ideas is indebted to Aristophanes
too who attacked the social absurdities in his comedies,
particularly in thnée of the fimal period of his literary
career. There 18 a subtle satire in the comedies of

Aristophanes when he examines the methods of the sophists or



wharn he deals with the fondness of the Athenians for law
courts, Attack against the individual, of course, is also
there, say in Froges in which Euripedes is taken to task. This
comedy reminds us of Bernard Shaws’ Fanny’'s First Flay as it
containg interesting contemporary literary and dramatic
criticism. It may be mentioned,howéver, that satire and
criticism by themselvez da not make the drama of ideas.

1t is primarily in the comedies of the final peried
that we find how Aristophanes attacks the generalites.
Ecrclesiazusae and Plutus cowld pive little offence 1o the
existing qovernment or to any individual in it. The end of
the comedies of Aristophanes is not to create laughter for
its own sake, but to create a serious mood,and this shows
their resemblance with the plays of 8Shaw. Aristopbanes
creates laughter by the exposure of the incongruities in life
and this is what Shaw considers to be the real stuff of
comedy .

The theme of Ecclesiazusae iz developed in an
unexpected way. The women in the city having stolen their
husbands® clothes and usurped their place in  the Assembly
proceed to make revolutionary proposals —— the abolition of
all distinction between rich and poor, common ownership of
land and other fores of wealth, tickets for meals provided by
the state, abolition of home-life and marvriage ete. All thics
is parody not of any existing state but of Communism like
that of the rulers in Plato's Republic.

The relation of Aristophanes’ satire of communism

to Flato’'s seriouws study in the Republic, of course, has



long been a problen. Since this work of Plato appeared,
presumably, a few vears after the play of Aristophanes, it is
now wsually assumed that speculation on socialism, Compunisa
and other political and social theories was rife during the
days of Aristophanes. Indeed, social and economic problems
were wvery acute in the fourth century B.C. and Ariztophanes
took up for his themes what averyone was thinking and talking
about. The mock communism in the Women in the Assembly and
the redistribution of wealth in Plutus may be enjoyed by the
audience because neither offends the individual. These are
the distant kins of the plays of ideas of our times because
in  them we find political and social ideas running riot and
there are conflicts between the established ideas and the new.
One of the strongest and the most significant features
of Aristophanic comedy is its intermingling of serious
political appeal and uprorious low-comedy which automatically
reminds us of Bernard Shaw. Aristophanes’ loathing of his age
went deepasr than mere external political events, for he hated
the intellectual demagogues as bitterly és he hated the
political ones. The purpose of an Aristophanic comedy is
almost  invariably serious, but the dramatist introduces
anythinag that may produce a laugh. Henre it becomes difficult
te determine whether he is playful or serious. His art is a
hrilliant gem with numerous facets apt to deceive the unwary.
Mo study of Aristopbanss could be complete without any
reference to  the more social dramas, Nephelai and Sphelkes.

Aristophanes regarded Nepbglai as his best work though, as



reports go, it could not,.in contemporary popularity, compete
successfully with a play of Kratinos% In this play the
playwright made poainted attacks against the system of
education of the Sophists; attack is alsy directed against
the protagonist of the play, Socrates. In Sphekes
Aristophanes ridiculed the love of the Athenians for
lawsuits., In  all these plays as alsc in the so-called
palitical plays of Aristophanes the interest lies 1in  the
treatment of themes as in their intellectuality. *

Flato deserves special mention in the growth and
development of the play of ideas. I would like to discuss at
same  length only two of Plato’'s dialogues,Bymposium  and
Frotagoras to show that his contribution to the genre is of
great importance.

Flato showed remarkable talent as a poet.dramatist
and scluptor. And althouwgh he later on  turned away from
professional work in the arts, he never ceased to be a poet
and a dramatist., It iz interesting to note that Plato
completely altered the manner in which phi}osgphiﬁal thought
was presented. Before him (oF even before Socrates ) ancient
Greek Fhilosophers would express their views in enigmatic
aphoristic homily in prose or verse. Plato put dialogues in
the mouths of a number of characters, and the conversations,
in which different ideas are expressed, brings out one total

idea. In itself dialogue is dramatic, but the elements of

drama can differ. For esample, there may be the drama of the

1. Prachain Viswa Sahitya {(Bengali) - Dr. Narendranath
Ehattacharjee. Sahitya Sansad. 1974. F 242.



plot, the drama of the situation, or the inner drama of
canflicting ideas and oppoging convictions passionately
defended by the disputants.

