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CHAFPTER - 1

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
[~

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
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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,

10



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

13



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,

14



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,
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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

1é



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,

29



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


http://branded.lt

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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CHAPTER - 1I

Exponents

It has already been seen that the Drama of Ideas as
genre has had a number of exponents. But it ig Ibhsen who
remains the greatest exponent of this genre in the continent
during the latter part of the nineteenth century while in
England, before Bernard Shaw, Arthur Wing Pinerc and 8Sir
Arthur Jones did some work in thig line. As noted in  the
Introductary chapter, this form of drama did not fall from
the sky. But the full flowering of this form was achieved in
the hands of Henrich Ibszsen.

In England the Drama of ldeas stemmed particularly
from the native source of Pinerg and Jones and was enriched
by an awareness of the worke of Ibsen and his followers. It
has been observed that the Drama of Ideas would have cose
into being if even Ibsen, its greatest exponent, had not
been born to write. And yet Ibsen remains the first real
exponent of this particular class of drama. Only in the
modgern times in England do we find a real effort not merely
to adopt foreign materials, but also to explore foreign
dramatic attitude;. It is true that the Elizabethan
dramatists knew a few of the foreign playwrights and often
they dealt with foreign materials in their dramatic works.

It is true that the Restoration dramatists knew Moliere and

—_— _— i —— ——rmr —

1. British Drama - Allardyce Nicoll. Geoarge G. Harrap & Co.

i.td. London, 1952. F 249
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Racine rather well, But the dramatist of the twentieth
century is not content with the knowledae of the dramatic
activities of one country only, and bhence he goes to Norway,
to Denmark, to Russia and associates himself not only with
the materials but also with the dramatic attitudes of the
writers of these countries. The modern Drama of ldeas is a
phenomenon not  peculiar to Englandg it is a phenomenon
covering the whole of Europe. Gradually the genre came to
cover the whole world and today the drama of the world is
the Drama of Ideas. It is Ibsen who really started the
battle of establishing the Drama of Ideas as the drama of
the modern times.

Though the English drama of the century was to
become the Drama of Ideas, it was not an easy matter for
Ibsen to become accepted by the English theatre and,still
more important, the English mind. Englishman is, almost as a
rule, conservative; the English mind is very slow to accept
anything that appears to it to be new 3 it is more slow to
actcept anything uwnconventional. Moreover , it was the
Victorian age - an age when the people loved and expresssd
only the flattering truth and fought shy of the unpleasant,
naked, and entire truth. They loved the idealistic world of
romance and they were “"moral". No wonder, then, that thé
unconventional Ibsen appeared to them utterly immoral and
they earnestly wanted to keep him, to keep the Englishman
uncontaminated, at an arm's length. According to Wiliam

Archer.in 1880 there were probably not more than half-a-
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daozen people in England to whom the name of Ibsen convevyed
any meaninq.l Some people certainly knew lbsen’ s name, but
did not care much for him. The "Well—-made" play, the cheap
melodramas and adaptations from Scribe and Sardou suited the
moral world of the Victorian people.

But  things could not continue in this way because
the vounger sons of the middle class would not have them so

continuwed., As Camillo Fellizzi has nicely discussed, the

middle classes always have their vounger somns who revolt

2

against the established conventions and moralities.
Norwegian Ibsen was a rebel who started to break the moral
edifice of his time by thinking "immoral' things and putting
"immoral”  things in  the mouth of his characters. This
scandal ised the convention-ridden middle class most.
Whatever the middle class considered moral has been rejected
by Ibsen. But steadily though slowly he atitracted the

attention of the "middle-class anti-middie-class"”, as

hed
)

Fellizzi calls them ., Appreciation and acceptance of Ibsen
in England has been already noted. But despite the struggle
of William Archer, Bernard Sﬁaw, Edmund Gosse, and Philip

Wicksteed to popularise Ibsen in England, few other

l. GBGeorge Bermnard Shaw : Man of the Century. Vol 1 -
Archibald Henderzon, Appleton-Century-Crofts Inc. 1956.
F 403,

2. English Drama ~ Camillo FPellizzi. Macmillan, London, 1935,

P 71

i

- Ibid. F 79
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champions appeared. However, the ceaseles strugggle of Shaw
and Archer - though they looked at the Norwegian dramatist
from different, almost oppgite angles — bore fruit. Ibsen
was established in England as the poineer of the modern
Drama of ldeas. Now onwards he became the most powerful
force in the English drama.
There were, we may say, four main phases in
Ibsen’'s dramatic output, and it is by no means certain that
the phase on which the English concentrated most was the
most impartant. In the first phase Ihsen was a poet af high
distinction and alsn a great poetic dramatist - as in Brand
and PeerGynt. Secondly, in his plays on legendary and
historical themes, including The Pretenders, Lady Inger,
Emperor and Galileap and TheVikinas, he sometimes touches a
majestic level. Thirdly, there are social dramas on which
the tendency to regard Ibsen as.the firet exponent of the
tendency to use the stage as the platform or the pulpit
chiefly rests. Fourthly, there is Ibsen the symboelist, who
may conceivably be the profoundest Ibsen of all, though his
last plays hardly suggest as much to the English mind.
It would be interesting and worthwhile to see how
William Archer and Bernard Shaw, bhoth champions of Ibsen,
looked at the great Norwegian from different angles. In 1890
Shaw read a paper on Ibsen in a meeting of the Fabian
Soriety; this paper formed the basis of the famous work The

Guintessence of Ibsenism. Shaw does not claim that his paper



on Ibsen M"is anrn  origimal work in  the sense of being
the result of a spantanegus internal impulse on my part"f
However, Shaw’'s paper crested a sensation. The guestion that
was asked was ~ what did Ibsen have to do with Socialism?
Shaw really proceeded to rank Ibsen among the socialists of
the Shavian brand. The difference between Archer and Shaw as
the popularisers of Ibsen is that Archer wanted to look at
him as a purposive moralist, philosophic thinker and ethical
teacher. Shaw, in his zeal, tried to portray lbsen as a
Shavian thinker and socialist which aggrieved the old
NMorwegian himself who wrote to his  friend Hans Lieu
Breackstad maintaining that he was never nor did he ever
want to become a EDtialiStE. Shaw really went too far in
that paper, but the final draft of The Guintessence of
Ibzenism was far better even though it contained most of his
ariginal ideas about Ihsen.

Shaw and Archer carried on the campaign in favour
of Ibsen with unabated vigour though they constantly got in

each other’'s way. Archer mercilessly attacked those of

Ibsen’'s admirers, meaning Shaw more than anvone else, who

1. Freface to the First Edition of The Ouintessence of
Ibzenism. The Complete Preface Of Berpard 8haw .Faul
Hamlyn Ltd.lLondon. 1%965% P 829 . The meeting of the
Fabian Society was held on the 18 th July 1890 under the
Fresidency of Mrs Annie Besant.

2. lIbsen -~ Michael Meyer.Felican. 1974, F &6é6.( Letter from

Ibsen to Brackstad.)



_ to
set him up as a prophet and often failedmmention that the

famous dramatizt was a bit of a poet as well. People heard
=0 much of the gospel according to Ibsen that most of them
came to consider him as a mere hot—qospeller. Archer
contended  that lbhsen had no gospel at all to preach. For
Shawi, Ibsen was a social polemist and an ethical
philosopher. It has been pointed out, therefore, that
Thebuintessence ofIbsenism is more .a guintessence of
SBhavianism. Actually Archer and Shaw are both right and
wrong. There is no doubt that Ibsen primarily is & poet and
a dramatist. And yvet he remains an advocate of individual
liberty - one who strives to awaken men to a real
comprehension of themselves; be remains a moral reformer
who shook the aoral edifice of the nineteenth century
dwelling with painful insistence on the seamy side of human
character and social institutioms. Again the interest and
the method of his plave are almst entirely psychelogical. It
iz little wonder that Shaw found a lot of affinity between
Ibsen and himself. But though a social reformer, Ibsen is
not a socialist. Shaw in his zeal imposed socialism on
the reformer. But the view that Ibsen is a social reformer
should not be too much emphasized, for he was an artist in
the first place.

Ibsen’'s contribution to the theatre was three—
fold, and in each respect the drama owes more to him than to
any ather dramatist since Shakespeare. first, he broke down

the social barrier which had previously bhounded it. He was
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the first man to show that high tragedy could be written
about ordinary people and in ordinary everyday prose, and the
importance of the seemingly simple achievement c¢an hardly be
exagaerated, Refore Ibsen,. tragedy had concerned itsgelf with
kinas and queens, princes and princesses or, at the lowest,
with Montaques and Capulets. Ibsen showed that high tragedy
could amd did  take place at least as freguently in  back
parlours as in castles and palaces..

ITbsen’'s second great contribution was technical. He
threw away the old artificialities of plot which are usually
associated with the name of Scribe., but of which even
Shakespeare and Schiller, one may assert, are also guilty
mistaken identities, overheard conversations, intercepted
letters, and the like., It was a slow and painful proress  to
rid himself of these artificialities; something of the old

machinery dis still there as late as & Doil's House. But

Ibgen' s lazt plays are remarkably free from this. Equally
important, he develaoped the art of prose dialogue to a degree
af refinement which has never been surpassed § not merely the
different ways people talk, and the different languages they
use wunder different circumstances, but that ‘“double-~density
dialogue which iz his peculiar legacy, the sub-text, the
meaning behind  the meaning”. Through this he was able to
create characters as complex as the most complex of Flaubert

or Henry Janes without the aid of explanatory narrations or

1. Ibsen - Michael Meyer. Felican. 1974. F 84&2.
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monologues., And this demanded, and opened the way for, a new
kind of acting, analytical, penetrating, self-effacing, and
sansitive. There was no place in his plays for the old
aperatics.

What now-a-daye seem technical limitations, such as
the over exposition in the opening scenes, the excessive and
sometimes repetitive planting of information needful to the
audience, was dictated by the limitations of the audience.

When Ibsen tried in Hedda Gabler to reduce his exposition to

a modern minimun, the reaction of the audience was one of
almost  total bewilderment. It is no coincidence that this,
the least popular of his mature plays in his own time, is the
one most frequently performed today and Ffor which fewest
allowances have to bhe nade.

But none of the technical contributions explains the
continused 1ife of Ihsen’'s plays on the stage todayi and ane
reqrets the tendensy of the compilers of programme notes  to
stress  his  importance as an innovator. Thsen s enduring
areatness s & dramatist is due not so much te his  technical
inmpvations as to the depth and subtlety of his understanding
of human character, espically feminine character and of human
relationships.

None of the great novelists, not excluding Flaubert
who created the immortal character of Madame Baovery, created
mare memorably observed women than Agnes, Nora, Mrs. Alving,
£llida Wangel, Rebecca West, Rita Allmers or Ella Rentheim.
And, at the same time, Ibsen created a succession of male

characters of a sirze and strength that present a challenge to
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any actor egual to that of Opdipus, Hamlet or Lear ~  Brand,
Feer GBynt, Osvald Alving., Dr.Stockmann, Halvard Scolness, John
Gabriel Rorkman, Arnold Rubek. These characters defy shallow
or “clever" acting: but these sre the characters which, when
worthily represented, offer as rewarding experiences as it
iz possible tp raceive in & theatre,. And vel so de icate was
Ibhsen' s understanding of human character ang  relationships
that a selfish actor can only par ially suceeped in  these
roles. lUnlese the relationshipz with the other characters are
rightly interpreted the performance is bound to seet  with
Failors

Theen = unidgueness among the dramatists  as &
contributor to the drama of ideas and social debate has been
roted, but one oust underline an eszential difference between
fidim and  his great contemporarisgs, Unlike Tolstoy or Zola,
unlike, indesd, any other weiter before him, he made his
impact  mest powerfully on crowds gathered together not in a
churoch or & market place, but in a theatre. And it iz not the
least of IThsen's numsrous contributicons to the theatre that
he turned Lthe theatre from a place of mere entertainment into
@ place from which men emerged compelled to rethink basic
principles which they had seldom seriously questioned.
Euiripedes had done this more than twe thousand years ago, but
ne  dramatist since on the same scale. There were no  fewer
social  abuses in  Shakespeare’'s England than in Ibsen’s
Norway .but EBhakegpeare never so obviously challenged any of

them.
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Moliere, whose contribution toc the drama of the social
debate is considerable, also believed in compromise. Byt
whoever walked out of an Ibsen play, in his own  time or
since, felt compelled to reconsider their basic concepts of
life and society. This iz true of the plays of Bernard Shaw
and even if Bhaw has not borrowed this side of his
warkmanship from Ibsen, the close similarity in this respect
between him and fhe great Norwegian can hardly be pverlooked.

Ibsen, the ey figure in the evolution of
modern  Scandinavian literature, is important in  another
respect -~ az an influence on the broader development of the
European realistic and naturalistic movements. Though
certainly he iz mnot a model naturalist like Zola,as the term
later came to be understood, his importance as a predecessor
af later CGerman, British, and American naturalists is great.
In England and America, Ibsen’'s influence became noticeable
in the period immediately before the First World War though
he was introduced to the conscious students of literature
in England during the eighties of the nineteenth century.
In this era, thanks mainly to the zealous works of Ghaw,
William Archer, BEdmund Gosse ete..Ibzen’s drama excited a
tremendous social,moral, and literary controversy. Today., of
course, after so much of change in the society, many of
Ihsen’'s dramas seem to have earned the seal of being "dated”,
and today he is viewed mainly as a master af

dramatic psychology. Yet, granting that his social dramags



have become dated and that he is primarily an artist, it
must be admitted that his attacks on Fhilistinism and
hypocrisy are just as significant todavy.

In Erand we find the hero bringing misery to his
family and himself through his fantastic guest for truth, It
i true that Ibsen pleads for idealism and integrity. Here
Ibsen implies that abstract truth is the natural enemy of
illusory happiness and he speaks in favouwr of this kind of
happiness. PBut the contradiction between idealistic search
for truth and defence of illusory happines is more apparent
than real; it is only when idealism is carried to an excess
that i1t becomes fanaticiem and it is apt to destroy peace by
destroving illusory happiness.

Ibgen’'s championship for individual’'s liberty to
act according to one’'s conscience found ite full expression
in his champignship of Feminism. Ibsen very strongly argues
for the emancipation and liberation of women from the
bondage oOf middle-class marriage although his position is by
no means identical with that of the organised feminist
movement of the modern times like the "Women's Lib™. A

Dpll's House did more than any other single literary work

to better the social position of woman wrecking the soriety
and its morality to the roots. PBut though Ibsen battles to
emancipate woman from the clutches of bourgeois morality,
he fails to offer a convincing picture of a woman taking her
desired place alongside man and achieving her proper

intellectual and social fulfilment. So in Hedda Babler



Ibsen shows the perils which await the emancipated woman in
a gsociety which 1is not Feady to accept her. It is the
"superior woman", the woman of intellect and imagination,for
whom [bsen battles, and none of his superior women like hNora
Helmaer and Hedda Gabler achieves perfect happiness through
her revolt or attempted reveolt. But the point to be borne in
mind 1is that it is not the revolt itself which causes her
migeries, but the then society which falled to accept this
type of revolting woman. Bernard Shaw has created women
charcters who not only revolt but take their places
alongside men.

Ibsen is the ovowed antagonist to the middle-class
morality, which in his plays often takes the form of
malicious persecution of gifted individuals. Bourgeois
society savagely attacks the individuals who by words  and
deads seem to menace its own property. But the attack wpon
the individual is cleverly done under the pretence of
defending the bourgeois ideals of justice, freedom and
agquality. The so-called pillars of the society are presented
in Ibsen' s plays as stuffed men whose wealth and power has
beaern built upon the warks af othersy  thus they sub-
consciously fear true creativity and idealism when they

1

ancounter it .  He demonstrated, at the same time,that the

ideas af the reformers are often as shallow and hypocritical

1. Continental European Literature -~ Donald Heiney and
Lenthiel M, Dopwns, Barron's Educational Series Inc. N.Y.

1974, P Z9-440,



as those of the preservers of the established institutions.
Criticism of the bourgecis society is present in almost all

the dramatic works of Ibsen,particularly in & Dpll’'s House,

The Eillars of the Society . and Ap Enemy of the People .
Though not a socialist of the Shavian or any other brand,
the fact remains that Ibsen is in revolt against the middle-
class to which he belongs by birth; the, not unlike Bermnard

Shaw, is a middle-clags anti middle-class, as already noted.

0OFf all the works of Ibsen A Poll's House (187%9)

is undoubtedly a landmark. It has been said that when Nora
walked out of her husband’'s house defying the canons of the
bouwrgenlis society, the new drama — the drama of ideas — was
born and it was the beginning of the end of the “moral”
dogmas of the nineteenth century., At the same time in  this
drama the woman understande that she has a soul of her own
and she hase the right to choose her own life and station.
tpto that time, there had really been no play which startled
sp many people in so many widely separated places within so
short a time. It is true that it took more tham a decade for

A Doll's House to reach English theatre—goers, though

meanwhile it bhad shaken the Norwegian society to its very
foundations. A thoughtful yvoung person coming upon A Doll's
House today would find it far from easy to understand why
there was so much of fuss about ity what is there in the
play that created so much of sensation. The discovery of

Mora that a woman is not just a machine, rather she also has

her own soul or personality or whatever we might call a



woman's awakened ege ; that a woman has or can  have a
parsonality of her own was an idea foreign to the moral
world of the nineteenth century., It was not that only during
the Tang and Sung dvnasties of China women were accorded a
very low position in the society; the picture of Euwrope of
the nineteenth century was not iesﬁ gloomy. Today after the
victory of feminism every woman makes the discovery in her
childbood: she even assumes it as a self evident fact and
doss not bother to.discnver it at all. Naturally this play

does pot seem to be startling to usy but in 1879 the

discovery of the awakened ego, the personality, astartled
not  the audience aonly, but also Nora herself. Ibhesen had
previously shocked all Norway with Love's Comady . a play

in rhymed verse expressing an anti-—romantic view of the
praliminaries of marriage. But it was many years before the
great dramatist would come out of exile with any confidence
that his countrymen would receive him. Introduction of any
serious subiects, subjiects that were considered immoral was
completely at variance with the tastes of the people
brouwght wup under the tradition of the "Well-made play".
Here We may well remember the Tlood of newspaper
vituperation let loose when Bhosts was first produced in

England in the eighteen nineties. Nonetheless, the tradition
af the so called "Well—-made" play disappeared and the new
drama ~ the drama of ideas - came decidedly to take its

place.
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To come back to A Doll’'s House, when PNora told
her husband to discuss what had passed between them like two
rational human beings, a new thing entered the stage § it is
"dizcuszgion” which became the focus. When thisz new drama of

idea, @ Doll's House, appeared, it was Judged simply as a

contribution to the debate on the institution of marriage
and middle-clagss morality,. and not on its artistic meriis.
The play becams the focus of heated arguments on soacial
gthics in Northern Europe. But England, more "sophisticated"
and "moral" as it was, remained unmoved though not for long,
thanks to  the pioneering  works of Archer,. Shaw and a few
cthesrs,

is well-knity

The construction of A Doll's Houws

a Tew machinery of the "wsll-made play” are employed. Where
this play differs from the typical "well-made play"” is the
introductian af, as noted above, the machinery af
"discuggion”. Again. in a "well-made play” Nora would have
Jumped inte the bosom of her husband after sentimental
contessions and  love—talks from both . But in  this play
Nora bangs the dobr behind her and walks out to live her own
litfe. The character of Nora Helmer is one of the most
beautifully portrayed by Ibeen; she talks from her sub-
conscious self which reveals the poetry in her soul. She is
actilally the first of the "superior” women., The conflict
between the individual conscience and the rules of the
conventional society is the main interest of the play — and
all this was new in the theatre—-world. Nevertheless, the

similarity between A4 Doll’'s House and the plays of the
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Farisian <school cannot be ignored. The whole play is packed
with incidents of secret meetings, forgery and the
threatening of revelation, the fearful letter, the exposure
of the secret — these are the machinery emploved in the
"Well-made play”. Only the clearing out of the mess in the
denouement in the spirit of the "well-made play” is absent.
In this play Ibsen has shown that marriage, as an
institation, is full of pitfalls, and middle~class
sentiments make marriage unhappy.

To the reader who has enjoyved the subiect matter
of the social dramas but  resented the banality of form,

l.ove 8 comedy, which had shocked Norway before A DPoll' s

House. should be highly congenial; it handles a kindred theme
with radiant vivacity, and presents a picture not less
dramatic and alive of the same society than in 4 Dpll e
Hoyge In fact, here lbsen had struck for the first time
the wvein which the last thirty years of bhis dramatic career
have been devoted to working out. Love's Comedy may well
claim to have begun the social drama of the modern times. 1t
handles the theme of love and marriage and presents through
a wmediun chasrged with eloguence and imagery. & new picture
of the then society. The exhibition of philosophic
reflection is rather crude, but in it one may see abounding
youthful energy.The play has ites own faults the character-

portraval is not  finished, the action is slight, and the
climas, though mnot devoid of sensation, has little relation
to human nature. But the play is biting and the sting lay in

the portrayal of the pettiness of persons and classes who



are held in high esteem, not only by oathers, but by
themselves. Here Ibsen came to hold up the satiric mirror
to  the =suburban drawing-room of Norway and to the varied
phenomena current there under the name of Love. This was not
only the picture of the urbane people of Norway:; it was the
picture of the same wrbhane people everywhere in BEurope. It
may not be out of place to mention here that in our country
today the picture of the so-called educated and progressive
wurban people ie  much the same. Many themes in Ihsen and
SBhaw may seem to have become "dated" in Europe. but they are
auite living in the modern Indian and many other societies.

Tbsen did ancther seriouws thing in Love' s comedy

and he wanted it to be serious. Here we find a clergyman
brought upon the stage -~ an act which was regarded as high
affrontery in those davs.

But Love' s Comedy is much more than a mere satire.,
Its exuberant humour has a bitter core. lbhsen’'s criticism
of common-place love-making at first appears to be harmlesse
eroug . The ceremonial formalities of love-making  and
engagemnent , raptures oOver the engaged pair, hasty and
thoughtless wooning, the effect of familiarity upon a shallow
affection, and the effortg to save the appearance of
romance when  its :zeal has  departed —-— all these vielded
comedy here. But  these things may be found in some other
wiriters hefore Ibsen. But Ibsen parts company with all his
predecessors An this  that whereas they would say that for
success of marriage only a deep and sincere love together

with prudent good sense was necessary, Ibsen couples this
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goond sense with the startling paradox that the first
condition of a happy marviage is the absence of love,
and the firzst condition of enduring love is the absence of
MAFF1a0e .

The student of the iattermday Ibsen is somewhat
taken aback to find the grim Foet of Doubt in him whose task
seams  to mercilessly criticise the instiliitutions in general
and the institution of marriage in particular 1If it is not
one of convenience. The amazement of the student increases
when  he  finds that the championing of loveless marriage or
marriageless love comes from a poet who himself was happily
married., The trutbh may be discerned in the fact that there
were two fates of, or rather two persorge in, Ibsen ———  one
was  an ddealist who would not drag idealism to the verge of
famnaticism and, the other, & hard, remorselesse critic. Love
for the idealist Ibsen, is a passion which leses its virtue
when it reaches its ooal throwgh matrimonial alliance.
Marriage, for the critic Ibsen,is an institution beset with
fatilts and those who enter it blinded with love are sure to
be disillusioned and miserable. The failure and tragedy of
mareriage has  been attributed to the childish innocence of
Mora  in A Dall’'s House. In another play, Ghosts, it
has been ascribed to the maidenly Lanorance of Helena
leing. It is to bhe neticed that neither Nora nor Helena

Alving precissely married “for love"., But in Love' s Comedyit

is blind love alone that plays the part of the canker to
suck happiness out of the wedded life. But the play suffered

from the vigouwr of itz satire which influences speech and
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action. Satirist and dramatist here entered upon a
pat-tnership that lasted throughout the life of Ibsen.
Another  weakness of the play i that its rhymed verse does
ot have the flexibility of Brand and Fegr Gynt . In
these plays the charascters speak the dialogue, but here they

deliver set speeches burdened with epigram.

of all Ihsen’'s plays Enperor and Galilean

{published in 1873} is one of the most underrated by the
posterity though he himgel? often referred to it as his
masterpiece., Deapite the remoteness of its theme, Emperar

and Galilean ig onte of Ibsen’'s most  personal statements.

The @roblem that baffled and Tinally destroved Julian was
orne that was always at the back of Ibsen’'s mind - where to
find a faith to replace the Christianity of his a upbringing.
The third aguarter of the nineteenth century was.more than
the preceding ages, a time of revoll against conventional
religiouws thinking, with Bible-critisim and natural science
aoirg hand in hand. Emperor and Galilean in its search for
2 "third FKingdom" was as much a book of this era as The
Origin of Species and Das kapital. To find a religion which
wattld combine and reconcile Christian ethics and "the Jjoy of
life” 1 a problem that troubled the souls of smany a
thoughttful man. It was & problem which Ibhsen personally was
nevear ta solve and it i the central idea of not only

Emperor ang Galilean . but also of Ghosts and IThe taster

Builder .

I AB77  was published The Fillars of the

gociety. Since it 1s an indictment of a particular right



wing leader, contemporary opinion naturally varied according
tee the political views of the reader. The liberale and the
radicals hailed the play with the same delight and
enthusiasm with which the congservatives had hailed The
Lesgue of Youth.

The plot of The Pillars of the Socigty is set in
& small port with Karsten Bernick, a wealthy ship-owner who
has marvied & rich woman  he does noat love, as the chief
character, His life has been a series of successes in
double-dealing, often not above the law. Caught in an
actress’s  bedroom while still engaged (fifteen years hefore
the play openel,.bhe allowed his fiance' s brother Johan to
take the BbBlame., Planning & railway Lo the town, he secretly
bought wp all the land through which the proposed line will
pass., When Johan returns  from  America  and threatens to
expose him, Bernick lets him Qo to sea in a ship he knows is
rotten and must sink. But he finds, seemingly too late, that
his own  son has also boarded the very ship. In the ending,
which is rather anconvincing, the ship is discoversed not o
have gailled, and Bernick in his relief confesses his crime
and goes not only unpunished, but better off than he wae
before. Such a summary omits many of the important incidents
and characters. The pettiness of provincial life, one of the
things Ibsen bhated most, iz mercilessly detailed in the
play.

The Pillare of the Society dealt with two problems

af especial topicality for the 1870s. One was the guestion

of women’'s rights, the other that of the so called "floating
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caoffins”, that i«, rotten ships sure to be sunk. The
dramatic presentation of swuch topical probklem is not
unprecedented. Bubt,it was the depth and subtlety of Ibsen’'s
characterisation, hisg psychological insight and ability to
«tyrip respected pecple and institutions of their masks that

made The Pillars of the Society & revelation to its

contemporaries. These are precisely the reasons why this
play appeals to the readers of today, too. One of the most
important aspects of the play is the sharpness with which
individual modes of speech are differentiated which helps
distinguishing the characters. This was one of ihsen'g
sUpreme  strengths and one of his main contributions to the
technique of prose deama. In The Fillars of the Society
colloguial dialogue, obijectivity, and tightness of plot -
rauirements arycd characteristics of prose drama e
are bpeaubtifully ocombined. It i really the first of Ibhsen’'s
plays in which we may identify many of the elements which we
instinctively assgciate with the playwright's name ———
marviage founded on & lie, passionate women shocked and
irhibited by the conventions of the society. an arrogant man
of intellectual and practical gifts who becomes the cavse of
misary of his nearest ones. The concept of woman inhibited
by the conventions of the society finds more elaborate and
finished expression in the next play, Ghosts.

One of the qQrestest playvs of lbsen, Ghosts
which coreated a stir throughout Europe and which was
candemned by most of the contemporaries of the dramatist,

but which was to establish the fame of Ibsen as the greatest
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living dramatist of the late nineteenth century, was written
in 1882182, It was in Norway, lbsen’'s pative country, itself
that this play was most heavily and savagely attachked and
the playwright taken to task for introducing immoral obscene
matters on the stage. It could be reasonably expected that
the conservative papers woyld attack it, but the diatribes
against the gplay and the playwright of the so.called liberal
press was shocking. But a few critics boldly championed the
play. In the face of almost insane attacks and stormy
indignations labelling the play as the filthiest ever
wrdtten, F.O0.8chiott, Frofessor of Greek at the Christiana
Urtiversity, wrote H "For all the modern dramas we have
read, Ghosts comes nearest to classical tragedy . o . When
the dust af igneorant criticism has subsided, which we trust
will happen soon, this play of Ibsen’'s, with its pure,bold
contours,will stand not only as his noblest deed bult as the
greatest  work of art which be or indesd our whole dramatic
literature has prmduced."l This observation proved to be
grophetic.

Ibsen’'s contemporaries looked at Ghosts primarily
as a play about physical illness, just as they had locked

at 8 Doll = House primarily as a play about women's rights.

With only a few exceptions they failed to realize that the

true  subject of this play is the devitalising effect of a

dumb acceptance of convention. Gevald is branded with
diseaze not because his father was almost & beast, hut
1. Quoted from @ Ibsen —-- Michael Meyer. Felicam 1974, F 510
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because his mother, Mre. Alving, had obeyed the ethice of

the established instituatiens. In other words, Ghosts is a

play  about ethical, not physical illness. The importance of
waging war against the past, the need for each individual to
find hig or her own freedom, the danger of renouncing love
i the name of duty and siddle—-clazss morality —-—-these are
the real themes in Bhosts &as they are the main themes of

avery play Ibsen wrote from & Doll’'s Houwse onwards. And the

targets areg the same as those he had attacked in A Doll's
House, and before that, in The Fillars of Bociety, and those
he was to go on attacking until the end of his life ——— the
hollowness of great reputations, provincialism of outlook,
the narrow and inhibiting effect of small-town life, the
suppression of individual freedom from within and  withoutb,
the neglect of the significance of heredity.The main theme
af  the play iz the falseness of marriages of convenience
the primal cause of the catastrophe 1s the marriage into
which Mrs. MAlving wae Tforced and i which she was
maintainet by the hypoorisy of Pastor Manders., The title is
symbolic @0 among the "ghosts' with which the play deals is
the traditional iddea that a woman’'s place is beside her
husband, no matter even if he is a beast. The ghost of her
husband’ & vice and her own vacillation pursues her down the
yvaearg and actually breaks out in her son and in the burning
of the OQrphanage.

In one important technical respect Ghogte anticipates
the later playssy it is the ‘“double density dialogue™ to

which I  have already referred. IThe Fillars gof Society and 4
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Doll « House are both simply written, because for most of

the part the characters do pot indulge in  this double-
density dialogue in which more is meant than is wuttered. But
in Bhosts Mrs. Alving and Manders especially spend much of
the time civeling round a subject to which they dread to
refer directly and at these moments the dialogue is obligue.
Thie double-density dislogue, when the characters say ong
thing and mean another and in which the aub—-text is more
important  than  the text, waz to be one of Ibsen’'s most
important contributions to the technigue of prose drama.

An  Enemy of the FPeople {(188F) was written in the

burgt of indignation which swept over Ihsen following the
savage attack an Ghosts . The theme here 1s the hypocrisy of
middle—-class "vested interests® which turn savegely on the
grponent of truth ——  truth that menaces their property. A
Enemy of the Fepople rtells the story of the doctor at a
amall spa (country town) who has helped to develap the
minderal baths which are to attract tourists to the place,
When the baths were completed, the grateful city rewarded
Fiim with a well-paid job. The locals praise him as a public
benefactor, but when they learn that the baths will have to
be clégad for several vears affecting their income badly,
they tuern against him. When the doctor calls a meeting to
put his views to them, the peaple brand him ae the enemy of
the peaple. The protagonist, Dr.Stockmann, only succeeded in
making himself an ensmpy of the people through his honesty,
But he, instead of succumbing, determines o carry on the

fight for the truth even though the whole community goes
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against him. He discovers that he has become a strong  man

hecauwse the strong man is he who is most alone, A Ball =
House and Bhosts have women as protagonists, while iR An

Enemy 0f Lthe Feopls, the protagonist is a man, but the
blasting of the vested interest 1s common to all these
playe.

An Enemy of ithe Pegple lacks the density and
overtones of Ibsen’' s later works for which the play suffers
in the hands of academic crticism. PBut there are few plavs
outside the ancient Greeks artdd  Shakespeare and, possibly
Tehekhov, with which the play need fear any comparison. 5o
long as town councils and politicians exist there is no fear
of its theme becoming dated even though in these days of
universal adul t suffrage the opinion expressed by
Dr.Stockmann,"the minority is always vright”, for instance,
SOMms very oadd. (On  these polints Ibsen was in fact,
expressing a commonly shared attitude; Mill, Togueville,
Bickens and a host of liberal thinkers of the time had
Iittle faith on the wisdom of the majority. On the credit
side, moreover, it must be noted that Dr.Stockmann is one of
the half-soore greatest male parts Ibsen wrote. The
historical imporitance of The Eneny of the People iz  that
it is the first political debate which remains, at the same
time, a great play and vreminds us of many "political
plavs" of Bernard Shaw.

To the end of hig literary career,which spread
over half-a-century, Ibsen was to keep moving forward

relentliessly, never repeating the pattern of an earlier
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sucoess. Having exposed the hollownesss of a certain kind of
a left-wing politician in The Leagque of Youth, he had gone
on to expose the hollowness aof their right-wing counterparts

in The FPillars of Society : having questioned the sanctity

of marriage in A Doll's House, he had guestioned it further

in Shosts and simul taneously exposed the hollowness of many

pther "sacred'instituations. Then he had returned to the
field af palitics and included the common voters.OAn Ensmy

af the Feople is an attack, not merely on those self-seckers
who lead peopls by  the nese, but also on those who allow
themsel ves tax be thus led. This explains why the liberal
ress peEcame s savage in attacking Ibsen -—-— an attack no

lese malicious than that waged by the conservative press.

In  the next play The Wild Duck the social

criticism went into  the background, never to come to the
forefront again. dApparently The Wild Duck is, not wnlike §

Doll's House, Ghoste, and an Enemy of the FPeople, &

realistic play about real people, But it is different from
these preceding plays in the use of symbols. In Brand Ibsen

Mad wsed symbolism:; but in that play the symbols are
incidental and not integrated to the total design. In The
Wild Duck, on the other hand, there is a single and precise
symbpl, for far from being incidental, this symbol—-——that of
the duck itseld «~-~ jig the life-breath of the play. lbsen
was not to wuse this aethod in all his  subseguent playsi we
notice the wuse of symboliem in The Master Builder and Little

Eyolf, but not in,say, Hedda Gobler.which has, so far as



symbolism is concerned, morg in common with Shosts than with

The Wild Duck. The symbol represents the refusal of most
pecple, once they have been wounded, to go on living and
face the reality. In this play,.lbsen argues for illasory
Rappiness and against fanatic idealism. Gregers, through
his obsession to bare the truth to those about him, only
causes misery through semoving their consolatory illusions.
Hialmar and his father have sought to hide themselves in the
geep sea of illusicons, but Gregers hauwls them back to the
st face, The spokesman of Ibsen’ s ideas in this play is the
sarcastic Relling. He knows that Hialmar is just worthless,
but argues to Gregers that it is a private illuasion which
makes the 1ife of & man hearabley; he need have a
Tfarntasy into which he can retreat when adversity overwhelms
him. When Gregers, pursuing the truth, removes the veil of
illusion, Hialmar and his family are destroved. This is
something new which could not be found in the earlier plays

like A Doll's House.Ghosts and An Enemy of the People.

The method of The Wild Duck seemed new in one
impaortant aspect and this is the miving of categories ——-
the way tragedy and comedy tread on each other’ = heels.
This method upset most of Ibsen s contemporaries, but it
delighted such persons like Bernard Shaw to look  on with
pity and horror at a grofound tragedy, shaking with laughter
all the time at an irresistible comedy. This reminds wus of

The Heartbrealk House,one of the artistic triumphs of Bernard

Ghaw, in which, tap, we notice this method of mixing the



categories,

Rosmersholm (1885-8&) in which Ibsen

evplored the realm of the uwnconscious iz actually the most
inexhaustible of all his dramatic works and it perpliexed bhis
contemporaries as impossibly obscure. To the modern reading
public or auwdience this dis a cause of admiration and
fascination. The play marks Ibsen ¢ final withdrawal as a

Flayweight from the realm of politics 3§ in other words, it
is  the last af his plays which inteoduces mnational and
Yoeal politics as & decigive Tactor in  shaping the
destinies of individuals and peoples. Rut this is noet the
only interesting feature of the play. The play iz about two
lovers az potentially paszsionate ag Romeo and  Juliet  of
Shakespeare, but Rosmer and Rebecca are the children of the
nineteenth century --—- & time when bouwrgeois moral values
dominated the characters of individuouals., The lovers never
touch each other until the moment they clasped hands to walk
out and drown themselves, Unless the passions are sugoested,
there seems no reason why they should commit  soicide. This
1w Yhe play in which Ibzen, for the first time in his works,
ovetrtly probed the unconscious mind. The problem of how one
Fuman being can gain controal over the ming of another and
persuade him  or her to act according to inclinaticon within
them which they repress, being dominated by the moral values
af  the time, was much in the air. This problem interested
Ibgen much, but it was a thing which the ordinary theatre-
goer was not aware of. What wasz  implied subtly in the

dialogue naturally b ame incomprehensible to him.

74



Ibsen,through Rebecca, presented the predicament of the

womarn of intellect whose passions can find no outlet.

Rosmersholm provides a link between Ibsen’s
old method and his new 50 far as characterisation is
concerned. Rosmer is the lazt of his characters who are
caught up in the maze of politics and Rebecca is  the first
of his passionate but inhibited female characters. Almost as

hatfling as Rosmersholm is Hedda Gabler.

It i a cuarious thing that the Euwrppean public
who accepted characters like Madame Bovary and Ana Karernina,
should be bhaffled by Rebecca West and Hedda Gabler. The
drama, in the stage of the contemporary technical
development, could only present simple characters. The
secrets of thoughts, the development of sowul, couwld no more
thamn be merely indicated. It i¢ obvious that & novel about
Hedda Gabler could be as interesting to the then public as
Madame Rovary but  her presentation on the stage left them

coldy they failed to understand her.

This play, Hedda Gabler. is the most universally

admired and the eost freguently performed of the plays of
Ibhzen. The play is immensely actable with short exchanges
between characters. Here we notice Ibsen dispensing with
laong speechesy here we notice no explanation given by other
characters and no self-~characterisation in order to defend
or excuse himeselfd or herself. In this play Ibsen explored

r
the difficult region of the psychology of a woman who is
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gtill fundamentally & child of bher particular pact. She has
nat  been able to disinherit the ethical nullity and the
FIATTOW traditions of & military caste to which
she belongs. Freedom is inhibited by a dread of scandal, a
theme which had been dealt with in Bhosts in & different
context. As Hedde is a child fundamentally, 2o she is afraid
of adult responsibility. The only outlet of her enstion is
the fantasy of the self; in thise she is much unlike Nora
and Mra.Alving. dhenever she faces any orisis, she fails to
meet i1t fairly and sgarely:; she has, for her egquipment,
anly Figr e negative tradition which proves ultimately
destructive.The pistal in her  hand  ie the symbol of her
reg st i ve tragition. We find that intelligence and
temparament do not make her Tit to live the passive life of
& housewife, Beorge Tesman, her husband, is a none—too-
brilliant schalar: she has married hin because she edpected
pim  to  advance far in hiszs profession. To her dismay she
discovers that Tesman is not her soul's mate. She now
regrets she did noat accept the heilliant, though
unstable, voung man Lovborg. She learns from her friend Thea
that Lovborg bhas written a book which besars the unmistakable
mark of his genius. She learns further, to her frustration
and anger, that Thea has abandoned her bugband to become
Lovborg s mistregss.By chance the manuscript of the book of
Lovbora, which was not yet published, falls to her hand and
she imagines it to be the child of the love of Lovborg and

Thea. This thought becomes too much for her and she throws
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the manuscript into fire. &8t fTirst her hushand George Tesman
is  enraged with her for this, but at last agreas to sleep
over the matter when Hedda points out that the publication
of this brilliant book would rob him of the professorship
for  which  both Tesman and Lovborg are trying. When Lovborg
comas to khow G hig loss of the manuscript, he comes to
Hedda  and says that he contemplates suicide for he has lost
his only child, meaning the manusgript. She lends him two
pistols  hoping he would die in a beroic manner. But she is
denisd  her morbid triumpbh when Lovborg dies in a place of
Pli-fame,apparently accidentally, by shooting himeelf. When
Brack, to whom Hedda had confided how boring her honeymoon
with Tesman was.threatens to reveal the origin of the pistol
With which Lovborg was killed, she refuses this ignominy and

shame arnd shoocts herself.

Hedds BGabler, from the standpoint
of dramatic Lechnigue ., 1s a great achievement . 1L is
the double-density dialogue, Uhrougb which the dramatist
raveals the inner soul of the charactersgy and in this

respect this rlay has a kinship with Ghosts.S5el f-

realization, Ibsen realized, is the highest task and the
greatest hapiness of an  individual. It may be said that
in  all the plavs of Ibgen the dramaltist hammers on thie
point. Mne of the tragedies of women, Ibsen seems to point
out, is that their will-power tends to remain undeveloped.

The theme of Hedda Gabler is  this 1 her personal tragedy is

that she has committed herself to the stolid and dull
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micdle—-class married life which doee not allow M ANy

outlet to sxpress ber talent and individuality. Mrs. Alving

3

hosts has to submit to the conventional ideas about a

in

|

woman' s position 3 has  to return Lo her busband whom she
=1y never love, only to become more miserable. Her
sybmission to conventional attitude becomes the Nemesis for
her son. It must be admitted that Mrs.Alving is not a woman

af the supericr btype. Hedda Gabler demonstrates what a big

burden of social censure is heaped on & superior woman 17T
she tries to live according to the wges of her inner self.
Side by side we notice in her character a fear of acandal
when Brack threatens ber o reveal the secret of the pistol.
Hedda is a very complex character, but tao call her malicious
even when she burns the manuscript of Lovborg' s book would
be  beside the @ark., The complexity of the play is rooted
particularly in the complexity of her character 3 the play
is complex also for the reason that, being & play, i1t does
ot have much  scope  for explanation. As noted already, in
this play Ibsen depended more on short speeches than on long
COFVE S . Euplanation and narration being absent, the play

appears haffling.

The Master Builder (1892) is technically
almost as faultless azx Ghosts, as profound and precise 1In
its symbolism as Wild Duck. Just after the publication of
the play, areat argument developed as to the meaning of the
play, which bewildered many of the critice. Amazing theories

Mave haeen advanced likening Solnesse to Ibhsen himself
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cireating a cathedral with hizs dramatic works; the nine
dolls af Mre. Solness were taken to be the nine Muses; the
dead twins were thought to be Scandinavianism and Ibsen’'s
aWn happiness 3 the tower oOf Bolness was looked upon as
symbolic of Man's revolt against Sod. Those theories about

the meaning of the play baffled the dramatist himself.

Solness and his wife are worthy people,
it they do not suit spach other and  thisz makes them both
wnhappy in their life together., They do not become, being
the people they are, what they could and should have become
=== afd this despite the fact that they are not actually
mize@rable and despite theilr considereation for each other and
a kind of love and tenderness noticeable in both for sach
ather. But mach broods perpetually and each goes his  or her
way mentally making the gulf hetween them bhigger and bigger.
Thay are not, of course,portrayed as extraordinary persons
it iz Just they feel spiritually akin, strongly attracted to
each otheri they fesl that they belong to each other and
their relation would ennoble rather than debase then.
Then, when one still has what ie called the joy of life, &
need  Tor happiness, and when one feels unable to live in
aithdued resignation without the Joy of life, comes the
collision. They decide to build, so to say, & castle in the
air amd live together i1n spirit. This lifts Solness higher
than ever before to do things be bhad never ventured before.
He stakes his life on it and is hkilled. It was not madness

on his part to risk his life in building the tower 3 it was
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the expression of his eager longing to achieve happiness.
Ihsen' s interest in hyprosis, and the power that ane human
being can gain over the mind of another has already been

rioted. He carried i1t further in The Master Builder

concentrating on how unexpressed wishes couwld sometimes be
expressed in action, aven at the cost of life. Ibsen pointed
out that the struggle for  the unattainable with zest for
Vife is a high Joy. The death of an individuwal in attaining

this high Jjoy does not destroy its sanctity.

Evan a casual glance cannot but notice the
recsemblace  between The Master Builder and EBrand in the
final catastrophe. But the difference between the two plays
i areat since whereas Solness meets his tragic end by his

awrr act, Brand is overwhelmed by the forces of external

agencies. In another and different point, The Master Bullder

bears relation with Ghosts and Hedds Gabler ;3 1t is the use
af Tire as  a symbol of a developing orisis, We readily

recall  the fire in Ghosts that breaks oult to destroy the
memorial te Captain Alving and Hedda's burninag  the

manuscript of Lovborg’' s book.

The Master Builder AlS0 . like itz

praedecessor Hedda Gabler, appears very unintelligible and

S e

hopeless to the critice. When the play was  first published
in 189% in England, the co¢ritics in a chorus rejected it

declaring that 4in it "depnse mitt enshrouwds ocharacters,
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1
wenrde jactions, and motives” and that it was “"bBlasphemous”

It seems that the critics couwld little see the workings o f
the =oul of the characters 3§ could little gauze the
peEyohology of man and woman submerged in the joy of life.
The play appeared "bBlasphemous” to the critics who saw the
building of the towsr as & revolt ageinst God and an attempt
b reach the high heavens. They could not see that the shy-
high tower is the joy of life which Solness and Hilde in

tnited heart wanted to obtain.

When We Dead Awaken is one of the most
valuable testaments we have to ITbhsen’ s extraordinaery mind
and vision., It seems that Ibgen had deliberately suppressed

the poet in him while wreiting the "soclial'" plays from The

Pillars af the SBociety to The Wild Duck.There is no poetry

T b e i

in these plays save perhaps Mrs. Alving' s speech about the
ghosts that "lie s thick as the grains of sand”. But in
Bvery play Thzen had written since Bosmersholm. with the

exception  of Hedda SBabler there are moments when we are

aware af the poet in him. Then in Jobn Habriel Borkman
again the poet came to the fore. In When we Dead Awaken,

which followed Jghn Gabriel Baorkman, the movement towards

poetry was carried t0o a8 stage further.

There is no lack of ideas in the plays of

Ibsen, the foremost being that conventional attitudes

i. Ibsen. M.Mever. Felican, 1974, P 738. The guotation is

from the Daily Telegraph.
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towards institutionsg is a veritable destroyer of happiness.
Bult in When We Dead Awakern Ibsen seems to say that when the
body dies the dead awaken.But there is much more than this
in the play. Here iz the story of an aged sculptor Arnold
Fubelk who is unhappily married teo & much yvounger wife,Maja.
He meets a foraer maodel,Irene, who bad loved him but in whom
he was interested only as a sculptor. After some dredaing up
of the past the two climb up a mowntain § the action of the
play takes place asg they go higher and hiaher. Near the top
they meet Maja and & huntsman, Ulfheim, with whom she has
been snampured. NSs a storm rises Maja and Ulfhein go down o
"
saftety while Rubek and Irensg continue towards the top where
they are killed by an avalanche. Maja and her man return to
what they think life but the other two regard as deatih g

Fubek and Irens climb wupwards  to what the others regard as

desth but they regerd as 1ilife.

Fubek had rejected Irene. And now  the ageing
artistyrestless in his married life, restless in  the
homeland to which he has returned atter a long sojourn
abroad, restless in his art,realizes that to reject love is
to redect life. When Fubesk and Irene meet and talk over D]ﬂ
Times, she learns, bit by bit, what has happensd to the
statue he bad made and iz about  teo Eill him, when she
realizes that the history of the destruction of the statue
is  his  own history and that as he used her up and lett bey
"dead", <0 with her death the life wenlt out of him.But like

Move g in Aa Doll's House, she seess the possibility of a



miracle. The dead may awaken 1if only they can find an
honest  and natural relation in which they shall no longer
gacrifice and kill one another., Rubek had come to regard
Irene not as  an end in herself, but ﬁolély as a means of
ministering to his needs. Thus he had denied Irene’'s right
ta  live. But now he accents her as a human being, as an end
in herself and expliates his earlier renunciation of love.
This does the miracle and both of them awaken to life. It is
possible, as Hernard Shaw suggests, that the end of Rubek
and lrene aleo signifies the end of the idols, domestic,
moral, religious, angd pelitical "in whose name we have been
twadd lad it migery and confusion and My poorisy
un%peakable%. This play may be regarded as lbsen’'s final
account with bhimself.

A few  words  about  FPinero and  Jones  as the
exponents of the drama of ideas aust be sald. About T.N.
Roberteson I have already said in the Introductory chapter
and although references to Pinero and Jones have also been
made there, these two deserve more serious probing. It is
today admitted, justifiably, that Fisero and Jones did  much
commendable work to prepare the ground for the growth of the
drama of ideas. More, they prapared the way far an
appreciation of Ihsen’ s genivs and accustomed the play—-goers
to a more faithful and intimate pictuwre of contemporary life

and itz problems than to what they had been accustomed

i. intessence of Ibsenism ~~ George Bernard Shaw,

Constable & Cp,. Ltd. lLondon 1913, P 157.
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befare 3§ in  other words, they paved the way for the
reception of the drama of ideas. It is true that as
Robertson had failed to free himself completely from
melodrama and sentimentalism, so also failed Finera and

Jones, Tt is also true that it was not until the nineties of

the last century,. when the influence of Ilbsen wWan mak ing
itself felt strongly and Bernard Shaw produced his first
plays, that the necesssry impetus was there to carery the

drama over  bto the field of social and philosophicsl ideas.
Nevertheless, we cannot be ablivious of the importance of
the twoe dramatists precisely  because the change that came
avar the Cnglish drama by the last part of the last century
cannnt be stiributed to Ihsen alone.

The reputation of Grther Wing Fineroc reste
on his social plays. Ever mindful of consteruction of his
plavs,Finsro bullt hie plave accarding ta a deliberate
pattern, beginning with a situation that invelved a group of
people in some dramatically striking relationship with sach
other 3 he developed the plot by means of subtle interplay
between the characters and the careful invention af fresh
material to some dramatic oy hilarious denouement and
Fownded it off with a final act in which the complications
and entanglenents are resolved 1in as natural a manner as
possible.

Finero was, however, not much interested in
giving a natwalistic representation of real life.Dome

critics in Pinero’'s dayes including Bernard Shaw who wrote
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dramatic oriticism were highly critical of the so—called
"well—-made play” on the ground that a story which was
constructed so ingenuously  was  bound  to present only a
contrived and uwunrealistic wview of life. As a playwright
Finmerp's job was to take a situation from real life and then
to develop 1t in such a way as to create an effective plece
af dramatic craftsmanship.

Finerp's serious social dramas are a testimony
to his shkill in story-telling. But e has not &
conziderable imaginative range. His characters are drawn
almost without exception from the well-to~do class of late
Victorian and Edwardian era of London living a rather
cenfortable life. Generally his characters are bankers or
stack~-brokers -~—-— gmen of means whoe have little or no
2xpErience and idea about the sordid life of the
daowntradden. The women in FPinero’'s plays are almost as a
rule  a beautiful uswally pampered.but unhappy lot ;3 maid-
servants wait uwpon the eazse-loving women  in palatial
buwildings and palaces standing in  beautiful natural
sUrroundings.,

Finero’ s most famous play The Second Mrs.

Tranqueray was published in 18932, Though Ibzen had been
presented and though Shaw's Widowers' Houses had also been

published bhefore that date, The Second Mrs.lrangueray was

hailed as epoch-making particularly because the public was
=till  Winaware of the true nature of the dreama of ideas. The

plavse of Finero which went before The Secpnd Mrs,



Irangueray, for instance,the Dandy Duck.The Hobby Horse, and

Ths Weaker Ser are eFf little literary or historical
interest, Most of these early works are sentimental and even
the craftsmanship,in which department Finero is an adept, is
also not upto the standard with the possible exception of
the The Maqistrate . The plays of FPinerc marked as “problem
plays” were written in the nineties amd it was with The
Second Mrs. Trangueray that he drew the attention of the
gerious thegtre-going pablic. Of course, today we can see
the weakness of the play more clearly than the dramatist’'s
contemporaries could 3§ even William Archer, otherwise a
dependable critic, praigsed it almost in the superlative. But
we discover in bLhe play a certain sentimentalism § also we
discaver 1in the dialoegue & literary qualilty which does
strike a= genuine. It was. however,with this play that
English drama found itself back after the time of Boldsmith
and Sheridan. William Archer riabtly recogrnised in this play
the beginning of a periocd of creative activity.

The Second Mrs. Trangueray i=  about a

woaman,  Faula, who once lived a rather dishonest and immoral
bind of existence, mixing with men without proper regard for
the status of married life. She was what was called in those
days a Vsctarlet woman”. The play tells of Faula’' s marriage
with Aubery Tranqueray, & highly respectable young man, and
her failure to live down bher past life; she faile to
persugade her husband s friende too to live down that life.

Bhe has no other choice but to end her life with her own
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hands. But even in this the most famous play of Finerc he
does not strike us as & creator of characters. Paula seems to
be a work of prejudiced observation instead of comprehension
and the other characters owe their faint interest and
humanity to the fact that they are the projections of the
playwright's own beliefs. Thus whatever the merite of this
play, Finero does neot appear to be an  interpreter of
characters, but only a describer of people as the ordinary
man  sees and judges them., Bernard Shaw discusses this point
and says, “"The moment the point is reached at which that
comparatively common gift of "an eye for character" has to be
stipplanted .by the higher dramatic gift of sympathy with
character --— of the power of seeing the world from the point
of view of others instead of merely describing or Jjudging
them from one’'s own point of view in  terms of the
conventional systems of morals, Mr. Pinero breaks dmwn“%
This weakness is seen in all the other dramas of Finero which

makes him incapable of taking A place by the side of Ibsen

and Bhaw. Iris shows the tragic conflict between & luxurious

and even pampered life as the wife or sistress of a wealthy
but unattractive businessman and a life of poverty in a long-
cabin in Canada with a dull criminal—looking young
Englishman. Pinero’'s tragic theme is the destruction of the
individual due to his failure to comply with the social code.
In the plays of Finero it is not the law of England that

falls uwpon the unfortunate couples who fall out with each

1. FPFlays and Flayers — Bernard Shaw ed. A.C. Ward. 0O.U.P.
1952. ¢ 2%,
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other, but the massive weight of the Victorian middle-class
opinion. This opinion may have the appearance of a prejudice,
but it remainas Jjust as cruel and evil a thing. The first
ambition of many a man and woman was to get "accepted" by
high society. If a man got teoo friendly with anaother man’s
wife, or cheated at cards or went around with an attractive
yvoung lady who once sarned her bread by dancing in a night
club, or even wore wrong clothes, he was not only chucked
out of the sepciety, but evern spiritually destroyed which is
certainly more dangerous. The play of FPinero in which we can
see the working of this moral law most clearly is The Benefit
af the Doubt (18%4). In reading this play one gets the
impression that a few words of explanation of Christian
tharity and forgiveness might clear up the situation and save
the troublesbut one also knows that such explanation,given
the existing moral code, would not have been accepted, if
given at all. We feel that it is not the character portrayed
by Finerp that are intrinsically tragic, but the world —— the
moral world, particularly of the middle class ~— in  which
these characters live.

Shortly before FPinero wrote The Profligate (1892),.the
plays of Ibsen began to be knpown in England and it is
probable  that they influenced Pinero quite considerably.
Ibsen, as we have seen, was essentially a poet as well as &
magnificent dramatic craftsman ; he was a man who blazed
inwardly at social injustice. Although he was as conscious as

Finero of the heartless social code, he thrust deep below it
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to the very heart of his characters, Finero does not thrust
deep. He recognhnises injustice, but does not give the
impression af resenting it. He does not mock the social code
of thewmiddle-class like Shaw or probe it like Ibsen. It is
the middle -—class opinion that prevails at the end. The
tragedy is accounted for by the failure of the characters to
confarm to the established, conventional moral code. The
conflict of ideas is there in these plays, but the end is
contrived according to conventional moral standards. He is
thus not a revolting son of the bourgecisie like an lbsen or

a Shaw.
The dramas of Pinero which were written after the

start of the new century are His House in Order (190463. The

Thunderbolt (1908), and HMid-Channel (190%9), The first of

these introduces a household which has been made dismal
through the domination and presence of his wife's relatives.
The man seemz to be fascinated by the memory of his, as he
thinks, saintly first wife. But this image of the first wife
is shattered by his brother who is worldy-wise. Finero has
brought out all the drama that is there in this episode. In

The Ihunderbolt described as "An episode in the History of &

Frovincial Family" the dramatist focussed attention upon the
familiar figure of an "artist" who at the same time has some
of the qualities of an intruder and once more life is infused
with the material which could easily have been nothing save
tediously conventional and hackneyved. The tone of Mid-Channel
is definitely darker. This is & play about & businessman and

his wife whose marriage is doomed. The husband is always busy
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with his business and even when he is indoors his  thoughts
are clearly elsewhere. The wife realires that the relation
between the two is false and that she cannot continue here.
For a moment & reconciliation seems possible but the heroine
ernds as Iris bhad done.

Henry Arthur Jones, after writing some trifles,
stepped into writing dramas of social criticism, the first
serious attempt at which is seen in his Sainte and Binnees
(1884). The desire of the playwright was to introduce new
dramatic materials and & sense of philosophic purpose —  and
all these are indicated by him in his valuable preface to
this play. The play presents realistically a slice of English
life almost in the manner of Robertson, and the play remains,
for 1iis day., a severe attack on commercial philistinism the
like of which has never been accomplished by Fineroj; and here
Jones has an edge over Finero. The playwright stresses the
unpalatable fact that there is & wide and hypocritical
discrepancy between the religious professions and practices.
The play is courageous , presenting a new thing in drama, and
the conventionally religious and respectable people must have
been scandalized by this., The play ends with the punishment
of the stage-villains, but not with, significantly, the
conventional happy ending of the so-called “"well—-made play".
What may be regarded as an advance in dramatic realism is the
presentation of the picture of the mercenary life and
religious hypocrisy. This play could certainly rouse high
hopes both for the playwright and the English drama which was

surely standing at a turning point, Saints and Sinners shows
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samg handicap from which Pinero also suffered.

In his masterpiece PMichael and His Lost Angel (1890)

Jones examines the subject of religion. This play was
attacked in its own day as irreverent because it presented on
the stage a clergyman in illicit passion which could not be
endured by the Victorian moralists. The play shocked their
conventional religious sentiments and the sense of delicacy.
The Reverend Father Feversham compels a girl in the
congregation to confess her shame, but soon himself commits
the same sin and seems not to be sorry. At the end, however,
we find the Reverend Feversham penitently confessing his sin.
He then leaves the congregation in disgrace, goes to
seciusion and never again sees the girl until she is brought
to him in her last hours.Inspite of the fact that Michael and
His Lost angel is an isprovement on the customary treatment of
illicit passion in the Victorian theatre, this play is a
glaring illustration of Jone's compromise with conventional
movrality.

That Jones failed to make much advance in creating the
real drama of ideas may be shown by the characteristic way he
reacted  against Ibsen and the Ibsenites. We know how  the
enemies of lIbgsen in England continued to Tfulminate even
after Ibsen had been played on the English stage several
times. In the prologue to his play The Tempter Henry Jones
exharted his avdience to @

Shun the crude present with vain problems rife
Nor Join the Dbleak Norwegian s barren quest

Faor deathless beasuty's self and holy zest
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Of rapturous martyrdom, in some base strife
Of petty dullards, soused in native filth
This is a clear enough pointer to the fact that the drama
of ideas which was struggling to be born in England did not
have muach to do with Jones. It was long atter that Jones was
to recant.

The Tempter, nevertheless, is a remarkable achievement.
Fublished in 1893 the play is 3 courageous attempt at verse
drama 3 for its period it was surely a noble attempt. In the
preface to this play Jones attacks "realism® which was a new
thing. . But it seems that the playwright himself failed to
grasp the implications of his own theme with the Devil in a
physical embodiment drawing FPrince Leon from the love of Lady
Avis to that of Lady Asobel. The playwright strove to bring
religion on to the stage, but as he did not have the
necessary depth of mind required to handle such a vital and
delicate subject, the effort ended in his contempt for
religion. It is narrowness of ocutlook seen in his attack on
Ibsen which worked as an obstacle for hism in  guiding the
English drama.

As regards any conscious philosophy of life there is
rnat much, if any, difference between Pinera and Jopes. But in
their fertile, live moments they are as unlike as two men in
the sameg profession can be. At such time FPinero does not seem
to have any views at all. The English novelists of the
Thackeray-Trollope period have created a fictitious warld for

him and it ig about this world that PFinero creates stage



stories. Jones, an the other hand, warks passionately from

the real 3 by throwing himself sympathetically into his

figures he gives them the stir of life. Jones is adept in

playwrighting with a kindly and humourous observer s sense of
cantemporary manners and with a knowledge of spiritual

history in which his nearest competitor, Finero, seems %o

deficient.

Jone's comedies afford materials for the social
essayist as well 3 here we find an object—-lesson in British
lower middle-class hypocrisy. The attack is not the usual
spurious, sham attack af the average stage-maoralist § very
aften it seems courageous and uncompromising. It is almost a
truism that a play which is & criticism of contemporary life
involves a certain struggle with the conventional people. In
the case of the comedies of Jones, particularly, The Triumph

af the Philistines, Lhe result was obvious. Az Bhaw observes,

"Accardingly Mr. Jones was not s unanimously applauvded  when
the curtain fell on poor Mr. Jorgan’'s very mixed "Triumph® as
Finero was after Mrs. Ebbsmith pulled the Bible out of the
fire"{

Ibsen, one @might say, stood in a scort of wmysterious
correspondence with the fermenting, germinating ideas of the
day. As Beorge Brandes is reported to have said, " Once or

twice I have even had a distinct impression that new ideas,

which were on the point pf manifesting +themselves publicly

1. Our Theatre in the Nineties - Hernard Shaw. Cohstable &
Co. Ltd. St. Ed. 1932. P 123.
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but were not received by others, had been preoccupying  and
indeed tormenting himi. Brandes also noted Ibsen’'s ear for
"the low rumble that tells af ideas undermining the ground
wae Ffor the throb of their pinions in the air“? Now this
mysterious coarrespondence with the fermenting, germinating
ideas of the late ninetegnth century was foreign to both
Finers and Jones. The new revolutionary ideas which were not
received or accepted by athers, were not accepted by any one
of them either. The playwright of the drama of ideas sust be
able to march with the progress of time and capable of
receiving new ideas and dramatizing them in  the face of
public criticism. We feel that in the plays of PFiperc and
Jones the situation, the action, rather than the idea, is the
impartant thing which is at variance with our conception of
this +type of play. The period of FPinero and Jones was rich
with ideas floating in the air § but both the dramatists
failed to seize that raw-material to build dramas with., This
failure is due not so much to their lack of intellect
but to their fear of being called ‘“Yimmoral® because the
floating and the germinating ideas of their days were mostly
“immoral®, that is, unconventional. They were reared by the
bourgeois morality of the late Victorian era. The drama of
ideas is the handmaid of the revolting sons of the middle

class like Ibsen and Shaw § Pinero and Jones were, if one may

use such & term, the accepting sonsg.

1. Quoted from - lbsen ~ Michael Meyver.Penguine. 1974. F 500
2. Ibid. P 500G, *



For the sake of justice it should be admitted that
Finero and Jonees raised English drama from the mud and placed
it in a position where it could command respect. "They made
the way easy for those who were to follow them, and it is
doubtful whether Bernard Shaw ... would have found his way on
the stage at all ... if these two men had not preceded him"l.
This observation, while not essentially untrue, puts added
emphasis on the importance of Finerc and Jones as the
predecessors of Shaw. They seldom exercised any significant
influence wupon the latter but immensely greater dramatist
their attitudes were fundamentally different from those of
Shaw. But their importance lies in the fact that they carried

on, after Robertsomn, the study of the problems of the day and

to that extent paved the way for Bernard Shaw.

1. The Qutline of Literature — ed. Jobhn Drinkwater. Revised

by Horace Shipp. Dramatic Literature. 19350. P 718.
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CHAPTER I1II
My Plays are "sui generis"”
1

When Ghaw Claimed that his plays were "sui generis” and
that hie plays should not be called tragedies or comedies, he
actually brought forth the most important characteristic of
hies art. Ghaw 15 called a heretic because he flouted and
scoffed at  the conventional moral attitudes; this is  his
ethical heresy. But in one more respect his heresy is of no
less  importance. It js in his idea about Comedy that this
heresy lies. To be more plain, this heresy is in the field of
aesthetics where he mixed the apparently irreconcilable
things -~ the serious and the ludicrous. In hig  hand Comedy
became at once serious and trival 3 it ies levity which marks
and colours his serious discussions. This is something new in
the history of literature, this mixing of the serious and the
funny. We are to note that the serious and the trivial are
not just put side by side, but they are mingled and made one
giving rise to the problem which deserves to be consgidered
and paid attention to. By putting the irreconcilables
gimultaneously and making them really one, Shaw has proved
himself a problem to the critics ~ whether to take him as an
earﬁest and seriouws thinker or just a buffoon who would make

fun of serious thoughts,
It is necessary to know Bhaw’' s views about Comedy -

its nature and its functions. His views are, on the whale,

1. B.B.8. : Man of the Century Vol Il - aArchibald Henderson.

Appleton -~ Century -~ Crofts Inc. 19584, P 729.
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classical when he maintains that a comedy nust pass a sound
moral  Jjudgement as it should provoke laughter. It is Shaw's
idea about biclogy and economics that made him a comic
genius% Comedy iz a form of art which at its best addresses

itself to the intellect rather than to the emotion. Laughter

can be arocused by a buffoon and evern by a fool: a Stephen or

3
i

a Matthew can well provoke us to laughter.But lauvghter in a
comedy is not just physical laughter; it is intellectual and,
as such, comedy cannoct be an  instrument in the hands of a
buffoon. Buffoonery and comedy are distinctly different from
each other, the latter involving thought whereas the former
haz nothing to do with thought. it is obvious that the life
of comedy depends not on buffoonery, but on seripus thought.
Comedy arises, at bottom, out of the general
predicament of mankind or from the particular predicament of
an individuwals it lies in the recognition of imperfections of
MATT o bt not in the violent indictment (ul ] these
imperfections. It is now understood that a true comedy does
not only move one to lawghter, but also compels one to think
of imperfections —— one’'s own imperfections and those of the
society as a whole. This is precisely the views of Shaw. It
iaz Ffopr this that we find in his plays serious discussions

carried on in such a way as to arouse lauvghter,

1. This idea has been developed by Dr. S.C.Sengupta in The
Art of BRernard Shaw 4th. Edn. 19260. A Mukheriee & Co.
P.Ltd.

2. Stephen and Matthew belong to Every Man in His Humour of
Ben Jonsoch,
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Dr. S.C. Bengupta’'s observations is worthy of serious

notice when he says that "Shaw’'s opinion on  economics  and

1
art bave combined to make him & serious comedian’. The
qualification “serious” is not necessary, because, contrary

to popular misconception, the stuff of a comedian is always
serious. Again, the observation of Dr. Sengupta becomes
relevant only when the nature of laughter in a true comedy -~
that it provokes laughter while passing sound moral Jjudgement
~ iz well understood. Shaw knows his sconomics well and bhis
views Are socialistic, with some gualifications and
limitations though. He has found that Capitalism ie the root
of @ll our problems and troubles; and all our sentimental
attachement to established institutions are the by—-products
of Capitalism. He discusses seriously the evils of
Capitaliem; attacks the conventional virtues, beating them
hollow with unthought of arguments. As an economist he looks
at poverty az a disease and a crime; he is not sentimental
about poverty like the sentimental 5ociali§té. The reason he
has advanced why Shakespeare has not taken the poor as the
protagonist in his plays actually makes Shaw' s own art clear.
In the preface to The Dark Lady of the Sonnets Shaw writes,
"Shakespeare’s characters are mostly members of the

leisured classes « 2= « » Industrial slavery is not
compatible with that freedom of adventure, that personal

refinement and intellectual culture, that scope of action,

1. The Art of Bernard Shaw ~ Dr. S.C.Sengupta. A.Mukherjee &
Co. F.Ltd. 4th. Edn. 1960, f 5%
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1
which the higher and subtler drama demands".

The problem of poverty is surely a serious matter and
Shaw knows it from the experience of his youth and struggle
against poverty. He recoanises that poverty would not allow
the soul of a man to soar. But it shouwld aot be understood
that Shaw has found any real stuff in  the emotions and
sentiments of the richer classes. The fact really is
wtherwise. Shaw has come to think that the emotions and
sentiments of the richer classes are hollow almost as a
rule: his dramas provide ample illustrations of this.
Thus in his plays we find him beating the emotions of
the leisured classes to expose their hollowness § but
in sop doing he never idelirzes the poor or their poverty. for
b has Mo sympathy with them. Now , Shaw , as noted
i the guotation above, excludes the poor from the place
of the protagonizt hecause poverty hinders the fresdom
of the soul and the refinement and culture which is the
gasential quality of the "higher and subtler" forms of drama.
Again, though the leisured classes always speak of morality ,
Shaw holds  that sorality capnnot exist in a capitalistic
society in which the poor do not enjoy any scope for
action and the door of intellectual culture iz shut owt  for
them . These people in & capitalistic society speaking
highly of morality are abrnormal people who are  fit

subjects for conic treatment, for comedy deals  with

1. Freface to The Dark Lady of the Sonngts. The Complete

i

Frefaces of Bgrnard Shaw. Faul Hamlyn Ltd. 1965, F 767.
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abrnormality and contradictions. Thiz contradiction Shaw
finds in  another important field which he discovered with
his knowledge of biology. Bhaw finds oult  the iternal
dichotomy between Instinct and Intellect. The conflict
hetwesn Instinct and Intellect is alse a source of comedy.
Ehaw deals with the serious subject of the conflict betwesn
these twoe both of which are parts of life’'s continuous
striving to attain perfection. The Life Force makes
expariments, progresses  through  trials and  errors;  its
axperimenfﬁ are sometimes conic, but it has a serious
purpose in view. Even Comic experimesnts arg undertaken with
all seripusness ;3 and serious things are comically treated,
As shown in the Introduetory Chapter, the London
theatre of the late eighties and nineties of the Nineiteenth
Cantury was an uncertain theatre or complex theatre in  which
various btraditions got sixed up. Inm that theatre melodrama
jostled with fashionable comedies,"problem plays" and full
seale productions  of Ibhsen, James Barrie, and Oscar
Wilde. Froam the middle of the last century, however, it had
been changing from a theatre of make-believe to a theatre of
gsophisticated versimilitude., Its dramatic traditions were
not only multiple, they were even conflicting and,
therefore, confusing . There was a growing strain of the
fashionable, that is, drawing-room play with the ideal of
pregsenting life truthfully ;3 sisdltaneously present was a
strain of romantic-rhetorical drama devoted to an  idea of
impassioned flamhovance.The formal ideal of the so-called

"wll-made play" written after the manner of the French
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plavwrights, particularly Scribe and Sardou, was there 3 and
there was the ideal of social-didactic play of lIbsen. Those
were the dave when Ibsen was looked upon as a social reformer
rather than an artist. 8haw's dramatic criticisms reveal
these various strains prevalent in the London theatre in  the
last part of the nineteenth century. Thess were the
traditions in dramatic writings and stage productions which
provided the immediate context of Shaw’'s own dramatic works,
Shaw Tought almost single-handed against the drawing-
room drama, the rhetorical-~romantic drama and the ‘“Ywell-made
play®. HMis advocacy of the Scandinavian realiﬁfa reveals his
attitude towards these tvpes of playvs. It should he
noted, however, that 1t is net for Ibsen and Ibsenism only
that Shaw launched his Campaign.He intended to bring into
exxistence a critical—-realistic drama in  which dramatic
situations or actieons had no value except ag instruments to
test tﬁe cherised ideals and conventions and to reveal
tharacter. The rival traditions referred to above supporitrd a
"conventional" drama. In the “well-made play” in which a
curiouws dramatic sitwuation was the centre of interest around
which +the whole play revolved, ordinary social ideals and
conventions formed a background and a basis which had to be
taken for granted, or the situation would disappear and lose
all importance. The “drawing-room drama®” as the name itself
suggests, aimed at creating a photographic image of life and
manners in  a fashionable drawing—-room. It dealt with the

genteel people, concerning itself with a realism of the
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surface § it tried Lo reproduce this fashionable life with
noa,  or the least, offernce. Naturally in these “drawing-room
playg", as in the "well-wmade plays®, ideals and oconventions

of the "moral'" people had to be taken for granted.

Between the construction of the "well-made play" which I
have discussed @lsewhere in this work and the substance of
the “drawing-room play” there was a historical link 3 but
this link was nobt necessitated by any internal demand. The
line of the “drawing-roon play" descended from Robertson to
Arthur  Finero slthough , as William Archer pointed out, it
had its effective beginnings in  "the humble, bourgeois
movemen t headed by Eugene Scoribe  and  his innumerable
cmllabmratmr@i. The line of the “well-smade plays"  was  also
identified with Scribe. The most skilful playwright of  thwe
"well-made play", amnong  the contemporaries of  Shaw. was
Arther Wing Finero. In Pinera the "well-mnade play" and the
"drawing-room play®™ met  in one place. Bhaw, not  without
reasan, lumped together the “well-made® construction and the
"drawing-room” substance in hig atteack on conventional dramag

and he bhombarded them heavily.

The romantic-rhetorical drama, which was violently
raomantic, was also conventional in its matter and manner. In-
spite of its conforaity to the conventional, it was much less

fashiaonable and, in Shaw's view, much less dangerous to his

1. Old Drama and the New -~ William Archear.

Boston, 1922. F 250 - 351,



ohlectives than the superficially realistic dramas.

Shaw's main strategy, in his war against conventional
drama and in  his attempt to change the condition of the
theatre, was to attack the ernemy with ite own coritical
assumption. He invoked the criterion of stage—-realism and
deliberately demostrated "conventionality" evervwhere. He

derived immense delight in naming,disseting and then putting

to ridicule particdlar stage-conventions. "The subtle
atmosphere of absurdity with which Shaw hoped,” obsarves
Martin Meiszel, "to o surrowund the French realist was  the

absurdity inherent in any lapse from advertised virtus and
was  achieved by exposing their theatrical artifice. Shaw's
sleight of hand here, in oriticism as in play writing, was to
subzstitute particelars of stage conventions  for moral
conventionalism, which was  the true antagonist of his

1

philosophical realisa and his drama of unsettled ideals".
Dhaw recognlzed that moral conventionalism WAS
somathing differant from,or rather opposed to, smoral realism.
Moral conventionalizsm, which is the off-gpring of raomantic
idealism, is self-blinding. Moral conventionalism T TR
unquestioning arceptance of laws,customs,sttlitudes, and
ideals as standavds of judgement., To conform to established
canors 1% the baszig of thiz. Shaw was not the man to conform

to the romantic idealism ; he looked at it with an intolerant

BYE .

1. Shaw and the Nineteenth Century Theatre -~ Martin Meisel.

Duford University Press. 1963, F &68.
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Robertson wrote the "drawing-room” play. And yet it was
he who started a revolution in the sixties and seventies of
the nineteenth century in the theatre-world of London. Shaw's
critical contemporaries locoked upon Robertson as the source
of the movement, in the field of English drama, which wag
aimed at  "elimination of exagQerative and rhetmricil
conventions which was the pre-destined line of progress”.
Shaw’ s war againast the traditions of the "well-made” play and
the "drawing-raom” play was so total that he, unlibke Archer,
looked on the Rebertsonian drama as nothing but “a taillor’s
advertisement making sentimental remarks to a wmilliner’'s
asdvertisement 4in the middle of an upholeterer’'s anc

decorator’s adverilisement” as be put it in his characteristic

e

provocative mannetr. Shaw found nothing to delight him in  the
absence  of wit and rhetoric, and litile to celebrate in  the
whole FRobgrtsoniasn traditicon which had led to the reduction
af drama to sentimental and gesntesl conversation din a
drawing-~room. SBhaw found, moreover, that the dramas of
Robertson, Pinero and Jones were victimes of conventionality
--------- moral convenblonalities as well as conventionalities of
character. Side by side his campaign against the “Ydrawing-
room®  play, Bhaw waged his war against the so-called Twell-
made" play by exposing its essential wireality. Like the

"drawing-room”  play the "well-made" play was also comnitted

e

1. 0Old Drama and the New — William Archer. Boston. 1827,
* ZE8.

2. Dur Theatre of the Nineties Vol il - G.B. Shaw. Constable
& Co. Ltd. P 53,



to produce a show of reality. An ideal "well-made" play was
built around single situation with a big amount of emction or
amising piquancy. Shaw referred to the "well-made” play &5 a
mechanical rabbit, clockword mice and "a mere situation hung
oul on a gallows of plat&. The illusion of reality was
identified with a vigible and unbroken chain af
circumstantial probability.In practice, however, to achieve a
logic of events the "well-made" play developed a set of plot
conventions swited to the conditions of the stage. Bhaw
ridiculed these conventions. Referding to the wmachinery of
the exposition in Finero’s The Becond Mrs Tranguery he
pointed out sharply that in that play "Two whole characters
are wasted on sham parts, and the hero, at his own dinner
party, is compelled to get up and go ignominiouwsly into  the

fpext room to write some letters when something has to be said

bl
al

behind the bagk". Shaw noted the artifice of the play and
declared that it waz impossible to avoid the conclusion that
what m@most of the critics of the time wmeant by mastery of
stage—craft was nothing but recklessness in the substitution
of  dead machinery and lay figures for vital action and real
characters, The fimal effect of Shaw' s commenl was tao  expose
the artificial method of the "well-made" play: more, it also
rejectead the oriterion of gcircumstantial plausibility
altogether. But BShaw's chief objection to the FTwell-made

method was that any play which depends on  an  intriguing

1. Our Theatre of the Nineties Vol 1. §.B. Shaw. Constable &
Co. Ltd. F B.

2« Ibid VYol I. F 45-46.
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situation and circumstantial plausibility for ultimate
dramatic values was likely to depend on conventional moral
and  social values which were very obnosious to him  and
against which he fought his whole life. The “well-made" play
depended, Shaw felt, on static attitude and moral
commonplaces ., It was conventional and mechanistic and hence
incapable of producing vital drama which the play of ideas
was to be. It is clear that Shaw found the drama of the late
nineteenth century lamentably '"dated" in ethics ard
philosophy. 7The dramatists conformed to the moral attitudes
of their grandfathers. Shaw postulated, it seems, the drama
ag the agent for advanced ideas challenging the conventional
autlook.

Shaw’'s a attacks on the condition of the drama of the
late nineteenth century did a great deal to bring the drama
of ideas into existence. But there was more to be done.

Iin order to see the drama of ideas established., it was
necessary, Shaw correctely foresaw, that Bardolatry must come
to .an end. When the strugQle for the drama of ideas was
brewing up in England under the leadership of Shaw, when the
battle for establishing Ibsen in the English theatre was
raging, the greatest obstacle to that end was “"the most
unassailed English institution” - Shakeapear;. it WAas
natural., therefore., that Shaw, the champion of the drama of
ideas, took the cudgel against Shakespeare and used it in his

peculiar calculated way.

1. George Bernard Shaw — G.kK. Chesterton, the Bodley Head.
London (19461) £ 94,
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Shaw, who introduced himself to Shakespzare gquite early
in life, knew his great predecessor well and always devoured
attentively whatever came to his hand about Shakespeare. It
seems at fTirst swprising that Shaw who was so  charmed by
the music Df-Shakeﬁpeare and spoke to protest vehamently
against any attempt to swtilate Shakespeare’'s texts, should
also speak wvolumes against hin  whenever he  found an
opprotunity ——in columns of papere. in lecturses and private
utterances. But when we exanine the situation in which Shaw
fouwnd himsel f as the champlion of the emerging drama of ideas,
we  see  that this attack, often wmerciless, virulent, and
unjust, was gquite natural. Moreover, he found a lot of joy in
damalishing the sstablished idol. But thizs ;ade him,
understandably, guite infamous. His comments on  Shakespearwe
startled all England; these appeared blasphesous to  the
Bardaolators. Bul some pecple came to think that S8haw, in thus
criticising Shakespeare, was trying to smake himself appear
great, which, it should be noted, is & completely wrong
approach. Shaw’'s struggle was not to sastablish himself as
greater than the great master, but to esstablist the new force
in the dramatic literatuwre - the drama of ideas. The Shavian
"boutade" against Shakespeare was cool and caleculated; but
this was done not out of perversity or envy. It may be added
thiat debunking is a characteristic feature of Shavian comedy
and  in debunking Shakespeare he seems to have tried to
demolish an icon.

Bhaw = main charge against Ghakespeare WAS his
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FPhiilosophic incompetence. He complained again and again that
Shakespeare’ ¢ weakness lay in his complete deficiency in the
highest form of thought. Ibsen’'s appearance in the European
theatre had far-reaching impact because, so Shaw thought, he
krocked out his predecessors, particularly Shakespeare.
"Until then Shakespeare had been conventionally ranked as a
giant among psycheologists and philosophers. Ibsen dwarfed him
=0 absurdly in those aspects that it became impossible for
the moment to take him seriously as an intellectual fcrcei.
Az & champion of the drama of ideas it was natural that Shaw
would  like the playwright to be an intellectual force and
here he found Shakespeare wanting.

Another complaint of Shaw against Shakespeare, which he
thought fundamental , was that Shakespeare’ s test of the worth
of life was the hedonist’s test; since life couwld nat be
Justified by this or any other external test, Shakespeare
came aul of his reflegtive period, Shaw thought, & pessimist

vppressed with a logical demonstration that life was notb

_—

warth living. Despite the enormous  joyousness  which  Shaw
attributed to Shakespeare, bg, on the basiz of tragic themes
from Shakespeare’' s masterpieces, drew the illogical conclusion
that Shakespeare himself was a pessinist beyond redemption.
This type of criticism, of course, is qgquite fantastic and

gquesticonable, though Shaw made it seem plausible.

1. Fostscript ‘o Dur Theatre in Nineltiws— G.B. Shaw in the
Complete Preface of Shaw. Faul Hamlyn Ltd. 1963, F 75%.

2 G.EB. Shaw. : Man of the Century VYol IT - fArchibald
Henderson. Appleton Century Crofte Inc 1936, P 700,

109



Shaw always maintained that Shakespere was a gentleman
with all the pretensions of the higher bourgecois; that the
characteristics of the educated gentleman reared by the
Fublic Scheool and Universities were just those which he found
Shakepspere’ s to be 1 "... the snobbishnese,the nauwghtiness,
the contempt for tradesmen and mechanics, the assumption that
witty conversation can only mean smutty conversation, the

towavrds
flunkeyism A social superigrs and malice towards spncial
inferigre . . . ul“

The defects of Shaw’'s "bouwtade” against Shakespeare are
nunercus. In the first place Shaw committed the blunder of
depreciating his predecessor becsuse he was not a szsocial
reformer, as if the raformist zeal was the only mark of the
artist, The other great blunder of Shaw was to depreciate
Bhakel peare  for lacking any sustained and consicstent
philosophy of human  life or society. I+ is true that
Shakespeare is not a Kant pr a Mietzsche 3 but the dramatic
works of Shakespeare are full of reflections on human life
and destiny containning a body of thought which cannot  be
neglected. Moreover, Shaw could not see that one couwld become
a great artist without having an articulated philosophy
of life. Shaw is guilty of judging art by moral principles
which led him to wuse harsh words about such  an immortal
character as Falstaff only because Falstaff appears to be a

wretch.

1. Preface o The Dark Lady of The Sonnets— Shaw. Thu

Complete Freface of Shaw. FPaul Hamlyn Ltd. 1965, B 759.
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deified by most of the romantic critics of the nineteenth
century. Tha Engli5h~§peahing penple of the world started ta
look  upon Shakespeare as an infallible god to say anything
against whon waz ismoral and blasphemous. This was not  a
healthy condition because idolatry is always blinding and, in
literature, destructive. Throuwgh his startling comments,
replete with commonsense and often penetrating, Shaw exposed
the hollowness of Bardolatryi; he brought Shakespeare back to
the human level and made people realize that he was a human
being and & poel, not a god.

Az already noted, Shaw topk Shakespeare heavily to
task with the singular aim of establishing Ibsen in the
English soil which meant establishing the drama of ideas.

The fight for the new drama was not yet complete. It
was a fight not only against the so-called “"well-made” play
and "drawing-room®  play and against Bardolatey. It was a
Tfight against a moral oubtlnok; a fight which Shaw wndertook
with his characterstic zeal. Az already noted the "well-made”
play and the “"drawing—-room" play had their own awdience who
ware upholders of Victorian idegas of morality and standard of
conduct. Bt the nineties of the nineteenth Century witnessed
& revalt against almost everything arthodax and
conventional. In particular, this brief period saw the
passing off of Victorian insularity and the rising iInfluence
of  continental ideas. New social, political and religious

ideas were in the air. Though the fight against Victorian
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attitude was fought by many, it was

the defeat of Victorianism is due.
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CHAPTER - 1V
Bhaw’'s Technique and Treatment of Theme

e will now deal with a very important aspect of
Shaw as a dramatic artist - an aspect that made him famous
throughout the world and ensured him a place in the history
of dramatic literature almost squal to Euripedes. But
this fame certainly was not forthcoming. As we have already
saen, Shaw was not considered as a dramatist at all by the
contemporary critics ard theatre—goers. The Shavian
technique appeared to them 80 wild that they failed to

digest it, much less appreciate it. It is desirable to hear

Eernard Shaw speak of this. He was quite aware that "the
jigsaw-puzzle business, the working out of a plot, is
necessary in detective stories, and helpful to the

playwrights who have talent enough to put their clock-work

mice through amusing tricks, and hold their audiences by
i

Jury—-box suspenses" . With that set technique of the so-

called "well-made play" Shaw had nothing to do, as the

2

dramatist himself declared . Hence he spoke against the

"well~made" technique in such sure and forceful language.
The myth that the drama of ideas is meant only for

reading is baseless. Though in such a play "idea" comes in

the first place, still it has to be a stage-play. Shaw did

1. As in G.EBE.S. : Man of the Century VYol II -~ Archibald
Henderson. Appleton-Century—Crofts Ltd. 19256, F 729 ~30

2. Ibid P 730



not want Jjust to preach his ideas through his playsi: he
wantad to make his plays immensely actable. He did not want
to use his ideas only as a philosopher, but mainly as a
dramatic artist.

Naturally Shaw had to find out his own techniqueg
apparently new and original, his dramatic techrique is not
really so, which we will find out in courge of our
examination. The fact remains, nevertheless, that he used
fiis knowledge as a socialist and an economist to give his
pliays a genuinely vertebrate structure. Even his first play
Widowers ' Houses, which has been announced by tim as "a
propagaondist play —a didactic play — a play with a purposei,
shows Shaw's dramatic technique at work. He maintaing,
"vou will please Jjudge it, not as a pamphlet in dialoque,
but as  in intention a work of art as much as any comedy of
Moliere is a work of art“z. The association of the name of
Maliere in the very first play of Bhaw is significant as we
shall see afterwards. BRefore this he had written five
unsucceasful novels. Now with his experience as a novelist
of unsuccessful novels and a dramatist of a "propagandist
play” Shaw formulated his own method of construction @ "As a
fictionist, my natural way is to imagine characters and spin
out 3 story about them, whether I am writing a novel or a

play". Naturally in his dramas characters assume more

1. Preface to Widowers' Houses . The Complete Frefaces of
Bernard Shaw. Paul Hamlyn Ltd., 106%. F 702.

2. 1Ibid. P 703,
Z. Ibic. P 700,
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importance; he never designed the plot of his plays in
advance. Rather he gave his characters freedom and let them,
through their interactions, work out the play. It is
particularly due ta this that we find what is called
Yideosyncratically differentiated"” characters in his
plays. But though not pre—desingned, the forms his plays
take are inevitahle. We are to bear in mind that his are
dramas of ideas in which "discussion” is the most essential
thing because it is through discussion only that the plots
aof the SBhavian plays develmp% We find his characters
incessantly talking to explain and develop the “idea" and
alsoc +to arguse out the probablie aobjections to thesme ideas.
The warks of Ibsen interested him profoundly as dramas of
ideas. It may be said that it is Ibsen who started the
"talk" on the staoe and Shaw kent the stage ever "talking'.
This "discussion" in a drama of ideas. as Shaw pointed out
in theory as well as in practice, is intertwined with plot
and is, as it develops the plot., inevitable. If we accept
the drama of ideas as a genuine aenre of art, discussion
must also be accepted as the leaitimate instrument through

which the dramatist lavs bare the dramatic conflict. Ideas

cannot be explained and developed without provoking debates

1. Shaw writes, "Now vyou have exposition, situation and
digscussiaons: and the digcussion is the test of the
playwright". The Quintessence of Ibsenism. Constable &

Co. Ltd. 121F. F 187.
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— even if there are only two persons on the stage with
conflicting ideas.

In the old-fashioned plays written after the
Farisian school of Scribe and Sardou there is an exposition
in the first act, a situation in the second, and some sort
of tidying up in the third or the last. Then Europe

witnessed Ibsen’s A Doll's House with a "new’ technique. In

the last scene of the play, Nora, instead of falling into

the arme of her husband, which should have assuredly

happened in  the old-fashioned plays, tuwns on him to say.,

"we must set down like twpo raticonal beings’ and discusse all
1

this that has been happening between us". Now onwards,

when A Doll’'s MHpous finished its conguest of Europs,

=3

auwdiences expect a rational discussion as well as a huﬁan
situation. Shaw met the expectations by giving them both.
But, it may be menticoned that it took a long time far the
audience to accept this type of play because they had only
the "wall-made play” in their mind and eye.

But this technigue is not "new"; it is new only on
the modern stage where the audiences saw, before Ibsen and
Shaw, only the "well-made play". This technigue had been
used by preachetrs and orators of old; more important, this
technique bad been seen in the rhetorical spee thes in the
primitive dramaturgy. As Shaw put it ii his inimitable

language, "Rhetoric, irony, argura2nt, paradox, parable, the

1. A Doll’'s House - Henrich Ibsen.
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re—arrangement of haphazard Tagts inte orderly and

intelligent situations - these are both the oldest and the
1

newe: .  art of the drama" . Shaw only revived the old

tec rigue.

Bernard Shaw began his career as & dramatist
imbued with the new doctrine af Ibsenic realism. But he was

never to follow Zolaesgue naturalism. Again, he was not a

"realist"  in the ordinary sense and to call him a "realist”
without By gualifying remark would lead to wrong
conclusions., He was always in the classic tradition

recongnizing that stage characters must be endowed by the
author with a conscious self-knowledge and power of
expession and a freedom from inhibitions. It is this power
that differentiates A Bhaw or a Shakespeare from a
gramophone or a camera. This method resulted in tweo thinags
~  firgt, far from being artificial, the characters became
living and, secondly, the plays did mnot just resemble life,
rather they became "larger tham life'. This last point is
important. Shaw's characters are not gramophonesi neither
are his plays photographs of life as it is. The characters
are indeed probable in their respective situwationsz and the
slituations are not impossible. The characters expound and
explain wvarious philosophies trying to find out the meaning
and essence of life; we find some of the characters guessing

the future. Again, some of his characters, say in Back t

1., The fQuintessence of Ibseniesm. Constable & Co, Ltd. 1913,

———— A W b e e i, S e anms LY S ek S

e 204.
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Methuselah, actually live in future when the forces of
Creative Evolution would have wrought many changes in the
phyzical as well as mental horizon of man:; we find the
Ancients trying ceaselessly to  free themselves from the
burden of the physigue. Thus, after reading such plays, it
is not possible o label him as a "realist" in the ordinary
sense. The plays lack factual truth, but the presence of
essential truth in them cannot be lost sight of. It is true
that he dealt with economic and political problems of the
day, buat in them, too, we do not find Qn19 a photographic
representation of the facts of life. Shaw did not write
merely political or social tracts and pamphlets.

Shaw, of course, was not another Ibsen. Though
there was some similarity between Shaw’'s class and early
Circumstances and Ibsen’'s and though Shaw’ s quarvrel with the
prevailing capitalist social order was much like [bsen’s,
yet their plays are wvery amuch wnlike, despite the
sttperficial resemblances which is due to the fact that they
wrote for the same type of theatre. 8Shaw, like Ibsen,
sometimes enlarges hie drama by a retrogspective firvst acty
but  this device is ap old one though no one before lbsen
carried it to masterly length. The really new feature which
Ibsen introduced is the final discussion of the whole
business by the characters. This device is not used by Shaw

in the simple A Doll’'s House - form; he developed it to such

an extent that it enabled hkim to taunt the critics by

declaring that his plays were discussions or debates. In Joo
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True to bhe Good oneg of the characters declares at the end

of the first act that the play is virtually over and in the
remaining  acts the characters will only discuss what passed
in  the first act. But the discussions are real and Shaw
takes care to dramatize the debhates. These discussions are
not  reminiscent of Ibsen. Ibsen, we must note, studied the
Farisian school headed by Scribe and Sardows he accepted the
mechanical technigue of construction. But being an artist
and not an artisan, he takes his plays to a height which is
beyond the artisansg of the Parisian school.

Shaw maintained right from the beginning that the
methods of Socribe and Sardouw were the wrong methods.It would
be evident from the following discusion what Shaw’'s ideas
about construction was -~ a play should not be constructed,
it shouwld grow. Shaw lets his inspiration lead him to
apparently impossible feats; for instance, the Epilogue in

Baint Jpan which solved the problem of presenting Joan’'s
historical futuwre and its significance. Ibsen’s technigue
has little to do with Shavian technigque, for whereas Ibsen’s
plays are "constructed", Shaw’ s are natural growth. Shaw, so
far as technigue is concerned, is as far removed from Ibsen,
as he, so far as he is an artist, is removed from the
Farisian schobl. We muyst bid adieu to the notion that Shaw
is an Ibsenist. Only this much may be said that Ibhsen raised
nineteenth century drama to a level at which it could becoms
a vehicle of expression for Shaw’'s inspired ideas.

What made Shaw’'s works seem s novel and wild to

the uneducated readers and theatre-goers was fthat he revived
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the classical technigue of playwrighting, applying them to
modern problems. Shaw adaopted the method of the Greaek
dramatists in order to deal with the topics of the hour.
While the essence of Shaw’ s plays may not be very original,
their npovelty lay in the fact that they are half-sermon,
half~debate in which every conceivable subject is discussed
- from love, marriage and family life to science, politics
and religion, his laboriously acquired knawledge of social
condition ard his "philosopby" of Creative Evolution
informing wmost of them., As he had little to do with the

method of the "Well-made play®, and as he was an artist, not

the manufacturegr of entertainment pieces, it must be
interesting and necessary to hear him  explain  his own
method.