In Plato' s worke we find all the nuances of outward
and inner dramatic action. His Apoloqy is a monclogue in
which the speaker.bocrates, fights a lie which =zseems to  be
groundless before the Athens court. Here the drama of
zituation is intense 3 Socrates reflects aloud on the times
in his life when he was faced with the choice whether to
submit to the will of others or to go his own way, preserving
his integrity and fighting for justice., But in Phaedo we
listen to a siow—moving conversation about the immortal soul.
Disciples of Socrates and his Pythagorean friends who share
his views listen to their teacher’'s words.

Plato’'s Qymppsium is & genuine drama. Socrates is shown
here as surrounded by his friends and disciples, and there is
an uwnuswual atmosphere of harmony. But this friendlinesse only
serves to emphasize the special spirit of the discussion and
the competition amang those present. In Symppsium only one
theme is discussed ~ man's ascent to the highest Gond, which
is nothing but the embodiment of the highest logve. Each of
the participante in the discussion preserves the main melody
but enriches it with his own variation. As the these expands,
the voices become stronger and more confident. Then Bocrates
bagine +to speak and the others listen in silence and
reverence. But it turns out that Socrates only repeats the

words of the wise priestess Diotima. His voice echoes bers
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and later this theme is developed by Alcibiades, who portrays
SBocrates as the living embodiment of spiritual beauty.

In _ngggsium the participants in the discussion are
FPhaedrus, Fausanius, Erydimachus, Aristophanes, Agathon,
Bacrates, and Alcibiades. But while the seven voices exhibit
outer harmony there is inner fturmeil, for frequently one
veice contradicts another, only later to merge in the single
choir. The contest between the participants in the discussion
may be called an “"agon® which in Greek means "a struggle”. In
& classical comedy Tagon" is  the struggle of ideas
passionately defended by the rival sides. Flato's dialogues
are often composed on the principle of stage “agon", but it
differs in intensity depending on the nature of the rivalry
between the characters in the dialogue. Sometimes the rivalry
is friendly, at ather times it is hostile. In Symppsium  the
rivalry is of the former kind.

In Symppsium we witness a dignified competition, an
"agon" of like-minded individuals trying jointly to define
the highest Good. The personages in  Symppsium, all guite
real, were selected by Flato on the bhasis of their differsnt
characters. Thus, Phaedrus, who is eloguent and
knowledgeable, is impractical, living in a world of poetic
fancy 3 Eryusimachus is a true empiricist and materialist
Aristophanes is amusing and Agathon somewhat nervous. The
reflections of Socrates are a fitting end to the friendly
competition at Agathon’s home,and the image of the philosopher
acquires additienzal symbolic traits. At the end, all but the

host Agathon, Aristophanes and SDocrates depart. But
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Agathon and Aristophanes are overcome by sleep, while
Socrates alone does not know fatigue 3 he represents the
teaseless guest for newer and newer ideas.

In the dialogues in which the disputants are true
antagonists or opponents, Flato uses the method of
philosaophical polemics. In these dialogues there is a feeling
of dinner conflict and mutuwal dislike 3§ here the “agon™
between the rivale is real, for example, in Frotagoras. In
this dialogue, in which the guestion of virtue is discussed,
Frotagoras  and Socrates are worthy opponents. Here i=s 3
wonderful example of a Flatonic dialogue in which the
dramatization of thought leads to a totally unexpected result
due to the complex and contradictory development. Flato shows
that he ig extraordinarily inventive in dramatizing disputesg
shows his ingenuity in the endless variety of conflicts he
devises between the disputants, He masterfully brings out the
resourcefulness of the disputants, Socrates and Protagoras,
and the intricate twists of their thinking. In the end it
would appear that Sacrates and Protagoaras have come to
positions  opposing their initial premises. BSocrates denied
that virtue could be learned and now he acknowledges that it
can bhe; Frotagoras initially proclaimed that virtue could be
taught and now, having come to the conclusion that virtue
itgelf iz knowleddge, he refutes this possibhility.

But the oppenents have not really exchanged
pesitions. If we look more closely we see that both Soacrates
and Protagoras retain their initial opinions.Socrates always

professed that virtue was something ideal and considered the



purely techtnical methods the Sophists used in their efforts
to teach virtue to be wnworthy. If at the end of the dispute
he comes to the conclusion that virtue is  the highest
knowledge, then, naturally, he considers it possible to teach
peaple this knowledge. He himself does nothing but teach
athers., Protagoras has also not betrayed his beliefihe has
zimply vrefused to  teach virtue as the highest form of
knowledge; he does not know how it should be done.