It an interview on "How to Write a Play"” with the
Glasgow Evening Timesl Shaw threw some invaluable light on the
mysterious riddle of creativity in drama -

"Flays begin in all sorits of ways. I can sit down
without an idea in my head except that I must write a play.,
and a play comes . . . "

"Most plays begin with a dramatic situation;i the

rest ils only a device for bringing it about. he Devil's

Digciple obviously grew round a situation. John Bull s Other

Island began with a farcical fancy which developed into a

bhig political situation.

1. Glasgow Evening Times. February 7,1937. ( George Bernard
Shaw 3 Man of the Century. VYol II. Archibald Henderson.
Appleton - Century - Crofts Ltd. 1936. P 730.)



"Az to Pygmalion, the scene in which Elira makes
her successful debut at the Ambassador’'s party was the root
of the play at its inception . . . "

"Then yow have the thesis play. Back to Methuselah
dramatizes the thesis that our conduct is influenced not
anly by our experience but by our expectations,and that life
is nmot at present long enocugh for us to take it seriously.

"& theme may lie in & playwright s head far half
an  hour or half a life time before he uses it. The
perception  that Baint Joan was an early Frotestant came to
me  from the report of her trial, but I never thought of
wiriting & play about her until years later when my wife
suggested it one day when I was at a loss.

Obwviously Shaw used not one, but varied technigques
in his playsy this variety of techniques make them seemingly
wild, Yet, it should be observed that his earlier plays show
ne marked deviation from conventional standards of dramatic
construction. They are problem plays, with the inevitable
conflicts af interests., Indeed, as early as 1893, Shaw
envisaged drama from a social point of view, maintaining
that social guestions are produced by the conflicts of human
institutions with human feeling. And he makes the sweeping
remark that the "material of the dramatist is always the
conflict of human feeling with circumstances, so that, since

institutions are circumstances, every sacial gquestion

furnishes material for drama” . Owing to enormous progress

1. As in Geoarge Bernard Shaw @ Man of the Century Vol II
Archibald Henderson. Appleton Century Crofts Ltd. 1956
P 731,



in the field of journalism, mades of transportation and
caommunication, socjal guestions have taken on greatly
enhanced interest for a vast auwdience. But 8haw was too
great an artist not to realize, granting all his concern for
society and its reformations, that social gquestions are too
sectional, too topical, and all too temporal to move a man
to the mighty effort which iz needed to produce great drama.
But if contribution to the freedom, welfare and happiness of
mankindg is regarded as a criterion of value, a social drama
of ideas may actually be more worthwhile than a work of
purely imaginative art.

Shaw's comic genius, in conjunction with his
revolutionary splirit, impelled him towards revolt against
what were popularly but erronuously termed “rules” of the
drama. The first of all rules was that our sympathies must
be irrevocably attached to ong side in the conflict. The
zpectator must always know where he is. With his love for
surprises and anti-climax, Shaw refused to be restricted by
any iron—-clad rule. The secret of Shaw's strangeness is his
unpredictability. He possessed extraordinary skill in all
forms of stage-entertainments : comedy, farce-comedy, farce,
extravaganza, burlesque. Again, Caeear and cleoptra, The
Doctog’' s Dilemma, and Saint Joan attest to his genius in
chronicle, tragi-comedy, and even trgedy.Pfnother secret of
Shaw’'s technique is deliberate mixture of forms, the sudden
transition from one to the other. "This perturbing dichotomy

upset the gpectator, who felt that Shaw had failed to supply



1
a «compass  for the voyage inte uncharted areas" . Actually

8haw’'s technigue, more opften than npot, is to upset the
spactator who thought that Shaw waz  aimlessly drifting
towards an unknown destination. In IThe Quintessence gf
Iheenism he declared, "NMever mislead the audience was an old
rule. But the new school will trick the spectator into

faorming a meanly false judgemsnt, and then convict him in

2

the next act, often to his grievous mortification”. The
deliberate mixture of forms was the result of fis oOwn
studied effart to wmortify the spectator who cowld not
understand what to think of the plays. This technique of
misleading the audience is best illustrated in the Widowers'
Houzes. When one considers this play in generic terms, one
Fecognizes at the outset its affinities to three
ceonventional dramatic forms ~ melodrama, the well—-made play,
and romantic comedy. RBut no sconer does one recognize this
than one alsec recognizes how different the play is from all
the three forms.Shaw explicitly refused to turn the Widowsrs’
Houses into & melodrama where one would get a conflict
between uwnadulterated good and clearcut evil. In the Preface

to his Flay Pleasant Shaw emphatically declared, "In such
X

cheap wares ! do not deal" . Sartorious is not a villain and

1. George Bernard Shaw : Man of the Century Vol 11 Archibald
Henderson. Appleton-Century Crofts Ltd. 193&4. F 733.

2. The Quintessence of Ibsensism — G.B. Shaw. Constable &
Co. Ltd. 1913, F 203,

2. Preface to Play Pleasant . The Complete Frefaces of
Bernard Shaw. Paul Hainlyn Ltd. 1945, F 729,



Trench is not a hero: Sartorious does not repent and Trench
does not become a socialist, More, the happy denouement of
the "well—-made play" is mocked even as the characters
celebrate it and Shaw’'s characters are considerably
different from those of the "well-made plays". But chiefly
the generic basis of the structure of the Widowers®' Houses
and its point of departure is romantic comedy, in  the
conventional formula of boy getting girl after successively
meeting and losing her. But the hero - hero, because he is
young leading manp of the play and also because he becomes
engaged to the young pretty heiress -~ is not the typical
hero of a romantic comedy. Trench’'s betrothal and the end af
the Widowers’' Houses seems a grim parady of the ending of a
ramantic comedy. One more clearly recognizes thalt the ending
of the Widowers'® Hguses'® is tragi-—-comic rather than comic
when one considere what the play might have been if Shaw {or
William Archer, the initial colilaborator) bhad tarned it into
somathing more conventionally happy ovr comic. Eric Bentley
has thérved that the Widowers'  Houwses consists of
"inversions of accepted patterns“l. Just as Shaw inverts the
vonventions of the " well-made play”, so he inverts the
pattern of conventional comedy and with bitter irony thrusts
comedy in the direction of tragi—comsdy.

With GShaw matters are rarely simple or simple-
dismensioned. The perception of Kierkegaard may be quite
relevant  § "The comical is present in every stage of life

faor wherever there is 1life there is contradiction, and

1. Bernard Shaw - 1856-1950 - Eric BRentley. 1957. P 101.



wherever there is contradiction, the comical is present.
The Tragic and the Comic are the same, in so far as both
are based on contradiction § but the tragic ie the suffering
contradiction, the comical the painful contradicition ....
The comic apprehension evokes the contradiction or makes it
manid fest by having in wmind Lhe way out, which is why the
contradiction is painless. The tragic apprsbension sees (he
camtradictimn and despairs of a way aut:; o . . wherever
there exists o contradiction and the way out is not known
o« alhere the contradiction is  n#ob painleﬁs“lu In the
Widowers®' Houses Shaw evokes both tvpes of contradiction.
Although  they themnselves achieve a @ state withowt pain,
neverthelass, inm the slums, off stage, suffering persists.
Shaw described the Ibsenite theatre as a place whers we

"are aot flattered spectators killing an idle howr with an

ingenious and amusing entertainment We are guilty

2

‘oreatuwres sitting &t a playl., . " . The HWidowere' MHouses
hoth flatters the spectators with  an apparently amusing
entertainment and at the same time twrns them into guilty
creatures. The play deligbtes, but it is a disturbing delight,
Bhaw’'s first play is discussed at lengih because even in his
firet play tils technigue of caonstruction. particularly

hiz method of misleading the audience, is manifest.

1. Guoted from "The Comical®. Trans David F. Swanson and
Walter Lowrie : "Dramaltic Theory and Criticism ed.

Bermnard F. Dukore. M. Y. 19274, F S55&.

3

«  Fhe DDuintessence of Ibsenism -G, B, Shaw. Constable &

Co.ltd. 1%1% B 200,



It is Opera which was Shaw s true medium where
imaginative Ffancy supplants scientific fact, singing
replaces  talking, and the scene is laid in a wonderland
wheres miracles are matuwral and where anything may happen.
Foar Shaw muasic cast the spell and opera transcended comedy.

Ag a boy Bhaw acqulred a thorougb knowledge of Don Geovanni .

its entrancing strains, and the perfection of its structure.

The legsson he  learnt from Morart of  the value of fine

craftemanship W ates the most important feature of his

educaticon. From that educational edperience stemmed Shaw's

possibly the most riginal contribution to  dramatic
1

technique which has been termed "Operatic play of ideas" by

Frof. K. &, Brower and MYTOperatic ideoclogical play'" Dby

o
4

Arochibald Henderson . With the use of rhyvthmic dialogue and
characters distinguished by voice-tones as in opera, Shaw

creates & new  type of drama. His comedy of this type ~—-

campactly preasen ted in the Hell %S oene  in Man and
Superman —-— is not an opera or ausical drama perfect, but a

play, comic in charactar, presenting the clash of ideologies

in  rhythmic proie at different levels of tonality. Ar- and

L2 Man, Caesar apnd Clegpatra and The Apple Cart a0 have

Lhe gualities of an opera. We shall di: o osa this peoint again

while discussing the artist Shawe i a different chapter.

1. In hro wssay on Shaw in “Major British Writers" Vol Il
il EBrower uses the term.

2. 6. EB. Shaw @ Man of the Century Vol II - A. Henderson.

Appleton — Century Crofts Inc. 19854, F 7335,



Bhaw was a master in different types of the
lauvghter—-provoking plays -——— comnedy, farce, burlesgue,
extravaganza. It is possible to distinguish the devices,
artifices, amd technigues he saploayved, even thowgh the very
form of the play itself i=s changing under the eyves of the
reader. A comedy of emotions treated wittily, such as

arms and the Manmn is transformed almost magically into

A LA

a satiric farce; the glory of war is turned into & satiric
farce; Sergius wins the battle because the enemy does not
fave the right ammunition. The glamour of romantic
love only seems to illumine the hero and the heraine, but
it turns out that the lovers, following a code of artificial
convention, prove uuntrue to  each other in response  to
ratural instincts.

Shaw is an expert in making wse of ironic comedy.
This is most beauvtifully illustrated in The FPhilandersr in
which there is the picture of the voung doctor who has
discovered a new disgase and is delighted to find the people
suffering from this diszease, but then is despaired to find
that the dispase does npat really exist. Dr. Faramore does
not  become  happy to find that the disease does nolt exist;
rather he bhecomes sad because he now cannot fight for a
cause. The doctor becomes more concerned about the sickness
than about the =sick. Shaw possibly suggests that the
idealist iz more concerned about the sin than about the
sinner. Thus the business of Dr. Faramore’ s discovery of the

disease and his despair that there is no such disesase is
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npt only farcial, but also has philaosophical import.

In his roles as bhumourist, wit, and farceur Shaw
uses various technigues, none of which is gither original or
new. Firglt comes what may be describad as the character
waearing arn  air of entire sericusness, boat bis languange is
madly funny. SBhaw’ s descoription of this device is precise as
well as penetrating : "1 take the greatest pains top find the

1
right  thing to say  and then say it with wtmost levity” .

This i really the technigque of Oscar Wilde in The

Importancs of Being Earnest. This is the technique of
bringing sharp contrast — gravity alternating with levity in
& way irresistibly amusing. In farce-comedy Shaw uses the

gevice of turning the climax of comedy into the anti-climax
af  farce. This iz  the very sssence of huamowr —— thisg
lightning tranzformation from the normal to the abnormal.
The familiar cliches, too, emanate humour - from the sublime
to the ludicrous. One of  the best and representative
exanples of this technigue may be Tound at the conclusion of
the Firat Act of Man and Superman where_Tanner, whio has beon
exercising His elogquence to defend Violet' s supposed
carrying withouwt being married, collapses on hearing that
Viglet is actually married and the ¢hild she bears is
legitimate. Shaw has zomething to say about this technique
af transforming the normal to the abonormal, thie serious to
"

the funnyg Just when I am really riging to the height of

1. As in G.B.5%. Man of the Century. Vol 1l. Appleton—
Century-Lrofts Inc. 1954, F 727,



my power  that I may become really tragic and great, some
absurd Joke TC O S to me, and the anti-climex is
irresistible . . . . I cannot deny that | have the tragedian
and 1  have the clown in me; and clown trips me up in the
mast dreadful way" %

The problem raised by Shaw is a serious one,
because it invelves the aesthetic problesm of mizing the
categories. It is assuned that comedy aims at clearing the
atr  afiter rebuking the guilty in a good natured manner.
Anti-climax is somewhalt harsh in nature, for the deflation
may be not only husorous but even bumiliating. Shaw means
that to pass suddenly from  the climax of tragedy to the
Comic agrbi-ol imax ié to  pass  from the sublime to the
rigdiculons, which, of course, does not nesssarily prevent
the author from becoming a great avthor. Scenezx and acts in
Bhaw's plavys are often carefully built anti-climaxesi even

whale plavs like Arms and the Man, Candida and The Uevil's

-

o
Disciple stand on the anti-climax. Az G.kE. Chesterson Says.,.
Vergil’s MArea Virungue" is a mounting and ascending phrase
arnd  suggests that man is more than his weapons. The Latin

line also suggests a superb procession of warviors and armns.
Iin Bhaw's play, there is the din and bustle of war, a great

cavalry charge, but the warrior is completely debunked and

1. The M. Y. Times. January 6, 1929. Ouoted in G.E.5. =
Man of the Century -~ Archibald Henderson. Appleton-
Century Crofts Inc. 195%6. B 727

2. George Bernard Shaw ~ G.K.Chesterton. The Rodly Head.
London. 19653, F 111,
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humiliated. In Candids whern everyvhody is mentally prepared to
Mear Candida ' = preference for Marchbanks, ocomes her
declaration that she gives herself to the weak man. It takes
some time  for  the audience to realise that the man who
anpears to be strong iz really the weak man,

In The Doctgr'= Dilemma Shaw developsd his

peculiar mixture of tragedy and comedy. so that people
scaraly  know whether to laugh or cry. We may notice that in
the old religious MHMygstery and Miracle Flays, which Shaw
studied with great attention, the most solemn scenes
alternate with the most lawghable ones. The secular drama
kFept up this characteristic British tradition: The porter in
Macheth , the clown in Antony and clegpatra,. the grave digoer
in Hamlet defy classical decorum by introducing laughter
intoe deeptest tragedy. In Kinag Lear the alternation of the
tragic ancd the comic iz dropped  and  there is  one

interweaving of the two, e®ach heightening the other,Shaw

calls The Doctor’'s Dilemma & tragedy, but its is really a

tragi-comedy. The loss of the gifted husband of Jennifer is
hardly in itself a tragedy. Ghaw started the play with
Jennifer as  the protagonist, possibly with the idea of
tragedy., ot discovered that his concern is nobt with ber or
her husband, but with the doctor whose dilemma is whether to
treat the artist Dubedat who, howsver, is a depraved
individual, or the sick, poor genesral practitioner. But then
Dubzedat dies & heaubtiful  death with the swan song ¢ "I'm

parfectly happy. Shaw doss not suggest that Dbedat should
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bhe preserved, & good painter though he is, at all costs. The
Judgenent of the doctor is confused because the artist's
Wwife fascinates him. The doctor’'s Judgement to let the
artist die iz clouded by persomnal feelings and puts him in
ar absurd situation. He is the tragic protagonist, but his
tragedy is presided over by the comic spirit.

Shaw sometines uses the conventions of melodramas
but the conventlional melodramatic situstions suddenly take
unconventional turns. The point may be illustrated from The
Devil ' = PRisciplie @ Just where the melodramatic clergyman
winiild  show courage he appears to show cowardicei; just where
the meladramatic sinmer would confess his love he confesses
hWis indifference. Jhe melodranatic playwrights have so often
made a man face death for the woman he loves, but Shaw makes
him  face death for the woman he does not love - only to
put the womar Ln her place., Shaw gives a twist to the trite
episodes and the stock situations of t e ronventional
meladramas; in Act III of the play, the melodramatic formula
reguires  Dick to avow his lpve for the priest’s wife, for
whom  he is  ready to sacrifice his life. But when Judith
visits him in prison and asks him if he is not taking her
husband ' s place out of love for her, he replies : "If I
said -~ to plesse you — that I did what I did ever so little
for your sake, I lied as men always lie to women . . .1 had
re motive and no interest . . . I have been browugbt up
gstanding by the law of my own natwrey and T may not go

against ity gallows or no gallows. I showld have done the
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same thing for any other man in  the town or any other man's
wife”. Here, again, Shaw succeeds in humanizing the stock
figure of melodrama, revealing in him a credible mixture of
good  and  evil. Dick may scoff at religion and break the
#Rcial code, but he is not naturally vicious or depraved. In
the stern asceticism of his natureg, he is & more genuine
Furitan than his ;sother. He is not a conventional stage-
herao, but one whe obeys the law of  his own nature under
every trialiy he pities the devil, takes his side and
champions him against the world.

Another technigue of Shaw is  that he made the
wenree appear the  bether and he carried this techiaigue
Tfarther than any other sncient or modern playwright. This is
the technique of the Wit. Shaw went az far as imagination
can  reach in his climactic feat of cynicism in "Don Joan in

Hell" in Man and Superman by intellectual fireworks, by the

meyes vertiginously witty exhibition af epigrammatic
sophistries, transforming the Sesven Cardinal Virtues into
Seven Deadly Sins, interchanging Heaven and Hell itself.
This is Lthe exagasration and diabolic ingenuity of wit — a
field in which Gilbert, Wilde and Butler excelled. Thay
possibly excelled Shaw in social  suwavity and stylistic
elegance, but Shaw far excelled them in intellectual range,
hreadth of wview, artistic perspective, and philosophic
content and vision.

By the second decade of the present century soame of

the more ascute students of English literature among French



critics were olearly recognizing the <close affinities
between Moliere and Bernard Shaw. Regils Michaud has nmte;
that Shaw bade fair to become & fashionable Molisre -——— &
Holiere who wrote his plavs to "usher in the golden age
atcording  to kKarl Marx”. This observation is misleading
bhecause Bhaw did not refer to Marys sarlier than in The
Apple Oart. Michawd,however, comments on some resemblances
between Molisre and Shaw and concludes that 1f social comedy
wam & mere germ L Moliesres, it receives an  arresting
extension 1n Bhaw.The findings of Michauwd cannot be lightly
dismissed sven though to portray Shaw as a replica of
Maliere would be a gross micstake.

Morliere' s playvs were called "conversation piesces"
and when Bhaw labelled his ows plays as “disquisitory”
pieces, the resemblance bebtwsen the two playvwrights became
unmistakable and obvious. I+ may not be ouwt of place to
mention here that &Shaw considered not Shakespeare  but
Moliere as the greatest dramatist that ever lived. Moliers,
i the preface to hie masterpiece Tartuffe categorically
stated that the principal end of comedy was to c&rreut the
vices of men who were more likely to be laughed, and not
scolded, out of their sins, It was his belisf that as a comic

poet he could do no better than attack the vices of his time

1. As referred to by A. Henderson in G.B.2. ¢ Man of the
Century . Vol II FO7E7 . Appleton Century Crofts Ino.

1284, Michaud’'s work i1s in French.



with ridicuwlous likenesses. The voice of Moliere, in this
rezpect, iz wmistakably the voice of Shaw. When we remember
hisw CGhaw assoriated his first dramatic work Widowers' Houzes
with the art of Moliere, we again find the resemblance
betwesn the two in the technigue and the treatment of theme.

But, still, Shaw 1s not Moliere; neither did he
intend to be., We may, after examining the resemblances
between them, say that Hhaw has picked wup the torch of
Maoliere and carrisd it to the future. Actually Shaw began
where Moliere had endedl. There are unmistakable differences
betweern the arlt of the two masters. Moliere was nobt a social
reformer of the Shavian brand 3 he accepted the French
wociety as b Founct it. Further, Moliere was not,
conventionally speaking, immoral or hereticaly but 8haw was
poth  and  fournd not mach in the then English society worthy
of preservation. The task before Shaw was colossal — Lo
present a new philosophy of life and to coreate a new
audience; but  this wasz not  the task of Moliere. Shaw's
technigue of characterisation has little, if anything, to do
with that of Moliere. The central character with Bhaw is no
longer, as with the French dramatist., some estrasrdinary and
exceptinnal individual, but a whole soclal class, an
institution, national traits, OF even an gntire
civilization., The central character in Moliere is replaced

in Shaw by a code of conduct, ofren whconventional, a

1. G.B.Shaw : Man of the Century Vol II. Archibald

Henderson Appleton-Century-Croft Inc. 19%6. F 73%9.

134



philosophy of life, incorporated in an  individual. The
charactars in Shaw’'s plays who do not incorporate these
gqualities are made ridiculous through the satiric exposure
of the fallacious views and shallow codes of conduct,
sentimental, romantic, conventional., Bhaw s characters are
rat pathological as Moliere’'s ares; Shaw portrays class
types., He doss not portray  the coscomb, the miser, the
pedant, the bore, or the coguette; he portrays the cockney,
the manufacturer aof armaments, the professional soldier, the
bhrigand, the saint, the politician., the dictator, the king -
&ll class-types. It-iﬁ in this sense that Shaw' s plavs are
twentieth century morality playve. Every 8Shaw-play 15 a

twentieth century Pilarim’ s Progress with the great army of

individual pignesers striving for ever onwards towards a new
saizial Wtopila.

In  the correspondence between Henry James and M,
5. wellﬁl we have the claszic case of the literary artist
and  the professed Jjouwrnalist. To Henry James literature,
like painting, iz an endy to Wells, on the other hand, it is
a means which has a wese. Wells would rather be called a
Jowrnalist than an artist. Rernard Shaw in retrospect may be
connected with Wells., We see them as embathled Socialists
and Evolutionists debating endlessly with the Distributism

and the Christiarn Liberalism of Hillaire Bellaoc and G,

Chesterton. Shaw, further, would have echoed many of Wells's

1. Henry James and H.B.Wells., ed. L.Edel and G.N. Ray. 1958.



remarks  in his controversy with Menry James. But behind the
outwerd resemtilance between Welle and Shaw there 1is & great
inner distinction., Wells was a teacher of Science and a
writer of scientific textbooks before he became a novelist:
Bhaw  was & wusic oritic and & theatre critic before he won
hice fame ag 2 playwright. We ave apt o thiok of him merely
as the propagator of Ihsen and Samuel Butleri we forget his
love faor music and  the fact that his writings were
prafoundly influenced by the four masters of his youth ~
Bunyari, HRlake, Dickemns, and Ruskin. Wells in bhis novels
woulad  rather be called a journalist than an artist; in his
dramatic criticism Shaw would bhave gueried the distinction.
The fact, of course, is that both Shaw and Welles are first
rate artists,

Shaw was convinced .when he sournfully noticed the
denlorable condition of the English drama in the ninetgenth
century, that  the "new drama'" @sust compete with the
contemporary navel: that the '"new drama' must also be
immensely readable. He was, to that end, writing plays with
enormous  sltlage directicons because he was caonvinced fhat the
time when the playwright could say, like the Elirzabethans,
"a strest" or "another part of the battle fTield" and leave
it at that, had gone by. Shaw not only set his scene in
uwtmost detail, but gave his actors an overwhelming amount of
help by detailing the pesrson and personality of his

characters.



The massive detail of the stage azs well as the
characters, to say nothing about the lengthy but interesting
prefaces, makes his plays something of a cross between
dramatic literature and the novel. These novel-plays are,
naturally, meant to be read, and, needless to zay, to read
them is a delightful experience. Shaw's indebtednsss to, or
rather his affinity with, the Dickensian technigue has
already been noted. It may further be noted, in this
connection, that Bhaw wag, like Dickens, a literary
cartoonist in his method of characterisation and invention
of plots, Shaw exaggerates: he magnifies and does not
minifys vetb this exaggeration does not destroy the
sense of reality. This is actually Dickens all over again.

1 have already said that Shaw’'s plays  are
twentieth century morality plays. This demands a bit more
#laboration. Certain features of the Morality Flays and the
Interludes appealed strongly to Shaw’'s comic instinct and
controversial disposition z laogee jests over soleon
subjects, didactic arguments, and prolonged debates. He was
& natural rebel, with an irresistible tendency a la
Neitzsche, to  transvalue value, to turn things upside down
.and inside out., The Seven Deadly Sins or Mortal Vices,
integrally embedded in the morality plays, afforded bhim the
perfect opportunity for inverting conventional standards. In
their place he set the seven illuminant good qualities and

wittily renamed them"The Ssven Deadly Virtues". Long before



becoming a dramatist., he was delighting William Morris and

his circle of congenial intimates with hig witty and caustic

lectures on those Seven Deadly Virtues, much to the
discomfort of the moralists., I the morality play a
#truggle, episodic and vet continuouws, takes place between

the forces of ogood and 2vil, for the possession of human
soul. Shaw designed guite sericusly a new table of ethical
vaiues though we find him rather capricious in his choice of
these Deadly Virtues., We find him giving varving lists
depending upon the circumstances depicted in the individual
plave. In the Hell Scene in Man and Supsrman, the most
detailed study of ethical traits and moral values found
anywhere 1n Shaw's writings, we are told that Hell iz "the
home of honour, duty, Justice, and the rest of the seven
deadly virtues”. Elsewhere he catalogues eight with others
uwrispecilfied. Don Joan tells the Devil ¢ "Your friends are
ot moaral, they are only conventional . . . to the very
backbhones of their souls. Beauty, purity, respectability,
religion, marality, art, patriotism, bravery, and the rest
are nothing but words which I or anyvone can tuwrn inside out
like a Qlove",

The great flexibility in dealing with the Seven
Deadly Sins and the Seven Deadly Virtues is illustrated by
another example in Shaw's allegory of the Christian religion
under the pressure of sacial. financial, and economic
forces. In Major Barbara we are offered a new list of Seven

Deadly $%ins in the conflict betwesgn Wealth and Foverty -



food, wlothing, firing, rent, taxves, respectability, and
children. Be +this as it may, Shaw surely is the master
morality playwright of the twentieth éentury. His plays,
most of them, are moralities voicing the clashing ideas and

conflicting ideologies of our time,.Man and Superman. Bagk to

Methuselal, Major Rarbara, Androcles and the Lion,
Heartbreak Howse, On the Rocks are all twentieth century
morality plays.

The distinguishing characteristics of the
cartoonist are grxaggerations and distortions, This
distortion is not a deviation from, rather a héighteﬁing of.
reality. To eraggerate some feature —-— a nose, a chin, a
brow -—-—— is npot to destroy likeness; it is a stroke of
parspective in  order to  accentuate a dominating and
determining feature of character. Shaw was a literary
cartoonist; and as a literary cartoonist his aim was
huinourous, exaggerative portraiture, and not caustic or
malicious satire. Shaw’ g crucial innovation was, in
abandoning raw repalism and photographic representation, to
develop a new form of "Ultra-realism” or “supra-naturalism".
It was necessary to create characters, in order to achieve
this, in a strictly realistic setting, giving in their
mowthes truths as naked thoughts from the sub-conscious. This
expression from the sub-conscious 1is as  truly self-
edpressive as  the soliloquies of Mamlet, Iago, Macbeth and
MANYy other Shakespearsan self-revealers. This view is

explicitly set forth by Shaw $ "My soart of play would be

1Z9



impossgible wunless I endowed my characters with powers of
self-~conscipusness and self-expression which they would not
possess in  real life. You could not have Esop’s fables
unless the animals talked“l. O'Neill’s concept of bringing
the dinner life into parallel with the outer life interested
Shaw despply, hacauﬁﬁl that achievement of the Amserican
dramatist, in whom Shaw saw the "only" contemporary American
dramatist, strongly resembled what he himself had long been
attempting to do. He realised the essential wunrsality of
each person with two voices distinguished by different keys:
one the natural  language of daily life, insincere and
artificialy the other, the speech from the sub-—conscious.

"But the schizophrenia, he felt, was too glaring for the

stage, forbidding even that classic remission of incredulity
e

-

eupresged so ingeniously by Hazlitt” . Shaw felt that there
wees but one  aolution to this  problem; to have the
individusal, in the realm of the Conscious and on the plane
of daily living, speak with but a single tone and voice the
uninhibited impulse to truth of the Sub-conscious. Shaw
illuminates the whole matter in a passage of a letter
written to Frof. Allardyce Nicoll, refering to his practice
of making characters "say not what in real life they could
rever bring themselves to say, even if they understuad

themselves clearly enough, but the naked soul truth, guite

1. Siuteen Self-sketches ~ G. E. Shaw. N. Y. 1749, F 137.

2. G.B.S. t Man of the Century. A. Henderson. VYol 11

o

Appleton—~ Century Crofts Inc. 1984, P 75
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gbjectively and scientifically presented, thus combining the
extreme of unnaturalnegg}. This Shaw divined in Shakespeare
at his greatest moments. The Shakespearean soliloguy, in se
far as it waz not merely an "aside" for the information of
the audience, was an attempt at this. According to Shaw the
highest drama is nothing but a striving towards this feat of
interpretation ?

No study of the dramatiec technique of Shaw couwld
be complete without a reference to the puppetal semblance
noticeable in many of his plays, especially those which are
labelled as moralities. All his morality plays - and Ln a
broad sensze all the plays of Shaw are morality plays ~ are
termed indiscriminately By him as  allegory, parable and
fable. There was a childlike mood of wonder in Shaw that
responded to  that philosophic spirit of Bergson, who found
the basic meaning of humowr emerging from amnsideratinn of
man as a puppet, a mechanical toy. All the allegorised
characters of Shaw, in particular those presentiing a single
trait or characteristic, have something of the rigidity of
the marionette.

No one who has studied with care the Shavian

drama, the settings, and the handling of characters, which

often appear to be "thought- marionettes” skilfully designed

1. Cited by Prof. Allardyce Nicoll in A History of Late
Nineteenth century Drama 1850-1900 (Cambridge, 1949)

2 Ibid.
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and often only thinly disguised, can fail to trace their
origin  back to the old church pageants and shows. Funch and
Judy shows in which Shaw revelled as a youth gertainly had
deep-seated influence 1in his plave. In the Shaw drama chest
we: Tind both the staged marionsette-shows with human puppets
arnd the modernised Punch and Judy Flay. The Dark Lady @f the

Spnnete and Great Catherine are ilustrations of the former

type while The Devil s Disciple and The Shewing up of EBlanco
Fospnet, are of the latter. It is quite interesting and

apgpropriate to note that the last work Shaw wrote for

production showld have been & puppet play — Shakes ygrsus
Shav (194%) -~ produced by the Walds Lanchester Marionette
1

Theatre at the Lycewum Hall, Malvern. The note of Shaw on the
Frogramme beginning "This in all actuarial probability is my
last play and the climax of my eminence, suech as it is", is
quite significant. It would be wrong, of course, to discover
the puppet-master Shaw in all his plays and in the same
degree. Certain critics have aone up so far as to assert
that to Shaw had occurred the notion of relieving the British
drama from the burden of human beings and substituting a
procession of puppets, To this Shaw retorted, "You must not
let vourself be overwhelmed by my style . . . . A1l my plays

ware written . . » as plays af life, character, and human

1. This note iz printed as Preface to Shakes versus Shav
in The Complete Prefaces of Bernard Shaw. Fawl Hamlyn

l.td. 1%65. F 21&6-917,
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1
destinyy like those of Shakespeare and Euripedes". It must

be admitted, however, that the relation of Shaw's plays to
marionette shows and Funch and Judy Flays, and through the
latter to the old Moralities has not been given any serious
study.

When a playwright uwses s many and so varied
techniques, as does Shaw, we feel really disturbed and at a
logs; no wonder the Victorian play—goers did not know what
to think after seeing a Shaw-play. Shaw at the same time and
to the bewilderment of the critic, claims that he is an
inspired artist and wants us to understand that his plavs
are not  Ycongtructed plays"; rather they grow naturally.
Bhaw, we all surely agree, is never dull and there ig a lot
of ftruth in the observation that if a playwright "constructs"
a play, he will find himself in the position af a person
putting together a Jjig-saw huzzle, absorbed and intensely
interested in an operation which becomes unbearably dull. &
good play constructs with a subtlety, and often with a
mechanical ingenuity that deludes the critics wha hold the
playwright as a crafty artificer when, in fact, he has never
thought of what one character would say until ancther gave
the cue. This is not the technigue uf-an arti=zan, but of an
inspired artist, When after the production of Saint Joan,
which gave Bhaw a towering position in the theatre,the

playwright was called upon by the Modern Historic Records

1. As in G.BE.S5. ¢ Man of the Century Vol II1 A. Handerson

Appleton Century Crofts Inc. 19596, p 718



Association to define the principles that govern the
dramatist in his selection of themes and methods of
treatment, he sent a lengthy reply in which are to be found
some specific statements which illuminate how he works and
why, at least in his later works, there is a mystic spirit.
Im view of the significance of Shaw’'s observation, I venture
to guote him at length

"T am not governed by principles; I am insplird;
how  and why I cannot explain because 1 do not know. But
inspiration it must be; for it comes to me withoaut any
reference to my own ends and interests.“l.

This is a fair description of a dramatic authors
it also shows that the inspired artist works without being
irthibited by his own aims and intersts ~ social, political
or philosophical.That Shaw can write like an inspired artist
is amply demonstrated in that zcene in Candida where Candida
declares her purpose of remaining with the strong man
because he is the weak man. She is asked to choose between
twa men, one, & self-confident preacher, her husband, and
the other, a wild and weak young romantic poet, her lover.
She chooses the former because she understands that he
requires her help more and he has more weakness, Here we see
ong of the best reversals that Shaw ever effected. But there
g more  than this in Candida. Marriage iz an actual bhuman
relation which has some emotional results. The wife regards

.

1. Az in Euwropean Theories of the Drama - Barrett H.

Clark. Cincinnati, 1918. F 475.
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her husband at once as the strongest and the weakest man
depending squarely on her. It may be said that this
relationship is not one based on love or fear, but one based
strictly on marriage. The man has the incurable sense of the
mather in his wife. This fact about the marriage
relationship has been brought out by Shaw in the play.

The "principles” guide only the lesser writers who
try to construct their plays, but Shaw’'s plays, being pieces
af inspiration, cannat be thought of in terms of being
"ronstructed”. But  the dnspired artist gives his work a
total designg how it happens is without his knowledge. Shaw
writasj "I find myself possessed of a theme in the following
MArrier . I am pushed by a natural need to set to work, tao
wroite down conversations that COme intao my  head
wiaccountably., At firgst I hardly know the speakers, and
cannot find names for them .Then they become more and more
familiars and I learn their names. Finally I come to know
them wvery well, and discover what it is they are driving at
and why they have said and done things I have been moved to
set down.

"This is not being "guided by principles": it is
hallucination:; and sane hallucinatian is what we call play
or drama . . . .1 donot select oy methods: they are imposed
on me by & hundred considerations . . . by the nature and
limits of the art of acting, by the capacity of the

spectators for understanding what they see and bear . -« .« .

1. As in European Thearies of Drama . Barrett H.Clark
Cincinmnati. 1918, F 475.



1 ohave to consider . . . the extent to which the
magic of art can  break through commercial prudence, the
limits @et by honowr and humanity to the tasks I may set to
my fellow-artist the actor”.

it appears from the foreqoing discussion that Shaw
was not an innbvatwr in dramatic technigue. He was at bottom
a oclassicist in dramatic construction who constantly fell
back upon Moliere and Euripedes as well as other great
dramatists and story tellers. Certain it is that he modelled
a rmumber of his playvs upon the almost pleotless conversation
pieces of Moliere. But, in addition, he may well be credited
wilth having cocreated the so-called ‘“debated drama®. He
labouwriously carried the debated drama through the several
phases of the disguisitory, discursive, and digressive
dramas. These last are plavs in which Shaw seemingly
capricicusly, but in fact deliberately, digresses from the
central  theme of the play, and makes a personal tour of his
brain with all its prejudices and eccentricities. Such plays
are  antertainments, N less delightful because they donot
conform  te  the orthodox canons of dramatic art. So far as
possible he aliminated plot, freguently discarded the
technique of the "Well-made Play", shunned the romantic
dramas of love and intrigue and, in later phases, devoted
himself entirely to the expression of general philosophical
ideas in conversational pieces.

When 1 savy that Shaw, at bottom., is a classicist.

1 ME> AT that his execution iz classical. But the source of

l4é



his olave 1is  alwavs romantic in  so far as they are the
result  of his  inspiration. All  great art is romantic in
inspiration and classical in execution.

It is Hhaw, more than anvbody else,. who kept the
world  laughing for over half a century. He was almost like
& prankish boy — with a fundamental difference, nevertheless

plaving with a buge but stupid animal, the Public. Aan
analvsis of his predicaments and the way he handled them may
be given in  this way @ Naggéry as a medium is invaluable.
Shaw' s case greatly is the case of Rabelais over again. When
he began to promulgate his opinions, he found that they
appeared toc the unthinking people extravagant and even
insane. In order to get a hearing it was necessary, Shaw
understood, to attain the footing of a privileged lunatic
with the licence of a Jeaterl_ He found that he bad only to
say  with perfect simplicity what he meant seriously just as
it struck him, to make everbody laughs the real joke is that
all the time he is in perfect earnest.

All  this is said to bring home the point that the
technigue of the Shavian drama and the treatment of theme 1in
that drama are not air-tight compartments which could be
studied independent of each other. Much has already been
said  about the treatment of theme in & Bhaw—play, but a

little more discussion is deemed MeECcesSsary.

1. George Bernard Shaw -~ Clarence Rook. The Chap—-Book.
1896, P 539,
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#n long the critics and the theatre—goers had the
netion  that drama must be written with “dramatic® themes.
But it was Shaw who showed that a drama may include, as its
theme, anything and everything: after him it has become
impossible Y0 say which themes should be branded as non-—
dramatic. 8Shaw takes up love, marriage, family life, monesy,
poverty, capitalism, socialism, critics, ministers, future
life, simpleton, conscience, the League of Nations, Ireland,
England ——— to name them haphazardly --- in his "Social”,
"FPolitical™., "Fhilosophical" plays and treats them in his
DWW WaYy .,

The phrage "in his own way" makes it necessary to
have & glimpse, however quick, into the mind of Bernard
Shaw} this would help us understand why he dealt with his
themes in  the way bhe did. firanting the artist, a man
abviously deals with a subject in & manner that best suits
and fits in his mental make-up. Shaw’'s was a gigantic
intellect and 1t i guite a difficult job to separate the
chaff from the grain. S8till an attempt may be made. Though
we  do ot completely agree with G.K. Chesterton’s analyﬁi;
agf  the wmind of Bernard Shaw, Shaw’ s mind tan be studied in
the very thiees broad different aspects analysed by
Chesterton ~ Irishman, Puritan, and Prngresaiva. All these
aspects have to be understond in order to examing how the

playwright dealt with his themes.

1. Georqge Bernard Shaw - (B. K. Chesterton. The Bodley

Head. London. 19&61. F & - B0
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Shaw had the rare aquality of being a saint of a
strictly ascetic type. for he. was actually unwordly and
innocents this unworldliness and innocence ~ the gualities
of saints -~ are typical Irish gualities. Nothing can be
truer than this that I[reland has a quality which made it the
land of saints and virgins., Elsewhere in this chapter it has
been noted that Shaw had a childlike mood of wonder. He is
often audaciouws in theory, but is alwavs comparatively clean
in thcuqht1 « This is owing to his chldlike innocence which
made him courageous enough to give voice to unpalatable
truths. A pueer clearness of the intellect is an Irish gift
and from behind the seemingly jumbled—up thoughts of Shaw
this clearness radiates. It has been noted by C.E.M. Joad
that Shaw’'s thought is coherent @ ¢ ., . .his thought . . .

is remarkably coherent, and the doctorine of Creative

Evolution informs and wnifies his teaching on every other

e
W

topics". This consistency, this coherence, would be
impossible had he not have a clear intellect. He seemed to
the English, as= he seems to some pegple even nowy, wild and
unreasonable becauwse he was really much too reasonable to be
anything but fierce when he is fighting. Fersonally one of
the kindest of men, Shaw sometimes has written to burt. not
because he hated a particular man, but becauwse he couwld not

stand calaly certain ideas and wauld slay them 1if he couwld.

1. Ibid.
2 Shaw - C.E.M. Joad. Vigtor Bollancz Lid. London. 1949,

(Distributor 2 Allied Fublishers Ltd. Bombay and
Calcutta). F 198.
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The English are always led to the fallacy that the Irish are
weak and emotional and this fallacy springs from the fact
that the Irish are lucid and very emotional. An Irishman may
like raomance, but, like Bhaw, will not fail to point out
that it is  "only romance”. But  here we must grant the
individual addities and eccentricities of 8Shaw which are
many and varied.

As a growing boy, Shaw developed an attitude of
criticism, of acepticism, towards religion ~ an attitude
which begot many wrong and misleading conclusions. His
father had a devastating sense of anti-climax which was
transmitted +to the son. The father, while reproving the son
fize hig irreverence, ended the reproof with even a more
autrageous irreverence. Shaw’'s irrevaerence towards
religion, it should he noted, was actually his irreverencs
towards the conventions of religions. &n overwhelming
coantampt towards the conventions of religion and society wag
ahsorbed by 8haw in his impressionable years. The spirit of
camic  irreverence  to which he was exposed in his childhood
gpant in the company of his father and hiz uncle Walter, had
been highly beneficial o bhim throughout hie life. It zet
upon  him  the zeal of a satiristy but, may it be noted, he
never satirised the truth of religion: he sativised only he
sham, the bypocrisy. As & emall boy he, like many obther
children, conceived a positive hatred for religious
practices because of compulsory church attendance. I feel

irresistibly tempted to quote Shaw to give an idea of his



hatred for congregation in  the chwcoh which appeared to
Mim, not the house of GSod, but the house of Batan.

- « - To this day, my flesh creeps when I recall
that genteel suburban Iriskh Protestant Church, built by
Foman Catholic workmen who would have considered themselves
damnied had they crossed 1its  thyeshaold afterwards. Every
seperate stone, every pane of glass, every fillet of
arnamental dron work - half dog-collar, half coronet — in
that building must bave showed a separate evil passion  in
My young heart"l

The unnaturally motionless figures af  the
congregation in their Sunday clothes and bonnets, and their
set faces, pale with @malignant rigidity produced by the
suppression of all expression produeced & positive impression
of intolerance on young Shaw — an impression that lasted
throughout his life.

The adiective used by 8.K. Chesterton to the

e
e

home of the Shaws as “"narrow, Furitan" is very much
misleading., It is true that Shaw was a Furitan, but to call

the bhbouse where he was born and where he gpent his young

1. QOuoted from Geogre Bernard Shaw : Man of the Century Yol
I. Applean-Century Croft Inc., 12596, P 45, The egsay "UOn
Going to Churce", was Fublished in The Savay, January,
1896 .This  wsssay has been frequently reprinted,
particdlarly in The Fhilistine,

2. G.BR. Shaw - G.¥. Chesterton. The Bodly Head. london.1961.
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days as Jjust Puritan and also narrow is capable of drawing us
to wrong conclusions. From all we know of their home with
the elder Shaw and Walter discussing religion in the most
comic  and outrageous tone gives us the impression that it
was not an  average “narrow, Furitan” home. In later life
Shaw reached the. unal terable conclusion that,so  far as
Frotestant agentry was concerned, Ireland was the most
irreligious country in  the world. The letter written by
Shawi when he was only nineteen, to "Public Opinion” brought
the charge of atheism against him. True it is that SGhaw was
ot religious in the conventional sense and certainly it was
outrageously blasphemous of him to liken the church to the
house fo SBatan, Fut Shaw was religious in a deeper sense.
He, at hottom, was a spiritualist and a mystic furlwhum the
formalities of religious practices had little value. That he

was a Furitan is beyond dispute. In one of his numerous

prefaces Shaw decglared, "I have always been a Furitan in my

e
s

attitude towards art® . Exhibiting all that is purest in the
Furitan, Bﬁawﬁ a closer study will reveal, was on the side
af the Puritan in almost everything., He had unflinching
devotion to truth and the deep desire to see truth face to
face. He was highly impatient with irrelevant sentiment or

destructive symbols and was gifted with the rare quality of

1. The whole letter is guoted by Archibald Henderson in
Ceorge BRernard Shaw @ Man of the Century Vol 1.
Appleton ~ Century- Crofts Inc. 12568, F 48-49,

Preface to Three Plays for Furitans. The Complete
Frefaces of Bernard Shaw. Faul Hamlyn Ltd. 19465. P 743.
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constant effort to keep the soul at his highest pressuwe and
spead. We may here note that Shaw found in Bunvan, a
Furitan, a Kindred sowl, Bunvan was Shaw’'s favourite author
ard went w#so far as to place him above Shakespeare as a
wiriter and thlosmpharl. But here again, a note of caution
must be sounded. Whatever is sentimental and deliguescent in
Furitanism was rejected by Shaw., To look at Shaw as an
aorthodox  Furitan also will be misleading because he never
supported any repression. Instead of calling bim a Furitan
it would be more fitting to ¢call him a biologist. Shaw's
condemiaation of =uch highly respected institutions as
marriage and family led many to brand him as obgcene and
immoral. As he said and wrote unpalatable, discomforting
facts, e was  looked wpon  as  Ammoral by the ‘“Ymoralt
Vigtorians. But the fTact is that he was opposed to
repression,  the greatest good for a Furitan, of pleasures.
The YPuritan" Shaw would feel out of water in the England
of Cromwell. Sex experience, for Shaw, was not a taboog
rather it was a part of human gQrowth and about this subjiect
he thought and thought like a true bhiclogist.But Shaw did
not  indulge, and he did not want the good man to

indulae in feminine charm. Shakespeare ¢ Caesar may thus

indulge, but not Shaw’'s Cagear.,

1. It may be noted that Shaw called Jobhn Bunyan “Breatest
English dramatizer of life" in the Freface to Three

Flays for Furitans., The Complete Prefaces of BRernard

Shaw. Faul Hamlyn Ltd. 19&%G. F 746.
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Shaw was born in an epoch, or rather at the end of
an  epoach, which was  in many ways unigue in history. There
had been nther periods of reform which had swiftness as the
main characteristic, for example, the period of the French
Revalution which changed the colouwr of all Europe and
brought abaut a change 1in the mental horizon of the
paoeple.The nineteenth century was, too, a period of reformg
but rnow the ideas of reform dwindled into the feeble idea of
mere pragress  as had never happened before, not certainly
in  the period of the French Revolution. The Republican
energy fTailed to plant real hope in the mind of the people.
By the fag end of the nineteenth century two distinct
figures arose in the society - the pure Conservative and the
pPlree Proqregaivel. These two figures would have been laughed
out of existence in any other epoch of history because there
is something comically foolish in the idea of mere proaress
ar qoing forward as in the idea of mere conservation without
Judgement. Whereas there have been ages of Conservation and
Frogress, only the last part of the nineteenth century
remained content only with these two waords,

History, the wise say, repeats itself. We know how
the wave of the Renaissance froze into mere forsm of
clagsicism. S0 alsn the ideas of democratic rights and
fregdomsz of the nineteenth century sstiffened into mere

scepticism, destructive of everything, including democracy

1. {Heorage Bernard Shaw —~ G.K, Chesterton. The Bodley MHead.

London. F 50.
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itself. The destroyers were always talking, possibly
withouwt understanding the implications of all their talks,
of going cegaselessly forward. The result was as it should
be: the moral world was completely in a chaos. For ail their
talks of morality, it had no solid land beneath its feet
when Rernmard Shaw arrived on the scene. The Frogressive of
the time was always discontented and this discontentment
led him  to some futile speculations; his was an almost mad
search Tfor institutions which he could break or alter
and  then thant himself for becoming a progressive. Thus the
mird of the Progressive was a veritable riot.Shaw was alzso a
Fragressive, but with a difference; and he could beat all the
progressives of  the time comfortably in this great game of
being & grogressive. The secret of his viclory was that his
was not a mental rvioty he was completely clean—headed who
could always find the most unthought of arguments to counter
the views of his opposition. Whereas most of the progressives
had no idea about their destination or aim, Shaw had the
Erack not only for producing a new and surprising  argument,
but alse had a new philosophy. It is greatly his credit to
have brightened the ‘“modern movemeﬁts" with suggestive
thoughts,even though his thoughts are not entirely original.
The romantic rationalists were struck dumb by the
Shavian trick of exposing their ssntimental viewsji he turned
their own .rationalism against their sentimentalism. The
romantic rationalists wouwld hold that women were egual to

mn and then look at them as goddesses, Shaw contended that



if she was bis equal it would be foolish and illogical to
romanticise her as a goddess and to place her on the altar as
a charming, flawless creature. Whereas for the womery
equality meant the emancipation of women making them equal
to men, for Shaw it meant primarily the emancipation of men
from the bondage of woman—worship, allowing them to be rude
to women. In almost every play of Shaw we find a man and a
woman pitted against each other in arguments, in which the
woman is out-witted and out-manceuvred until she admits that
she is no better than, but equal to, his male victor. It is
an  illustration of Shaw’'s undisputed ability to throw a
newer light on every aspect of life. He out-manceuvred the
progressives and caught the rivolutionists napping when he
pointed out that the Home Rule for Ireland, with which the
revolutionists and the progressives fell in instinctively,
was a bad thing because it started with the word “"Home”
which could not have any good influence on & man. In thus
arguing Shaw exposed the sentimentalicsm of the romantic
rationalists. Whereas most of the people including the
romantic rationalists looked at Love and War and the British
Party System with awe and reverence, Shaw took care to scrap
the romance out of these things and showed point-blank that
neither Love nor War had any romantic charm and that the
British Party System was unworkable. The romantic idealist’s
view of Love and War and the romantic idealists themselves
were intolerable to Shaw; he threw cold water upon them

by using the term "idealist" always as a reproach. It must,
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however, be borne in mind that, far from being a sceptic,
Shaw’'s dogma was nat one of hopelessness and wunbelief. For a
man to whom Life was glorious. nothing could be more foreion

than the dogma of futility and hopelessness.

Shaw was a profound bumanitariarn which meant for
him an identification of bhuman 1ife with the life of
nature. But he was careful lest people should mistake him
for being a sentimentally compassionate man. So he claimed
that he was an economist who hated to see life wasted by
carelessness and cruelty. He became a vegetarian and claimed
that he became a vegetarian not because he felt sentimental
about animals. but because it was his “duty" not to devour
animals and also because he disliked dead animals. He was
nat a sentimental socialist and any suggestion that he
became a socialist becawse he was sentimental enough to tabke
povarty as cruel, wauld not be entertained by him. He
anmnoaunced  that he became a socialist because poverty was
wasteful and the greatest of all crimes from which all other
crimes emanate. It is true that he felt bitter to see the
appressed poor, but he wowld not admit that his view—-point
was  that of & sentimentalisty; rather it was that of an
ecoromist,. He would say that he hated the poor and so would
not have even & single man remain poor. Thus Shaw was the
arch—progressive of his time, the difference between him
ard other progressives being wvery great. His arch—
progressivism antagonised even some of his friends and
progressive contemporaries. In every age the world demands

some passionate protestant, o compel us  to justify our
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belisfs and fto evaluate our lives. Throuah the ages we
have seen the births and works and messages of Moliere.
Bwiftt, VYoltaire, Ibsen, Carlyle. To this bright galaxy we
may safely add_the name 0f George Bernard Shaw — & destrover
a0 doubt,.but not a destrover who destroys for its own sake,
but for creating something greater and nobler. MHere was a
man who stood against all sham  and  hypocrisy. agalnst
ugliness in life and society: in short, a man who carried on
the war of Jgsug Christ ~—— +t0 unmask imposture, to
ovarthrow ftyrannies, falseboods, and superstitions.

Witk this idea of the mental horizon of S8haw we
may proceed to ask what the themes of his plays are and how
gid the dramatist deal with these themes. It is impossible
to answer this guestion 1in a sentence or two because his
themes are &g varied as the moods of Naturei and because he
does not  treat his themes in the fashion of a conventional

MAr «
Shaw was not a socialist dramatist in the sape

gsenss  that Upton Sinclailr was a socialist novelist. Hisg
knowledge of economic systems and their bearing on the life
af  the people certainly stood him in good stead as a
dramatist, BRut to say this is to give as little idea of
what Lkinds of characters he creates,. what situtitons they
find them in, and what the plavs are about as may be given
of fthe figures of Michelangelo by asserting that they are
the works of a man who understood the skeleton and the
mase les ——~ane who had the knowledge of apatomy. It is quite

wrong and misleading to assume or even suggest, as has
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zomelimes been done, that the possession of socio-economic
intelligence must imply that the writer who possesses it
wrrites tracts for social reform without bothering for art.
Shaw has to  thank himself for plavinmg into the
hands  of the critics. In his early days he wrote books on
Wagner and Ibzen which introdoced their subjects to the
English—-speaking public wrongfully as primarily social
reformers. Though the refarmist zeal in Négmer and Ibsen
cannot  and should not be completely ignorsd, Shaw, in his
zeal, amphasized this aspect in them to such an extent that
they appear before wse, if we accent Shaw’ s views abouwt them,
as nothing but social reformers of the Shavian brand. Shaw' s
views abouwl them are nothing but a2 misinterpretation, for
Wagner and Ibzen were artists in the first place. Ibsen’'s
theme, although characteristic of the nineteenth century
European snciety, is not a doctrine of social revolution; it
is  rather the dramatization of the tremendous conflict
hetween one’'s duty to the establighed institutions and
maral  dogmas and one’'s duty to one’ s own conscience. Ibsen
treats this theme over and over again in a number of ways in

Fillars of the

different settings. The conflict in Ih

- s min,

Socigty and that in A Doll s House orF Hedda Gabhler is

fundémentally the sSame , the difference lying in  the
situations the characters find themselves thrown into. The
conflict between the nineteenth century moral world and the
dictates of one’'s conscience is the basic theme of Ibsen. It

is & biQ guestion whether Rernard Shaw has any such basic



“reme. Shaw  reallv deals with  sublects of uwunthinkable
variety and it I1s SBhaw whto has shown that any subject cowia
ne a subject for tresatment in a drama provided the dramatist
las the technigue of dramaturagy at his finger —tips. Shaw
was certainly consciouws of the importance of hisg themes.
This becomes obvious from his declaration that he regarded
much current moarality as to economic and sexual relations as
disastrously wrong and  that he  reoarded with abhorrence
certain doctripes of COhristian religion as understend in
Enaland. It is a fact that Shaw is important as a dramatist
Tz his dramatic techhique as well as for his themes.

But to glassify the themes of anvy dramatigt,.mf
Shaw most of all, is a task begset with difficulties 3§ and
althouah 1 have made an attempt to do this, it is wellnigh
impossible to ascribe one particular  theme to one drama H
that would be a serious mistake and any such attempt is
baand to end in futility., The colourful, artistic and, one
might add, the philosophic mind of Shaw worked into all the
plave and we may well discover in ong single play of Shaw
themes more than  one. Iin a plavy of ideas the playwright
deals with ideas and dramatires them. It is only commonplace
obzervation that political, economic and social problems
cannot be  thought of independent of gach other § even
philosophic systems may be regarded as by-products of socio-
economic congitions, It 1s obvious, therefore, that in a
play of ideas we cannot expect only one theme, but a whole

set at  them cutting across each other frequently. A
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"political” play of ideas can naturally héve *philosophical®
bearings; a play dealing with the moral atmosphere of a given
period or place cannot be thought of without relating it to
the political and economic situation of the peried or the
place. Still an attempt at classification of themes of
Shavian plays is not useless ——- even though all the themes
of his plays and even of one single play may not be covered -
—— in as much as it would help us te understand these plays.
While making such an attempt we can at best speak of the
major theme and the minor theme in a play, always bea}ing in
mind that such a classification is not quite satisfactory and
may sometimes be migleading: the so-called major and minor
themes may, playing into each other, become really one. Again
it must be noted that in the purely "disquisitory" plays of
the last period of Shaw’'s dramatic career one deoes not find
*theme" asz such because in them one finds "“talks" about
various interests leading to no specific idea, thus keeping
one askance for a precise theme or themes.

The theme which recurs in Bernard Shaw is the polar
opposition between the type of the saint and the type of the
successful practical manf We find the clearest presentation
of this type of opposition in the conflict between Father
Keegan and Tom Broadbent in John Bull's Other JIsland and
between Barbara and Andrew Undershaft in Major Barbara. There

the moral scales are pretty evenly weighted and the

1. Bernard 8haw at Eighty --- Edmund Wilson in G.B.S5 : A
Critical Survey —-—— Ed. Louis Kronenberger. The World
Publishing Co. N.Y. 1953. F 143.
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predominance of the practical man produces an effect of

satisfactory reassurance without carrying any evil
implications. But these opposites ——-— the saintly and the
practical ———— also have the tendency to dissociate

themeselves from one another and to feature themselves
alternatively in suctessive plays. Thus in The Devil's
6isciglg the hero is a dashing fellow who has flashes, though
somewhat melodramatic, of saintliness and his opponents are
made comic or base. The same is true of The Shewing Up of
Blanco FPosnet. Caesar and Cleopatra is a play glorifying the
practical man of businesss Androcles and the Lion glorifies
the saintly and so does Saint Jpan. In Saint Joan the
protagonist and the antagonist are shown alike effective.

But this theme of the conflict between
the saintly and the practical is not, though a recurrent
theme in the plays of Shaw, the only theme that he treats.
His themes‘are amazingly wvarious covering a big area of human
thought -——— relation between man and woman, between husband
ard wife, parents and childreny Wary the problem of
conscience, of Education and creation, character and
disposition;y the problems of the individual and societyj; high
politics ;3 religion; and running through almost all the
plays, the theme of Creative Evolution. He presents the
classic themes in dramaj the clash within the mind of the
individual, between institutions, and between the individual
and the forces that govern or try to govern the society.

Shaw’'s themes are traditional, but where he differed from the
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earlier playwrights is the way he looked at the themes. As a
"younger son of the middle class” he discarded the morality
of the Victorian bourgeoisie and turned his themes inside out
to discover the sham and the shallow in the Victorian
morality. It is not that all the themes of Bernard Shaw are
modern. Most of the "modern" themes and "ideas" are a hundred
years old when they are not as old as the world., But these
themes appear so fresh when expressed by Shawi in the hands
of most of the others the same themes would turn quite duli.
The reason may be that he seldom deals with the conventions
or convictions from the same ground as another man would do.
An  excellent example of this may be found in Sajint Qggg.
There is no dearth of dull wearisome books on the ordinary
anti-clerical theme. In these bonks clericalism is denounced;
the clerics are denounced because they condemn the heroine.
But Shaw does not denocunce the clericsi rather he defends
them and shows that Cauchon really tried to save Joan. Again
Shaw does not portray Joan as a romantic heroine; his Joan is
& soldier who has not lost her feminine natureg she is
immature and ignorant, for she has no notion that her words
and actions definitely go against the interests of the
Catholic Church and the Feudal System. While dealing with the
theme of war, for instance, in Arms and the Man he shows that
the romantic attitude towards war is shami that it is wmore
important to have a few bite of chocolate to eat in the field
than cartridges for revolver. In this play romantic leove has
been ridiculed for neither Sergius nor Raina, who appears so

romantic in the beginning, is satisfied with romantic love.
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It is not a question of whether Shaw’'s ideas are right or
wrong. The point is how he dramatizes his ideas as he deals
with his themes. For instance, the theme of education and
creation has been dealt with in Pygmalion, in which the
creator gives birth to certain problems by imparting
education to Eliza. The flower—girl could earn her daily
bread when she could not talk caorrectly and praperly. Frof.
Higgins teaches her how to talk properly and Pickering gives
her lessons in deportment and now she finds hersélf
completely helpless. Formerly she was independent and could
depend uwpan herself, but now she must depend upon somebody,
preferably a man. Unlike Pinero and Jones, Shaw did not seek
any compromise hetween the society and the individual. There
was every fear that the upholders of morality would brand him
as immoral for having exposed the naked, discomforting factis
about the Victorian society. Shaw himself declared that be
was a specialist in "immaral” and “heretical” plays and
thought that such plays were essential to the welfare of the
nation. By "immoral"” Shaw did not mean what was not proper,
but what was contrary to conventional standards of manners
and moralities. Taking the risk of being called "obscene" he
asked pointedly the validity of the manners and moralities of
the convention-bound people making the protagonists of his
plays wnconventional: he asked the use of the established
ingtitutions and beliefs which, he thought, the peocple had
already outgrown. In this respect, however, he was not the

first playwright in European literature, for the plays of
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Ibsen have also been labelled “"immoral®; §Shosts has been
called "an open drain: a loathzome sore unbandaged; a dirty
act done publiclyi and The Master Ruilder, . . . unwholesome
s .« « simply blasphemnuse. 1t may be pointed out tha£ Shaw
made an open confession of his "immorality” = "1 had . . - no

respect for popular morality, no belief in popular religion
3

"
bl - - -

We must not fail to note that Shaw never makes
adultery a theme. In one of his earliest prefaces he wrote :
"l have a technical objection to making sexual infatuation a
tragic theme. Euperience proves that it is only effective
in the comic spirit . . . .Let realism have its demonstration,
comedy its criticism, or even bawdy its horse-laugh at the
expense of sexual infatuation, if ii must, but to ask us to
subject our souls to ites ruinous glamour, to worship it, to
deify it, as if it alone makes our 1life worth living, is
nothing but folly gone mad erotically . . . ."? 8haw was
interested in sexuality in its intellectual and comic
aspects, but his works seldom indicate a simple sexual
attitude. He does not ignore love which he finds

unaccountable and mysterious and irrational. He, therefore,is

deliberately anti-romantic, laughing at the illusions of the

1. As gquoted in lhsen. Michael! Meyer. Penguine. 1974. F 686.
2. As quoted in Ibsen. Michael Mever. Penguine. 1974. P 739.

X. Preface to Plays Unpleasant. The complete Prefaces of
B. Shaw. Paul Hamlyn Ltd. 1263. P 716.

4, Preface to IThree Plavs for Puritans. The Complete
Prefaces of Bernard Shaw. Paul Hamlyn Ltd. 19463, P 749.
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play between the sexes. He treates love with the respect of
one who realises its importance, but without false sentiments
or  exaggerations so that he never glamourizes love or the
lovers, The beloveds in his plays are not paragons of
virtues; his is not the cult of woman—worship. Shaw is
chiefly concerned with what may be called conscious love ———
love without false sentiments and trivialities. It would be
wrong, however, to suppose that Shaw regarded love simply as
a mechanical attraction. You Never Can JTell contains &
characteristic love~episode where Valentine bhas fallen
hopelessly in love with Gloria and has to reveal himself to
her though he hated bhimnself all the while for his
helplessness. As the play advances he is shown to be a man of
imagination in whom love becomes an ecstasy. Valentine tries,
not with cosplete success, to bring the ecstasy on to the
level of conscious love., In Arms and the Man romance is
blasted, the romantic hero and the berocine are thrown off
their pedestal of higher love, and conscious love replaces
romantic love and its pretences and illusions. One of the
most distinguished works of Shaw, The Heartbreak House which
is generally produced and read without its love theme in
mind, Shows the attainment of conscious love in a girl who
passes through emotional love and love of convenience. If one
desires to see Caesar and Cleopatra in Shaw's Caesar and
Cleapatra as sexually' infatuated, one wmuat be utterly
desappointed. Shaw's Caesar never worships woman, never
allows them to fascinate him; Cleopatra understands that

Ceasar is above the human weakness of eroticism.
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Whereas politicians generally have a short view and
wehreas their activities are guided by expedicncy, Shaw’'s is
& long one and, as his interests went far beyond party
politics, he is not guided by expediency. These become
evident from such plays as The Apple Cart, Too True o be
Good, On the Rocks. The Millionairess, Gepeva etc. which deal
with "high polities". In these plays he shows the inadequacy
af political education, uselessness of political institutions
that exist without purpose, lack of leadership and the
challenge of false leadership; he shows the necessity of
attaining CoONnscCiousness and the need for political
philosophy. Shaw writes : "Until there is an England in which
every man i1is a Cromwell, a Rome in which every man is a
Caesar, a Germany in which every man is a Luther plus a
Goethe, the world will be no more improved by its heroes than
a PBrixton villa is improved by the pyramids of Cheops“f it
should be understood that Shaw’s praise of Fascist leaders
and Soviet leaders was not the outcome of his blind
partiality for dictatorsi it was rather the outcome of his
impatience with pretended democracy.

In The Shewing Up of Blanco Ppsnet, Androcles
and the Lion, Saint Joan., and Major Barbara relegion is the
theme together with individual conscience. We must not expect
a systematic body of thought in the plays of Shaw who is
primarily an artist ;3 it is often forgotten that the function

aof the artiset and the academic philosopher is not the same.

1. Quoted by C.B.Purdom in A Guide to the Plays of Bernard
Bhaw. Methuen and Co. Ltd. 1963. P 11¢.
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Shaw is & comic genius from whom a workable philosophical
system should not be expected ; but he has philosophical
ldeas which are essentially religious. I have maintained in
another place of the present work that Shaw's philosophy and
his religion are essentially one and he has given dramatic

expression to it. Saint Joan is possibly the most religious

of Shaw’'s plays follaowed by Androcles and the Lion. It may be

noted that a religious content is discernible throughout his

works from Jobn Bull’'s Qther Island to In Good King Charles s

Galden Davs.

Creative Evolution and Life Force is the dominant
theme in a number of Shaw’'s plays 3 they may be called the
Philosophical Plays of Shaw. We may name, Man and Superman,
Back fto Methuselah and the short piece, The Simpleton of the
Unexpected Isles in which Creative Evolution is the main
theme. In the first play the Neitzschean idea of the Superman
becomes the eternal purpose to which man must give himself ;
in the voluminous Back o Methuselah the idea that human life
is the expression of the will to create, through which man
could make himself anew, has been dealt with. The Simpleton
of the Unexpected lIsles suggests that every day should be
treated as a Judgement Day. In Maior Barbara, Cassayr and
Cleopatra, Misalliance, Androcles and the Lion and many other
plays “Life Farce", "Will of God”, ur."Evolutiunary Appetite”
is present as leading idea. The themes of religion and
Creative Evolution are of eternal interest and so the plays
of Shaw dealing with such themes go beyond merely temporal

and comic.

1468



CHAPTER - V

Artist or Thinker

When the earliest plays of Hernard Shaw began to see the
light of day, the theatre-manager, the actore and actresses,
and the audience were at a loss. The critics, burdened with
the #knowledge of the “"well-made playY, did not know what to
say. But they did say that Shaw was not an artist, that his
play were *not plays". The theatre managers did not like
thegse plays, drunk completely as they were with the cheap
entertainment pieces. The actors and actresses as well as the
critics thought, while granting that Shaw was a thinker, that
these plays lacked good “acting" parts. The audience was
completely at a loss and laughed incessantly not knowing what
to do 3 they regarded the playwright as a jester who would
sacrifice all for the sake of good joke — a few of our
contemporaries still hold such a view. The views that Shaw's
plays have no good “acting" parts and that they are “not
plays"  are tantamount to condemning him as "not an artist".
The fact is, he was always, and often is, looked upon as a
thinker, a philosopher and a prophet. It is also often
observed — and this observation is guite correct — that as a
thinker Shaw cannot be regarded as belonging to the first
rank because most of his ideas are only second-hand, Marx,
Neitrsche, and William Butler informing them. FBEut these
critics also did not regard Shaw primarily as an artist. Shaw

actually was a victim of what he said about Shakespeare— lack
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1
of philosophice® competence. It is certainly true that bhis

ideas are not original ; he himself made no claim to the
name of a creative or original thinker who derives new cosmic
theories 1 he denied that such an original "monster" had ever
existed. He was definitely influenced by the ideas of
Neitzsche and Butler and Lamarck and borrowed from them not
illiberally, but borrowing was not his sole business 3 he
contributed to and enriched the borrowed ideas. All  the
pierecing ideazs of his own time and of the past have been
stiidied by his, but he co-ordinated these ideas with the vast
mazz of advance thought. It is natural, therefore, thit many

£
critics loock upon him as a thinker in the first place.

Without entering into a lengthy discussion I maintain
that all great art has two-fold activities - it gives us
pictures, and, at the same time, a lesson, It not only gives
us a pictuwre but finds a meaning in it and tries to evaluate
it. It is bhecause of this that Hamlet is decidedly a greater
work of art, despite Elliot’'s scathing remarks? than even a

masterpiece like King Lear with all its beauty and power

because in Hamlet we find a problem, which defies precise

1. Shaw in the Postscript, dated 1931 to Our Theatre in the
Nineties, writes, "Until than Shakespeare had been
conventionally ranked as a giant among psychologists and
philosophers. Ibsen dwarfed him so absurdly in those
aspects that it became impossible for the moment to
regard him seriously as an intellectual force". Complete
Frefaces of Bernard Shaw. Faul Hamlyn. 1963. P 779.

2. PBoth Archer and Walkley, Shaw’'s friends, also held this
view.

3. Hamlet and his Problems in Sacred Wood — J.5. Eliot.
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explanation, discussed. All real and great art has sone
philosophical and moral import. FPhilosophy is a commentary on
life, and in art we Ffind events which, inspite of
magnification or minification, are wvery much like what
happens in real life. The artist may not always be, of
COouitrse , conscious of the deeper signification of the
"commentary on life" present in his work. Later generations
may well discover newer gsignificance of a work of art. Hence
the gareatness of Hamlet and even of "To be or not to be™.
Shaw held that discussion was the real test of a
playwrigh:. If he meant by this that it is discussion only
which puts the seal of art on a play or a novel, then he was
entirely in the wrong. Again, a piece of art does not become
inartistic if discussion is relevently and interestingly
present there. In the plays of Shaw, as in other plays of
ideas, we find that art has become highly intellectualised;
tdrama has become a medium of intellectual discussion and the
characters have become self-conscious. It may so happen, as
it often happened in the case of Shaw, that the characters
express the ideas of their creator. It is difficult to get an
impersonal artist of the type of Shakespeare regularly. The
protagonists of a number of plays of Rabindramath Tagore -

Govindamanikya in Bigarjan. Malini in Malini and the

1. In The Quintessence of Ibsenism Shaw writes "... and now
serious playwright recognizes in the discussion not only
the main tegt of his highest powers, but also the real
centre of hig play’'s interest". Constable & Co. 1913,
F 188.
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poet in Rather Rashi express Tagore’'s own viewsi; but these
plays are, nevertheless, acknowledged as works of art. In all
great works of art and particulary in a modern work of art
which is intellectual before anything else, discussion
becomes inevitable -~ 1if it cares te interpret life. In
Shakespeare, say in Hamlet, there is a lot of intelluctual
discussion, but far from making the play inartistic, it adds
to its greatness as a work of art. The important thing is
that discussion must become an integral part of the whole
design and an adeguate medium to express the character and
also life. Discussion is the instrument in the hands of the
playwright, particularly of the playwright of the drama of
ideas, to present before us the ideas and to enable us to
look at them from different angles. The use of discussion
may become inevitable to bring out the significance of life
and to expound and explain an idea or ideas. All the
dramatic works of Shaw are commentaries on life, and hence
discussion, far from branding them as inartistic, shows
that these are art-pieces. Discussion may be regarded as a
part and parcel of the art of Bernard Shaw. The modern play
is essentially a problem play. The playwright has to admit
that there is not just one correct point of view. There are
several points of views and the characters are "all right
from their several points of viewi. £ach character is to be

allowed to put forward hig point of views discussion,

1. Freface to Man and SBuperman. The Complete FPrefaces of

Bernard Shaw. FPaul Hamlyn Ltd. 1965. F 160.
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naturaliy, becomes inevitable. About the several points of
view held by several characters and the dramatist’'s relation
with them Shaw writes : "... and their points of view are
for the dramatic moment, mine also. This may puzzle the
people who believe that there is such a thing as an
absolutely right point of view. ... However that may be, it
is certainly true that nobody who agress with them can
possibly be a dramatist ....i

It is rather ironical that Shaw as a critic has made it
impossible, or at least difficult, for those who accept his
criticise to own that Shaw as a dramatic artist has any
right to be really famous. Bernard Shaw as a critic
repeatedly fell into the grave error of separating the
stuff he was criticising into matter and maneeras if they
were watertight compartments. Thus when he confronted the
Elizabethan dramatists he maintained that thay had nothing
to say and that they were only tolerable because they had an
incomparably wonderful way of saying things. Comparing
Shakespeare with Ibsen he would point out that if one
paraphrased Ibsen’'s Peer Bynt it would still remain good
intellectual stuff, whereas if one paraphrased Shakespeare’'s
"Life's is but a walking Shadow", it wauld become mere
commonplace. Hence Shaw arrived at the conclusion that ITbhsen
WaS the greater and more penetrating dramatist than

Shakespeare. But this type of criticism is not only false in

1. Preface to Man and Superman. That Complete Frefaces of
Bernard Shaw. Faul Hamlyn Ltd. 19&65. F 160.



fact, but also non-sensical in theeory. It is absurd tp

paraphrase Shakespeare because he is of genius all compact;

and as it is true of Ibsen so it is of Shakespeare that, so

far as he is an artist, it is absurd to separate what he
says from his manner of saying it. Shaw’'s own reputation as a
dramatist would suffer very much if such a distinction
between matter and manner is made in his case, for the reason
that Shaw’'s matter is in no sense original. A paraphrase of
Shaw is as absurd as a paraphrase of Shakespeare; this would
relegate him to a very ordinary position as a dramatic
artiast. If Shaw is an artist, it is precisely in the sense
that Shakespeare is an artist § and so any distinction
between the theme and the style in a Shaw-play would only
lead us to wrong conclusions. The first critics of Shaw who
thought that he was a philosopher and not an artist actually
committed this mistake. The fact is, the "ideas" of Bernard
Shaw arge no more than commonplaces, but his  way of
presentiing these ideas makes him a master—artist the like of
whom England has not seen very often.

Shaw has won the attention of the present generation as
an artist, and quite rightly too. Bhaw's comments about
himself in which he claimed the honour of being a thinker and
a philosapher are not very safe guides. This, however, in no
way suggests that he is not a thinker at all. But he is much
more an artist than a thinker. His ideas — his philoscephy,
one may say -~ are not originaly but his manner of
presentation pf these ideas thrills us with a conviction that

nothing quite like it has ever tome within our experience. In
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a separate chapter I have dealt with Shaw's di-amatic
technique which shows what a great dramatic artist he is.1
may, howsver, add one or two things more in support of my
contention. The great role of Shaw in the theatre has been to
exploit the full possibilities of a style of English comedy
which had first been given its characteristic form during the
seventies of the nineteenth centuwry by W.5. Gilbert. The
Comedy of Manners of the Restoration Periogd, which had
reached its culmination in Congreve, had been the product of
an aristocratic society which depended for its ironic effects
on the contrast between the artificial social conventions and
natural animal instincts; between fine manners and fine
intelligence on the one hand, and the crudest carnal
appetites on the other. The comedy of the ninetesenth century
- s=metting aside those of DOscar Wilde -~ depended on  the
contrast between the respectable conventions of a pious
middle-class society and the mean, practical realities behind
thems; between the pretensions of high moral principles and
the cold complacency which underlay such pretensions., As with
the dramatists of the Restoration FPeriod it was always the
pursuit of pleasure that emerged from behind the formalities,
s0 in the comedies of Gilbert, which preceded his Savoy
aperas and of which the magt. famous and successful was
Engaged (1B77), it is always the greed for money that
amerges from behind the screen of noble words and discreet
behaviour. The characters of Gilbert’'s comedies who talk the

language of the Victorian fiction, are never for a moment



betrayed by emotion into allowing themselves to be diverted
from the first chance; and the young men are perfectly ready,
not from appetite but from cheer indifference, to make
equally passionate professions to any number of young ladies
at the same time. It is not far from the Symperson family and
Cheviot Hill of Engaged to Shaw’'s The Philanderer and
Widowers' Houses.

But neither Gilbert nor Dickens nor Samuel Rutler -
these two other great satirists of the money-minded English,
to whom &also Shaw was indebted - could teach Shaw how to
analyse sgociety in terms of economic motivation or to
understand and criticise the capitalist system. This he
learnad to do from Karl Mary, whose work during his English
residence — the period in which Dag Kapital was written — was
itself, of course, a product of an ironical protest against
the nineteenth century English civilization. Shaw’'s study of
Economics had served him, as hbe himself said, for his plays
as the study of Anatomy had served Michaelangelo for his
sculpturesf Shaw thus brought something new into English
imaginative literature. And with economic insight and training
he joined literary gualities of a kind that had never vyet
appeared in combination with them — qualities that, in fact,
had been absent from English literature since the century
befare.

In the field of literature the Irish of Bernard Shaw's

period enjoyed certain special advantages over the E£nglish,

1. As in George Bernard Shaw ¢ Man of the Century - Archibald
Henderson. Appleton -« Century—-Crofts Inc. 1986, P 731
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due to the fact that, since Irish society was still mainly in
the pre-industrial stage, they were closer to the eighteenth-
century standardss. The Irish have preserved for English
literature classical gualities of bardness and elegance. Shaw
has had, as Edmend wilsun points out, the further advantage

of musical education.

Bernard Shaw, on the other hand, is a writer of the

—~
.

same kind as Plato. There are not many such writers in
literaturae; and often they puzzle the critics. Shaw, like
Plato, repudiates as a dangerouws form of drunkenness the
indulgence in literature for its own sake; but, again like
Flato, he then proceeds, not simply to expound a useful
morality, but himself to indulge in an art in which
moralities are uwused as the motifs. It iz partly on this
account certainly that Bernard Shaw has been underrated as
an artiast. Whether people admire or dislike him, whether they
find bhis plays didactically boring or morally stimulating,
they, more often than not,fail to take account of the fact
that it is the enchantment of a highly accomplished art that
brings them to and keeps them in the playhouses. S50 far from
being relentlessly didactic, Shaw’'s mind has reflected in all
its complexity the intellectual life of his time; and his
great achievement is that he has reflected it with remarkable

fidelity. He has not imposed a cogent systemi but he has

1. Bernard Shaw at Eighty - Edmund Wilson (in Beorge Rernard
Shaw : a critical survey. Ed. L. Kronenberger. The World
Fublishing Company. 1753, P 140).

2., Bhaw - C.E.M. Joad. Victor 6Gollanez L.td. London. 1949,
F 14%2.
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worked out & vivid picture of life, It is, to be sure, not a
passive picture; it iz a picture in which action plays =&
prominant part.

Shaw's diatribes against Shakespeare made him infamous,
It must be borne in mind, however, that Shaw had a good ear
for Shakespeare’' s word—-music. He is primarily not a poet, but
coupled with his advantage of receiving a musical education,
he had the advantage of ~ and this is even more important -
faving a musical ear. He wrote : "Do not suppose for a moment
that 1 learnt my art from English men of letters. True, they
showed me how to handle English words; but if I had krnown no
more than that, oy works would never have crossed the
Channel. My masters were the masters of univetsal language;
they were, to go from summit to summit, Each, Handel, Haydon,
Mozart, Beethoven, and Wagner . . . ."1. When Stella Campbell
said that Shaw had a "thrush in his throatﬁ, she meant that
Shaw, like Shakespeare, was, above all, musical. We can see
in the dramatic works of Shaw & logic, a grace, and a formal
precision. Of the influence of Mozart on Shaw there can
hardly be two opinions. When his indebtedness to Congreve and
Sheridan was hinted at, Shaw replied : "They bhad no part

whatever in forming my habits. On the other hand, the fact

that 1 was brought up on Italian and Berman opera must have

1. As in Bernard Shaw at Eighty - Edmund Wilson (In George
Bernard BShaw : A Critical Survey — Ed. L. Kronenberger.
The World Publishing Company. 1983. F 140).

2. George Bernard Bhaw § Man of the Century. Vol 1I.

Archibald Henderson. Appleton-Century Crofts Inc. 1936,
P 734.
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influenced me a good deal; there is auch more Of 11 Trovatore

and Don Giovanni in my style than of The Mourning Bride or
1
The Schoel for Scandal”. Shaw has time and again dwelt on

this aspect of his art: he told Archibald Henderson,"Arms and
2

the Man is a light opera in comedy form" ; again in his essay

"The Drama of Ideas" published in The New Statesman and

Nation, he wrote "The truth was that 1 was going back

atavistically to Aristotle . . . to the word music of
3

Shakespeare, to the form of my idol Mozart . . . " .

We may take the example of The Apple €Cart to bring the
point home. The artistic and musical guality of this play has
nat neen properly appreciated possibly because here Shaw
worked with economic and political materialg possibly
because it was thought that Shaw had given up his csocialist
faith and turned a Monarchist. And yet, when carefully
examined, the art of the playwright comes out guite clearly.
Thae first act of The Apple Lart is an exsrcise iﬁ the scoring
for =mall orchestra at which Shaw is particalarly skilful.
After the overture before the curtain of the conversation
between the two secretaries, in which the music of king
Magnuzs is foreshadowed, the wrbane and intellignet king and
the “bull-roarer Boanerges" play a duet against each other.
Then the king plays a single instrument against all the nine
of the Cabinet. Form this the themes emerge : the King's

disinterestedness and the Labour Government's sordid self-

1. "Mr. Shaw on Mr. Shaw". The New York Times, June 12,1927.
(As in Archibald Henderson’'s Vol 11 Page 7243},

2. As in G.B.S5 : Man of the Century VYol.I F 134

3. Ibid Vol 11 F 735.
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interest. The development is very lively: the music is tossed
from one instrument to the other. Finally the King's theme
gaets a fTull and splended statement in the long speech in
which bhe declares his principles : "I stand for the areat
abastractions : for conscience and virtus : for the eternal
against the expedient; for the evolutionary appetite against
the gluttony" etc. etec. The deep, ringing voice of the King
lifts the movements to & poignant and fitting climax; and
then a dramatic reversal carries the climax further and
rounds off and balances the harmony. Candida., Androcles and
the Lion. and Saint Joap may also be analyzed in  this way.

The Epileogue of Saint Joan, far from being inartistic, is a

symphonic treatment of JdJoan’'s history, which is without a
par. Music is here in tﬁe masterly blending between what
Frofessor 8S.C. Sengupta calls “the comedy of impersonal
evolution and the tragedy of personal death"%

Teo say that Bernard Shaw is not an artist iz  to
ignorantly discredit his technique and substance. The
technical complaint iz easily disposed of; I  have already
discussed it in the chapter on Shaw’s technique and treatment
of theme. Leaving aside the technique of construction of hie
plays, which is classical, there is such a thing as Shavian
prose. The SBhavian sentence, by obliterating all connectives,

becomes & short of lash made up of fused ideas, written for

ear and mind - "music of ideas® it may be called — and barbed

i. The Art of Bernard Shaw. S.C.Sengupta. A. Mukheriee & Co.

1965, F 102,
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i
te suit the occasion. Buch an achievement is quite enough to

stamp a man as an artist, whether he uses it for drafting a
resolution o writing a letter to hie friend or composing
dialégue for a play, 1f Shaw can claim immortality, it will
not be by virtue of his so called original, novel or
startling ideas, but by virtue of his artistic presentation
of them.

0f the music in the plays of SBhaw, Edmund Wilzon
obsetves, "This music i a music of ideas - or rather,
perhapes, it is a music of moralitiesg. Faeople may find his
plays didactically boring or morally wicked; but it is the

enchantment of an accomplished art which makes them revisit a

Shaw-play. It is an art that has the power to

preserve  such a plece as BGetting Marrvied, which, so far as
the theme is concerned, may be regarvded as "dated", and which
consists only discussion: but this play remains brilliant
and fresh because of its symphonic development and the ausic
of idideas. It is the music of ideas which makes the
fantastical Too True to be Good & great work of art.

The critics who regarded Shaw as a pilosopher in  the
first place rather than an artisgt did it, obviously, for the

reagsaon that they had ne war for musicy also for the reasan

that they looked uwion him as a promulgator of certain  ideas.

1. Dixon Scott has very admirably dwelt on this aspect of

Shaw's  art in "The Inpocence of Bernard Shaw", George
Bernard Shaw : a GOritical Burvey - Ed. Louis
Kraonenberger. The World FPublishing Eo. 19253, & 72~104,

2. Bernard Shaw at Eighty — Edmound Wilson (Ibid. P 141}.

igl



A  third reason may be addedy they knew ltittle of Bulier and
Lamarck. The consequence of the third reason was that when
Shaw  took up the Life Force, they thought that it was an
original idea. These critics failed to listen to the music of
ideas in Shavian plave: their incurable deafness prevented
them from entering into the secrets of the art of Shaw. I
wousld maintain  that Shaw iz nat a competent philosopher.
Though it is not my declared intention to put the Shavian
philosophy ta cross-examination, I may point out zome of its
obvipus defects that will bring out his philosophic
incompetence. Among its defects, both as a philosophy and a
cosmic dream, one may enumerate these -~ the wunconvincing
attempt to soive the problem of evil by depriving the Deity
of omnipotence, the failure to ascribe copvincing reasons for
faith in the perfectibility of man and belief in the
spiritual progress of mankind, the low place accorded o
woman, and the scientific etherealization of mankind by
redemption ffmm the burden of flesh., To this list a few more
defects could be added. But this list is encugh to prove that
Shaw was not a philosopher worthy of serious consideration.
To come back to Shaw’'s art, the artist GShaw
igs present not only in his classical dramatic technigue, in
bis constructive skill, and in the music of ideas; he is
present particulérly in his art of characterisation. The idea
that in drawing the characters Shaw is "mlaying

1
ventriloguist” is ridiculous and misleading because the

1. George EHernard Shaw : Man of the Century. Vol 1I1.
Archibald Henderson. Appleton—Century-Crofts Inc. 1954,
P &01.
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characters of Shaw are wholly themselves. His sort of play
would be impossible unless he endowed his characters with
powers of self-conscicusness and sel f-expression. The
exceptional variety and vividness of his characters reminds
one of Shakespeare’'s artistic genius. Shaw’'s characters speak
for themselves; they are the living people in their hidden
salves. Each character belongs to the play in which he or she
appears. Az it is ridiculous to suppose Othello in Hamlet or
Hamlet in Qthello., so it is ridiculous to have Broadbent in
the place of, say, Undershaft or Tarleton. Broédbent,
Lindershaft and Tarleton are, it may be nated, like
characters; sa are Marchbanks, Cusins and Dubedat. But none
aof them could be mistaken for the others they have their own
peciiliar existence in the dramas. & character like Jack
Tanner in Man and Superman may be reqarded as animated
thought, but he is made a buman being as when he 1is made
awkward at the declaration of Juliet that the thild she bears
iz conceived not outside the wedlock or when he discovers
that he, and not Octavius, is dwindled to be the husband of
Ann,. The impression that Tanner is just animated thouwght gets
ancther jolt when, iust before the curtain finally falls, be
iz made a laughing stock as a mere talker. Shaw’'s minor
characters are alsg individuals and not just men in a aob. In
Major Barbara there are a number of characters who beelong to
the lowest class -~ HBHill Walker, Feter Shirley and the restj
but each of them is hiz own self and one cannot help noticing

that wach has dramatic existence. Thus in Shaw’'s plays not
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only the protagonists, but also the minor characters are
distinctly drawn and differentiated from each other.

Shaw discovered that Shakespeare, who borrowed his
plots  from different sources, made from them plays peopled
with characters which are masterly creations in human
partraiture. As a dramatist, Shaw created ®living pictures”
in  bhuman form which have characters of their own. Shaw
significantly says, concerning Shakespeare and himself, “We
have no souls, We understand all the soculs and all the faiths
and can dramatize them because they are to uzs wholly
objective ¢ we hold none of them%. 1t may be ncted that the
number of the secondary characters in the plays of Shaw
exceeds those in the plays of Shakespeare. The women
characters inm his plays are also highly individualized; no
amount of absurdity could put ann  in the place of Joan.
Candida and Cleopatra, Eliza, Raina and Lady Undershaft —~ all
appear before wus as highly individualized characters. The
male and the female characters, at lIeast the major
characters, in Shaw's plays demand first class actors and
actresses on the stage for their reconstruction and
interpretation. To say that Shaw has not c¢reated actable
characters is to betray ignorance. These characters are
lively and are immensely actable because they speak from the
sub-conscious level of the mind. A speech delivered from the
conscious level of the mind iz somewhat untrue in as much as

the real character, his intents and private thoughts, remains

1. Bernard Shaw - Frank Harris. 1931. F 228.
(Bhaw’'s letter to Harris. London. June 10, 1930),
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LuniceEaled DEning Lne speecrnes, tMALD wnel a8 man sSpearks TroH e
sub~conscious level, he reveals himself more truthfully and
more poetically. The poetical outbursts of Father Keegan and
Joan, of Caesar, Marchbanke and (.ilith may be <cited as
examples. Moreover, the "double-density dialcguei, of which
Ibsern was the master, found not a bad practitioner in Shaw,
who employs this device to bring out the‘inner thoughts and
even the inner conflict of the speaker. In other words, the
essential nature of the speaker as well as the nature of the
tonflict that rages within him or her comes out through this
tevice.

Eminent writers including C.E.M. Joad and G.K.
Chesterton have examined and re-examined Shaw’'s philosophy of
“"Life Force”™ and have ably pointed out its weaknesses as a
"philosophy" or a body of systematic thought. These, coupled
with the fact that his ideas are mostly borrowed casts not  a
favourable light on the philosophic competence of Shaw. |
worild like to point out one more thinag @ in his later dramas
Shaw seemz to be a puzzled man — a man who fails to keep
faith in anything and to advance any system, philosophical or
political, worth the name. Sometimes I have a lurking doubt
whether Shaw had any philosophy at all. Creative Evolution
and Life Force certainly attracted him, but he reacted to it
not as & philosopher, but rather as an artist. He

really exploited the great dramatic possibility of the theory

1. The phrase has been used and explained by Michael Meyer in
"Ibsen". Penguine 19745,
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of Creative Evolution and wrote "plays of ideas" with them.
The long speeches in Man and Superman are not prompted by &
faith an the part of the playwright in Creative Evolution as
A satisfactory body of thoughts; they are prompted by his
inspiration as a poet. The ocutburst of Joan and the last
dithvrumb of Lilith are also the outcome of poetic
ingpiration. Nothing else can explain the beauty of these
speeches in which Bhaw reached highest realm of poeatry. Shaw
may be regarded, as the Germans regard himf primarily as a
poet, wht used prose as the medium of expression.

Shaw is a great stylist whose prose ranks next in style
to that of Jonathan Bwifti it is limpid, passionate and
tireless, nevear faliing much below its standard of
parfection. Shaw himself has told uwus, Archibald Henderson
reports, that his style - Shaw, of course, makes a statement
of general application for the nature of all styles that
really are styles —-— iz an instrument of assertion. "A true,
original style", Bhaw wrote, "is never achieved for its own
sake ... . Effectiveness of assertion is the Alpha and Omega
of style. He who has nothing to assert has no style and can
have none; he who has something to assert will go as far in

power of style as its momentousness and his conviction will

carry him. Disprove his assertion after it is made, yet its

2

style tremains".

1. G.B.8. @ Man of the Century - Archibald Henderson. Vol 11,
Appleton-Century-Crofts Inc. 1986. P 734.

2. Preface to Man and Superman ¢ The Complete Frefaces of
Bernard Shaw, Paul Hamlyn. 1%485. F 1658
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This description applies admirably to the writings of
Fernard Shaw himself who is a master of effective assertion;
and the style remains even after one disproves Shaw's
assartions, The reader catches the writer’'s enormous self-
confidence, as he finds himself assisted along dry paths of
assertion and argument by the administration of crefully
calculated doses of amusement and shock. The Shavian theme
may sometines seem dull and dated, but the medium is
invariably a polished work of art. The Shavian style has
affinities with that of Dickens at his best, exihibiting the
same rapid variation of purpose and device, from
colloquialism to a high abstraction which by some miracle
makes itself concrete as it goes. Shaw balances his periods
in A& unigue way, picks up the inevitable word and places it
in the most effective place in a sentence that rolls on  as
one idea rapidly follows the other. I would, by way of citing
examples, take up only two instances from two of his plays.
It would be seen that there is a smoothness in the sentences
~~  smoothnesse that springs from the careful placing of the
words and balancing of the periods. The first example ococurs

in Saint Joan. The following comes from the mouth of JdJoan in

the Trial Scene,

*I could do without my warhorses: 1 could drag about in
a skirty I could let the banners and the trumpets and the
knights and the soldiers pass me and leave me behind as they
leave the other women, if only 1 could still hear the wind

in the trees, the larks in the sunshine, the young lambs
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crying through the healthy frost, and the blessed blessed
church bells that send my angel vaices floating to me on  the
wind".

This iz home-spun language coming from the deepest
recess oOf the heart of one who is an innocent rusticg; it is
not the language manufactured in the study of an Oxford
scholar. With the most common words - but not the wvuilgar -
used by the rustics Shaw has created eusic. He has reached
treal poetic height vindicating his claim that he is  an
inspired artist. For comparison the following coming from the
mouth of Cauchon may be cited 3

"The mighty structuwre of Catholic Christendom will
never be shaken by naked madmen or by the sins of Moab and
Ammon. PBut it may be betrayed from within, and brought +to
barbarous ruin and desolation, by this arch-heresy which the
Enalish Commander calls Frotestantisa”.

Here is classical precision; how the entire edifice of
the Catholic Church is endangered by the works and actions of
Joan is brought out through the most neat and precise terms.
The words issue from the intellect of Cauchon; but eloguence
is pronounced in the studied manner of the use of words. If
Joan's speech reveals a surcharged child of nature
uninitiated to the history of subtle philosophical thoughts
who has nevertheless, instinctively learnt the essence of
mysticism, Cauchon’'s speech reveals a cool and calculated man

who understands where the real danger lies.
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The vigowr, the force thet we find in Shaw's prose
style may to some extent be accounted for by the fact that he
genarally strikes at the pillars of sociey; his satire is -
directed at such able opponents as the medical science,
conventional theism and the system of free enterprise. There
is something of the authoritarian in his intellectual make
ups the attitude of the authoritarian comes out often
through the lanauage he uses — vigorous and uwunambiguous,
somebtimes satiric and ironic, always smpbatic. The result of
his authoritarian attitude and his striking the able opponent
may be seen in the following that comes from the mouth of Don
Juan  in Map and Superman : “Here vou call youwr appearance
beauty, your emotions love, your sentiments hercism, your
aspirations virtue, just as you did on earth; but here there
are ng hard facts to contradict you, no ironic contrast of
yvour needs with your pretensions, no buman comedy, nothing
but a perpetual romance, a universal meladramai. Don Juan’s
invective catalogues the hypocrrisies of the Devil;s subjects
and ends with those who are “liars every one of them, to the
very backbone of their souls". Np prose style can be more

pointed and forceful than this.