Aftaer this discussion on the conditions in England
in  the late nineteenth century which favoured the growth of
the drama of ideas, its sources, and the influences that
worked on it, we may now attempt at a definition of the
"drama of ideas”. It may well be argued that there is no real
distinction between the drama of ideas and the problem play
T propaganda play. But every problem play may not
necessarily become a drama of ideas. Actually there is  a
aseparate type of drama in which the pleasure and interest are
almoet entirely intellectual and in which our emotions are
net azs much affected as they are both by tragedy and
comedy. The excitement of such a play lies in the play of
currents and cross-~currents ©f ideas and the interest of
speculation. A drama of ideas sete peaple talking and puts,
through talks, various points of view, some of which may be
unustal . Froblems raised in a drama of ideas need not  be
solved, but these isaues excite the intellectual nature of
man. Shaw’'s Back 1o Methuselah, Man and Superman: Ihe
Simpleton of Unexpected Isles do not give any solution, but

these are dramas of ideas because there are discussions among
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the characters who explain various points of view,
vonventional and unconventional, and the Yidea" is not used
for the sake of characterisation or story-telling. Mes.
Warren's Profession and Widowers’' Houses are called gproblem

1
plays, but they are essentially plays of ideas because what

is dramatized in them is not simply a problem, but currents
and cross-ocurrents of ideas with different characters
upholding different views. A drama of ideas may have =a
problem of dayv-to-day life or a philosophical problem for its
theme. The essential thing to be noticed is whether there is
discussion between and among the characters in which contrary
and contradictory view points are expressed and arqued away
or whether there is conflict of ideas. Somerset Maugham s
Sheppy’ « in which a man suddenly becomes rich and interpreis
Christianity in a more literary way than usual, is really a
drama af  idess, for 1t satisfies the aforementioned
characteristics of this particular genre. Early examples in
English are difficult to find thowugh it may be said that
considerable elements of th drama of ideas are present in

Shakespeare’ s Corionalus and Ireoilus and Cressida and in

Marlowe' s Doctor Faustus 3 there is a plethora of ideazs in

the "To be or not to be” seolilogquy in Hamlet. Cne nay incluode
the last plays of Shakespeare. in which one finds so much  of
philosophical speculations, among the plays of ideas. But  in

that casze we will have to broaden the definition of the "play

1. ... Widowers'w Housge and Mrs. Warren's FProfession are
tirve problems plays". The Anatomy of Drama - Marjorie
Bouwlton. Kalyani Publishers. New Delhi. 128%, F 154,
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of ideas” considerably because Shakespeare seldom used an
"idea”" for the sake of idea only and in his plays the clash
between the individuals is of much more importance tham  the
clash between ideas or ideals. Take the case of Coriplanus.
In this play we find argumentes for and against aristocracy
and democracy, on the privileges of the few and the claims of
the many, on liberty, slavery, power, on peace and war. In
this play the individual men and womep are passionately
concerned with thelir rights as citizens in a community. Yel
the owverall impression is not that of & confli -t be tween
principles held dear by their oqualifiled g wmrasentatives.
Bhatespeare’s imagination is cor entrated more upon the

individuwual men  and women aho play their parts in s public

contention. In the | st plays, too, inspite of the fact that
there | o phidlozophical speculations, Shakespesare’'s emphasis
ig o the individuaal men and women. Thoeve is no denving  tha

fact, howsver, thaet the first stirvings of the play of ideas
in England are to be felt in Shakespeare.

When we use the term “"Play of Ideas® we think of

those plays Wwhich do not conscicously attempt at
dramatization af situations and canflicts between
personalities, bt which consciously attempt at

dramatization of idsass through discussions covering a wide
Field of huwan thought., Whatever situation there may be in a
"play of ideas", it is unimportant, for it gives the feeling
that the situation is used for the sake of explaining
ideas. We see the characters in an unusual situation, and

they go on talking, sometimes endlessly, about problems,
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sametimes sclving them, sometimes failing and sometimes not
even trying to solve. In such plays the interest lies in the
idea which is used for its own sake, nat for the sake of
exposition of the plot, or for portraying the characters.In
thie plays, naturally, action and characterisation are often
sacrificed at the altar of the idea which iz expounded,
countered and explained. In the last plays of Shakespeare and
in the plays of Arietapﬁaneg we Tind stories absorbingly
told. The position of EGuripedes, however, ig somawhat
differenty not only does he dramatize ideas, but he turns the
stage into a dehating room. This observation remains wvalid
even after agranting that plays of Buripedes give us welli-told
stories., In the dialogues of Flato there are no storiesg
anly  discussions which continuwe for hours, gach character
explaining his view point, and, as in Symppsium,. driving at
org  harmonious idea. We are in a different situation with
the plays of Berpard Shaw. In his play we do not  find  any
wtory worth the tellings his characters only talk 3 his
characterisation sometimes suffers because the characters
seem  to be  the harbingers of one idea or the other. The
reader of the "play of ideas” do not, of course, expect any
plot or well-rounded character; rather he expects currents
and cross—cuwrrents of  ddeas which are discussed by the
"dramatis personae"”  between and among  themselvesgi and
whatever “action" ig¢ there in such plays, it lies in the

conflict bhetween one idea and another.
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