The peoet in Shaw comes cut in the mystic utterance of

Mrs. George in Getting Married and in the last speech of

Lilith in Back Tp Methuselah. DOnce again we get a glimpse of

the poet in Shaw in the speech of Father Keegan in Jehn

1. Man and Superman (Don Joan in Hell) - Shaw

189



Bull's 0Other Island : "In my dreams, heaven is a country

where the State is the Church and the Church the people
three in one and one in three . . . . It is a ‘temple in
which the priest is the worshipper and the worshipper the
warshipped ! three in one and one in three . . . ."., This is
the language of a mystic, of an ipgpired soul that has
mystical experience; and such sxperiences can scarcely be
commuinicated through very intelligible language as C.E.M.
Joad seems to demand%

We have so often been told that the Shavian Comedy
ltacks form angd is unlifelike. If we start by asking what the
“form" of the comedy is, tradition will not give any single
answer. Shaw himself did not use any unvarying “form”. It is
a fact too clear to be missed that he teased his critics by
calling his plays "Discussions", "Conversation pieces” and
the like, but when the acid test of production on  the stage
came, the plays did always well,

We may take up Lapdida to see how Shaw gives his
play a farm. To say that Candida Shows how itg author could
have written “real plays” had he wanted to, is nothing but an
irritating commonplace. "Candida appeals to the anti-Shavian
not because its form iz more playlike, but because its
subject is more like that of other plays : the woman chaoosing

2
between two men". For a Kindred reason Saint Joan earned

1. 8haw - C.E.M. Joad. Victor Gollancz Ltd. London. 1949,
£ 49-50.

2. Bernard Shaw in Twilight - Jaeques Rarzun (In George

Bernard Shaw. A Critical Survey. Ed. L. ¥Kronenberger. The
World Publishing Company. 1953, P 1é&é6.
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general approval, not by virtue of superior form, but because
of general familiarity with the story. When it is said that
Candida is more like other plays, it is meant that Candi is
more like other contemporary plays. If the range 0
comparison is extended to take in Aristophanes and Maliere,
we find that Shaw is often cleser to his great forerunners
than evenn to his imitators 1like Harry Johnstone, Gwladys
Evan Morris and even Branville—-Rarker of the early career. T
come back to Candida. if we change the Shavian vocabulary ang
attitude the play will become a purely conventional comedy
It thas been noted that Candida is a "well-made play“: =o i
“Arms  and the Man". In the First Act of Candida there is
situation which gets complicated in the Second: the
resolution comes in a conventional manner with the wife
accepting the husband. But the reason she advances fo
accepting the husband is rather novel - he is weaker thar
Candida’s voung lover who does not require her help. The
Auction Scene in the play is also conventional; the only
difference is, here a woman is to judge the fates of the tw
bidders.

lne of the principal features of the comedy o
Aristophanes Qs the "parabasis” an address ta the audiendc
conveying the author’'s sentiments upon the theme. Shaw should
be praised rather than abused for reviving this device i
the long didactic speech. The Frenchman's tirade in Fanny '

First Play, the monologue in Tog True to be Geod. the opening

speech of Ra in Caesar and Cleppatra are quite classical. Ib
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is also to be noted that in ancient comedy and in the
comedies of Moliere to a marked extent, the abstract form is
never allowed to choke off a good opportunity far laughter,
for horseplay, music and dancing, There are indeed limits to
the advisable distension of any framework, but each has to be
judged on its own merit. In plays like Betting Married,
Misalliance, and Heartbreak House which seem formless, the
virtuosity with which Shaw digresses while maintaining the
classic unities deserves due recagnition%

The next question — and a very important one — to be
tackled iz whether Shaw, as a dramatic artist, is objectiveg
whether he displays human feelings in  their fullness and
variety. The debate is whether Shaw createe characters —-real
and lifelike. The notion that Shaw is "playing ventriloguist”
has been already discussed and found not tenable. We may add
that a character in a play stands or fallé on whether he fits
in  the purpose and environment provided by his creator and
not on any particular substance or mode of presentation. We
would see that neither Dickens nor Walter Scott depicted any
"real" character, if the latter view was accepted as the
standard of judgement. We cannot be sure whether “real life”
furnishes Rabelaisian or Shavian or Bwiftian characters. The

point which is often maintained but is forgetten at the first

1. Bernard Shaw in Twilight — Jaeques Barzun (In G.B. Shaw :
A Critical Survey. Ed. L. Kronenberger. The Worid
Publishing Company. 1953). BRarzun writes that BShaw's
virtuosity "should have earned him medals from all
academics in the universe instead of the ignaorant scorn of
play going critics of the school of Mr. Curdle®. F 167.
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opportunity is that literature is larager than life. A
character in a fiction is real in so far as he fits in, as
already noted, the purpose and environment created in the
fiction. Life in literature is so hard a thing to live that
to live the life of Don Quixote or Tertuffe or Mr. Pickwick
is impossible; it would be opnly a wmad idea. PBut these
characters are nonetheless “"real®; they are real because they
fit in the atmosphere created for them -~ atmosphere into
which they are put. A Shavian character is real precisely in
that senge. Shaw is a master, not only of writing brilliant
dialogue, but of creating situations - human situations —
and in this sphere he has hardly any peer save Shakespeare
and Maoliere and Dickens. The characters of a Shaw-play live
under that situation or atmosphere, and they would be unreal
in a different situation. This means that as a dramatist Bhaw
followed Bhakespeare in attempting to create "living
pictures" in human forms which have characters of their ouwn
guite independent of their creator’s . Shaw's comment on this
aspect of hisg art ig significant : "We (meaning Shakespeare
and himself) have no souls. We understand all the souls and
all the faiths and can dramatize them because they are to us

wholly abjective“f Again he writes, "I am of the true
Shakespearean type : 1 understand everything and everyons,and

2
am nebody and nothing”.

1. Bernard Shaw -~ Frank Harris. Victor Gallanez LLtd. Loandon.
1931, P 228. XIII.

2, Ibid. (B.B. Shaw to Frank Harris. London. June 20, 1930).
P 228,
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Ona  important and interesting aspect of the art of
Bernard Shaw has not as yet received deserving attention from
the scholars. Shaw was immensely interested in visuwal arts,
and exploited his familiarity withh English as well as
continental art in  his playsf The so~called prophet and
propagandist Shaw is completely non—existent here; he appears
before us as an artist who himself is deeply in love with art.
It may be legitimately suwmizsed that Shaw as an artist was
influenced not only by Mozart and Waagner, but also by Titian,
Rambranmdt, and a much less known painter, Frederick Bernard.
Dick Dudgeon’'s mounting the scaffold in The Revil’s Disciple
is possibly suggested by Frederick Bernard’s popular painting

"Sidney Carton : A Tale of Two Cities". Candida is "the

~y
=

Virgin Mother and nobody else”., Titian’'s "fAssumption aof the
Virgin" which decorates the wall of the house of Morell,
Candida’'s husband, has more than a mechanical purpose.
Candida is a Shavian mystery play about Madonna and Child
with the bercine of the title as the Holy Mother. From

Candida to Bugyant Billions it is a long road; to both the

plays and to many another that went between, Shaw’'s love for
v;sual art added a unique dimension whi&h would remain absent
if Shaw were a mere propagandist rather than an artist. Those
who claim that Shaw's beok on Ibhsen The Quintessence of

Ibsenism is more a quintessence of Shavianism commit the

1. Exploiting Art : The Pictures in Bernard Shaw's plays -
Stanley Weintraub. Maodern Drama Vol XIII. Sept. 1975,
No. 3.

2. Shaw to Ellen Terry, &6th April, 18946. Collected Letters I.
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mistake of looking at Shaw primarily as an ethical teacher, a
moral reformer. The Guintessence of lbgenism is neither a
quitessence of Ibsenism nor of Shavianism. The real Bernard
Shaw is much more than ) thinker:; he is a considerable artist
who has ideas, but whose ideas are often borrowed, uncertain
and confused. All great art is interpretation and evaluation
of life and, simultanecusly, greater than life. SBhaw is an

artist precisely in this sense.
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CHAPTER -VI
Political Plays of Shaw
1t i=s only natural that the eritical insight of a
revalting son of the middle class should fall on politics and
that he ehould ransack the whole field., Shaw’'s critical
genius was attracted to politics in a very large sense of the
term and he took immense interest in the political problems
of hi=z day - problems that include economics and finance. A
vast amount of his writings - actually the majority of them_*
concern  themselves with the study of social classes, wealth
and poverty, rent, wages, and interest and, at the same time,
with international relations, the World War, the Irish
Cuestion, Labour party ete. He wrote so much on politics and
spoke 50 much on it that it seemed to some of hisg critics and
biographers including suech an erudite one as Arcbibald
Hinderson that "art played a very secondary part in the life
of this international puhlicist“. Thie wview is erronuous
inspite of the zeal shown by Shaw in the politics of his time
-— national as well as international.His interest in politics
is expressed in many of his playsi but he remains an artist
all the same for he dramatized his views and ideas through
the action in the play or rather through “discussion" which
is the Taction" in a Shavian play 3§ and secondly, his
expression of political ideas is seldom allowed to work like

just propaganda. Some of the political problems dealt with

1, 6.8B,.8. : Man of the Century. Vol 1I. Appletan-Century-
Crafts Inc., 1256, p. 618.
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by him in these plays have already become completely dated,
vet the dramatic interest of the plays still remains. He
dealt with the problems in the plays like an artist; he did
not write mere political tracts.

Shaw's interests were varied as his mind was gigantic.

He waz & progressive who was much ahead of the progressives

of hig time ——— a fact which made him inconceivable ta the
peaple of his day. His intellect was piercing and he could
expase the hollowness of an  idea or & system with

unancwerable arguments: this turned his into an enemy of the
establishment and the common, conventionally brought up  and
educated people, He is gquite often wmisinterpreted; the
critics who misunderstand and misinterpret him oftenn forget
vary conveniently that they are criticising the plays and not
simply the views expressed in them. The artist is taken to
task Ffor whatever is said and done by his characters. OF
all his plays The Apple cartand Too JTrue o be Good are
possibly the most maliagned and misunderstood, and yet in them
we fTind the indelible mark of a great dramatist. Shaw
proclaimed himself a socialist who never forsook his belief
in Socialism as a system. But it has been pointed out by his
critics that he turned his back upon his own faith in Ihe
Apple Cart in which, actually, the cart of democracy has been
thrown by the wayside. The critics were quick o point out
further, that Shaw’s comments on the Fascist and the Nazi
marauders proved that he had lost all faith in =socialism. His
praise for Stalin, who hunted down the counter—-revolutionary

veices, is pointed out by them as a proof that Shaw wanted a
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system in which people not dittoing the ruler would be
mercilessly liguidated.

It should be pointed out that Shaw had little or no
faith in democracy which is proclaimed as the best from of

government., In  his book Ap Intellectual Woman's Guide to

Socialism and Capitalism, which iz sometimes hailed as the
best work on the subiect,shaw says in his characteristic way,
"The naked truth is that democracy or government by the
peaple throuagh votes for everybady, has rnever been a complete
reality; ahd to the very limited extent to which it has been
a reality, it has not been a success. The extravagant hopes
which have been attached to every extension af it have been
digsappointed » . . . " He continues, "I¥ there were any
defranchised class left for our democrats to pin  their
repeatedly disappointed hopes on, no doubt they would still
clamour far a fresh set of Yotes to jump the last diteh into
their Utopia; and the vogue of democracy might last a while
vet, Possibly there may be here and there lunatics locking
forward to votes for children, or for animals, to complete
the democratic structure. But the majority shows
zigns of having had enough of it.i

Bhaw argued that Capitalism was the greatest evil
because it only produced ignorance. It was the disuse of
mental faculties which led the people under capitalism to
fill their heads with " romantic nonsense out of illustrated

b
newspapers and novels and plays and films". Such stuff, Shaw

1. A Intelectual Woman's Guide to Socialism and Capitalism,
G.Bernard Shaw. Constable & Co.Ltd.lLondon.1928. & 43532-53
2. lbid. & ts&4.
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held, falgified everything for us so absurdly that it left us
more or less dangerous lunatics in the real world. It is this
which led Shaw to pin his faith on some super—power. The more
power given to the people made it necessary and urgent that
some rational and well-inforaed super—power should come to
dominate them.

Shaw's association with Fabianism is af great
importance, for he was the leading theoretician together with
Sidney Webb of Fabian Socialism. In some respects shaw
possibly was the most clean—headed among the Fabians. The
earlier Fabians had, as Shaw complained, shared many of the
prejudices of the so—called advanced people of the Victorian
era and they had neglected to study trade unionism, foreign
aftfairs, and much of the machinery of government. Shaw
studied them all from close guarters, examined them, and
successfully made many of his gentle and patriotic countrymen
angry with him.

Shaw has heavily been taken to ftask for having
biatantly flouting democracy. It is always remembered that
democracy is a from of government and may even be the best
form so far invented; it is seldom remembered that it is a
way of life. When democracy is accepted and practised as a
form of government without being accepted and practised as a
way of life, it becomes, so to say, half-democracy which is
warse than no democracy. Shaw found that democracy is used by
zome people in blatant ignorance of its workability as a

philosophy of life. Democracy may be regarded as an ideal,
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and like all other ideals it can never be fully realized.
When Shaw discovered how the slogans of democratic rights
ended in empty slogans only, without any effort on the part
of the slogan—makers to realize these vighte for evervybodys
when he saw that democracy was understood and interpreted ;n
terms of political eguality only without any reference to the
more urgent economic equalityy; when he painfully found that
the democratically elected leaders of the people had no
qualities becoming of leaders, and they only served only
their own selfish ends, he came to think that the
dictatorship of a Musselini or a Stalin was bhetter than this
misnomer of democracy.

Shaw had another artrow to shoot at democracy. He
thaught that it could never be a government by the people,
for there was no method which could ensure the election of
the bhest gqualified persons to the helm of affairs. He thought
that in order to make democracy a success,it was necessary for
every citizen to be an intellectual giant, or he would be
led by the nose by the self-seeking and clever politicians,
as =50 aften happens, by dint of their gift of the gab. Shaw
himself did not practize the politicians’' art, but knew their
way. Though his view about the pre-condition of democracy may
not be completely righti the essential and unpalatable truth
in his view is too important to be ignored. Shaw had nothing
to do with democracy as it was being practised in Europe and

the oather side of the Atlantic. Shaw’'s praise for the

1. C.&.M. Joad discusses this point admirably in  his "Shaw"
Victor Gollanerz LLtd. London. 124%9. P 149-171.
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dictators cannot surely go unblamed, but it has to be borne
in mind that it was the behaviour of the democratically
flected leaders and the fact that democracy is not accepted
ag a philosophy of life which led him to praise them.

It would be wrong to suppose, however, on the gtrength of
this that Shaw became & Fascist or a Nazi, though he sometimes
thanked a Hitler or a Mussoclini in public. But most of his
readers did pot notice Shaw’'s clear opinion about Fascism
which he looked udupon as dangerous to  human kird. In

Evervbody's Political What's What Shaw states, "Now-a-days

Capitalist’'s cry is @1 'Nationalize what you like; municipalise
what yvouw cansg turn the Courts of Justice into Courts martial
and your Parliaments and Corporations into boards of directors
with yvour most popular mob orators in the chaivr, provided the
rent, the interest, and the profits come to us as before, and
the proletariat still gets nothing but its kQEpf" According to
Shaw this c¢ry signifies Fascism which he calls Btate
Capitalism. He holds that *This is the great Corruptor of
Socialism. It calls itself Fascism in Italy, Mational
SBpcialism {Nazi for short) in Germany, New Deal in the uUnited
States, and is clever enough to remain nameless in England,
but every where it means the same thingi; Socialist production,
but Unsncialist distribution —— “so far, out of the frying pan
into the fire ",

The above makes it abundantly glear that Shaw

was against Fascismy nor could he, an avowed socialist, be in

1. Everybody ‘s Political What's What -~ G.E. Shaw.
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favour of it. He was against nineteenth-century Liberalism,
too, whiqh appeared to him to be anti-social. He divined the
nature of the nineteeth century liberalism as Free Enterprise,
Shaw believed that Liberalism and Fascism, apparently so far
away from each other, are but different pnames given to
Capitalizm. None of these systems, he held, ensured freedom
from want for the masses.

But Shaw was not a political philosopher, for he did not
propound a systematic body of political thought: there is no

.

‘ism in Folitical Science which might be called
“"Shavianism". That is, I believe only natural for the artist.
And if Shaw sometimes contradicted himself and as  alleged,
wrongly, betrayed his loss of faith in Sccialism, it makes
scarcely any harm zo long as we view him as an  artist.
Whatever Shaw had to say about politics and political
theories, he dramatized, and it is hiz dramas with which I am
primariiy concerned. It may, howsver, be contended that the
cpinions expressed by hie characters should not be reduced to
a Shavian doctrine of political thought. Ancther point which
need be stressed is that inspite of his putting the ideas in
a challenging manner, he did not say anything original about
politics and political thoughts. His contribution to the
whole body of political thought, thus, is not considerable.
Even his denunciation of democracy has nothing really new in
ity it only makes him a kin of Mill and Cariyle. But he was a
politically conscious man who refused to be carried away by
popular beliefs and thugs he belonged to the minority. The

interesting thing is the manner in which he sets down ideas.
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Az Shaw’'s public utterances were often miﬁinterpreted
and denounced, S0 also were his dramas, It ie difficult to
judge "political plays" be ause in matters of politice it is
very difficult for the critic to attain &8 scientific, that
is, obisctive outlook and to give a dispassionate judgement.
Matur 1ly, people react to the "political plays” of Shaw
according to their pelitical leanings and interests.  Shaw
made himselt insecure by uttering unpalatable things. It is
alwavs uwnsafe to speak the truth, narticularly wher;
patriptism is regarded as one of the greatest virtues.

My concern in  thig chapter being mainly with the
"political plays" of Shawe I shall not discuss Everyvbody'=

al Woman's GQuide to

£l

FPolitical What is Whabt, gr #An Intellectic

SGociglizm and Capitaliem, or Common Sense dbout ithe War,
though these bhooks, particalarly the second, are a vast fund
of practical knowledge abouwt politics. In many of his earlier

plays,. particularly in the so called "social plays", Shaw

discussed politics, in Jphn Bull's Other Isliand., for
example. He discussed politics in some of his “"philosophical
plays" too, for instance, in Major EBarbara. Put it is

particularly in the plays written after the thirties of the
twentieth century that politics became the primary themes in

Shaw’'s plavys. These plays include The Apple Cart (1929), Igo

True to be Bood (1931), On the Rocks (1933), The Millioniress

(1935-36), Gepeva (1938}, and In Gogd Kin Charles' Golden

Days. But political ideas cannot be kept in compartments

completely separated from social ideas and s0 in these so



caltled “Ypolitical plays" we shall find the admirable sense
artdd knowledge of the playwright af Sociology.

Az a man of affairs Shaw’'s interest in politics was
intense and fortunately for literature he cast his sight
definitely wpon political issues of national and
international import. It has already been noted that a2 great
many of this speeches and writings concern with economics
and financey it is further to be noted that with it politics
is 80 mingled that one cannot be thought of without a
reference to the other. Political systems and economic
systems are really one.

In John Buul's Other Island, which was publizhed in

17204 when the Irish Question was burning the whole of England
and the whole of Ireland, the entire 6Anglo—-Irish guestion
with its social, political, ecunomic and religious
implications, i dramatised. We cannot fail to notice the
beautiful structure of this play which earned the praise of
W.B. Yeats, who ic not a great appreciator of Shaw and his
dramas, as the "first play of Bernard Shaw’'s that has a
geography“% The conflict between the racial types has been
dramatized here in a masterly manner that reminds the method
of Moliere, Though the subject is taken from the contemporary
political arena, the appeal of the play is international; the
play reaches a poetic height in the last limnes. It would not

be out of place to guote Shaw at length from The Tatler of

November 1&, 1904 “I never achieved such a feat of

1. As in Beorge Bernard Shaw 3 Man of the Century. Vol It.
Archibald Henderson. Appleton—-Century~Crofts 1Inc. 1956.
P &19,
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construction in my life.Jdust consider my subject —~the destiny
of nations' Consider my characters — personages who stalk on
the stage impersonating milliong af real.living,suffering men
and women. I have had to get all England and all Ireland in
three hours and a quartgr. I have shown the Englishman to the
Irighman and the Irishman to the Englishman, the Protestant
ta the Catholic and the Catholic to the Pratestanti.

Shaw surpassed his countrymen in objectivity; he
possessaed the essential dramatic quality of abstraction, the
ability tp rise above the limitations and weakenes:z of mere
partictism. It was possible for him, by virtue of that
Quality, te see through the Irish no less capably than
through the English preserving a remarkably even balance 1in

his portrayal and criticism of the two peoples,

John Buul's Other Island is wncompromising in its

presentatiun of the real old Ireland, The age~long conflict
between the English and the Irish is displayed by the easily
prosperous, short—-sighted, thick-skinned and vyet admirable
Englishman and the poor, suffering, struggling, imaginative
and no  less admirable Irishman. Rosscullen, the scene of
action in the play, is a segment of the living Ireland. Here
are encountered all those conflicting elements which bave
been made a hapeless enigma of the Irish Guestion for so many
generations. The root of the trouble was that Ireland was a

conquered country. Jdphn Bull’'s Other Island was written when

Ireland was still ruled by English folly instead of its own

i. Ouoted in G.R.S, :: Man of the Century -~ Archibald
Henderson. Vol I1. Apleton-Century-Lrofts Inc. 1956,
P 419,



and when talk about the Home Rule for Ireland arew high., The
preface ta the play is & strong plea for Home Rule. Shaw
gpoke of the "clumsy thumb” of English rule and declared :"If
you  would be good encugh, ladies and gentlemen of England,
to take your thumb away and leave us to do something else
than bite it . . . .", there would be the end of discord
bhetween the two peuplesf Since then the Irish Ouestion has
been settled but, as SBhaw said in 1229, making an addition to
the FPreface, ". . . . not as civilized and reasonable men
should have settled it but as dogs settled a dispute over a bmni“
In FRosscullen, the miniature Ireland, we find the
dreamer and the bigot, the superstitious and the wunillumined,
jostling. Instead of the great land—-awner, there is a group
of emall proprietors, who treat their employees and  tenants
with & harshness and thoughtless cruelty which only results
in the ruin of the latter. Religion attually rules the
caomnmunity, and the clergy, who are held in high esteem, show
profound palitical sagacity and unscrupulousness  when they
play upon the superstition and credulity of the peasants. But
the sense of oppression has not destroyed the sense of humour
of Ireland; neither are destroyed her passion for mysticism

and her native charm.

Much of the interest and brilliance of John Bull's

Other Island lies in the contrast between the English and the

Irish characters. The Englishman is unmistakable. Broadbent

1. Freface of John Bull’'s Other Island. The Complete Frefaces
of Bernard Shaw. Paul Hamlyn Ltd. 19256, F 449,

2, Ibid. F 473,
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is a true character of a classic comedy. He has the
exaggerated confidence of the typical Englishman. He resolves
to study the Irish Question, which has been nagging both
ireland anmd England, on the spet.But he is incurably ignorant
of the nature of Ireland’'s plight and so comes to think that
"the great prifnciples of the great Liberal Farty" will be
able to put an end to Ireland’s misery and solve the Irish
fQuestion. The Celtic melancholy, the Irish voice and the
poetic  language have an irresistible appeal to  him. Nhén
Father Keeqgan speaks of the various evile, he sayszs that some
of these evils are “absolutely necessary for the preservation
af society and others are encouraged only when the Tories are
in mffi:e"f Bhaw describes Broadbent as "a robust full-
hlooded, energetic man in the prime of life, sometimes eager
and credulous, sometimes shrewd and  rouguish, sometimes
partentously solemn, sometimes, jolly and impetuous, alwavys

buovant and irresistible, most likeable, and enormously

2

absuwrd in his most earnest moments®. This shirewd, roguish,
and enarcously absurd man announces himself as a candidate for
the parliamentary seat on the ground that he is a Home Ruler,
a Nationalist, and the truest friend of the Irish.

Larry Doyle, Byroadbent's foil, 1is & grown-~up man
compared with bhis English friend, but much less practical and
less adaptable. This is a subtle portrait, a character of
great significance in the Shavian drama.This self-expatriated

Irishman has become a victim of disillusionment - a tert+ible

1. John Bull‘'s Other Island - Shaw.
<. John EBull’'s Other Island - Shaw.
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disease. He realizes the charm of Ireland’'s dreams and the
brutality of the hard facts of England: and in bhis heart
kindless a longing for a country to live in where facts are
not brutal and dreams are not unreal.

In this play there is no Shavian character in the
strict sense of the term. Yet in the character of Father
Keegan we get a glimpse of the post and mystic in Shaw. The
poet and the mystic Bernard Shaw, who is known only to a few,
reveals himself in various degrees in Marchbanks, in Caesar
in his apostrophe to Sphinx; the artistic creed of Bhaw is
revealed in the character of Dubesdat. The tragic despair of
Rarbara in Major Barbara and the mystic utterance of Mrs.

George in Getting Marriged reveal the poet and the mystic.

Shaw possibly ig at his noblest in the last speech of Lilith
in Rack to Methuselah and in the adoration of Saint Joan.
Once again he is revealed in the speech of Father Feegan
where he reachas postic height.

“In my dreams heaven is a country where the State is the
church and the church the Feople : three in one and one 1in
three. It is a conmonwealth in which work ig play and play is
life : three in one and one in three. It is a temple in which
the priest is the worshipper and the worshipper the
worshipped @ three in one and one in three. It is a godhead
in whicHr all life is human and all humanity divine @ ULhree
in one and one in three. It is, in short, the dream of a

1
madman" . The “Preface for Foliticians" 1is a masterly

1. dobn Bull ' s Dther Island — Shaw. A portion of this speech
appears also in anotheyr place of this work.
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performante whether read as a literary essay or a political
pamphlet. Shaw studied some of the greatest pamphleteers
England has ever produced - Swift, Cobett, Carlyle. Shaw's
analysis of the Irish (uestion is tinged with an insight
which is found in the prophetic utterances of Carlyle. John

Bull's Other Island, in which a politival-social question is

dramatized, has solidity of workmanship; and the characters
are firmly set upon solid ground. The interest of the play
has not diminished in as much as behind the topicality of the
theme dealt with in it, the real theme is the destiny of

nations.

From the question of Home Rule for Ireland in Jobno

Bull'e QOther Island we are transported to the question of

demacracy in The Apple Cart. Thomas Mann was correct when he

included The Aggle Qgg;,“the stunningly clairvoyant fnlitical
satire” ,among the best of the plays of Bernard Shaw. Yet it is
open  to doubt whether Mann looked at The Apple Cart as a
play, Ffor he praises only its wit and poetic idiom. It is
true - and I have pointed it out in the chapter on the
dramatic technigue of Shaw — that Ihe Apple Cart is a piece
of musicy and in this respect only a few of Shaw’'s plays can
rival this play. But the play has not been fully appreciated
az a work of dramatic art. MHere the drama lies in the

imaginary conflict between the King of England and his Labour

Cabinet in the vear 1962, Subtitled A Folitical

1. He was Mankind's Friend -~ Thomas Mann in G.E.S. : A
Critical Survey — Ed. L. Kronenberger. ¥ 204, The World
blishing Company. 1953,
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Extravaganza", it has +two Acts and an Interlude. The
popularly elected Prime Minister makes an attempt to deprive
the King of almost the only real power left him, namely, the
right to influence and guide public opinion through the two
media of expression, the press and the platform. King Magnus
is exceedibgly clever and he outwits the FPrime Minister not
snly by declining to play the role of cipher offered him but
also by threatening to abdicate toe rum for Prime Ministership
by winning a Farliamentary seat. This solution the Prime
Minister dares not accept, for that would rally the royalist
votes against himself and impose on him a rival of whose
apllity he has everything to fear. The comic paradox of the
situation is that the ¥King wins, not by exercising his royal
authority, but by threatening to resign and to go to the
democratic poll.

Folitically The Apple Cart was rashly misunderstood.
Shaw was roundly denounced as a traitor to Socialism and A
convert to Monarchy. The play is a terrific blast at
democrracy as it is practised to-day; the system ensures the
victory of the man who most glibly promises the people what
they desire. By implication Shaw asserts that the peaple who
allow themselves to be hoodwinked by the msakers of promises
are also to be blamed; that men and women sust be educated to
make democracy, as a form of government, meaningful. EBut it
is not the apple-cart of democracy only that the playwright
upsets here; he upsets the apple-cart of royalty too,
expasing “the unreality of both democracy and royalty as our

1
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idealists conceive them}. Az a matter of fact, 8Shaw says
more about royalty than about democracy in  this play
arguing in favour of men who have a good and genuine training
for ruling the country. In the play the clever King gets the
better of hiz ministers, but is left in a2 worse plight than
they. The kKing wins by making a desperate bid for
dictatorship which is nothing more than a personal victory
decstined to collapse with the death of the dictator; the play
doesg ot dramatize the unquestionable sUCCEsS of
dictatorship. The solution, given by Shaw in the preface, is
to construct a political system for rapid, positive work made
ta fit into the twentieth-century conditions. What that new
ayetem shaould be depends on the people who are trained for
government and citizenship and are controlled and aguided by
conscience and reason, not by emotion.

In The Apeple Cart there is an inner and a deeper
conflict which does not make itself cbvious to everybody. It
is the conflict between royalty and democracy in one camp andg
Capitalism in the other. Capitalism, according to Shaw, has
brought the world to its present pass; all the evils of
western civilization of today have Capitalism as their
source. Bhaw’'s solution, here, is men and women of character,
politiciang and statesmen of efficiency; the elimination of
private property, equitable distribution of national wealth;

in other words, the very essence of Socialism. Those who

t. Freface to The Appble Cart. The Complete Frefaces of
RBernard Shaw. Faul Hamlyn Ltd. lLondon. 1965. F 320.
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maintain that Shaw turned himself into a traitor to
Sonicalism in The Apple Cart do not see deep enpugh.

But the play is npot a tract on Folitical Science. The
charm of the plot lies in the conflict and in its comedy. The
play consists in two long discussions in which the characters
git in a semi-circle; the conflicts are dramatized through
these discussions in which we find the witty Frime Minister
outwitted by the King., The dizscussion is suspended in  the
middle to make room for amatory episode in which, as it is
aften seen in a Shaw-play, the woman takes the lead. This
little episode is a brillianmt piece of dramatic relief., The
stage is arranged in & masterful manner which confounds the
academic critic. There is no pretence of physical action in
the play, but the dialogue is fresh and alive with movement.
The theme of the play has become guite dated, but The Apple
Cart as a comedy is still alive. The play is not easy to act,
for it sesms that a few characters from political arena
assembled and talked. But the success of acting this high
comedy with a satirical vein in it depends largely on the
realization that it is a musical composition. The devoted
student of Wanger is almost at his best in The Apple Cart.
The theme of the conflict between democracy and monarchy or
between democracy and monarchy and Capitalism has little
appeal to a modern theatre—goer: we have had enough of it.

But the music of The Apple Cart is always a source of joys it

zignifies the success of Shaw as an artist.

Shaw is a master of composing political fantasia and
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This play is a dream in which nothing rational but evervthing
abhsurd happenz, The characters are bodily transported, in the
diream, to the wilds of MNorthern India from their habitat in
England. Here once again Shaw takes up the Capitalist system
te show that ite effect upon the rich is no less terrible
than its effect uponthe poor: in Major Rarbara Shaw shows the
effects of the capitalist system upon the poor and here he
shows its effect upon the rich. And then he takes up the
condition of the post-war gengration which is all but lost,
marally that is. This theme, of course, is familiar, but the
treatment  transports the familiar theme to the realm of the
absurd. When considered purely as a drama, however, lToo True

o be Good shows itself to be one of the weakest plays of

Shaw, The mechanism of the plot is a dream much like that of
Heartbreak House. The opening of the play is farcical and
only now and then there is a elap-stick comedy: the contrast
in every character between profession and pretence is
satirici the setting and the incident are those of an opera.
In a characteristic streke of sativre the Monster announces at
the end of the First Act that the play iz virtually over, but
the characters shall discuss what has happened in  the play
for two more Acts and that the exit doors are in order.
Obviously nobody leaves. This iz only an exposure of the
moral  banbkruptcy of the lost generation. Into the fantastic
frame of this play the playwright introduces a burglar who is
a professional preacher, a private soldier who is more

efficient than his Colonel, a sergeant who is a student
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of Bunyan and is well-~versed in the BRible, and the father of
the burglar who is a disillusioned secularist. These
characters discuss between and among themselves subiects
like health, riches, idleness, the army and, above all, the
meaning of life. The Fatient is actually the central figure,
for the play is her dream. It is she who has found out that
=he has something sensible to do. The main idea of the play -
everyman must have something worthwhile to do and he can
discover for himzelf the way to qoed life by finding the work
~— is expressed through her. This idea is again exploited by
Shaw in The SBimpleton of the Unexpected Isles in which it is
maintained that he who fails to find something worthwhile to
do shall be regarded as & social nuisance to be liquidated.It
ig evident that Teoc Trye to be Good may not be ragarded as
a purely political play precisely because the undertone of
philosophy runs through it. It is discussed under the heading
"political plays of Shaw" only because it has been shown in
this play how the post-war generation hags outgrown the
prevailing political system.

It. however, seems that Shaw’'s ideas are in a chaos
in this play. What the clergyman—burglar says seems to be his
own  words when he seemingly suffers from & loss of faith
"we have outgrown our religion; outgrown our political
gyestem; outgrown our strength of mingd and character”. But it
waiuld be incorrect to say that Shaw has become pessimistic
here. If we have outgrown ouwr religiomn and political system,

the cry of the burglar—-clergyman urges upon us to strive to
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find & newer and better reliqion and political system, and
not to yeild. We do not get the picture of a discouraged Shaw
hera, He never lapst his  faith, but rather steadfastly
celebrated the forces of life sei against the foreces of deaths
as the existing situation is one of doubt and disorientation,
he calls wupon men to find a new faith and religion. The
spiritual longings of the new generation find expression in
the final monologue in which once again we see a Shaw who is
primarily a poet., The post-war situation is described in  the
poetic monologue put into the mouth of the Elder ¢ " Bult . 1
have no Rible, no creed % the war has shot both out of my
hands. The war has been a fiery forcing house in  which we
have grown with a rush like flowers in a late spring
following a terrible winter.... The fatél word NOT has  been
miraculously inzerted into our creeds". EHut the Elder
continues to say that NOT is not enouah and we will have to
find a new religion, a new way to life. In this moneclogue we
listen to the unmistakeable voice of Shaw who preaches the
gospel of will, of life. |
Though weak,Ton Jrue to be Good as a play is not an
absolute failure., The mechanism of dream has been used
shilfully and the characters are sharply differentiated as
social types, It is  true, of course, that none of the
characters ie outstanding. They are more typical expressing
various prevailing modes of thought than individuals. The

discussions in the play are long and too monotonous to  be

dramatic. Yet the =kill aof the dramatist is unmistakable,



particularly in deftly managing the knock—-about fun, Shaw
strinags together a mulititude of observations, often  pungent,
uwpon  the post-war generation which has become bankrupt and
disillusioned. Though the overall impression remains what
Archibald Henderson sayse "Too talkative to be dramatic"i

there is enough of theatricality in the play which depends on
the character of Private Meek and, more particularly, on the
Burglar who is young, lively and an accomplished talker of
the Shavian brand. But neither Meek with all his energy nor
the EBurglar with his niceties of expression is the leading
character. The lesading character is the patient who comes out
to be oguite fit physically. The play is her dreami the
characters are the creation of her dream.

Wealth is discussed in Top Irue o be Good.The
guestion of what iz tg be done with the fabulously wealthy
millionaires under democratic capitalism, that is, what is to
be done with the bosses, is the problem in the fantastic play

The Millignairess,. Shaw, who from time to time tinkered with

zituation, sent his secretary & play called The
Millignairess, completed in 1935. Freface tp BRosses which

created a sensation was written in 1936 at Malvern and is
immensely readable,

It haz been recorded by Hender=zon that “"when the Shaws
saliled for South Africa toward end of December, 1931, he was
working on  the play, the embryo of the The Millionairess

which in the original draft, ended with the volcanically

1. G.B.8 : Man of the century. Yol 1I1i1. aAppleton-Century-
Croft Inc. 1936 P &%2.
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erupted shout of the ungovernable Epifania ¢ "In Moscow 1
%hall not be a millionariess; but I shall be in the Sovnarkom
within six months and in the Folitbureau before the end of
the yeari, The main problem, thus, is the irresistible power
af the able man who governs but is ungovernable. The solution
deals with vast personal wealth,

But the problem is too big to be eazily solved, even if
the attempt at finding a solutiom iz made by a Shaw. The
golution found by the dramatist is not satisfactory, thouah
we do not  demand a solution from an artist. That bhe has
dramatized a problem of great bearing on the conditions of
ourr time is something which must not be mixed up with the
unsatisfactory solution to the problem given by him, The
problem was not solved by a devastating world war which
destroyed two great political bosses—-Hitler and Mussolini.
The bosses, the talented individuals with commanding ability
in money making, in politics, in church, and in everything,
cannot be liquidated. But something has to be done for our
deliverance from the tyranny of these talented individuals.
The abolition of private property would not solve the
problem, as Thaw writes in the Freface, for even then we
shall remain at the mercy of "the decider, the domigatnr,

the organiser, the tactician and the mesmerizer . . . ". The

remedy found by Shaw was manifold increase in the number of

1. Ibid. P 635,

2. Preface to The Millionairess - Preface to Posses — BG.H.
Shaw. The Complete Freface of Bernard Shaw. Paul Hamlyn
ttd. 1i968. F 490,
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talented persons. In the Preface to the play Shaw maintains
that talented persons should be multiplied "to what may be
called their natuwral majority limit, which will destroy their
present scarcity value, But we must also eliminate the mass
af ignorance, weakness and timidity which force them to btreat
them according to their folly“f In pther words, the masses
muat be adequately educated and made enough intelligent to
distinguish the worthy from the unworthys; they have to bDe
sufficiently powerful to prevent the rulers, who have ceased
ta be efficient, from ruling over them. Shaw sees the success
of his solution in the creed of Creative Evolution. He says @
"Only a cieed of Creative Evolution can set the souls of
peaplie freeﬁ.

The Millionairess is in four Acts and it “"does not

pretend to be anything more than a camedy of humorous and
i

H

curious contemporary characters . . . . « This play is
actualily a “well-made" play for here we find the dramatist
having recourse to the "mechamical rabbits" and “clock-work
mice" which he himself attacked so often. Shaw used a female
bass with esxceptional talent for making money and lording
over others in this comedy which lapses now and then into
slapstick farce. The plot, which is filled up with pugilist,
jude expert, conscienceless crook, clown, and sexless doctor,
iz not important . Various elements of the so called “well-
made” play are here with the difference that in Shaw’'s play

there is a bit too much of discussion covering a wide field

1. Ibid. P 49Q.
2. lbid. F 493,
3. Ibid. F 479.
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of interest. The situation is fantastic, but the discussions
are lively and entertaining, as always in a Shaw—play.

The Millionairess opens with the scene introducing the
millionairess, Epifania Ognisanti di Farerga, interviewing a
splicitor in his office at lLincoln’'s Inn Fields. She gives
out her intention of making a will and tells the story of her
husband. #As they talk, the husband of Epifonia, Alastair
Fitzfassenden, arrives with his girl friend. In the
dizcussion that ensues the conditions of the mollionairess’
marfriage with the champien boxer and tennie player are
brought out elaborately. He had discovered that she was not
the woman who could be his soul’'s mate and so diserted bher.
She too has a male friend with whom she discusses things
h@ynhd the caparity of perception of her husband. This
gentleman also arrives after a lot of discussion which is
interesting in its own way, but not very necessary for the
play. In the Second Act at the river—side inn we discover
that Epifania herself is a good boxeri she boxes her friend
out. Then arrives an Egyptian doctor, very much cultivated,
who speaks English well. A romance develops between the
dactor and the millionairess. 1t seems that both of them had
made nromise -—-— the doctor to his mother and the
millionairess to her father ~-- about their marriage. In  the
Third Act, in the East End of London, the wmillionairess is
found earning her livelihood in an uwgly den where, by virtue
of her merits, she automatically becomes the controller. It

has been shown how talent can never fail and how the talented



individual will have the affairs in his or her hand. In the
Fourth, that is, the Final Act in & river-side hotel, the
former inn, the millionairess is discovered at the heim of
atfairs. The husband of the willionairess, his gQirl friend,
the solicitor of the opening Act and the male friend of
Epifania all assemble in the hotel. The Egyptian doctor also
arrives to complete the dencousments he is found to have
fulfilled the conditions of the millionairess. The
millionairess has also fulfilled the doctor’'s conditions.
Then Epifania gives the sclicitor instructions to proceed to
prepare the will.,

We find that there is very slight action: what is there
in  the name of action is only slapstick fun. It is purely a
discussion play, a play of ideas. Though ideas run riot, the
main discussion centres round the guestion : who is the able
man, the great man? Shaw's conception of the great man has
some novelty because he made him "iemoral” in the Shavian
sense of the term. This great man is unconventional and has
self~canfidence to weild the power and remain at the centre
aof power, be it management of & hotel or earning mnney or
governing a state. It is impossible o govern such an
individual because he submits to no established authority.

IThe Millignairess, like Geneva and In good King Charles’'s

Golden Pays which follow, deals with the problem of
leadershipy in the play the problem is how to choose the
leader. The answer is that the leader will choose himself;
the average men lack the necessary ability to choose the

leader for themselves. I have already maintained that SBhaw
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lacked the art of the politician and his incursions into
practical politics were, more often than not, unhappy. _The
burden of all”political plays" of Shaw is elimination of
ignorance. The state will go on the rocks without a leader,
but there is the possibility that the self-choosen leader
shall become a dictatbr. Shaw was not in favour of dictators
and heroces as such and his praise of the dictators is nothing
but an expression of hiz intolerance with the pretensions of
democracy. Shaw's “"political plays" really deal with the
prevailing state of human givilization and his answer always
is tg sducate men ~—— to break the shackles of ignorance -
and to make them capable of self-leadership. Shaw wanted
palitics to be a means, the end being the alround development
of man and bhuman culture. The redeeming creed, thus, has to
he Creative Evolution. All his life Shaw was preoccupied with
the problem of the quality of the people and how to get them
rightly governed. These preoccupations appear in The

Millipnaireszs. Only with a tittle understanding we realize

that a large number of men and women are no better than
children moving about in the bodies of adults. It wasz absurd,
Shaw thought, that the fate of mankind should depend on the
whims of half-educated and ill-educated mob of children.
Shaw’'s main idea is reasonable enough -——— a disciplined
democracy can be achieved only by the labour of exceptional
peopie.

The Millionairgss is a farce with a considerable
difference. Here a woman has been presented who has never

been subjected to any discipline. Yet she finds herself
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frustrated by her uncontrolled authorityy; she herself
declares that her life has been completely sorrowful  because
she finds none on whom she can trust; she finds none who is
zelfless. Only when she meets the Egyptian docter who is
completely disinterested about himself but interested in
leaving the world a better place, does she find any hope of
fulfilling her function in the world. The attack on  the
conventional idea of happy marriage is no less interesting in
the play. Epifania is taken aback by the complete indifference
aof the doctor about her soney and finds her husband in  bhim.
in a lengthy passage the conventional idea about happiness in
conjugal life is demolished : "And I tell you that in the
happiest of marriages not a day passes without a thousand
moments of wnfaithfullpess . . . . What do the unmarried
know of this infinitely dangerous, heart—tearing, aver
changing life of adventﬁre we call marriage™"

Geneva is a fancied page from history Ilike the

political play which follows it, that is, In Goped EKing

Charlies’'s Golden Days. It wazs a rough time for the world,
particularly for Europe with Hitler in Germany and Mussolini
in Italy making preparations for a holocaust that was to
engulif all the contiments shortly. The time was ocut of Jjoint
and even the efforts of a Bernard Shaw could not have set it
right. When Shaw treated this boiling condition with his
characteristic levity, he was upbraided. Shaw replied that it
was beyond his power to alleviate the tragedy of Europe and

=0 he would exercise the rights of the comedian to extract



what comedy he could out o% the seriouns, blasting atmosphere.
In "A Note on GBeneva" Shaw explained how the play began. He
began with the Intellectual Co-operation Committee, set up
with good intentions but dying within a month of its birth,
and said ", . . it came about that I found it growing on me
that there was some fun to be got on the stage out of the
Cnmmitteei.

When we look at the theme of the play we find that it
is completely "dated", for bpth Hitler and Mussolini were
thrown away from their seats of power within a few years of
the publication of the play. But it is worthwhile tao note
that dictators of this type have not become an  extinect
species with the defeat of the two war-lordss this type may
arise again and so the interest of the theme of Geneva is hot
quite dead. When the hysteria of war—time ~— a timg in which
people talk hysterically ——— is over, we can look at the
dramatic representations of Hitler, Mussolini and General
Franco more objectively, The play presents the war-lorde as
obiectively as possible, for Shaw as a dramatist has the
power to see both the sides of a case. Moreover, he does not
believe that there can be a man who is hundred percent evil
ar  that there ig a bhuman deux ex machina., So the much-hated
dictatars have been given fair play: they are allowed to put
forward their own case.

The play is not a "Well-made" one; it is disquisitory

1. A Note on Beneva - B.E. Shaw. Malvern Festival BRook,
1238. F 8-%2., (Quoted in G.EK.85. Man of the Century Vol
I1. Archibald Henderson. Appleton~Century—-Crofts Inc.
1954. P &83.



in nature and fits well in the canon af the drama of ideas.

Here, too, we find that nothing happens: the chearacters only
talk giving voice to ideas which cut across one another. It
is Begonia Brown, the secretary of the Intellectual Co—
opgration Committee, who sets the ball rolliing though she
herself is unaware of what is going to happen or of the
significance of the Committes. The play only reveals a
situation, but does nopt try  to solive the problem of how
te negotitate the dictators. When Shaw was charged with
failure to solve all the political problems, he retorted that
he was not Omniscient or ODmnipotent and that as a playwright
he could only "extract comedy and tragedy from the euxisting
situatiuni. When he allowed the dictators fair play it was
further said that Shaw had converted his political faith.
This was not the case; he was simply drawing attention to the
situation, posing the problem of leadership. More, he had the
dramatist’'s obiective view to see the worth of the dictators
like Mussclini and Hitler. We may have many things to say
against them as the destrovers of half of the world, but one
would do well to remember that they might also have had their
say; also we cannot help acknowledging, even grudgingly, that
they dragged out their father—-lands from a position of
degradation to that of the dreaded——and even respected-—-
countiries in Ewrope. It is the artist’'s caocacity to look at

things dispassionately which is to be seen in Shaw’'s

1. A Note on geneva. G.E. Shaw. Malvern Festival Book. 1938
8 { As in 6.8.8: Man of the Century Vol IT.A.
Henderson. Appleton Century-~Crofts Inc. 1956. P 683F,
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portraval of the Nazi and the Fascist dictators.

It is to be noticed that Shaw had a peculiar
partiality for anybody who was in possession of powser over
his Ffellows; such persons appeared to him to be particular
experiments of Life Force to reach higher and higher; they
nave & claim for the name of Suoerman or at least for the
role of a superman. It is neot once only that Shaw took up
hizs pen in support of such men, to praise them and to commend
their actions. Shaw, it seems, was constantly in search of
the sign of the superman in the great and powerful rulers, in
the philosophers and in the artists. This possibly iz the
reazon why he gave the rulers like Mussolini and Hitler their
due, even more than their dug, which compelled him to  live
through many embarrassing yvears before, during, and after the
second world War.

The theme of this play bad become dated even in 1940,
because in the play Mussolini refers to Hitler as "my
understudy", But the play Sepeva as a play of ideas evokes
some emotions which cannot be lightly dismissed. It is the
emotion  of the marvellous which keeps the interest of the
play when the Fascist and Nazxi dictators are dead. There is
no "action” but there is music—~the music of words. The whole
long last Act is composed with a mastery which shows the
symphonic quality of the Shavian drama. There is an
orchestral design in  this play which reminds ws ef the
playwright’'s marvellous achievement in the Apple Carts bhere

once more we see the perfect Wagnerite at work.



It is only a useless conjecture what shaw would
have dope if he had taken the very dramatic reign and
zituation of King Charles II in his sixties when he was at
his best, as evident from his handling of Saint Jobn. As it
is.the political play In Good King Charles’'s Golden Days is
not among the best dramatic achievements of Shaw. He did not
dramatire the romantic, pasgsionate love-episodes of king
Charles; neither did he dramatize the intrigues of the tims
though in this sphere the Restoration period is at least as
dramatic, it not more, as the Elizabethen period.
Dramatiration of passionate love affairs and intrigues are
completely bevond Shaw. Here ligs the difference between Shaw
and Congreve and between the drama of ideas of the twentieth
century and the Restoration drama of mannees.

King Charles 11, if we are to depend upon the
chroniclers, was a witty, wise, and ungovernable Kina who had
himself as his sole adviser. He knew that the time was rough
and that he had been beset with snemies to monarchy as  well
ag to  the person of the monarch. But with almost unerring
judgement and courage he weilded the power of the sovereign
and at the same time multiplied the number of illegitimate

children. Shaw, in the Freface to In Good King Charles’ s

Golden Days dwelt on the first part of this observationi about
the wsecond part,we alvreadty know his attitude. There are
historians who have already done the job of portraying the
polygamous King and his art of government nicely enough. Shaw
did not write a chronicle play with king Charles 11, and when

he called the play "a true history that never happened" be
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knew what he was saying. If the play were a chronicle drama
Shaw would have presented us the Mechiavellian qualities of
King Charles in addition to his championship of science and
art.

The play remains what it really is : a fancied page from
history with some historical personages presented at  the
height of their powers: they assemble in the house of Newton.
We find on the stage a bright constellation of luminaries
from various fields —— art, science, and religion. Above all
there is the figure of King Charles himself who takes active
interest in the higbh intellectual discussion. We find Newton,
Kneller, George Fox, James, the Duke of York, and the King
discusesing almost endlessly to the bewilderment of the
critics, This is a perfect discussion play in which ideas
about various things are argued and examined by the
characters. The result is that the play, as Maurice Colbourne
points out, "... may resemble a Flatonic sympusiumi. But
there is this difference : Plato allows a1l the characters in
Symposium freedom to express their own opinion without taking
sides, but Shaw may take side as he really does in this plays
here he sides with the champion of art, Kneller.

At least for once, Shaw in this play lays aside
Creative Evolution, Socialism and all the dthers of bhis
favourite ideasi neither does he bring in questions of
philosophic speculations and great abstractions that defy

definitions., Unencumbered by his own ideas, Shaw considered

1. The Real Rerpard Shaw — Maurice Colhourne J.M. Dent & Sons
Ltd. London. 19249, [ 217.
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the mysteriesy it iz the curious mind of Shaw that
particularly attracts us here.

This play iz, =mave a little bit of fun, all talk. Being
a dramatist and an artist, here Shaw allows all the
characters to explain themselves. He arranges the characters
with skill and so we find a variety of combinations : Louise,
the Duchess of Fortsmouth, the only one intellectual among
the women characters in the play, Newton and Kneller discuss
goience and art, and the King and the Duke of York discuss
Kingship. In  the talk between Newton and kKneller we get a
Qlimpse of the real Bernard Shaw. Though the dramatist seems
to be fair enough to Newton, the scientist, he holds him  to
ridicule, for Shaw always sides with the artist and bhas
little faith in Science. Kneller expresses the artist's view
and expounds the conflict between the man of science and the
man of art. The artist, Kneller declares, is the band of God.
In a passage of high poetic beauly Kneller says @ ". . . the
harnd that can diraw the image of God and reveal the soul in
them, and ig inspired to do this and nothing else even if be
starves and is cast off by his father and all his family for
it : iz not his band the hand used by God, who, being a
apirit without body, parts and passions, has no hands?"  In
thie passage we hear the true voice of Shaw who set a very
high ideal and standard for the work of the true artist.

In In GBGood King Charles’'s Golden Davs once again we
find the wmind of Shaw turning towards the question of

leadership, which iz a recurring theme in his politicatl

228



plays, and the inadequacy of the methods of finding out the
true leader. The characters in the play, save women
characters, arg leaders in their own gpheres. 0f course, the
women are also preszsented as the mistresses in their own arteg
we find them, except the Duchess of FPortsmouth, interrupting
the intellectual talks of the meng they would not allow the
men of ihteilect to forget them. It is possible that here
Shaw once again ppints out, as he does in Man and Buperman
through the mouth of Tanner, that the woman would try to drag
the man of intellect and the man of art down to the mundane
level and that the truly great ones have to be indifferent
about women. To go back to the prablem of leadership, Shaw
statez the problem through the mouth of King Charles without
trying to give a solution. The problem is stated thus @ "No
beloved,the riddle of how to choose & rdler is still
vwnanswered; and it is the riddle of civilization", This
guestion of leadership is the main theme in the thiree last
political plays of Shaw and may be studied as a trilogy. The
fact that the methods employed today are very inadeguate to
find out and elect the populsar leader is the dominant note in

2ach of those plavys.

in Good kipg Charles’'s Golden Days inspite of its
weakness, iz a work of high distinction. The First Act is too
long and, though there are sparkling dialogues throughout
this Act, it appears to be beyond an audience tp maintain
intellectual alertness for so long a time, As a sort of comic
relief, therefore, Shaw introduces a little fun where we find

Newton and James, the Duke of York, havipg a scrap on the
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floor. The short Second Act is a sort of an epilogue. But the
play has itz design which cannot be understood 11 we
constantly remind ourselves that the play is only full of
talks.85 in the previous play Geneve we noted the orchestral
design, o0 also in this play we have an orchestra with the
great ones of arts, science. and religion, and kingship
playing the various tunes; but often it is something like a
duet that we hear being playved when the different
combinations of characters discuss various ideas. But  the
musical desion of Gensva seems to be more mature.ln I Good

king Charles’'s Golden Days the dialogue is main ained at a

very high level which cannot easily by sguallied. In & Shavian
play of ideas we do not expect "action": the dramatist rather
ridiculas the oritic- who demand Taction" by  introducing

funny, noosensical incidents in the name of action. The
atademi - oritice feel irritated to see the characters
discussing for houwrs, even though absorbingly, doing nothing
and causing nothing to happen.

The play dramatizes not any historical incident, thouah
the timeg of the Merry Monarch Charles was nmtﬁing if not
thramatic, But it dramatizes current iddeas and idealpgies
through discuseion which at times reaches poetic height. The
drama rehabilitates the character of & monsrch who 15 slways
shown, by historian no less than by dramaltists and novelists,
as lustful, faithless, and polygsmous. The characters in  the
play are distinctly drawn. The women characters have, always

exwcluding Louvise, little o nothing to do with the
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intellectual discussion; yet they are also differentiated
from each other skilfully.

A spiritual likeness between Shakespeare’'s The JTempest
and SBhaw's In Good King Charles’'s Golden Daye has been
naticed by Maurice Calbourneland ugne cannot dismiss his views
lightly. Shakespeare is said to have climbed to the towers of
philosophic calm after swrviving the tumult and passion of
his great tragedies. Bn, we may say, did Shaw in  this play
climb the towers of caln. Shaw’'s towers are marked with
serenity and curiosity. The functions of art, the laws of
mathematics, the ethics of government, the great secrets of
the universze are treated with a humility by the author which
iz quite swrprising for him. Here we get a glimpse intoc a
curious  playwright advancing agreat guestionz of upiversal

application, but without insisting on the answers. In  this

sense In Bopd kEing Charles = Bolden Davs is a typical play of

ideas.

1. The Real Bernard Shaw ~ Maurice Colbourne.J.M. Dent & Sons
L.td., London. 1949, P 21ig.
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CHAPTER VII

SoiAl. FLAYS OF SHAW

Though often Shaw is represented merely as a playbov
and & doker, he is actually & seriods dramatist. He deals with

the problems faced by bhe huwean being as they live in the
society: turne the soecslled idealisets into ludicrous and
hypooritical  oreatures by blasting their idealism. Social
problems  of  various types and  importance are dramatized,.
various cliches of the conventionally noble-minded psople are

desalished by  an exposure of the source of the problems

supported by overwhelming, dissarsing arguments. Gs a  Fabian
Bocialist Shaw exsmined the maladiez of the epciety  without
bexing  Blinded by ddealiscm. His scientific etudy of  the
society  and ts  problems  made it clgar  to him that the
opreed bt maladies axf e s iety e Dapitalism,

1himental lam, grid sickliness of consciencge. This may lead

one o think that Shaw as o dramatist is  a mere realist
and  his plays  are merely theses for the solution of  the
prabiliems. These poaints have been discussed in different
chapters of this work, leading to the conclusion that Shaw's
plave are playvs and not merely tracts of soclial  sciences
neither iz he & realist in  the sence generally people
underztand the term. Suffice 1t Lo say here that though like
Zola and Borky he euposes the zocial plague—spotse of the day,
e 1z wunlike the Frenchman and the Ruseian in that he  shows
Bow the middle-class condones andg even profits from  thess

plague-spote while bolding them in horror,. The coal temper of



Shaw kept him from the besetiting sin of the paturalists — the
explnitation of =zensational material for melodramatic orF
zontinental effects

Bhaw’ e sense of social  justice was actually
ELindled by hizs veading of the American Henry George  and the
German—Jdew  Karl Marx, Shaw learnt that to the Victorian
borgeaisie private praperty and domestic hearth were the

very  foundation of social morality and  they  would not

shlently stand  army attack on  bthese, tar them, wacred
fourdations.  As a middle-class anti-middle-class 1. a8 &
rebellious  son of the middle-class, Shaw maintaing that the
firzt of ithese institubtions was  inevitably anti-social.

Fro-ivats  progerhy, bhecause of the capeicious distribution of

mnature’'s  bounty, lesads to sogial  inegquality and  ensures

el i tation, The second institotion iz potentially  &vil,
s \ ' y . .

bhecause devotion to the welfare of Oy pE Tamily may bhe at the

gxpense of bthe sociely 8 a whole.

Tt iwm  not that Mars's  esconomices  carried  hio
amay . He  was astually fascinated by Marx’'s  appeal to the

passion of  hatred in the nore generous  souls  among  the

respectabhle and sducated sections for the acouwrsed middle—
class  institutions that starved, misled and corrupted  them
from the cradies. Shaw did not belisve in Mary’ theory of

class war. The social strugale, he came to think, did not
follow the class line, The people who really hate the
capitalist sveten are, like Tolstoy and Hyndmann, themselves
capitalists  and it ig the labourers, artisans and asmployees

who arg the fierces!t defenders of this svystemn.
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Shaw frankly admits that he hates the poor  and

pities Lthe richy; but one nped not be a great intellect o see
1
that 1t is poverty, not the poor, that he hates. Like Samuel

Butler he regerds poverty as a corime from which all  other
maladies af  the Capitalist =sysitem SRELNG . Camital iam

perperiuates  poverty by throwing up giant  wnearned  incomes.

The ocwners exerclise  enoroous purchasing power  to which

production respondes; but the unproperiied peopls who form the
majarity  can  at  bhest afford the barest necessities, the
AN heing dismgstrouas rpeversal of neatural  order ot
production in which needs comes first and tuvurieag last.

But  an suposition of Shaw's SBocialism  will give

anly & partial ideasa of the themes taken up by him’ in  bis

"Booial Flayve®., It dis not that all ithe problems  touched by
Pim have retalmed thelr lmportance today: many of the things

have become "dated”. Society has moved forward and people’s

ideaz bave changed. Yebt somg of the probliems—— the probklem of

poverty and riches, the probBlem of unearnsd money, in & waord,
the problesm of Capitalisme ~- have nob died oul, But  in the
"Spocial Flavae® Shaw takes ap the institution of marriage and

parenthood, the prablems of  edacation, spoken language,
romantlic  idealism, war. love, and many more which we shall

rote while discussing the individual social plays.

Lo Bhaw writes "Suach poverty as we have ta day ... deqgrades
the  poor and  dnfects with its degradation the whole
nelighbourhocd in which they live.fAnd whatever can degrade
a neighbourboosd can degrade a country and & continent and
finally the whole civilised world, which is only a large
nelghbourhond” . The intellicent Woman's Guide to Socialism
Socialism and Capitalism. Constable & Co. L.ondon,

1932 (Reprint), B - 42,




The above discussion on "Shavian Bociaslism', if
such @ term may be used, and the discussion on the "Social
Flavae" of Shaw which follows, point out that Shaw really is a
Social Dewmocrat. He would bresak down all the barriers  that
axist between <lasses and bring sbout a state of =social
pguality.9haw 2 biological argumsnt for equality of income is
based on the dysgenic effect of limiting sexuwal selection by
consideration of rank and money. Heg contends that natural
attraction is Lthe only clue we have to evolutionally desirabl
mating and that svery irrelevant consideration which reduce
the number  of persons Ferom anengst whom we may choose  our
matas, ie degenerative. He allsges that bthis  argueent  achs

powerTully  on the awdiences who  are  insensible to Fid e
1

LOEIS .

political and economic proposit

Feom  bthe foregoing discussion it apears that  Shaw

is a wsocial reformer. He makes a felbish of  radicalism  and
Imaage breskintg, and in the name of unoomnon sense holds that

the wunmasbing of convention, bthe destruction of illusions and
the basic recrganization of sociesty are  the prerogatives,
rather hhan duties. of the true comic dramatist But being an
atrtist of the class of Buripedes and Moliere he sade the
blays commendable works of art whether or not one agrees o
i ideas. In his "Social Flays" Shaw takes up various themes
and  treats thesm in  a manner shocking to the Victoarias

moaralisterbul this bhe does always as an artist.The themes are

L. For a fuller explanation of thisz stand of Shaw  one  may
see  The Intelligent Women's GBuide o Docialism  and

Capitalism Chapter XV, Bugenics, F S3-04.
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reiabions between men and women, parents and children, the
problem of the indivedual and the society, the clash between
bhe individual conscience and the customs and manners of  the
society. There is drama enooagh in all these. The ocurrent
marality as  to the economic and  sexual relations SE:35
abhorrent to him and he attecked them right and left. But the
construction of the playe, the begauty of the dialogue and the
insight with which he penetrated into  the indgividual
character and the character of the society make it abundantly
vlepar  that it iz the artist who appeals. not  the so-called
propagandist, "Tdea” certainly is there; but it is doubtful
whether, st lesst in the "Bocial Flavs", Shaw was  interssted
in the ides as ldsa. But in as much as in the "Social Plays"
various  ddeas are there conflicting dramatically  with one
arnctismr, these plave may well be callod dramas of ildeas.

I+ is to be horne in mind that i the "Social  Flays®,
toa, political  and philosophical  thenes are discernibles
these thenes certainly have social bearing and often mingle
with the social themes. "ldeas" cannot easily be separated
distinctly as only "FoliticalY, "Social”™ and  "Philosophical™
ideas. Maturally, i the so—¢al led "Political® afid
"Fhilosophical” plays we come across social problems  ss in
e "Social Flavs" much pelitics and philosophy 1 discussed.
Thowoh 1t is  rather misleading to olassify  the plays -
prarticualarly if it 1w & Shaweplay - inte "Folitical”,
"Qoocial”  and "Fhilosophical® playe, still I have taken up a
few of his plavs wunder the heading of "Social FPlavs"i  the

basie of the chaice is the main theme of the plavs, Widowers'
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Houses, The Philandesrer, and Mrs, Warren's Profession have the

clash hbetwesn individual conscience and the conventional

marality as the main theme. In The Docltor s Dilemma, Heart

Break House,. LCandidae, 8gtting Married and EBygmalion, the

ralation bkelween men and women, between busband and wife, the
institution of marriage and ete. are taken up. In The Revil'=
Disciple and Ares and the Man the themes are romance  and
sickliness of conscience. And running throuab sost of these
plays there is the castigation of the prevailing Capttalist
sywabem,

The importance of the first play of Bernard Bhaw  is
that 1t proved fa bhimseld, who had s lomg been weilting
PEEaYE R Soonomics, politics,. drama, art, and music. that he
was @ playweiobty all the rost fmllmwﬁdf It has been raported
that on & copy of the first sdition he obsevved many yEsarsg

later, hhat Wdidowers ' Houses (1885-92) wag his firgt and

wixst  play. fs oa firet effort in the dramatic art, hipwever ,

Wi oy’ Hounses hes ramarkables gualitiss. The diaslogue is

Tively and original, its construction iz thoroughly woekman—

Tike  and, though it may ot be considersd as a 2 masterpiece,

|-
+

L oholds the stage which is the acid test of & play.

It has alvready been abserved thalt Shaw never satirirses
o abttacks  the individualy he attacks the sogiety  and  The
Social  btype;  and be atbtacks the various institutions. The
theme oFf this pley dis the problem of conscience in & sooial

smat-up whioch dose not allow individual oonsclencs e S

against the soral preschings of the esteblished institulions.




Pt heing  an artist, Shaw even allows a sium  landlord  to
Justify  himself, Shaw’' s attack., of course, is directed
aquarely  against slvs landlordism and  not against ANY
individual  landlord of the slum. He wants us  to understand
the ertire problem of slun landloriss and so, as  in ather
olayvs dealing with other problems and iﬂea93 he allows asvery
spesaker  to  speak for himsslf or for herself; this is  the
device hy which Shaw shows that no individoaal is the villain
of the pilece. Of course, only where Sartorias  turns from

rogue into 2 conspirator intending to swindle

eming 8 honeg

the public, SBhaw's tane of  irony  becomes infused with
com tempt .

The play is farcical-comedy - farcical in conception
and comedic in execution —-- which presents a  real  problem

that worke like a canker in the body-politic of the socisty.

Foay L conventionally  moral peopls the play creates
piscomfitures, We do not come across any oharacter  in the

play wha is admirable: even the leading character Marey Tench
failes to arouss any sympasthy in us.

It is Lo be borneg in mind that the Widoweres' Housss s
not directed at the zsocialists. It is directsd rather at  the
sympathetic aristacratic conservatives who regard
svplinitation of the downtroddens with noble indignation. The
neminal hero of the play, Tench, belongs to this class.  He,
when he learns that the wealth of his would-be Father-—in-law
comes from slume, experiences a genwine shock., But Tench does
nat  examine the economic gquestions. Sartorias  advances the

comman middlie—clase arguments in favour of keeping the =lums




rneglected and decayved @ "When people are very pooyr,  you

canrct help them, no satter how mach yvou  sympathize  with
i

tham" . To these arguments are added two other advenced by the
individualists - ¢that rents must be pald and that the peapls
suffer dus to an increase in population. Tench is  conpletely
overwhelmed when he comes to hrnow that hilis own small  iAncome,
which he considers wotainted, actually comes from Sartoriasg
arnd  Bartorias gets soney by exploiting the wretched slum
el lars, In & Capitalist economy it is  almost  impossible
that & man may esarn untainted money. It is impossible again
that & man @ay  bave genuwine sympathy: we noticed bow

oickohesss, who at flrst wanted Tench to have some  feeling

for bhe poor, bisself becomes their exploiter.
Hhaw  doss o not owrite conventional  domestic Comeddy
Floodsd with sentimentalisnm. The conventionil theatre-goer

daoms ot find Lhe dramatization of sentimental love ——— how
the  bhoay and bhe girl run into  each other's  arms to
demonstrate  their passionate  love. But here the lovers’
cquarrel between Tench and Sartorias’ s daughter is patoched up,
not because the lovers are romantically in love with  each
ot har, but because economic relation between  the two  men
makes such & match ot only practicable bul also desirable.
Though the playwright hisself pronounced this play a

"Propagandist PFPlay ~ & Blalectic Play - a play with a

purpose”, he pleads, at the same time.that this play is to be

1. didowers' Houses -~ G.EB. Bhaw.

2. Freface to Widowers' Houses ~ The Complets Frefaces of
Pernard Shaw. Faul Hamlyn Limited, 1965, F 70,
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Judged not as & pamphlet in dialogue, but az a work of  art
muoh as any comedy of Moliere i8 a work of art. Shaw' & uee of
the mame of Molisre, while referring to the very firgt of his
plays, iz aquite gignificant. Bt Moliere sometimes vilifies
which  Shaw never does. Tench ang SBarborias snd the lot are
rot painted as villalinsi they are  Jjust  the products of

Capitalism which kills swhatever good is there in & man.,

Shaw’ e attack iz rever against any  dndividual., This play
earned For Shaw a widely accepted and wiid notoriety which
was  enhanced by the nexit play The FPhilanderer (18931, an

@xtremely unpleasant play. The Philanderer, is a satirical

oMy, Bt it is not to be treated naturalistically. The
pilay is indeed an exasple of the new bumouwrs that came into
thwe theatrs - - the Shavian humour ~ the nature of which was
to be dieconcerting and too true bo be good for averyone.
Written al the height of the Ibsen mmntrmvarﬁy-by one of the
champions of IThesen, this play made fun of the intelligentsia
whtch io ahown in guite an unfavourable light. The theme of
the play is love and sarviage which is treated &8 a gams
hetwasen the sexes, It was a time when the ideal of the
wovmanly  woman was still prevalent in the English Ismciety
though  some of the superior woemen were breseking loose {from
this ideal. Somg women were, however, anly aping the really

advanced women., Both the types are present in The Philanderer

--------- the filrst type in the person of Grace Tranfield and
secoand in Julia Craven., Betwesn these two types stands a man,

Legnard Charteris, who is hated by Grace hecauss he allowed
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nimself to be seduced by Julia; but he tries to get himeelf

rid of  the frantic and Jgalous pursudit of Julia. The true
Shavian gqualitiss appear i dialogues charac ter aryd

situation, yet here Shaw is noeb at his best. There 1s  no
rovelly i the constrouction of the plot, the construction
being etrictly of the pericd. The ideology has shifted; it no
longer champlions the womanly woman. But the familiar rant of
the romantic melodrama is easily discernible in the emotional
quality and the phrases used in the various speeches. At
firat we find melodrass lawghed out of court, but at the end
oftce again b oils browaght in by bthe front doeor. OF course,
Yhe ooint of deparivee from the romantic  sexclogy of Tt
Victorian stage 1s rhe character of Charteris who  can be

tolerated only after discarding that sexolagy.

Mz, Warren's Frofesasion (1893 is one  gf the most

"immoral"  and  "heretical” playve of Shawi and  though  here,
tewy, he appesars bhefore us as an artisel, his avowed object “of
converting  the nation to my opinion on seXxual and  social
mattere” is obviows. Thie play is designed to draw  the

attontion of the public to the facts relationg to the use of

rathels and fto awakes its  social  conscience by their
dramatic presentation.  This TUnpleasant" play  is about

prostitution and natwrally enough it ceused much discomfort
to  and was sealed & absolutely imooral by the Victorian
prudes.  In England the play resainesd unlicensed for  thirty
one years L.e. until 1934 by which time the people of England
laarned, to some extent, to call a spade a gpade  pacticuarly

when  the Archbishop of Canterbury celled atterntion  to the
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danger of venereal dissases. The play was written, Shaw said,
e < o« bo draw attention to the truth that prostitution is
caused, not by female depravity and male licentiocusness, bub
zimply by underpayving, undervaluing,. and maltreating ww@en HO

shamefully  that poorer of bhes e foreed te resort to

1
ottt ian Lo keeo body and soul together". Socieby and not
ary dndividual ise the villain of the piece.
Dhaw waszs entirely right when he cbhserved to Ellen Terry

that when he wrote Mrs. Barren s FProfession e bad  some

nerve, becadss by wribting & play on such an wnsavoury subject
e Tlew into the face of convention and the Censor. The play
was bhannsed by the Censor. The conventions]l moralists were
ghocked when they found the playwright pointing his finger to
acouss bhe Doocisty and nol the prostitubtey; its indictment was
of every man as a citizen, not merely those engaged in the
trade -z cnntentiqn which was too revolubionary  for  the
time.

A An the firaet of the "Unpleasant Flays", so here  the
theme its Consclence; it ls Vivie' s conscience with which  the
dramatic action is concerned. Conscience ie a very hard
subiect and bthe play is withould sentiment. The artietic merit
of  the play liesz in the fact thet a cold-blooded subject is
treated in a cold-blooded manner. Whatever passion is there
is moral in pature,. Romance and sentiment are driven oul when

Lhey stand face toy face with the stern Foaglities of the

1. Freface to Mre. Warren' s Frofeseion. The completes Frefaces

of Bernartd Shaw. Faul Hamlyn Lid. 1968, F 219,
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Tems . Bhaw lebt go the  prostifobte unblamsd  and

3

ig thers is no zsentissntalization. iy

vnbairderesd, bt in

wmea el

-

.

T
u

o F t

e melodyamas

condition. Tha Ty ROMTEE AT

tho olg-~fashioned "Cuerbain® (o f g

Frank s

Fivat fAot. A conventicon revived by Bheaw froe  the olassical

wilth  which  the

PP oo g Lo s

dyama

ivhybensf

about  explaining congliinns el

artgd describes her  ecoanomic

1w

mepthod aof looking at

s probdes from an unconventional podnt of view was  clear.

clay whiich souarely Dlamed Sthe soodely e e

Ty

ancisnoe ~—-—  made him intancus. Shaw’ 8 conviction that any

med dtseldt on oa Bigh standard of

il
™
i
-

shaty  which desirass
dntegrity of charsctesr in its umnits should organizre dtself io
mupch a fashion ag to mabke LU possible for a1l omen and womesn

Yoo maintain themneelves i reasoanables comford adthood walling

convictions rings out his zesl a

theiy affections and

LI tof

proiens. The Tdieama”

the oamscdence of  the  probag

condilition that

e [EMTAE S W EMTER 12

Tiwe @ 14Fe of

ERIfeT .

vimetad Marse’ s labowr theory

‘wooopntenticon thiat prices

fven article and that an

e obhat artiocle towards  saro,

AR



whimer huaman W RET I

Sl as

happens to b

Yaw and commurm ity in

3ot b

CHITER Y . BE LTy,

P

weaaksrl @s srally suspect,  weEnT o On

2T L

-

woynsr wWorkassd i sthorss o

eaf their

cpmErl S8 A |MOLIES for

the plight of 4 Family i whigh the

wEll be imagined. S[ince Common

& woman fao LT e bkogay @t

#opBOMY an hoe, T

The Victorian socilebty was

By underpaymient and poverty, Following the

the function of a
L)

st wages

gacrileqs  bo  interfers.

Wit ol

widad

At ochidl et mffect the  same  AndifTerencs o

et it . Tihaw w icdea

rapmu L oof Qrinding

iy oo her Shaw

may e el
fe not omy purposs. It omay,  however,  be

WY Tive & oomfortable aryd

(ST AR b £

ife alaso live the l1ife of shame thouah

-

aristocratic name of Yoall Qiriz’.

CInrelligent Woman's
Weimnen in T he L.abor
sl . L3R Foores-nng

L Bl

thimegs i b

Guide and Capitaliam

-

e Thid.

w44



Mres.  Warren s the product of her environment.  Though
able and energetic, she iz not Tound struggling for a  moment
agalnst the circumstances that led her to accept a life worse
than cdesth. In contrast, ey dagghter, Vivie s te
wigorouwsly agalmsit her destiny as moneyed, young, dle  lady.
This contrast betwesen following the lins of least resistancos
e by acoepnt The circunstances and make the best of thes -
and thatlt of vigorous reaction against  them, is  an  endless
souwrce of dramatic conflict in S8haw's plave. fs a 0 socialist
of his own brand and soonomist, Bhaw throws the blame for the

ndition et apor any individual, but upon the prevailing

oo ial  order and the position  accorded Lo woman in that

mrder .

They  weqioerd ] azm # play

—

ence of Mre. Harven s Drofe
liems in bhis bhat it proceeds froam the trothful exhibition of
the motives which proespt bthe avtion, the intellsctual and
eacticonal  orisis precipitated by  the filieros claah of
parsonalities  and the unconscious self-condemnation of  IThe
characber,

Viwvie is a modern, wunromantic, hard-workiog yourmg woman
who has  devobed  bher time at  Cambridge, nobt o acguirs
dilettante & appreciatior of @ srt and  litsrature, but  to
repare herself Lo earn her living as an achtusary. HMer life is
not without  some mystery, howevers: her mother de a loudly
dressad  rowdy ef very different tasteese from herself. She
repvery  divualged  who Vivie's fTather is, but nevertheless

besbiaves wWith the fresdom and self-aseurance of a  woman  of

SAE
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walth and powss. But her freedom from convention breaks down
Just where affections are most deeply engaged —~-—  her
relations with her daughter. Mrs. Warren adopts a proprietory
attitude ftowasrds VYivie and expects that she will do the
davaghter s duty, The coolness with which Vivie announces  her
decision of legading an indepesndent life discosfits ber g0
that she otters what is wttered by the parents often 1 "Do
e

vour  ERow who vou are speaking to aiving Vivie the ohance

Poy o oask poalnbedly, Mol Bho are you?  RBhat  oare  youT" But

temporary discomtiture of the sother, 1t is  the

davoahter  who  ls, ia bthe end, aore shakso of the  two.  When

Hir long-hidden past 1 oeas & slum~girl

eyl obber  ohoios was  soul-dgestroving  droadesy A

corpiiblons mach worse bhan Life An oa brothel, she had fwrned
b gy b itution as bthe more self-respecting alternative.
Contrary to ow supectations, YVivie is deeply touohed

by hMer mother’ s shory, and for the firet Lime in her 1ife, is

Tallad wilh affectionate regard for  her  mother.  Later,

af the large profits

g . whuen Bir Seorge Ceafis
Mre Warren and he sabke fyomoa ohain of private hotels in bhig
cities, VYMivie recoils with intenge habtresd. The  wanprepared
Feader may wonder why Yivie oan accept one who lives a  1life
af whame for garning ooney, bul oot s welleto-do and socially
mresentable lacdy. The answer, hiowever, is cleary 1t lies  in

Mivie' s cenbtral point of honouwr, her neped  for  self-respect

dor.  Both Yivie ang ber sobther agres  on the need

Tor  self-respect and sconomic independence for themselves j

st here they  parit company. YVivie s consoiencs  has grown
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hevond  merely  her own self ;3 she demands self-respect for
every womnan. In her eyes her sother was justified in  burning
to progstitution to free hergelf from abliect poverty, but  she
recnils with hatrsd when ashe finds that her eothers has Joined
ranks with the euploiters of the poor by engaging poor  givls
in this trade.

Be & plece of  art Mes, avren s Profession s

powerful and stimulating. It zomewhat resembles Widowers'

it thwe construction is mors finished. We cannot help

robicing that Mes. Warren ' @ Profession ds no mere theorem,
But & play of instincts and tesperaments in conflict  with
@mach olher.

Subtitled "an anti-vomantic comedyt . fimme and  the

Mt (LE%4) is, in essence, & romantic comedy. The realistic

are really Bhaw & comedic touchss in the exposure  of
the illusions of warfare, of love, of romantic idealism.  The
roamanticiet Rains ang the el f-doubting Sergius are comically
gisillusioned by the realistic, bhard-headed Bluntschli; who
i turn falls & prey to love  and  romance.  Berquis  ig
perpetual ly omeocked by the Idiaparity hetween  imaginative

dddeals and the  disilluasions  which  constantly sting  his

iwver  pmabtulrE. Shaw’ s ain i Lo destory illusions, and Lo
compeal his aedience to face reslities. Shaw obzerved 1 Y. o .
the tragedy and comedy of life lis in  the consequences,
sometimese  terrible, somstimes ludicrous, of  our  persistent

attempte Lo found our Lnstitutions on the ideals sugoested to

our  lmaginationg by ouwr balf-satisfied instincts, instead of
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1
a  genuinely scientific natwral histoey" . Raina, when she

comes to know Bergius and herself better, finds it possible
to step down from her pedestal. Sergius cannot, and  ag  he
fails so he iz not fortunate., He is evervihing &  romantic
ol ask for ~ & devastatingly handsome man with the style

sed of the loftiest oconception

of & Dumas  mugsketesr, pooss
af  lowe and fighbting., Psvohologically, he iz a special  kind
of zeistoorst, He has every contenpt for the bhourgeoilsis, but

arnn anti-plebsian or a snoebk. It isg  the

M cannol be ssaled a
ok gef the aristooreatic spirit in obthers that he  despises,
reat the lack of asristocratic bloocd. This is the point  where

bar differe from an

ditiary aristocrat who dig prowd oFfF  his

eouliar tralt makes Sergius an aristoorat

blue Blood. Thisz o

af the order of a Byron or & Bhelley.

Biaw dw bhere  lotersstesd o oritically  analysing  the
“
Fresporsss to danges ot only of Sergiuvs and Bluntscochli,  but

fikd

alan of Falna and her sother. Sergius’'s wild cavalry  charge

loks roble and bBrave, and Bluntechlli s desperate
Buich For survival by flesing the batilefield unheroic in the
e beeme, Yel reflection makes Bluntschli's  act houmas and

intalligible sand Hergilus & suploits o sulcidal gesture.  Shaw

Feweatico beadition with ite code of

Tooked at WL OpEar @

"Dpath  or honor” and dite tradition of duelling and daring as

[ 1gse nt~ Shaw. The Complete Frefaces
Hal Hamlyr Lbtd. 1945, F O 7E0,

1. Frefaoes to g

of Boarnard Shaw.

2. A very interesting essay on this topic came from Robert
Elliot =~ Bhaw's Captain Bluntschli @ A Latter-day
Faletaff. Modern Language Notes LXVIT. Movember, 19382,



an  expression oFf  a powsrful desth wish. Bergius, whe  is
riobler  than  the averags membsr of the aristocratic colass,
sffers from a special btype of bhis psyohalogical malady. It
may e sugoested that ﬁﬁrgiﬁﬁ is both a latter-day Byron  and
Hamlet whose sitwation is made comical .. Bergius’s cavalry
chargs  reminds  one not only of Don Guisote s charging the
wind-mills  which is ludicraws, but also of Byron's  oourting
of  death at Missolonghi. On the other hand Seraivs is Hamlet
I his contesmplt for existence, in hise cruel play with Louka,
s his disgust with human nature itself. Sergivs holde the
winrld i contespt for Lits fallurs to appreciate his ideale of
military walug. Mis contempt Tor himseld springs mainly  from

Pis Amability bto live up to his ldeals of romantic love. The

tewe  traonedy of the idealist is embodied in Sergius’ s self-

cotdemning eolilogoy Thammatian ! o kary averywhers !
1

sverytting  that T othink s mocked by everyihing that 1 dao®.

Smrgiug has made Haica the gueesn of  an imagioary  Ringdom
whizre lovers are serfectly truthful and constant without  any
sexual susceptibility  to others. Yet he discovers that
Raina's wmald is  more suitable Lo his  taste. But to the
degres  he fs shocksed by his own behaviour towards Louka, he
i dmaperately willing to bpelieve that Raina belongs fo a
pure world  whers her worst thougbts are immensely nobler than

her  mald’ s beelt ories. Whean Lovka revealis that Raina tells

arnd hasz  become  interested 1o another man, Bergius

recolls wibkh harror and charges Lowka for spying on her

miatyrens., But the rnext moment he compromises  himselfd by

1o Armsz and the Man ~ doct 111, ——— Shaw.
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asking, being led by jealousy, who his rival is. This amounts
to condoning her act of spying, & fact which he is too caendid
to hide from himsslf. In the end Sergive discovers to his
dismillusionment the truth of Loogka' s assertions ard
challenges Bluntschli  fteo a duel in an  aristocratic  spirit
with the hope that Bluntschli also wowld scoept it with  the

game spiril. But the Swiss Officer, who looke at fighting as

i

&  bhusiness,accepits the challenge with a @ matter-of-factness

that disgusts Hergius who ejaculates @ "What a man P Is e a

mar Y omeaning that Bluntschli iz not oa san with natursl
Mgt smpirlt, bul & smachicnes.

But  Sergive is not entirely rigbht. Bluntschli  is
inherently & romaprbic oharacter, Sergius’ & rosantic idealism
i only the owtward garb which falles off agailn  and  agsing

Bluntschli’ s romantlcliss is genuwing. Thalt Shaw is not  merely

"rlaying Meobedlooguistt, bBut iz oa creator of distinct  and

individual characters, clear from his portryal of the

mubtle ohar diws and Bluntechli,. Bluntscohli’s
oharacter  is  syven  sore subible thaes that of  Sergivs. He

o be a rational being, sharp, intelligent, business-

tika  for whon fighting is & btrade which ls net fascinating
and whioch should be faced without any illusion and idealism.
Yot be has, as  be hlimeelf rightly points out, an "incurably
romantic  disposition® which prospts him to accept the

wncertaln 1ife of a profs

sional soldier though e might live

& comfortable life by Joining his father ' s businese. The idex

af  going  hack to his father s business and look  after the

WERRTE



hotels is  wvery much disliked by him, for this would thwart
hisg desire Tto live the life of a romantic soldier.
Armz and the Man is one of the artistic triuwmphs of
Shaw., HMany of Bhaw's playvs possess characteristics of  light
moeras 1n this respeclt Aros and bthe Man belongs to the  group

(5 S TN W playe like The Devil ‘e Disciole, You Never Can

Tell wmd The Apgple Cart. Tt is andogbltedly one of  the @sost

Deilliant comedies of Shaw  in which we not only laugh
1
whaoleheartedly  but are in a meliticg smowd, Tt is  a genuing

comedy of character, theatrical in the btrue sense, and hag

had  legitimate popular success in many parts of the world.
The tendencoy to treat the play ag  zelf-conscious  buriesgue
instead of & romantic consdy doss 1t oan injustice. Instead

af  tryving to be original by dAnventing some nesw story. Shaw

wag conbtent, in ssverael of his plavs at least, to take an old
oryer s bt b dealt with 4t iAn & mpew way  that led the

prEcple Lo bhidok of the whole situation o problem in a new
perspective; Ares and the Man is & casge in point, Tt is  an
mld fashioned romance and has & theme far from ariginal. But
it is not devoid of ingenuity: the romanticist Raina and the
el f-dowlxting  Sergius are disillusioned by the hard-headed

Bluntechl i, but it iz seen that there is an incorrigible

omantiod iry Rime In the figure of Hluntschli, however, we

get & alimpse of the Shavian genius, the grealt man § we aget
1. fAbout the swuweoess of a comedy, Bhaw writes, "when a

comedy iz performed, 1t is nothing to me that the
apectators lauwgh. i want to sese how @many of them,
laughing or grave, are in the melting mood". FPreface to
Faly's Fleaseant. The Completes Frefaces of Bernard Shaw.

e

Fawl Hamlyn, London 19480, F 0 73R,
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the same Impression when we examing the character of  Andrew

Lndershatt  in Major Rarbara. The figure of the genius of

Shaw’'s  concept, of course, finds fullest expression in the

Character of Cagsar in Cassar and Cleopaltra,

Cangida has always been regarded as one of the

mst  popular plave of Shawg artistically, too, it is one of
the masterpieces of Shaw. The main situation bhas nothing
ariginal  about ity scores of playve have been written before
arnd since Shaw  on the sternal briangle - & situation or
affatr  in which two men are in love with  Thee  same wman,
vsually a woman already marcied to one of them., Customary
troatment of  this theme would ahow the  woman  as secretly
involved with the second man  under  ths nosse of het
unsuspecting Husband. & highly dramatic scens  charged  with
emoation Follows wshen the husband discovers the  falthlesseness
of his wife and the wife either repents and is accepted back
by Lhe loving husband or zhe 1z cast off and left to contuine
h@r A1licit relationship. The main fhene maey be redoced to a
situation  in whichn  the bonest  ang faithful  husband ds
decedlved by the unfaithfol wife. In such cheap wares, Shaw
wonrd bl Bay, he does not deal. While a4 deamatic oritic of  the
Saturday FAeview, Shaw saw many playes of  this  kind  which
convinced him that a bilt too such attention was being paid to
This kindg o love affalr, morael or dmnoral . Henoce he treated
Thits  kinown  sibtuwation in a new way turning the play, as he
alwavae does, into an  intellectual estuff.Candida actually
Bresciomes bhe  Mew  Wosan who doss onobt oallow herself  to be

[l e
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gquarralled  over by two men; rather she takes tha situation
srtirely  under control. imposes her own will wupon both men
angd Lrings the dispute to an ismediate end.

Throwughowut the betier part of the nineteenth century
the greab sajorliy of womesn in Burope were content with  the
gutheradinate position accorded to thes in soclety and  family.

Tt wes Ibhser whoe protested againest this i hie A Doll s

swakeniing the  women o a new  conscliousness ot theilr
soual by Wity men. Agitation of women for thelr egquality with
meert was started sand the wave of thiz agitetion reached the
Friglish soill ftowards the end of the nineteanth cesatury . Bhaw

was e of

the principle  of

eguallity of  the sexss and most of his "heroines”  have the

s bhe Mew BMomaen. Candida dis one of the sarly
5 A ey e the MNew Wosesn. We  find by spiritually
independent smorslly couwrageous, clesr-headed and emotionally
wall-oontralled. Shaw believed, hmwevérF that it was the duty
of every  women to get married and bear children in order to
Fulfil fthe purpose of Life Force which wuses hery as ilts directh
imetrument in its upsard siviving to reslize ifself. For Shaw,
raturally,  woman s more ismpoytant than man and  she  enjovs
supeErior rank and ability to comntrol him.

Although  Shaw twrped e Yeternal triangle"

upside down Dy makling the woman morally stronger who  ocould

ift

stmtain the  two men instead of being upheld by thes, the
prpalarity of Candida ie particularly due to the familiarity

of the hasic situation and alszso Lo the fact thalt one of the

e
wnowfd



mern i€ a romantlc young poet, #hy by natures and  almost  an
imbecile in practical matters.Candida actually mobthers  him,
This pramantic  yvoung poet of only  eightesn is  spiritually
Tanely and this assures for him an esmobicnal syapathy of the
atd iencs Al thé reader, The intellectual stafd of the play
iz there in  the final szgeng of the play where the poet
Marchbanks speaks of the segrel of his heart., When the play

was first written its Full title ran Cangida 2z A Mystery.What

tL

e this “mystery' and what lsg bthal “secret” T - herein liss

the olalm of Gandida o be regarded as  a play of dideas.

The secrat and the gevstery 1n the play are
real Iy ane., The secret is that  the apparently  weak  and
dependent  romantic  posht s spiritually  far  stronger than

Camdidae s phyy robust and self-assured busband, Morell.

T i true bhat Morell offers in the famouws "auction  scene”,

hiw strength Tor her defence. But the fact is, &8 LOandida

points oubt clearly, all his strength is roobted in her
affection, Tove, and devotion. Morell understands his
inhersnt weskness and savs: "It's all true, every ward. What
I am vou have mede me with the labour of yvour hand  and  the
lovve  of your heart. Yoo are my wife, ny mother, oy  sisters.
1
Yok oare the sum of all loving care o me'.
The romantic poet, on the other hand, has  spent
his 1ife in spiritoal loneliness and this has given him  a

gl f-confidence which will sustain him through sufferings and

miseriess he has the capacity to live guite well withoot the

1. Qandida~ Shaw.
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loving care of Candida oy any one slse; he has learnt the art
of  living without happiness and hope. For somebtime - and
for somebime only -~ he becams enotional and  Lllusionsed  to
think that th@.rwmantic love Tor & woman could satisfy his
despesst peeds. The long speech of Candida in the last scene

C eI 3 RV N5 Lot Bim that as he is spivituslly stronger and lonsly,

a 1ife of domestic contentmsnt wowld make him miserabls and
wold  rudn Mis dndependent spicit. Marchbanks  now under-

stands that anly by ebandening bhope of Pappiness can he enjoy

& post s lite la in postry  and not In

domeastic  love and drudgery. Hers we oey well remember  what

Jael Toanmer s in Mayn and superaa: “The brue artist willd

lert Mis wife iz children go harefoot, his mobher

Tor him st seventy, sooner than work &t anything ket

is st We  obseryve  almost a similac sitwation in the case

iir Thomas Mamnn s Tando Kroger. Tanio reallszes

that hMe bas to live Jike an Yunbuman” . "extra~tuupan  artist,

He loves Ingeborg Holm, but they are nobt united in wediock

life ism also not in domes grudgery.fn artist of

af Tonio ar Marcohbanks or of Tannsr' € conoepbion
is certainly not & "mareying sortt. ang ds abtterly unfit to
live & life of domsstic happiness. Marohhanbke was  shrong
when he entered Morell s bogwse--—thouoh g was not conscious

aof  his inherent spiritual strength---and s stronger when he

leaver 1t fully convinced of the strength of his soul. This

inherent strength of his soul makss bism an iemensely sironger

i bhe ﬂhvxlgally AL?U“Q Hurwlin When Candida puts  to

Bupmrman Bhaw




Marchbanks bLhe conmon sense fact of the differences  between
their ages, he finds that he has awabened § "1 bave & better
secret than that i sy hoart, He discovers that he is ¢o
longer to be identified wilh woman or love or himesslf as  the
lovar. He has become a free man, a man for poeltry anly where

lties his astrength. We recall the famous words put into the

motabh of D Stockmann in IThsen s A0 Eneony of Yhe People: "The

mirongest man ls he who is most alone”.

Cangdida it possibly the most classically  built
mlay of Shaw. Its nbservanoee of the unities of Time and Flace
ard  ite economy lends 1t & clagsilcal dignity. It is a play

bBuilt upon anti-climax  in whidoh  respect 1t is a lmost

e lutionalry . The play is postic comedy on the emotional

[

3 Fhiotigh thaeys  le  gontrast bhaetwsen Mexrell and

Marochbanks, the

conflict is  betwses candida aerd
Faprohbarks -~ DeTweer commonsense and postry.

Tie Dmewil'e Discipile (18%9&-97) ia a melodramae with the

conventional  apparatus of situations and episodes like the

reading of the will, the trial, the sacrifice, the return of
The  husband,  But  the play has. as  Shaw  observes in the
Praface to Three Flays for Puritans, a novellty - "the novelty

1
af the advacnced thought of my day” - a thing which is  not

generally  expescted i & melodrerama. To tThe situationsz and

—y

episodes Shaw gives a Shaevian btwisht, particularly by turning

the  romantic hero ingide out and by dizcarding the obvious

1. Freface to Three Playvs for Puritans: {(0ln  Diabclonian
Ethice). The Conplete Prefaces of Bernard  Shaw, (Faul
Hamlyey Lbd. . 19451, P 74&.
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abligatory scens showing the twowlt of passion when  the
husband returns. Sdgain, e conventional melodrams would show

Dok Dudgson, the heros avowing hise love for the minister’ s

wite., The hoero Big life on behalt of the olergyman

hushand, Anthony Andecdon, bot when Judith asks whether Dick

clome 1t fTar the sake of hee lowve, he replies: "1 had
por omoh v and g dnberesst; all I ocan tell youw  ils that

1.

whigm 1t cams to bhe point whether | wouwld take my meck out of

P s put ancther marn & into it, I cowld not do it, 1

ghomm B whey st 1 oses wyself as  a tooel, for my  painsg

bt Iooould ot and 1 ocannot. I have been brought up standing

by  the law of oy own nature; and I may not go against it
1

Qallows or mo gallows".

Wer Findd in bthese sentences Shaw' s fundamental idea
that there iz somedhing in the natuwre of every  man, which,
whern  put Lo the real test, responds  epontanecusly to the
demands made wpoan it. Shaw deoes noat allow the hero a rosantic
G wmvern o a  maral motive. 18 dis not & mater of  reagon, oF
moarality.e o even selfish interest; it is rather a matter  of
Buman nature which would come out in gxtrems circumslbances.

Shaw succeads An humanising the stock figures of
melodramas An his plays reveallng them az credible mixtures
of goad and evil. Dick Dudgson, who lauwghs at religion and is
inevitabkly sssled as blasphemous and immoral for breaking the
social  oode, is nobt a vicicus character or even a depraved
one ., He ie really & mors genuine Puritan  than his  self-

righteous mother, for he does not have her pretensions. He ds

1.




e who - .

vl oa corvventional hero of o a meloderama bhut

Peo-itan relicgion has

ie heought oup oin & Wil pe U

fwdy ard has becoms, Ln lts coregption,  an sxcuse for

crumlity oand sBnvy . e« o« In smushoa hewee b Tinds himself

starvad  of religlon which s the eost olasoerous nesd of  his

b . . L Mo thus bDecomes, like all genuingely  relliglious
i

maErt, a FeEprobate and an outoastt,

e of  the movelties of the play is  the fine

ironical touch given to Lt bthrough the ubterances of one  of

The  minor o ters, Boneral Borgoyne., Even Bheridan could
mat have penned Dorgoyne s "Martyedom le what these peoples
Tike, =ir, it is the only way 0 owhich & 0 man can becoms
Famous  without ability®. He is a disetinoily  drawn dramatic

rharacter and is the high comedian in his bantering  repariee

with  BDick. Bhaw sosstismes gives ws  wanforgettable ;mioor

shavyact Y heve  and Al fred Doolittle i

Freamal ton who are alwaye sucocsssfal an the @

Shaw  has  desonstrated s rars insight into the

cheaps of bhe Teminins heard in Ll

el

of the wife of fhe smicister. Judith da Jivat

sttt ingnial and charming. She has conflicting eaotions in haee

e b e oty tevwards the husband and love for Dick  Duc

@ ooriziders Uhe former 2 oowmard and the lathse

Bt when she finds that ber huosband s ool the  ooward  she

e, Pt

tok b L

thatl he will mever disclose bo anyone e

e b

s The Camoleates
1988y, P Ta4b,




confession of love for him, for fear of breaking her  home.
Bhe is  not Bhaw’ s New Woman who  could defy conventional
morality to stand by her conscliences.

The situations of the play have nothing of

actuality in  them. The plot is  inconsiderable, but The

i always suwoessstul on the stage:; 1t is due

ey Bhe dramatic situation created  and the apparatus of
merlochrama engaged in the play. Again, much of the succosss  of
the play depends, ab least to the intellegctual awdience, upon
Bhaw’'s  ability to elevate the plansg of the play into  an
abmosphere of  fine satire on militarism and its  oode  of
|Slactu TRt S Shaw = love for the visdal art can also bhe sesn in

the play, partliculacly o the first scens where & will  is

repach ot ommdd in the 1 soene where Dick was to bhe banged.

Bhaw 1w & comic dramabist and to expsct him fo

cleeal  wiath doath g tragic dramatist would,is  absurd,  The

ancedote bow WLILLiam Archer ohisl lenged Shae to tyreat death iz

ooy w1l -kn

iy b b repostod. Dhaw s oreaction {bhe paragraph

- &

il dmbed in The Triboese comistakably cams From Shaw' s pend

ut

ey thiais  challenge wes  oharacteristic "Eturig by this

.3

reproach from hie olad friend, Mr. Shaw dls writing s play all

X
i, which he declares will De bthe mosd amuasing nlay

st b

e has evers weitten o . .. The death scene will he wunlike any

proasenteds;  and the consultations of the doctors will

give full @ scops for  bthe aothor’ s Epowledge of motdern
1
therapeutice and far his view on sedical orofession”. Shaw's

1. Mg in George Bernard Shaw 1 Man of the Century, Vol 1T -
Arohibald,  Henderson, Appleton-Century-Crofts Inc,. NoY.
19846, P &0G&-H07.

e
LAY



vigws as suipressed in The Dogtor’s= Dilemma (19046 is that the

medical profession has an infamous character and most of  its
membera have no conscience. T would be wrong, on strenghth of
this, o suggest that he had no belief in doctors. But  he

falt the necessilty @f & national staff of doctors who  would

depend Tor thedir prospecity ot oopn the sickness, but on the
wesalth, of bthe natiop. The words of Sir Pateick Cullen to SiF

Colenen s enlightening because it echoes Ghaw's regard  for

T s when properly handied @ Y"Colly,  when

and statuss and

inoan aps that runs o pieitures
plays o brass bands because ihte men and women are nolt good
wrioeig bt ﬁﬁmfﬁrt its poor aching soul  yvou  should  tThank
Frovidencs  bthalt yoo belong to a profession whiﬁh is @ high

ion because Ltes bhusiness is o to heal and mend

ared great orofe

1

man  arnd  women”, Bub Bhaw finde that the doctors, sost of

them, have abused this sacrsd profession torping it mto e

1

o

copEpiracy #rhibiting men s “specific lust Ffor erael by,
3 7 1y i- :

Thowagh  Shaw’ s attack which is 5o pointed iz sonething

freve, e bhowght thet the guilt and responsibility was bto be

b 1 ole by wverybody and thaig attitude makes the attack
less  bittsr., inspite of the affinltiss between Moliers and
Bhaw, the differenoes are guite fundamental., For instance,
Shaw actually attscks classes and institutions: in the play

t e instituion of medical profeszion is sattacked, not a f @t

chexer b . Maliere ridicules doctors, Shaw  aatirises e

1 The Dootors Dilema - Shaw .

T

P. Freface to The Doctor s Dilepa

Bermard Shaw (Fawl Hamlyrn Ltd.

v The Domplebe Peefe
1
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sion. Moreaver, as bthe play le witten 10 the

medical profl

tolerable and even

omic Yelin, so the coine ot

to e ioy without malice. The

Lhe

daeath of a worthless san doss

nlay

make a btragedy. For all his merits, Doubedat cannolt be

oo tranic Mewro, Me ig obarming and clever: but he

el

Wlteely wnscedpuloss about woman and money . He raleses the

oy how Tar genlus iz s morbid syephom.

T title of the play is soggestive; the dilemma of the

thz ohod beltwesn the 1ife a great srtist
g

s b

Frys g

s a Ehevaughly

wehioa L LTS DAL

By ads Lo st

dag ool leagus. The

Lo 1

i n b

i dboeheed by Bhelr

clexe Lo and =t

E Ty Tnabecdad doex Fopeired

go"ATD vonar moraliwmings

Ml ieve i morality. T'm &

jes

Thaw'", Sir Colense calls him & repiile

waeting colleagus, Blenkinshon,

Phyer wapdt

artist to Bloomfield Bomington and to suwre death.

mrdatlt  makes @ Dheautdful deathi when et FrLOC

L AP T

Petbiang moare to live for, he Tinds no reason o
Mate  anviBody. Bhaw ie always on the side of the artists  and

of the world. Though  in resld 1ife

poets apainst the
Dunedat  mas  nob been able o live wup bto bils ddesd he i

artist

intended to be agresable in his death. The 11

preal o worldy bthere "1 have  nDever

a8 in Rkim oart, that is




anything wong, nrever denisd my Failth, never been untros
1

o mymel fY

Shaw developed Fis

In The Doctor’ s

proaliar mixtuwre of Dragedy and comsdy - his et of producing

2

the astate of mind that people oe

soribe by sayving  that  they
dor’ © know whether o laugh or ory — to lengths which  then

i cancdslous. In the old #

igious Myetery and Miracle

nilavs, Pl B r whickh  Shaw attentively whudied arted

Them with the drames of the Farisian school, the

w8 ke

mate with the sost lavghable  ones.  Shaw

Fazrer weant & foirthas P ooldd nob simply put the salemn

sy aintd Ghie laugbable omse altermately,  he  m;mixed  them

torgemthe and this makes the deabh of Dubdet pot tragic,  but

= 1 Al

This play is aszs able in trestment and  solid  in

winrlkmanship as any Shaw has ever achieved. In the first act
the  then latest discovery in Dactericlogy is explained  with
the acscwracy of  a test book; yvebt 1t i one of  Lthe mast
amusing  fTiret actes of Shaw. The reaction of the doctors To
the discovery and  the desth of  the patisnt  Shrough  the
lwading  ohyvsician & missing the podnt make both comedy  and
tragedy in abundance.

After dramatizging  the instlitution of meckical

prafession in The Doctor’s Dilemma Shaw went ahead in

Har i e C1w0a) toy dramatize  anoather  dnstilitation - e

institution of marriage which is popularly held  sacred. Buab

Lo The Doctor s Dilemma  — Shaw.

a1
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Fegppren bhime s ig me plot woerth the telling. In The Doctor’'s

Dilemma there iz a2 romantic —— even a oelodramatic ——--— plot:

The doo et and declares be bas done &

the subconscious intention of

el mkrdder, bl b he

mareying the patient’'s widow. In Setting Mareied therse is 6o

ploty  there is only talk. The play is an attespt at  finding

oaut ths loophols

iv bhe Dritish marciage law then pravalent.

T

Wer Timdd & pumber of gue

A ATV oF wndnvited, wal

the breids asd bhe by idegroom. The two srrive at last  afher
fimishing  an  anonysous pamphlet "Do oyvou know what wviou are
going bo da? By One whoe has Done 18" and declares flatly that

thay refuse o fave The honours of mareiage. which, they Tind,

izm oz "wicked oont £11 e characters then  discuss  the

timeg  marei

law and try to draw up a form of  private

cortrack, ss owas bthe custom in ald Bome, withoot suoocess. The

figure of the oald theabtre, the ogreengrocer, suggests

that his whoeg o he comnsel ted.

edipe-law bhe Mayore

Bhe i a Tewwg important spesch in & trance, reveals the

Famining soul of Shaw -~ Lhe aoul which is really all smen’ s.

The =p

m

of  Mr=,  Georoe Dollins tabke the play into

A1 simmy But, then,it is dragged back to the realm of
Milariows fum.

The  entire play is & single conversation  withowt
T

arny  division into acis,. e technical nowvelty liss  in the

fact  that though the curtain falls at lesst twice, there is
ey dndication of any interruption in bthe play. It is true

that At de &ll talk, but the play iz an gxcellent prece  of

diramatic work., The discussioen ls bhrilliamtly witity with  an

S



o

slemsnd of surprise here and thare, In thelr discussion aboul

mErriane in

conrventional and wunconventional , religious

and secular  wvigws  are @HDrEES

the charactere display

themeelves., We get intersasted not only in what the characters

o bhe way they say 14, but also in the characterss
tremeslves.,  The ending of the play ds characteristically

Stvaviarn,

2lay i brought back Lo bthe realm of  fun

From  bthe raalm of mys

cical tranoce. GOetting Married 18 0 an

o

eyample  of  what Shaw  can oo withort a  "elob", £ man

expecting & "plott o in oo play shall find this fine play &

Trobeeplay™, The fact ls, the endeavouwrs of Shaw to dreametize

admirably & public institution could be accomplished  only

af  en

cbmining convenrsabtions T e
plavwrioht has sooomplished this nuch to the dissstisfaction

o f the  romantic ploat-loving oritics  and theatre-goers,

Iy The sounds of words azm well sz their sense arrdd

meparting Bhaw was deeply interested. e learned shorthand  and

i playvs in it and lefl themn to his secretary to type

them oult. He was always for precision and exactness and  was

el dabifully  swrprised to now that his name could be spelt
i

in Hengall oanly wibth one letter of the alphabet. MHis love for

the  shorthend and evactness was duse both to ite  tise-saving

advarntage and to itse being based wupon pharnetices wsing

the zame symbol for the sane spoken sound. BEnglish is herd to

learn  and use becanse ih is extremely illogical i spelling

1. George Bermard Shae - Bhabani Mukhopadhaya (L9260,
(Bengali).
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and  confusing  in  scounds. Shaw spent a  good deal of  his
precious  tisme Tighting to persuade the English to  adopt an
gnlarged alphabet and directed that atier his death a large
mart  of hie considerable fortune shoold be used to finance
Ay marious and sincers schems for ringing into common UsSe
his enlarged alphabet and peformed spelling. but in wvain.

In Byoagmalion (192120 Shaw deallt with the probles of

18

Awe achipvensnt

entific speech and his most inpres

play  was that be made, whaet sight becoms JdifFficult and  dull
and might  deindle  dinto Jjust & Tascriiuipre ary  interesting,
amusing,  arnd  artisztic play oub of this subdect. Shaw' =

RPN ET paean o

"]
i

prarticulasriy due to bthe  feot Ehat he W

sucowssful A0 gimose of  spsech Into an

nrniesg the 801

syt ey wigy drama and also to the fact that the ocharacters

Bhaw s sparkling

L. Douplsd withy thess

Ty whioh

meran part in the play. To makse  the

audignoe laagh was  pob, bhowsvers, the sole o the chief

cf &b Tosr b owanted o see whether the audience
i

"laughimg or grave, g in & meliting mood”. This play creates

LAE D

& ot of lavoghter, but as 1t iz a play of ideas, it at  the

zsards the awdience back to their homes thinking not

only of the problem of scientific spesch, but also of - and
this is  even more  imporiant ~--  the twin probklems of
Education and Dreation.

Shaw was the greatest modern master of parados who

ferok Lmmense delight to take familiar situation and then turn

ot
n

Freface bto Play Fleasant, The Conplete Frefaces of Bernard
Shaw (Faul Hamlyn Lbtg,. 1968, F VA,

-
P



thesm  wupside down and insight out so that  theaey might e
sxamined from & different angle. That is what he really does

im the gresent play. In ©he legend, when the statue ls Luened
arttoy Balatea, Eimg Pygmalion marries her. But in the play
whion Rilire—Oalates comss 2]live A8 & NeEw wWoman, oonsclious of
hery own sowl . Higgins-Pygmalion tebes no interest  in herg

the pas

sivg off of Elize as a guohsss 1o bthe garden party  is

el TR

than a profe gruperinent to FProf. Higogins., He

noernod with her ondy oas s buman talkting machine, not  a
Tiviog woman of flesh and blood, spirit and heart  to make
Tavwe with.

Tdealism  and FHomance were possibly the greasiest
erimmics  ho Bhasg o oand with  thesm 9o gallantry, ochivalry,

pantility @il grntability. ldealistic and poamantic

wads war, whiicoh e beastly and wasteful, Towards

ence.  which  dntroduces a new get of  superetitions, and
towards sossobic fove and marviage are the things he atlhacks

most  vehsmestly, 1D Ls wilth an intentional irony that  Bhaw

called hie olay Eyvgmalion @0 A Bamangse In Five fScitz. The play

is noet s romance as bt oould rightly bave  been called Af
Hiogins and Eliza loved sach ghther and mareied.

Fropmalion i actuwally a problem play ~ & play  of
iddeas - and  the probles goss much desper than the bare stary.
It ig the world-probbles of Educstion and Oreationg thyrotigh
pducabtion aew man and new womnan can ke created, boat then  the

webacator  and the oreeator must cast off the oreated man  and

womars  who yearn for a different kind of worid, They do notb



Fimd ity and socisl and personal onrest resulite. As a Tlowsr-
pirl Elize couwld at least earn her daily bread, but now  when
she has become s fashionable lady with the gift of articulate
Bpeeth, sheg Tinds her nowhere and natuwerally she ories ouh :

"What am T fit for? what have you lefd me fit for? Where am 1
1

ter g, what am I to do? dWhat is to bescose of sme®™ AL the
teachars and the world-betierersz find themselves in the sames
pasition as  Frof,.  Higgins doss  after the creastion is
comnplete. But the fact remains that bthe Creator iz undaunted

ard goes on oreating thoual he is cansciocue af the oroblems

e Mg leads 1. hem

that would crop up in The 1ife of the creat

towards 2 new way of 1ife and g compelled bto lsave them  at

mgs §ow e ,

ig ot abzoivtely basrsft of  the

el amente o f [T i."_‘\'\,f Prear ey O e LAfELles

romantic lowve ard wedded Bliess,bthen, of course,

mot s romance. Hod o there ds oanobther side. dben Miggins meels

e fFlowsr-Qivi oroonding like a biliows pigeon ingtead of

talbking  like &  hosan bedng, ber wmingd and esobions are

sealatmly inode o muleh s bhat osbe ds Tittle  mors

T hian &

A wmtatite has atw

Longus  al all. Higoins changes ke into a living buman being

conscious oFf R o

e and this change ds surprising  and

thrilling - = i gther wordse, romantic.  Shaw, of course

e

maintaing  that the change brought by Prof. Higoins  in the
Flower-girl is peither impossible oo wncommon. He says "The

maddern concierge’ s daughter who fulfils  her sabitions by

1. Byamalion Thav .




nlaying Giutemen af Spain o . . im omly ong of  many

mprn and women who have sloughed off their native
i
diglects and acguirsd & new Longue®.,

Fyopmalion is neither a conventional farce nor a

b ionatl Fomnaneet . I bthe filest

the nlay would have

grryed et et by 1 b

ludicrous performance of Eliza at Mrs.

Higagin s  Tab home"i; in bhe second Lt would have snded  in oa

ce-matr . betwsen  Prof. Higains and Elize. Tt was one  of

aw e favouwrite theories that geopls of culture appear  to

e
ps}

e

I3

ages and even to the aversge man as cold, oruel and

pEecause  they  are not accessible o the  common
st i ons aried weaknesses  and are free Frwm ardinary

affectionateneses  and  Jjealousy. The development of BElizae's

ralations to Frof. Higoging in the last two acts of the play

illustratl ek,

Feaof. Higgins is a bully and & charmer § he is  at
onee A implsh sohool-boy and & flambovant woowr of  souls,
Mo de s solentiszt with & wild imagineation, and yelt he iz &
man s blind fto the nature of his own peresonality that  he
thinks of himseld as timid and diffident and maintains  that
anger is a thing foreign to bis temperament. These gualities

.

impaErt @  gistinet and  draonstic individuality  to this

Forofessor  of Fhonetlcs. Mg and Colonel Fickering - the two

who have no more sense, &% Fras, Higginsg points out, than fwo

L.Prefacs to Pyomalion. The Complete Frefares of Kernard Zhaw

(Faul Hamlwyn Ltd, ), LW&E. = Bo%,



children -~ have both failed to grasp the value of Eliza’'s
contributions to Prof. Higgins’ success in the experiments.
They failed to pat her and admire her and Frof. Higgins goes
a step further to thank God that the tiresome experiment is
all over. The thwarted feelings of Eliza are now turned to
rage, and to provoke emotional feelings from Prof. MHiggins,
she needles him so she may enjoy the spectacle of a God in
vulgar human fancy. Here, once again, Shaw has demonstarted a
rare insight'into faminine soul. Though Prof. Higgins cannot
boast that he has "nothing of man” in him, he is, like Caesar
in Caesar and Clegpatra, part God and part brute.

Eliza of the scene in which she hurls slippers
into the face of Prof. Higgins is very far from the Eliza of
the Covent BGarden street corners. There is a new dignity and
even calculation in her emotional outbrust. She has now
mastered more than the pronunciation of the educated classes.
She is a model of poised reserve; even cold in her manners
when she meets the Frofessor the next morning at his mother’'s.
Eliza’'s development iz marked, but it is limited in this tHat
she never gets past the stage of Jjudging the world in
relation to her self. The impersonality of the world betterer
has been lost upon her and she has nothing of Frof. Higgins'’
scientific passiun for reform. Naturally, all her irritations
are purely subjective, as the Frofessor rightly points out.
To Eliza, Prof. Higgins appears to be completely selfish who

‘does not care a rap for what would happen to her now that her

269



educabtion is complete; who takes no personal interest in her.
O hesring  that  she  ila going  to sarry Freddy., Clara’s

Barmam dry 3 oo

s

brother, Feef. Flilggil prects and mavs,  “Dan he

make  anyithing of  You?" Eliza, in her  tourn finds  such &

wnitelligibles "I mever thought aof  wus mak irig
arvvtbhing of one ancther: and yvou never think of anything
slue. Tooonly  wandt bto be patural”. It is clesar  that she
considereg Prof. Miggins  unnatural. The Tact  is that  the
"situwation” is & confict bebwesn the supsrhuman and the all-
towr-buman.  And this conflicl appears sgsin and agein in the
plave of Shaw,

T de anly patural that Frof. Higoins doss not
maryy Elize. It is not sisply because the Frofessor has set o a
ey Ly stondard  of & woman in his  mind, =seeing his
mother,  Nething  could be farther from Bhaw' s conception  of
Frof.  Higgins emd Elize then a matrimonial tie hetwesen  the
twen,  Frof. Higodins lacks compleltsly the personal tenderness
s attzohment Eliza craves and burbts hers repsatedly by words
and deeds, MHe explaing tao her that he has been saccustomed Lo
B face and woice and likes the furniture in his  roowm and
makes 1t clesr brotally bthat he can get on withowt them  and

dowms not really need her. These words certainly  does not

srdear hia bo her oand Eliza prefers the sisple-hearted, love-

T I a cancelled passage, on page 72, of the typescript in
the Henley Uollection, University of Tesas, Lowis  Crompton
vreparts, Mirs.  Higgins calls  Henry selfish to which he
retorte: Y 0 very wall, very well, very well, Have 1t your
awr way. [ have devoted my 1ife to the regenesration of the
human race through the mest difficult science in the worlds
st then T am told I oam selfish. Go on. Go on. " -~ Bhaw the
ramabtist - L. Crompton, FF 249,
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Tarn yvoung man Freddy HiLll., In the sequel of the play SHhaw

Eacd
™
Tomat
tmd
L
=
ift
LY

atea  never doee guite  like Pygmalion: har
1
relation bo her is Loo ged-like to he albtogether agresakle?.

Frof. Hioggins can o g oway bhe Eliza’s yvanidy bthe  all-itoo-

humann Blize has rightly fournd here mate i the all-itoo-homnan

Fraciohy

The theme of the play is human relations and, in

e bowe, The moders Fyamalion, Prof. Higgins,

tor e surperd that he has not merely given  the

Galatea a superficial polish, but has  awakensed A
Fuamary soul, The plot of the olay is simplicity  itseld, but
itae  btheme iz the oresative slement, and bthe bores of the plot

are well olothed by intelligeaca.

Mearbbhraal b gi{l?1%-147, considersd by Shaw as  ons

o hie greste winiks and courrectly too, ig rathe & long
ot hide oy 1 g 1 | riel o Liv s A8 rathes long

Fowritten as "a Fantasis on Engliaht themes in the Hussian

0T

Manner”, In this comedy we get the first expression of Shaw's
increasing loss of  faith in the world s progress. We are Lo

rrotice Yhe tTime of the play — 1915 - a time which was out  of

int  being  thweabensed by Dhe outbereak of & global  war.

Ernglandg  which towardgs @ roeky hill o b

RPN

et e ton mays o Sapitain #Shotovar:s "Ond this shin we

oy

=
are all  in, this soul’ s priscen we call Englamd 7" Bub the

sinal e prison, bthe beart-besak bovse iz not dust Eoglands it

im bthe whole worild whiich was weithicng under the danger of the

global wayr with nobody coming Forward

1 o

n [

duel o Pyagmalicon e Erbiaie
e Hesrtbheosskh Howse oo B
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The play is an artistic Uridmph and the Frefate one

o

that came from the pen af Shaw, In the prefs

thae olay, the plaveright, with an insight peculiar  to him,

VoL cannot make war an war and your neighbour at the

time., War cannot bear  the terrible castigetion of

camady e  rubbless Tight of laughter that glares on the
1

shane” . The fitting dislogue and the susical rhyths of the

mlay BrTE ar added  beauty Lo ihes apparently loose

cons oo

. Music has & prominent part in the mature works
of  Shaw and 1t has been rightly chserved by W.H., Auden,
Mimelf & post of note, that @ "For all his  theatre abhout

nropagarida, is writing has an effect nearer to that of music
= . o

-
s

thamn the work of any of the so-called pure writers." This in
Eol ﬁing;@ strobe bhrings out the essential difference between
HBhaw  and other playwrights of the "Soacial Plays" and  "Drama
af Tdess". The smusic in a Shavian play cannot be separated

from the Thems or the fdea.

I

Heartbhreal House, to & graet estent, is written in
the sanner of  Tohekow and this ig owned by Shaw o the
clearest poassible terms. The characters presented belong  to
the decaving aristocratic class; they are A genteel people
and they, characterieticvally, are all idlersz=. The setting is

a  country  houase An Victerian England. But the  manner of

Tohebkov  is  more seeming bhan reals; the play is  essentialy

To Freface to Hearitbreak Houwse. The Complete Frefaces of
Baernard Shaw, (Faul Hamlyn Ltd, Londan), 1943, P 399,

. The SBhavien Farraesgo -~ W.H. Swden {(B.B.S5. @0 A Criatical
Survey, BEd. L. Kronebepeger, The dorld Poublishing Co., F
184,
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Shavian. It is =aid that Bhaw bteied Lo follow the manner of

Toletoy in The Shewing Up of Blapoo Posneh. but the fact 5.

in the play the playvwright followsed the mancer of his own

Dewil'es Disciple. Bimilarly, though locked oon by himeseddf

and  a large number of oritics as the “nglish  Tchekov, in

Haartbreak House Shaw mergls ~soeated his own Getting Married

artd Misallianos. e bheese plavse may be looked upon as A

trilogy. 1« ot therefors, agree with Mawrice Gelbourne

at "had Tohskov never lived, Hsartbreak House would  have
1

taken a different shape", becauwse, as mentionsd already. the

indebltednese of Shaw to Tohshov is only nominal and hecause

@etling Married and Mizalliance paved the way Tor the writing

af this play.

Hoartbhreak Honise i s a pigcture of {the "gultured,
lelisuwred BEwraope before the War®, and the picture is presented

withy  subtlety of art and deep poetic feelings. Ih is

surorising that Stark Young should find the play, when  he

reviewad 1tz performance in 1938, " garrelous,  wnfelt, and
o

tiresome" . This very critic had esarlier agresed with Edmosd

Wilson  that Hearthreal House was probably the best of Shaw’e

plave. {ne is apt to susepect thalt the shifiing of the opindon
from extremsly favowable to sxlremely wifavouwrable was  dus
toy the consciouwsness of soclal responsibility and guilt

awakaenad by the play.

1. The Real Bsrrard Shaw-Mauerice Colbogrne, JoM. Dant & Bons
Lted. . London, PP OISE-124,

e Immoral Shadows - Stardk Young, FPO204& - 207
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283 play of idideas, neveritheless, HMearthreak
House cannot claim the intellectual whirlpool of Man  and
Supeaerman and the depth of Major Barbara. The characters are
the leiswred upper-class peepley politice they did not  likey
they did not wish to realisze Utopisa fTor the common people and
lived withoult a morsel of scruples on incomes they did not

earn. Shaw did not serely attack the idlers who did not  know

Bt live; bul particulerly he atitacked the lack of purposs

in  these people which remainds us of the thems of  Man and
Buperman. though here bthe context is different.
Arohibald  Henderson reports how, when asked by

e "official biographer', SBhaw significantly  observed  that

Meartheeak House "... began with an atmosphere and does not
1
contain a word thalt was farsssen bsfors . ..." This msans that

the pley  worked ifteeld out:; it ls the work of an inspired
artist and cannot be sasily suplained away as written after
the manner of Tohekov. Thise play defies any definition and is

almost an inexplicable phenomenon.

The atmostphere of the play is one of aimlessness,
Fulkility angd frustrationm. At first of course we do not get a
sense  of impending disaster. We do not have a premonition
that we are to wilness an allegory of the contemporary time-—
ong of the most remarkable allegories of life ever pubt  upon

the stage. This play testifies to the great dramatic gift of

Shaw, Whs o Paep e . dramatizses an  altmosphere——a tashk very
1. B.B.B. : Man of Lthe Dentury — Archhibald Heeadson (Appleston

Cantury Crofts Inc, 19B8&), B &LZ5.
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difficult to perforsa. Heartbrak Howse, thaugh too crypltic for

immediate apprehension,  is & modern merality play o f
tremendous  impact which 4111 awailts full wunderstanding and
appreciation, It promises to rank in dramatic history as one

at the most significant tragedise of the Shavian age.

Wl
~
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CHAPTER - VIII

Philosophical Flays of Shaw

Before we start discussing the philosophical
plays of Shaw it is necessary once again to say it very
clearly that Shaw is not a great and ariginal philosopher.
It is to be noted, further, that the present author does not
aspire either +to establish or to refute the wvalidity of
Bhaw's "philoszophy" though the defects of that "philosophy"
may be pointed ocut. A few words, neverthleas, may be said
about Shavian philosaphy in order to clear up the heavy fog
of misunderstanding that shrouds Shaw's doctrine and faith.

Ne view could be more erroneous than the one often
held; Shaw was irreligious. This view springs from the fact
that be disliked and actually refused, even as a boy, to
vigsit the church on Bundays and liked to call bhimself an
atheist. He obviously is not conventionally religious; does
not believe in the existence of God who has parts and
passions. But he has his own religion in which he pins his
faith and which he has dramatized again and again. He has
faith in a sepiritual power which governs the entire
universe; this power is called Life Force - a tem
translated by Shaw from Bergson’s "elan Vital" and
popularised by him. We do not know the source of this Life
Force which is neither all-powerful nor all-knowing, but is
ever striving to be both. It moves towards its desired goal

of becoming Omnipotent and Omniscient through a process of
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trial and error. Man is, so far, the last experiment of Life
Force in its upward struggle. May be that man is also an
error,but man is not a base accident of nature.

Charles Darwin, or rather those philoscophers who
followed Darwin’'s findings in natural history, reached the
cenclugion that man is a base accidenty; they found no
purpose behind evolution. The surprising fact is that these
philosophers sought and found relief in this conclusion. It
is necessary, in order to see the reason of this attitude of
these philosophers and also to know how Shaw, who called
himself an atheist, came to accept Creative Evolution as his
faith, to make a survey, however brief, of the history of
the general idea of evolution,

™~

N It became a fashion, when Shaw was &8 young man
bubbling with energy, among the more serious free—thinkers
of the day to challenge Bod to strike them dead to prove
His existénce, Shaw belonged to this blasphemous band,
however small the band was; he alsn, to the horror of the
ordinary and less serious and less confident free—thinkers,
challenged 6God in this fashion. This portrayed Shaw as
irreligious to the conventional mind. But in thus
challenging God Shaw challenged a particular conception of
Bod; and it does not prove him to be irreligious. Religion,
after all, is & passionate desire to relate oneself to the
universe; it is, again, an urge to discover one’'s spiritual

roots. 1t is only the essentially religious people who want

to feal that they are the children of one eternal Father. As
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said above, Bhaw challenged a particular conception of God,
and consciously too; but he did not challenge the real
essance of God. God is, as religious teachers often suggest,
beyond our feeble perception; and often the conception of
God that we create with our limited senses is absolutely
different from what God really is. With the changes in the
outside world our conception of God also changes, but, as
‘\' hey suggest, God remains unchanged. We create Him to suit
owmgwn purposes; we create God after our own image.

'\\_ The particular conception of God ageinst which
Shaw revaf&gd is an anthromorphic God who has numerous parts
and passions., This Bod has been described by S8haw as a
"thundering, eai"thquaking, famine strikiing, pestilence
launching, blinding , deafening, killing, destructively
omnipotent Bogey Man“f Another inert idea that worked in
the mind of the people was that all the sorrows and
sufferings of men and all their poverty, cruelty and
hypocrisy proved Bod’'s bounty. The Church and Industry shook
friendly hands with each other on the faith that all was
pest in the hest of all possible worldsz. Not that this kind
of attitude has become completely extincti rather, most of
the people, the majority «till have faith in this
1. Preface to The Adventures of the Black girl in her
Search for God. The Complete Prefaces of Bernard Shaw,

Paul Hamlyn Ltd. 1965. P 651.
2. SGhaw deals with this aspect in his Ap Intellectual
Women s Suide to Socialise and Capitalise.
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anthromorphic God. But a few persons, who may make only a
microscopic wminority, cannot attain mental peace until
they can satisfy their intellect and conscience by
constantly endeavouring to find out His +eal being, if at
all He exists, 1In this realm of thought Shaw belongs to the
minority and he has become conspicuous by his "blasphemous®,
“"irreligious" and "immoral" utterances. To Shaw, as to
Shelley, another perfectly religious soul, God with all the
parts and passions attributed to him and all his
destructive omnipotence appeared to be an Almighty Fiend.
It is precisely against this Almighty Fiend that Shaw and
the other free—thinkers of his time revolted.

It goes to the credit of Darwin that he saved the
free-thinkers from the hands of the Alnieghty Fiend by his
analysis that life can survive and grow without God. C.E.M
Joad has done a good service by discussing these thought-
provoking things in his book on Shaw% The theory of natural
selection -~ that the earth sustains only those beings, that
is, those forms of life which happen to suit it- is indeed a
grim theory. But this theory could attract the free—thinkers
by banishing the destructively omnipotent God with
his parts and passions and bounty. After Darwin’'s discovery
it was no longer necessary to depend upon the caprice and
cruelty of the fiend. Thus Darwin’'s theory of Evolution gave
a welcome relief to the intellectual free—thinkers.

Then William Butler,the great English philosopher,

1. Shaw ~~ C.E.M. Joad. Victor Gopllanez Ltd. London 1949,
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arrived with hie searching intellect and questioned whether
this relief of the free-thinkers was not premature. If
Darwin‘s theory banished the Aimighty Fiend, it, on the
other hand, enthroned a blind force which acted whimsically
without any purpose. Darwin, as Butler pointed out, had
banished Mind from the universe and the sober people found
that it was 0, Man became relieved intellectually, but he
discovered to his dismay and horror that Darwin’s theory has
made him morally and spiritually bankrupt and placed him on
a precipice. Man was at a loss as to whither to go to seek
splace; the dilemma that confronted him was whether to
accept a life more futile than death or to recall and
restore the Fiend. The question that Shaw confronted was -
could there be no second alternative to these equally
dangerous theories - one. that there is a truel, vindictive,
and capricious God and, the other, that there is no Gad and
no purpose behind creation 7

Shaw's philosphy and religion made an attempt,
adapting the philosophic systems of Lamarck and Butler, to
give an answer to this question; and he dramatized his ideas
in a number of his plays.

The concept of evolution was not, however,
invented by Darwiny it was Aristotle, who spoke of it,
without using the term "evolution”. Aristotle hinted at this
concept when he classed together all animals with backbones

as blood relations. But it_was only by the end of the

eighteenth century that evolution became incontrovertible as
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a scientific fact. in the nineteenth century
metaphysicians found their philosophy in it and the free-
thinkers discovered in it a religion and a faith.

Goethe claimed that all living beings bad
proceaded from a common stock and had been differentiated by
their differing environments.Charles Darwin’'s grandfather,
Erasmus Darwin, wrote that the world had arisen little
by 1little from a small beginning and had increased
through the activity of the elemental forces embodied in
itself and had grown rather than come into being at an
almighty word. Goethe,Erasmus Darwin, and his grandson
Charles Darwin discussed How the world had been created.
But they did not discuss Why. In other words, they did not
find any purpose behind evolution. It was Lamarck who, even
before Darwin, sxplained that living organisms changed
because they wanted to. 0Dld organs had been discarded when
they were found useless or inefficient; new organs had been
developed because they were found necessary. All that was
necessary to accomplish this was a passionate desire for
the change and a continuous willing for it until it
happened. Thus instead of banishing Mind from the universé,
as was done by Darwin, Lamarck invested it with Life. When
Darwinism threatened to extinguish the torch of Life by
propounding the Purposeless and Mindless theory of Creation,
it was Lamarckian theory of Creative Evolution which gave
the Vitalists the hope, because bLamarckianism had invested

evary process of life and every tissue of life with will,
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purpose, and design. The battle between Lamarckianism and
Darwinism, between the neo-Lamarckians and neo-Darwinians
arew highs; but the latter were chased away from the battle-
field. Shaw belongaed to the rank of the neo—-Lamarckians who
call themselves Creative Evolutionists. Shaw dramatized this
idea of Creative Evelution, but seldom sacrificed his trade
as an artist.

It has already been noted that nothing can be more
remote from truth than the observation that Bernard Shaw was
irreligious. He was eszsentially a religious man on whose
desk the Bible was always kapt and who had the‘teachings of
Christ in his heart. True, he spoke against church-going on
many occaslieons, but it was because for most of the church—
goers the Mass was merely a rite when they pretended
seriousness, and not a real Communion which would make them
feel ennobled. Shaw certainly had ne faith in an all-perfect
God. It was his want of faith in such a God that made him
appear to the conventional people to be an irreligious wman.
In the Preface to Iﬁmaturitx published in 1921 Shaw sSays ¢
", . my conception of Bod was that inzisted on the first
Article of the Church of England, then as now vehemently
repudiated by all pious persons, who will have it that God
is & substantial gentleman of uncertain and occasionally

savage temper.and a gspirit only in the sense in which an

i
archbishop is a spirit” . He coantinues ". . . it seesns
1. Frefare {to Immaturity -~ BGB.B. Shaw. The Complete

Frefaces of Bernard Shaw. Faul Hamlyn Ltd.1965. F &4,
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praovidential that I was driven to the essentials of religion
by the reduction of every factitious and fictitious element
in it to the most irreverent abﬁurdity"% Those who fail to
notice the essentials of religion in the mind and works of
Bernard Shaw will ne doubt bring the charge of blasphemy and
atheism against him, but =such a charge cannot be borne out
by facts. We may asseprt that he who has been driven to  the
essentialae of religion must be a perfectly religious man.
The esssentials of religion consist of fighting against altl
sham, ugliness and corruption. Shaw wanted that every church
shouwld be a church of All Saints, and every cathedral a
place for pure contemplation by the greatest minds of all
races, oregds and colodrs. But Shaw's image of God is guite
different from the anthromorphic God whiom the free—thinkers
aof the day were out to destroy. But, while moast of the free-—
thinkers were saticefiegd with the Darwinian theory iof
evalution which made God unnecessary, Shaw was not contented
by only rejecting thisz anthromorphic God with parts  and
PAsSEionNG.,

Az hinted above, Shaw continued with great zeal
the war of Jesus Christ against ugliness and dishonesty and
hypocrisys he was humanity’'s friend. Me was a man to whom,
above all, Life was gloricus which should not be tinkered

with. The public utterances of Shaw were sometimes

1. FPreface to Immaburity -~ G,B.  Shaw. The Conplete

Frefaces of Bernard Shaw. Paul Hamlyn Lid.194%. P &&67.
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misleading which gave birth to tﬁe wiong idea  about  his
attitude towardz religion. This man who spoke g0  much
againgt the particualar image of God imprinted in the mind of
the average, conventional man, against the chuarch and  the
prieste and their services, was found “sitting in one  of
the pews deep in seditation” in a church by Mirs.  Laden, a8
1
R.Y.Minney reports. One can go on gquoting instances Trom
Ghaw’'s works bo reveal his essentially religiows  mind. He
was a real Christian, though it may be difficult to classify
him asz one because he disrsgardsd the prevalilling moral codes
and ideas about God and adiusted the codes and ideas to his
way of thinking and his  own persosal beliefs, Ih is nob
difficult to szee the perfect Christian in Shaw, possibly the
artly  peefect Chriztian after Voltaire, who continued the

Tight of God and his Bon.

Bhaw recogniszes that at present the buman mind is

aadly  orippled i its religiovs thinking. Man has come Lo
b ] Ledves that tyruth Bag baererm Terand 4 embodiaed, and
stardarad iaed, ard w0 we  have  pothing ko do sxcept to

repraduce some precious features of an imnutahle perfection.

Feligion, for Shaw, 18 an experisnce in which every aspect
of his heing iz ralzed to ite highest extent. What is needed
ig a change of consoliousness, an inner evolation. Bub man’s

evolution is  inextricably  bound up with his conscious

1o The Bogus Image of Bornacd Shaw - R.d.Minney. Leslie

Frawin., London 1949
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efforts, This is the belief of Shaw and this is the teaching
at Jesus Christ. Jesus tells us what to be and be by inner
cuntemplatinnf Shaw accepts this teaching of Chirst and
reveals it quite often.

With this brief introduction we may start
discussing the particalar plays of RBernard Shaw which are
here classed as “philosophical plays". Caesar and Cleopatra
which wazs written as early as 1898, portrays a man taken
from Roman history; but the portrayad of Caesar is not
historical. Here we Tind Shaw grappling with the idea of a
truly great man or a genius, who is, accgrding to the
playwright, a serious and important experiment of Life
Force. Shaw had, however, taken up this idea earlier in
his characterisation of Napoleon in The Man of Pestiny, but
in Caesar and Clegpatra he distinguishes the great man of
his conception much more clearly § and we may say, he goes
into the problem as to who is a great man or genius more
deeply. The qualities which mark Caesar out and place him on
a higher plane than human beings ——= magnanimity,
rationality and impartiality -— are, for S5haw, the marks of
a genius. Caesar aof this play hates cruelty and slaughter;
nothing is more foreign to his mind than being malicious and
revengeful. He finds it impossible for him to stoop to
vengeance because vengeance will beget vengeance with

serious consequences for the whole human race. As he himself

1. Religion and Culture - Dr. S.Radhakrishnan. Orient

Paperback. 1968. F# 13,
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explains *. . . to the end of history aurder shall breed
murder, always in the name of right and honour and peace,
urntil the gods are tired of blood and create a race that can
understand.i It may be said, however -——— though it may not
be the most satisfactory explanation —— that this hatred
for vengeance and slaughter and also Caesar’'s impartiality
and . benevolence are rooted in his realism -~ in his
expediency. Caesar sees through and sees better. If he
refuses to read the letters containing the names of his
enemies, if he condemns the murder of Pothinus and vet
defends the murder of Flatateeta, these may well be ascribed
to his superb sense and analysis of the real situation. As
Caesar is the supreme realist, 3o he understands that the
magnanimity chown by him in refusing to know the names of
his enemies would conquer the hearts of the people.So far
as his reaction to the twin murders of Pothinus and
Flatateeta, the denunciation of the first murder and the
upholding of the second only vindicate his sense of the real
condition because "“the murder of Pothinus rouses the
Egyptians to vengeance, but Flatateeta's death can do
nothing more than make the helpless gqueen wear mouwrning®, in
the words of Dr. S.C. Sengupta? Cagesar’'s army is hopelessly
cutnumbered by the Egyptians and so realistically Caesar

decides to be magnanimous lest the  Egyptians should be

infuriated to destroy his army.

1. Shaw put the words in the mouth of Caesar.
2. The Art of Bernard Shaw — Dr. S.C.S8engupta. A.Mukherjee &

Co. Pvt. Ltd. Calcutta 1960. P 118.
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But to argue in this line is not to put Caesar
under the correct light. To say that Caesar’'s magnanimity is
nothing more than a realist’'s reaction to the happenings
around him ~-~ that he is only expedient -— is not only to
misunderstand him, but also to misinterpret the playwright's
aim. This apparently historical play may be accepted as a
philosophical play when the character of Caesar and the aim
of Shaw are analysed. What Shaw wanted to emphasize in the
character of Caesar is his natural virtue or natural
goodness which does not know jealousy and malice to which
ordinary human mind is heir. In that sense Caemar, as
paortrayed by Shaw, is ahove and bayond simple human
passions. What Shaw underlines in Caesar’'s character is that
as Caesar has noc humaé passions, sa it is not necessary for
him to control himself —— and that is the real cause of his
magnanimity and dimpartial benevolence. Thig makes the
character of Caesar rather unhistorical —- despite the fact
that Shaw borrowed his material from Mommsen -—- but makes
him a representative of the Shavian concept of the great
man, the geniusg and this idea is dramatized in the gplay
Cagser and Cleopatra. When Maurice Colbourne calls Shaw's
Caeser “Shavius Caeser" he actually catches the gproblem
right in its nosef The main, actually the only,
characteristic aof this Shavius Caeser is " his natural

goodness from which spring all his other qualities. Caeser

1. The Real Bernard Shaw —— Maurice Celbourne. Dent & Sons.

L.ondon 194%9. P 134,
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is a wvital experiment of the Life Force in its upward
struggle and in him we get a glimpse of the agperman who is
portrayed in a more complete manner in Back to Methuselah in
the characters of the Ancients. When Caeser says that the
gods may become tired with the pettiness of man and “create
a race that can understand", he actually speaks of the race
of the supermen. But Caeser knows that he himself is above
the pettiness of man and that in him the gualities of the
superman find body and form. It is his npatural goodness that
makes Caeser a kin of the Ancients though he, wunlike them,
dose not speak of becoming pure thought. Natural goodness
is a Christ-like virtue which makes Shaw’'s Caesar an
immensely greater hero than the Shakespearean Christian
hero, Henry V. Whether Shaw’'s caesar is an improvement upon
Shakespeare’'s, a% obliquely claimed by himi may be a point
of heated controversy. It is true that whereas Shakespeare’s
Caasar is guite historical, Shaw's Caesar is not; and from
that point of view Shaw's claim is unjustified.
Shakespeare’'s (Caesar with all his grandeur, power and
weakness is a human beingj; Shaw’'s Casear is such above human

beingy Shaw's play with its ‘“"variety and asplendouwr of

2
mounting” has its grandeur tog. But in a Shavian play the
1. Preface to JThe Three Plays for Puritans — G.E. Shaw.

The Complete Prefaces of B.Shaw. Faul Hamlyn Ltd. 19435.
P 748,

2. Shaw’'s letter to Golding Bright quoted in George Bernard
Shaw’'s Historical Plays— R.N. Roy. Macmillan Co. of India

Ltd. 197&. P 25.
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interest lies not in the story or in the spectacle though
the spectacle may be useful to explain the idea. In
Caesar and Clegpatra the idea is nothing but an exposition
of the qualities of a genius, a great man who is a vital
experiment of Life Force and so it does not matter if Shaw's
Caesar is not the real Caesar of history.
Caesar has followers with him and he is the
congueror of a gquarter of the world,but he is essentially a
lonely man. It is because there is nothng of man in him
Cleopatra refers to him as a god., He himself says in his
addressg to the 8phinx ¢ "Hail, Sphinx 3 Salutation from
Julius Caesar ' 1 have wandered in many lands., seeking the
lost horizonsg from which my birth intoe this world exiled me,
and the company of creatures such as myself. I have found
flocks and pasteurs, men and cities, but no other Caesar, no
air native to me, no man kindred to me, none who can do my
day’'s deed and think my night's thought, In the little world
yonder, Sphinx, wmy place is as high as yours in the desert
« « " Caesar finds himself a stranger in the world of men.
It would be only bootless labour to try to find human
passions in him who is also conscious of his superiority to
humanity. It is his natural goodness ~ he is virtuous by
nature - that keeps him above and beyond the human passions
of love, Jjealousy, hatred, and malice. The doctrine of
natural goodness implies that the man who does aood
unhesitatingly without having to fight against temptation is

the perfectly good man. From this point of view the
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prevalent notion in the Anglo—-Saxon world that a man is good
whoe can resist temptation is quite unsatisfactory. Shaw
implies that the naturally goéd man does not feel any
temptation and so he is not required to fight it. And this
idea of natural goodness is explained through the
magnanimity of Caesar. Caesar is immune from the desires
which human flesh and human mind are subiect to. Shaw is
carrect in his implied assertion that the popular gocd men
of the British stage are good in so far as they resist
temptation, but are not immune from it. Caesar is made of
completely different stuff — stuff that goee to make the
Shavian Superman. In the character of Caesar -~ and to some
extent in the characters of Shaw’'s Napoleon, Bluntschli and
Undershaft -~ we find the application of the principles of
the theory of Creative Evolution. Great man like Caesar
is an evolutiocnary “Sport" in whom life expresses itself at
a higher level than ordinary human beings exemplify. 6As
C.E.M. Joad puts it ¢+ "To be a great man is, then, to be a
harbinger.of what our species , if LLife Force continues to
develop in and through us, may one day become ...%“ .

The concept of GCreative Evolution and Life
Force has been elaborated in great detail in Man and
Superman. This play subtitled “a Comedy and Philosophy”
really ushers in a significant period in the history of

English theatre -— the period in which was first dramatized

1. Shaw - C, E. M, Joad. Victor Gollancz Ltd. London. 1949.

F 127,
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philasophic thoughts in a large way. The observation of St.
John Ervine that ". . . if G.B.5. had never written anything
else than Man and Su man ., his value to the theatre would
still have been immense"laeams a little inflated, but the
chesarvation is substantially correct. An audience, however
amall that audience might be, was found, for the first time
in the long history of English theatre, for the play of
ideas. The multitude, of course, still preferred wild and
spectacular pieces. But the sign that the drama of ideas was
advancing to conguer the time was unmistakably evident with
the performance of Man and Superman.

In the lengthy Freface to the play Bernard Shaw
first enunciated the doctrine of Life Force, as he called it
~-— a doctrine derived from Bergson’'s "elan vital*., It is
not possible that every body will share Bergson’s or Shaw's
views about it; but here is a passage from the Preface which
has left a mark on every reader 3 “This is the true joy of
life, the being used for a purpose recognized by yourself as
a mighty one : the being thoroughly worn out before you are
thrown on a scrap heap; the being a force of Nature instead
of a feverish, selfish clod of ailments complaining thgt the

world will not devote itself to making you happy" . It

should be mentioned that it is not easy to know what Shaw

1. BRernard Shaw : His Life,Works and Friends -~ 3t. John
Ervine., William Morrow & Co. N.Y. 12086, & 3879.
2. PFPreface to Man and Superman - §&. B.Shaw. The Complete

Prefaces of Bernard Shaw. Paul Hamlyn Ltd. 19465. P 163.
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precisely meant by Life Force; neither is it possible to
know for certain what the function and purpose of man in the
scheme of Nature is. Life Force, it seems, does not itself
have any clear understanding of its own function. 1It, as we
are given to understand, acte on the principle of trial and
error;y but in no sense can it be regarded as an evil force.
It is rather an inefficient, imperfect force seeking
perfection. It started by using mindlesg creatures which
ware not aware of their functions and of the intentions of
the Life Force. The moment these mindless creatures were
found to be useless because they could not consciously
aaéist the Life Force in the realization of its intentions,
they were scrapped without any ado; or they were made

servile to the better creatures, for instance, Man.

In various respects man differs from other
creatures, the main difference being the supreme fact that
he has a mind and that he can not only understand, but also
can help or frustrate the purpose of the Life Force; the
choice is hig, The creation of a thinking instrument
established freedom, primarily the ffeedom to choose. Man,
being a thinking instrument, can choose either to help Life
Force realize its intentions or frustrate it. But if he does
anything to frustrate it, he will do it at his own peril,
for Life Force will not tolerate a being which is uselesa.
from its own point of view. Man, in that case, shall also be

scrapped.
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In Shaw's play the purpose of Life Force is
explained by Don Juan as the evolution of Man into Supermany
and here lies the greatest difference between Shaw’ s idea of
Creative Evolution and Darwin’'s scientific explanation of
evalution. 8haw, it should alszo bemntioned, did not accept
Nietzsche’'s idea of the Superman. Nietzsche’'s Superman is a
ruthless, thundering, quarrelling soldier who would cast out
the human impulses of mercy, tenderness, and love in order
to - be the embodiment of Might. Shaw thought that Life is a
force using mankind for a purpose greater than Man himself,

and Man’'s function is to assist Life in its upward struggle.

Don Jdoan, in the Hell Scene in Man and Superman analyses the
purpose of Life thus ¢ "Life is a force which has made

innumerable experiments in organising itself; . . . the
mammoth and the man, the mouse and the megatherium, the
flies and the fleas and the Fathers of the church, are all
more or less successful attempts to build up that raw force
into higher and higher individuals, the ideal individual

being omnipotent, infallible, . . . in short, a god".

This Life Force has woman asg its direct
instrument to accomplish that purpose.This concept,it
should be noted,stultifies the conventional idea of boy
running after girl. That Jobn Tanner should, far from
running after Ann Whitefield, run away from her, with her
pursuing him with fixed determination, seemed improbable and

improper to the early audience of the play. Show maintains
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that it is not only probable and proper, it is actually
natural. Woman pursues the marked-down victim with subtlety
and determination. But the victims are not the victims of
sex simply or of any individual woman simply, but of Life
Force which uses the pursuing woman as the direct instrument
for perpetuating creation. Man is important, no doubt; he
iz the means through which woman carries out the purpose of
l.ife Force. But the importance of man is only in so for as
he is the impregnator of woman.

But man, being a creative artist in one way or
the other, is lessy interested in the production of prageny
than he is in expressing himself. But if he is to be
diverted from his own purpose to that of Life Force, that
ig, if he is 10 answer the call of the woman to fertilise
her, it can be done only by some exceptional excitement., It
is for this that the sexual act has been made so much
pleasing; and woman uses all her arts, prompted by the
powerful wurgency of Nature, to seduce man to her purpose, or
rather to the purpose of Life Force. Woman certainly values
her husband,but his value to her is not the value of the
divine lover, but the value of the bread-earner faor her and

het children,

The sentimental woman without will or purpose
of her own and blind of her significance in the scheme of
Nature might assert that Shaw was ignorant of the feminine

nature. Shaw’'s contention that waman is the huntress and man
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the game gave a rude shock to the conventional attitude
towards woman. Woman, énimated by an irresistible impulse to
perpetuate the species, wmarks her man down and then allurés
him away to her bed. That is the sole purpose of ﬁia
existence from her paint of view., The male matters so
iittle to the female that some creatures, as Shaw points out
in the Preface to Man and Superman, kill him when he has
parformed his function of fertilising her. When ANn pursues
Tanner, she becomes Everywoman.
The duel of sex is dramatized in Man and Supermans:

the artist-man and the mother—woman are shown here in - a
state of war. It denptes a difference between the purpose of
man and that of woman - a difference so deep that, if it is
true, there can be no cooperation between sexes. Tanner
tells Octaviwus  that the woman is determined to create
children and that Octavius is the marked victim of édnn. He,
however, fails to realize that he, and not the romantic poet
Octa§iu5, is the marked victim. The dramatic dirony of
Tanner’'s warning to Octavius that Ann means to marry him
cannot escape attention. The following conversation between
Tanner and Octavius illustrates the formar’'s viewpoint about
woman and her relation with and attitude towards man.

Octavius ¢ Don’'t be ungenercus, Jack. They take

the tenderest care of us.

Tanner 3 Yes, as a soldier takes care of his rifle

or a musician of his violin. But do they allow us
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any purpose of freedom of our own 7?7 Will they lend
us to one another 7?7 Can the strongest man escape
from them when once he is appropriated 7 They
tremble when we are in danger and weep when we dieg
but the tears are not for us, but for a father
wasted, & son’'s breeding thrown away".

Now this theory is full of loopholes. Woman
is also, as the theory makes clear, as much a victim as the
man  she seeks tp enslave because she herself is only an
instrument, a slave of Life force. Prompted by the purpose
of Life Force she becomes unscrupulous and uses every art to
seduce man. The artigt-man is not less unscrupulous than the
mother-woman. He also is ruthless in his determination to
fulfil a purpose. Though he claims that it is his own
purpose, vyet he cannot surely know that it is not Nature's.
If the mother-woman s purpose to perpetuate the species 18
Nature's, the artist-man’'s purpose may well be Nature's too.
If this were not true, the artist-man is gquilty of his
refusal to be *a force of Nature instead of a feverish,
selfish clod of ailments complaining that the world will not
devote itself to making him bappy"., as guoted earlier. If;
again, the creation of life is the supreme form of art,
there can be scarcely any conflict between the artist-man
and the mother-woman. The passion for posterity, s far as

we can determine, is as strong in man as it is in woman.
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Shaw’'s prominant Don Juan play is a kind of epic
in which the playwright adopts a cosmic range, possibly to
have Tor himself a berth among the philosophers. "I sing,
not arms and the hero, but the philosophic man', Juan
anhounces in the Hell Scene, and thiz might come from the
mouth of Shaw himself. But the great artist that he was, he
could take an objective stand. Tanner appears as a
revolutionary and a man of ideas, but the Hell Scene
imphasires what the comedy plot demonstrates : that the play
turns on the fact of his sexuality and the relation to woman
that sets wup, and that he cannot break with all his ideas.
The comedy the play offers turns on the clownishness of this

*philosophic man®. It does not escape notice that the happy

ending -——-- the girl gets the boy, which reverses the
common formula —-—- is a vindication of the popular taste.
Tanner proteste loudly even when he accepts Ann and

proclaims  that he loses his freedom,being dwindled idinto &

husbands he talksg of his phileosophy of Life Force which has

prompted Ann to cateh her impregnator. But the ending of the

play is quite conventional and the hero is turned into a
1

conventional Mman . The practical  judgement ot this

philosopher is quite untrustworthy and this is evident even

1. Marjory M. Morgan in The Shavian Fla, grbund :  An
exploration of the Art of Bern.. J Shaw writes : "Though
still protesting, st 1+ playing his familiar role,
Tanner §is assi. .ated in high qQood — humouwr into the

cony cional group". Methuen. 1972. F 102.
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in Act I. Tamnner's revolutionary idealism rushes him into a
chivalrous defence of Violet when a moment’'s reflection on
her actual character would have helped him to see the
absurdities of his suppositions. This is the first time when
the protesting iconoclast and philosopher tumbles to provoke
laughters but  the biggest tumble is when he is trapped by
Ann and his cynical idea about woman faile to protect him.
It is to be understood, however, that it is not just sexual
passion that traps Tanner into marriages it is rather the
social discipline that prompts him to accept marriage.

It is by virtue of Act 110! that Map and

Superman must be classified as the real firat contribution
of Bernard Shaw to the play of ideas. Shaw conceived and
wrote the play with the ideay there is no sign  that Aot TI1

iz an afterthought as The Revolutionist’'s Handbo is. In

its general structure this play does not anticipate the
strong dialectical pattering to be found in Major Barbaras
it is  actually away from clear arganic unity and the self
containment of art. The interrupted plot, the proliferation
af ideas. the shnifting of the locale -—- all play their
parts in taking the play away fTrom any predetermined form
and  order. Though the ideas commonly associated with the
name of Shaw, particulary the theory of Life Force or
Creative Evolution, are expounded here, yet it seems that
the plavwright makes game of them. As I have pointed out at
the beginning of thiz chapter, we cannot help noticing a

tertain  scepticism on the part of the dramatist about the
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validity of bhis theory. Shaw has actualy demonstrated that
ideas are enjoyable to play with, without subscribing to any
particular one; and in this he is more an artist than a
philosopher. It would be impossible for the SErious
philosopher to show his philosophic man tumble to provoke
lavghter. The broad mind of the artist GShaw saw the
limitations of the theory of Life Force. But it is enough
that he bhas ideas, and guite dramatic ideas at that.

It was sometime at the beginning of the twentieth
century that Shaw ceased to believe that progress in  any
actual sense could be achieved through democratic machinery.
He came to recognise that the common man was not wise enough
to choose for himself such rulers as will bring about an
equal distribution of national wealth, thus eradicating
poverty and all its associated evils. This attitude of
Shaw was presumably the result of his reading of Plato’'s
"Republic". Flato postulated that it was possible by
appropriate education to slevate the soul of man to a level
of dinsight at which it could achieve a knowledge of the
ideal form. Thus the “philosophic mind” aor rather "the
philosopher King" would be created to govern the rest who
are stupid and irrational. Though he agreed with FPlato that
the common man was frail and irrational, Shaw did not accept
Plato’'s view that the philosophic man, the Superman, could
be created merely through education. Shaw rather maintained
that the superman couwld be produced through selective

breeding.
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Neitzeche's contention that Life or God would
ultimately evolve asomebody greater than man who
would,by virtue of his superior qualities, rule over the
ordinary men,— is open to two serious ohjectionaf I+ the
Superman is the resuli of the naturzal process of evolution,
then man has only to wait and allow the process to take its
own course. If, on the other hand, be is the result of man’ &
conscious efforts, what set of virtues should he have 7
More, one cannot be sure that the set of virtues would be
really superior to bring betterment and greater happiness
faor the human race. Neitzsche' s theory fails to give any
convincing answer to these objections and questions. Shaw's
Life Force is a force immanent and, working within man, it
impels him to move upward. The purpose of Life Force is to
create a super race of men, the Bupermen, who are not the
embodiment of greater physical beauty or physical prowess,
bt of superibr brain. Don Juan says in the Hell SBcene that
the Superman would be an ideal individual, a higher
individual, being "omnipotent, omniscient, infallible,
completely self—- conscious -~ in short, a god®". He would
seek “in contemplation to discover the inner will of the
world, in invention to discover the means of Ffulfilling

that will, and in action to do that will by the so-

discovered means”. In Back to Methuselah we get a glimpse of

1. B.K. Chesterton deals with these objections in his book

George Bernard Shaw. The Bodley Head. 1961.
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the Superman in the Ancients. They are long-livers, but
chiefly they have more evplved brains, striving incessantly

toc be "“pure thought"rescued from the burden of the flesh.

Major Earbara with which 1 intend to deal
next is one of the best plays of Shaw; it attracts our
attention as a philosophical play in which, through the
mouth of the protagonist, Andrew Underrshaft, the playwright
enunciates “the religion” of "money and gun powder" which
should replace the old religious creed. Undershaft is not
anather Caesar, but even in him we may see some of the
attributes of the Shavian genius. The Freface to Major
Barbatra, a magnificent piece by itself, bhas the object to
make the people realize that poverty is the root of all
crimes. Shaw observes : "In the aillionaire Undershaftt I
have represented a man whe has become intelleciually
conscious of the irresistible natural truth which we all
abhor and repudiate : to wit, that the greatest of our
evils, and the worst of our crimes is poverty, and that our
first duty, to which every other consideration should be
sacrificed, is not to be poor"f

It was inevitable that +the genteel people
brought up under the "moral™ atmosphere of the Victorian
period should find the play and the new religion wicked and

immoral. Naturally,when the play was first produced it was

1. Preface to Major Barbara -~ G.B.Shaw. The Complete

Prefaces of Bernard Shaw. Faul Hamlyn Ltd. 1963. P 118
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thought by the critics and the audience alike that it
treated the serious subject of Christian ethics and the
preachings of the Salvation Army rather lightlysit was also
thought that the play was a merciless satire on  the
Salvation Army. It must be borne in mind that Shaw's
business as a dramatist is not simply to treat the serious
as trivial and the trivial as serious. He openly challenged
his c¢ritics who attacked him on that hackneyed formula to
try their hands in this manner and see whether anything

resembling one of his §lays would reward them.

Shaw came to believe that poverty was the root
of all evils and hence it was the greatest of all crimes.
Shaw never became sentimental where poverty and the poor
were concerned.He maintained emphatically that he hated
poverty and that not a single nation or a single individual
should be allowed to remain poor. He characteristically made
issue with the traditional "religious" belief éhat "bleszed
are the poor", and almost with a missionary zeal took upon
himself the task of pointing out to the people that so far
frrom being blessed the poor are great criminals. Shaw, at
the same time, said that religion was the most vital, the
most necessary thing, but the trouble was that thfre was not

a single credible religious creed to depend upon. 1 belive

that Shaw had the conventional religious belief with an

1. Freface to Major Barbara -~ G.RB., Shaw, The Complete

Frefaces of Bernard Shaw. Paul Hamlyn i td. 1965. P 137
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anthromorphic God at the centre in the mind when he spoke of
the lack of "credible religious creed”. Again he found out
that Capitalism, which makes.the tich richer and condemns
the bigger section of the community to languish in poverty,
would not facilitate the cultivation of religion and
salvation of soul, because under capitalist economy the
religious organisations themselves would be compelled to sell
themselves to the Have—and-Holders, 1t is Capitalism that
creates poverty 3§ it ig poverty that is the breeding ground
of all social and even moral diseases. But Capitalism
cleverly tries to remedy these diseases by founding
hospitals and endowing religious and educational
institutions that 1lulls rebellions and helps perpetuate
ineguity. As Capitalism increases and ensures poverty, soO
the upholders of Capitalist economy loudly declare that
poverty is @ virtue and that the poor are the chosen seed of
God.Religious and charitable institutions like the Salvation
Army, thus, are only the "almoners of the rich";y the rich
manufacturer keeps his workmen comfortable, which is an
invaluable, almost an unfailing safeguard against discontent
and consequent revolution.

Shaw believes that one of the greatest defects of
Capitalism is that it kills the hunger of the soul of the
poor; but  this hunger of the soul is the pre-condition for
attaining salvation. It is due tc the fact that the

overwhelming majority, the poor, spend their time and
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energy ,under Capitaiizm, to earn their bread that they never
feel the greater hunger of the soul. Again this vast
majority of poor men and women are hoodwinked into the
beliet that as poverty is a godly virtue, they need not
hother for salvation, for it would come to them naturally
ernough. The new religion of money and gunpowder is a loud
protest ageinst this line of conventional thought and it
declares that 0 long as an individual remainsg poor, he
cannot  attzain salvation. A poor nation, like a poor man,
also cannot attain salvation. Major Barbara shows how
society is dependent on  the charity of the rich and how
absurd it is to talk of salvation and independence until it
can shake off the chains of poverty: in other words, until
it can break off the shackles of Capitalism. 1If there is
any "togsh”, as Charles Lomax uses the term, in the Salvation
Army, other religious secte are not above it; it lies in the
fact that they exist under the capitalist system which makes
them sell their souls to Bodger, Lazarus and Undershaft.
It is mot, therefore., only the SBalvation Army that is the
obiject of Shavian shell, but Capitalism itself. What satire
is there in Major Barbara is squarely directed against
Capitalism, the greatest obutacle on the way of the upward
flight of man.

Shaw often takes up the theme of the

conflict between the saintly and the practical. gaint Joan,

The Devil s Disciple, Jobn Bull’'s other Isliand, Major

Barbara etc. dramatize this conflict, sometimes making the



saintly triumpbhant and sometimes the practical. Major
Barbara dramatizes the conflict between the saintly BRarbara,
a Major in the Salvation Army and her father, ~Andrew
Undershaft, a manufacturer of weapons and the richest man in
Europe. It is Undershaft who enunciates the new reliqgion of
money and gun power and very intelligently shows to  his
daughter that the Saluation Army, and as 3 matter of fact
all religious institutions, can at best pretend to save the
souls of others whereas it itself loses its independence by
selling itself to the money of the rich.

At first, of course, Harbara is convinced of
the superiority of the conventional religion of the
Salvation Army to her father's gospel and invites him to the
Westham Shelter of the Army with the pious hope of
converting him. Undershaft, convinced of the inherent
strength of his relighon and weakness of the Salvation Army,
promptly accepts the invitation on condition that Barbara
shall also pay a visit to his gun—cotton factory. Undershaft
takes uwpon himself the charge to open Barbara's eyes to the
weakness of the Salvation Army. He knows that in order to
win her over it is necessary that her illusion of the worth
of the Salvation Army must be shattered .

Like many other plays of Shaw Major Barbara
is a play of conversion —-—-- mental and spiritual.Barbara’s
illusion is shattered in the Second Act of the play, and in

the Third Act, that follows maturally, she is convinced of



the supetiority of the gospel of Undershatt. In the Shavian
play of ideas the action is in the discussiong in ajor
Barbara the discussion primarily takes place in the Third
and the Final Act, The conflict between the saintly woman
and the practical man of the world is quite short but
decisive. Undershaft quite easily brings it home to Rarbara
that though the Salvation Army wants to fight against
drinking and blood-shed, it has to depend upon the money of
the distiller and the munition manufacturer.She discovers to
her utter dismay that her own life and education,too, depend
upon her father’'s money which she considers as tainted.
She is now completely disillusioned and becomes almost a
tragic figure when she feels herself let down and forsaken
by God sthe Army in which she pinned her faith turns out to
be a hypocritical idinstitution depending for its very
existence upon the tainted money she so much hates.

But to Shaw life isg something glorious and so death
- gpiritual death in particular e is something
abhorrent.Barbara‘s faith, therefore, bhas to be restored ;
but it is not the restoration of the old faith in the
Salvation Army. The new religion of Undershaft mgst be shown
as triumphant and Barbara must be converted to it. The
conversion to the new religion and the restoration of féith
take place in the Third Act where through discussion
Undershatt pgroves to the vidtors to the factory that the

new religion of money and gunpowder makes people independent
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and strong as they become free from the threat of
starvation. This freedom from hunger sharpens the hunger of
their soul without which salvation shall remain & far cry.
This gospel of money as the pre-condition for attaining
salvation of soul is quite “imﬁoral" in so for as it is
unconventional. But Undershaft makes it clear to Barbara as
well as to Cusins that this is the only credible religion in
the present world- situation. Undershaft strongly believes
and asserts that souls can be saved only by saving them from
the crime of poverty; this crime does not allow the soul to
SOAr ., .The hands of the munition factory of lUndershaft are
quite satisfied o far as their material wants are
concerned, and so there is little or no possibility of their
succumbing to  temptation te which the honr readily vyield.
"It is cheap work converting starving man with a Rible in
one hand and a slice of bread on the other”, sayse
Undershaftt. When he proposes to his daughter to try her hand
“on my mer 3 thelir souls are hungry because their bodies are
full," she realires the truth of the statement and accepts
the new religion without hesitation and her conversion is
complete. Her faith is restored : she again becomes a happy
soul.

Naturally the conventional moralist with
his cant of divineness and epnobling spirit of poverty is
shocked at Undershaft’'s assertion that money paves the way
to salvation, and that he would not bhave conventional

morality and conscience. Major Barbara is the twentieth
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century morality play in which , as in many of Shaw's
philosophical plays, an idealistic liberal is first
gsatirized 4in the person of Lady Britomart. By family
tradition and personal conviction she is an avowed believer
in freedom of speech and democratic franchise, and yet she
betrays hHher natural masterfulness whenever she opens her
mauth. But she is not a tyrant ;3 rather an amiable lady and
weell—~intentioned mother. But this amiability of vision of
Lady Britomart is enveloped by conventional morality of the
governing class and she thinks herself morally superior to
Undershaft as by bhirth she belongs to the aristocratic
class. When Stephen, her son.betrays embarrassment thinking
that his mother is going to reveal some weakness of his
father, she gives him a piece of advice befitting her classg
"It is only in the middle classes, Stephen, that people get
into a state of dumb helpless horror when they find out
that there are wicked people in the world. In our class, we
have to &ecide what is to be done with the wicked people ;
and nothing should disturb our self-possession.” She is
again, so used to_ thinking of the Stevanages &as the
governors by natural right that when Undershaft refuses to
sacrifice the Undershaft tradition of inheritance for the
sake of Stephen, a big quarrel ensues between the husband
and the wife. She finds, correctly, that there is a
fundamental moral disagreement between her and Undershaft

which nothing can bridge up. As for Stephen, he is a well-
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intentioned imbecile and at least as conventional asg his
mother.

While reviewing Major Barbara in the Time , the
reviewer accused Shaw of making a "complete about-face'" and

1
firing on his own socialist ranks. Again, Francis Fergusson

denounces the play as an "undersolved paradox“z. It is not
gifficult to see how the play ang the character of
Undershaft baffled the critics. It is one of the biggest
paradoxes in the entire gamut of Shavian plays that a
manutacturer of lethal weapons plays the role of the Savior
of souls in a religious play § that a fabulously rich
entrepraeneur spaeaks against the capitalist system of
eConomy . To solve the paradox we have  to examine
Undershaft’'s background. Undershaft, as he himself informs
us, 18 an East End slum boy, reared in the busy locality of
Fast London in the middle of the mineteenth century . He
has, like all the predecessors of his "dynasty", taken the
name of the firm's founder, an abandoned orphan reared in
the parish of &t. Andrew Undershaft. He has taken, in order
to save himself from the humiliation of poverty., the stern
slogan "Thou shalt starve ere 1 starve®.

It is here that the second paradox of the play

appears.Contrary to our expectation we notice Shaw condoning

L e Y Y i o S el e by M g o L S TP e il Sk S ke ik A i — s —

1. Time LXVIII November 12, 1956.
2. The ldea of & Theatre - Francis Fergusson. £ 183.



and even insisting that for a poor man the only manly
attitude is the attitude of Undershaft which would foster
the sense of self-respect, One of the cardinal virtuea, for
Shaw, is self-respect absence of which is mainly due to
poverty. Natuwally, a man must be rich in order to gain
self-respect which will breed courage. another cardinal
virtue, in him. This courage is moral courage to stand up
against conventional morality.
thak

Undershatt drives home the Wl pointito speak of
honour, Justice, and truth to show off moral superiority is
only the trade of the conventionally moral people., Justice,
truth, and honour indeed have their place in the religion of
Undershaft, but he maintains that these are the "graces and
lusuries of a rich, strong, and safe life". Any man who
preaches these virtures to the ppoor without takina into
account the economic realities may be a well-intentioned
man, but he hoodwinks the poor and himself alike. Money is
the solid ground on which these virtues can rest their feet
safely. It is an idle notion that moral viertue can become a
significant force by its own right.

Now 1 come to the charge of Shaw's making a

"complete about-face” in Majigr Barbara. Those who find
Undershaft unintelligible, misconceive Shaw’'s Fabianism.
Shaw’'s aqgradualism was not based on any moral objection to

force ; he thought that a bloody revolution achieved through



catastrophe would collapse for the'lack of administrative
experience of the revolutionists, Shaw thought that if
socialism could be instituted by a few days® fighting it
would have been well worth the cost in bloodshed.

| Shaw made the triumph of Undershaft over Barbara
and her would-be husband, Cusins, complete. Shaw suggests
that thiﬁlvictary of Undershaft is inevitable. Barbara can
no more turn away from life than can Cusing. After her
conversion to the'gaspel of Undershaft sihe will be able to
preach to the well-fed,. self-respecting men and women who
cannot be bribed by bread. After her conversion she regains
her faith and courage and goes "right up into the skies"
saved from the boredom and shallowness of “the dirawing
room’s civilized cry".

The Ferface to Major Barbara distinguishes between
true Christianity and Crosstianity, the religion of
negation, swuffering and death, of sin and guilt. Within the
play,l a process of redemption is enacted through a
bargaining for souls and a vicarious sacrifice. It is a
redemption of Christianity itself. Undershaft does not
destroy the Salvation Army; he is ready,. rather,to identify
himself partly with it § bhe is more ready to idemtify it
with himself. S8 we find him, in order to win Barbara,
"buying” the Salvation Army with his cheque to Mrs.Baines.

Barbara’'s spiritual pilgrimage takes her through disillusion



and despair to a rebirth of hope and a new vision. Her
private experiences enforce the recognition that "the way of
life lieg through the factory of death”, that destruction
has its proper place in a healthy scheme of things. We may
refer to Undershaft’s words: Y. . vou have made for yourself
something that you call a morality or a religion or what
not.it does pnat fit the facts. Well, scrap it, scrap 1t and
get ofe that does". Barbara's spiritual death and
resurrection contain  the promise of A new social order.
'Earbara, as Marjory M. Morgan pute it, is " . . . the Christ
figurew of the playi.

It is true that Shaw’'s plays are ' of uwneven weight
like those of bhis great predecessor, Shakespeare, but the
pPlaye which are sure to stand the onslaught of time include
Apdrocles and btiw Lion. That Berpard Shaw should be regarded
as a fierce enemy of morals in the face of the fact that he,
after Voltaire, is possibly the only man fighting for
Christ,is a big irony.The fact jisg, Shaw has pointed out that
mogt of the Christians by profession and birth are not
Christianzs by faith, and this inevitably caused a 1ot of
irritation. That Mars proves to be more powerful than Jesus
in the hour of test is the idea in éndrocles and the Lion ——
an idea strengthened and vindicated by the First World War,

as Shaw pointed out at a later date in his Prefece to the

I
<

play. In this respect the play is rather prophetic, for here

1. The Shavian Flay Ground : An Exploration of the Art of
G.B.Bhaw — Marjory M.Morgan. tethuen. = 144

<. Freface to Androcles and the Lion — G.R.S8haw. Faul Hamlyn
ttd. 1965,

14
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Shaw foresaw how the professed believers in Christianity
would behave in times of crisis. Another underlying idea of
the play , as that of The Devil’'s Disciple or any of the
Pplays of Ibsen, is that man must bave something great and
worthy to live and die for. Human existence becomes decent
and meaningful when it has an end outside simple existence
af the self.

The play is not historical jin a play with a
lion as an important character we must not expect  factual
truth, Eut it ¢oreates a faithful picture of how the first of
the Christians were persecuted by the Romans professing the
mld ftaith. For the FRomans, the followers of  the new
faith were heretics because they disregarded the authority
of 0ld religion as well as that of the Emperor and put the
new religion and Jesus such above them. No wonder that the
Christiang were regarded as dangecous by the followers of
the established religion. This bas always been a  fact in
Miman hiﬁﬁury = the 0ld always regards the new as heretical
and hence fit to be persecuted and, if possible, liquidated.
The persecuting Romans, in Shaw's play. &are no more
villains, ag the danger tg their religion was definite and
clear, than Cauchon in Saint Joan is a villain., My intention
iz rnot |, however, to place the Romans and Couchon on the
same berth;  whereas the Fomans enjoy the killing and the
Bloodshed, Cauchon hates them and he knows that Joan is
innocent. Similarity lies in the fact that the Romans and

Couchon alike believe in the infallibility of their



respective  failths., As Joan might save herself by making a
declaration to the effect that her "voices" were wrong, so
might the Christians by burning the incense as a gign of
acceptance of the old faith. In both the cases, the battle
really  is  not between the right idea and the wrong, but
between the established auvthority and the spirit of revelt.
But all the Christians were not true to theilr
praofessed belief, The most glaring example in Androgles and

the Lion is 8pintho, who, the mement the hour of crisis

comes, shows himself as the disbeliever in Jesus and runs to
burn the incense to go back to the old fold. 0Of course,

Spinthe gees straight into the mouth of a hungry lion.

Ferrovius, whose character is nicely drawn, knows the
bitter truth  that people cannot easily become true
Christians in  words and deeds. Ferraovius fights with

himgelf 3 tries to defeat the Mars in him, but fails. He is
sensitive aenough to bewail his failure to follow
the doctrines of Christianity. When the hour comes he
surrenders ta the god of war, fails (o love the gladiators
and kills six of them. The Emperor becomes glad not simply
because in hiz land there is such a great fighter who could
kill s8ix expert gladiators, but because he finds that Jesus
is after all not accepted by at least some of the
Christians., The established authority feels elated at the
failure of the followers of the new doctrine. The growth of
Christianity was a threat to the authority of the Emperor
because the Christiansg did not accept him as  the divine

being. In the play it is Androcles, the meek, who conguers
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hatred and comes out triumphant § even a bungry lion is
subdued by his love and faith. He shows that a laving and
faithful heart, that is, the heart of & true Christian, can
conguar  what the mightiest sword-bearer cannot. The god of
War gets defeated in the hands of the true follower of God
Who is Love,

It i= Lavinia, rather than Androcles, who is
the central figure in the play, for it is she whio discusses
with the Roman Captain the central idea of the play. Shaw,
who did not believe in God in the conventional fashion, puts
into  the asouth of Lavinia some words which bring out his
idea of the Christian God and the worth of living and dying
for & cause greater than one’'s self 3 the connection with
what is held in Man and SQuperman cannot be missed. The talk
of Lavinia with the Roman Captain runs as follows

The Captainm @ Are yow  then going to die for

nothing 7

Lavinia ¢ Yesy that is the wonderful thing.
It is since all the stories and
dreaams have gone that I have M

no doubt at all that 1 must die fTor
something greater than dreams oy
astories,

The Captain But for what 7

Lavinia ¢ I don't know. If it were for
anything small encugh to know, it

would be small enough to die for,



I think I'm going to die for God.
Nothing else is real enough to die
for.

The Captain What is God 7

Lavinia : When we kKnow that, Captain, we
shall be gods ourselves.

Afterwards Ferrovius, when he realiee how Mars
had overwhelmed him, says 1 "The Christian God is not  vyet.
He will come when Mars and 1 are dust, but meanwhile T must
serve the gods that are, not the God that will be". The
Captain asks lavinia whether she wouwld be prudent to which
she replies § "No : I°11 strive for the coming of the God
Who iz not yvet". We at once see that Androcles and the Lion
cannot be understood without a reference to Shaw’'s
philosophy of Life Force. Man's supreme duty is to strive
far a brain which would help the Life Foree to realize
iteelf. When Lavinia sayvs "we shall be gods ourselves" we
remind ourselves what Don Juan says of the creation aof the
race of Superman.

What Shaw writes in the Freface to Androcles and
1

the Lion generalises the teachings of Jesus Christ.

1. The kingdom of heaven is within you. You are the son of
Godi and God is the son of man . . . . Bod is vyour father:
you atre heré to do God's work: and you and  your father are

ane .

-

the Lion - G.R. Shaw. The
Complete FPrefaces of E.Shaw. Faul Hamlyn L.td. 19263 F
574,

i. Freface to Androcles and the
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2. Bet rid of property by throwing it into the the Common
stock. Dissociate your work entirely from money payments ...
vt cannot serve two masbers God and Mammon.
E. Bel rid of judges and punishment and revenge. Love your
neighbour as yvourself, he being a part of vourself, And love
your enemies § they are your neighbors.
4. Get rid of your family entanglements . . . attend to
life,not to death.In the kingdom of heaven . . .there is no
marriage nor giving in marriage, because you cannolt  devoie
oy life to two divinities : Bod and the persgon . you  are
maryied to.

It must be obvious that according to Shaw it is
nat possible under Capitalism to put Christianity to

practice. In Androcles and the Lion Shaw has expressed the

varyinag phagses of Chrigtian faith upto the very hightest farm
of religious fidelity., The familiar old fable is used by the
dramatist who informs it with gubtle overtones of meaning.ie
muisst not expect the play to fall into any of the
classifications to which we are accustomed. Here fun and
seripusness, history and satire are mixed up to the point of
bewilderment. But Shaw never plays fun with the truths of
religion. Only when the truths of religion become associated
in the mind of the reader with mere ceremonials, he may then
come to think of Androcles and the Lion as & satire on
religion. Ferrovius retains hig faith that though he betrays
himself as the disciple of Mare,the Christian God shall have
the last ward when the disciples of Mars and the psewdo-

Christianas are dust. Ne other dramatist couwld have evoked
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laughter from such a serious theme. The English do not like
levity in religion and light laughter in  philosophy. EBEut
Shaw served them both in the same dish., It is to be noted
that Shaw is free from religious snobbery: this is eminently

demonstrated in Androcles and the Lion.

Undershaft has some of the attributes of a
Shawvian gehius: he iz unconventional, rational, but not a
slave of reality; Ceasar is a perfect Shavian genius @ he
ig, as Cleopstra says, a'god; Lavinia says we shall be gods
opurselvesy Don  Juan speaks of how the Superman shall be
created. Back tg Methuselah brings the superman on the stage
in the last Act.

The: general ocritical oapinion about ack to
Mathuselah, which is the most ambitiows and voluminous
dramatic project of Bernard Shaw and which is offered by him
as a RBible of Creative Evolution, is, o the whble, a
correct one. Benerally this play is very strongly disliked,
and in  this respect the c¢ritical observations of such
eminent critice as G.K.Chesterton, Eric Bentley, and Edmund
Wilson are strikingly similar, none finding the play worth
caonsidering. Even on the most superficial acquaintance the
play invites the arch~charge that it is untheatrical. Again
the play guite legitimately invites the teasing qhestiun as
to  whether Shaw rezally means what he conveys through the
play. In the lenathy Freface to the play Shaw invites us to
see the play as a fable. He writes : "1 abandon the legend

af Don Juan with its erotic association . . . .1 exploit the



external interest of the philosopher s stone which enables
1

men to live for ever". But one may legitimately suspect

that the fantasy of an ageing man has, when he came to

writing Back to Mathuselah., now supplanted the fantasy of

the middle—aged man bubbling with vigour which helped him to
write Man and Supermarn.

Shaw's play in its entirety derives its power
from the conflict which is inherent in the human situwation
gnd  which Flato expressed for later ages in terms of
rational and appetitive faculties, being and becoming,
auardian  and subject. Shaw topok from the Republic some of
the principal symbols and concepts on which Back Lo
Methuselah is based. In the Chapter "Artist or Thinker" 1
have touched wupon the method and attitude of Shaw vis a vis
Flato. The symbols are the more meaningful and forceful in
their new context because Shaw was able to ididentify them
with the warring faces of his own personality; accessibility
to emotion and fear of it 3 deprivation of family affection
which iz taken revenge upon by an attack on the Family
revolutionist’'s principles in conflict with inclinations
assaciated with the principles of authoritarianism.

It would be wrong to assert that Shaw had lost
dramatic gift when he came to writing BRack 1t Methuselabs

hie Baint Joan was still to come. It would not da to say

that, despite some obvious defects with the defect of

untheatricality on the top of all, thers iz no organic

1. Freface to Back to Methuselab - G.B.Bhaw The Complete
Frefaces of Bernard SBhaw. Faul Hamlyn Ltd. 1965. F B46,



unity in the play. The antithesis between reason and the
sensual soul is clearly represented in part V, in the
relations between the Ancients and the Youths. This. has
appeared in wvarying forms in the Longlivers and the
Shortlivers of part 1I? and IV, and in part II in the
counter—halancing of the Chauvinism of Lubin and Burge with
the philosophical foresight of the Brothers PRarnabas. Bhaw
uses the repetition of similar elements in different parts as
device for unifying the Pentateuch.I mean to empbasize the

point that Back to Methuselah should be acted whole and not

in partes, as gsometimes done,

Though the charge of untheatricality of the play
cannot be refuted and though the construction of the play
appears to be loose, a closer look may bring out the merits
af the play as play. It is part 111, "The Thing Happens",
that raises the severest doubts about the capacity of Shaw's
dramatic technigque to hold the stage. This section is a
disquisitory play in which action is actually non-existent,
and the situtation appears to be a mere eaexcuse fTor the
characters to discuss various topics. But three divisions are
clearly discernible. They are a general exposition, the
revelation of a situtation through the debate and a conversion
of the central characters.This lends part III action encugh.
And the longer and more expository passages of parts IV and V
are artistically superior to those of part III. In part 1V
Shaw is less concerned than in part III to maintain the

pretence of writing a play and not a prose dialouge in the
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tradition of Plato. Yet his writing is dramatic to the extent
it is a vebhicle of expression of profound thought and strong
feeling., The intensity of the author’'s engagement with his
subject gives much of the latter part of the text a poetic
quality. It is indeed difficult to judge a work of art when
the idea it tries to expound is very much suspecty it is a
difficulty, which every reader of Miltons’'s Paradise Last
alao faces. It needs be mentioned that 1like the fors

and texture of The Apple Cart those of Back to Methuselah are

genuinely musicald, Though nat one of the finest plays of

Shaw, Back top Methuselah is a considerable achievement, But

it may be considered as another form of Art not confined to
theatrical necessities; the like of ¥his is not found in the
history of drama. It is possibly the only play of Shaw that
can be called "suli generis”.

The thesis of the play is that the iterm of
human existence is not long enough for man to profit by his
experience. When he learns enough through experience to be
able to cope with the problems of existence, he dies. To
become effective, therefore, he must extend the term of his

existence. And man can assuredly do it if he wills hard
enough -—— an idea borrowed by Shaw largely from Lamarck and
Samuel Butler, from the latter’'s Life _and Habit in

particular. Shaw’'s complaint against Darwin’'s theory of

———— T — i, $o ol S et S AL ek B iy ke B . s o g ey _— .

1. This aspect of Back to Methuselah has been dealt with by
Majory M. Morgan in The Shavian Playground : An exploration
of the Art of 6.B. Shaw {Back to Methuselah. The poet and the
City). Methuen., 1972. ¢ 231-3Z.




Evelution, as I have shown at the beginning of the present
chapter, was that it banished Mind from the universe,
leaving in its place a mindless machince; while dethroning
God it enthorned this machine whose cause we do not now.
Shaw accepts Lamarck and Butler because they discovered a
purpose behind creation.
The problem of evil is sufficient to cause
confusion in every mind. Why does God, if he be omnipotent,
allow poverty and pain and the deadly sins to exist ? Why did
he create the world at ali when he knew, as He is omniscient,
that evil would appear 7 Shaw did not get the answers in
Darwin’s theory, for the answers are not there ; and Darwin
is not required to answer these questions. Shaw answéred the
guastion, taking the cue from Lamarck and Butler, by denying
that the Universe is & mindless machine. Shaw has no faith
in an all - powerful, all-knowing, all-perfect God 3; he
rather thinks that an imperfect Bod is trying to become
perfect; he is just trving to gain the qualities which are
generally suposed to be possessed by him. Shaw, of course,
uses the term "Life Force® in place of "Bod" ;3 the use of the
term “GBod" would lead to all sorts of confusions and
misunderstandings. When Life Force finds that an instrument
is either useless or no longer sufficiently efficient, it
replaces it by a better ane much as a fighter discards his
instruments of fighting which have lost their sharpness or
effectiveness.
Simulténeously Shaw tholds that man could take

decisions and shape things for the better if he willed hard.
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The arguments of Shaw,it will be noticed, are more mystical
than scientificy this is the reason why the theme cannot be
fully and satisfactorily expressed in language.Qf course,Shaw
would claim a good deal of science on his side. Lamarck’'s
contention that living organisms change because they want
to; is accepted by Shaw. Back to Methuselah dramatizes the
idea that man not only can, but must develop himself. Man 1s
called +to conscious purpose and effort and firm decision.
Much as the giraffe, as Lamarck pointed out, attained its
long neck by willing to have it so, s0 a living organism,
say, man, need only wish hard to become whatever it wants to.
*  If you have no eyes, and want to see, and keep trying to

see, you will finally get eyes. If 1like a mole or a

subterranean fish, you have eyes and don’'t want to see, vyou

will loase your eyes. If you like eating the tender tops of

trees enough to make vou concentrate your energies on  the

stretching of vour neck, you will finally get & long neck,

like the giraffe"!. Thus Back _to Mathuselah advances the
theory that man has the ability to choose his own destiny and

make himself whatever he might desire to. But this ability is

painfully and severely limited by the brevity of human 1life.

The discovery of the idea that man has not the time at his

disposal to do all he wishes to do or is capable of doing is,

of course, as old as the author of "Ecclesiasts". It is

necessary, therefore, that man should live longer ;3 man must

will to 1live longer and then he will become a long-—-liver.

1. Perface to Bagk to Methuselah— G.R. The Complete Ferfaces
of B.Shaw. Faul Hamlyn Ltd. 1965, P 309,




Shaw bhad always been an anti-Darwinian. When the
First World War broke ocut with all its horrors exposing the
vulgarity of man, the doubt was confirmed in the mind of Shaw
as to whether the human being was capable of solving, as he
existed then, the social problems raised by his own
aggregation, or, as man called it, his civilizationl. The
only hope for man is that he should surpass himself and
create a new man which means conscious evolution., Man must
decide his own destiny and will hard to realize Iit, for
"Nature holds no brief for the human experiment; it must
stand or fall by its resul ts"<,

The play, thus, is a biological treatise uwrging
upon wus to live longer. The play expounds a belief in the
future ol WD SEY-PENSFEFENMN . I the brevity of human life
is sad and if it is insufficient, then longer life is
necessary for the preservation of the human rate and an
increase in the expectation of life would at once produce
more serious and responsible conduct which cannot be expected
of man with his present short life.

In Back of Methuselah at the beginning we find Adam
driven almost mad to see the intolerable prospect of
immortality. Tp escape from the burden of deathlessness bhe
resolves to die at the end of a thousand years as soon as he
learns that Eve and he can reproduce themselves. The

knowledge imparted by Serpent comes to him as a great
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relief, But before that happens Cain invents murder and war
reducing the span of human life to his present brevity. But
Cain declares that he does not know what he wants ‘“except
that I want to be something higher and nobler than this
stupid old digger", Eve says ¢ "Man need not always live by
bread alone". Here we come to the end of the first of the
Fentateuch.

We then jump across & few centuries and are in the
firgt vears after the Firet World War .lLubin and Burge,
who have learnt nothing from the global catastrophe,
discuss their election palicieg. Conrad Barnabas makes the
discovery that man would live as long as he pleased if he
were to will it strongly enough. Conard and. his brother
Franklyn Barnabas have an interview with Lubin and Burge and
expound their theory in order to get it taken up as &
national programme aimed at extending the span of human life
to three hundred years. They make it clear to the politicians
what they mean by "willing" ¢ "Do not mistake mere idle
fancies for the tremendous diracle working force of Will
nerved to creation by a conviction of Necessity. I tell vyou
men capable of such willing . and realizing its necessity
will do it reluctantly , under inner compulsion , as all
great efforts are made . They will hide what they are doing
from themselves : they will take care not to know what they
are doing . They will live three hundred years , not because
thery would like tp , but because the soul deep down

in them will know what they must , if the world is to



be saved” . It seems that Lubin and Burge are not

very keepto save the world from the destruction caused by

the short sightedness of man ~——— short-sighted becaussa
short—lived.Naturally the former looks at the discovery of

Conrad BRarnabas as only moonshine while the latter is ready

te adopt it as an electioneering cry which makes the two

brothers disgusted » Here Shaw introduces living

persons because the introduction of fictitius characters would
not carry convictiong he wanted to exhibit and expose the

short-zighted statesmanship in a manner the audience would

recognize as a living instance: this is done at the risk of

breaking the fantasy for the time being. But the audience

did recognize Asguith in Lubin and LIoyd George in Burge.

in "The Thing Happens" the fantasy is being

realized. An  Archbishop has lived to nearly three bundred

years and other bhuman beings are also increasing their life

gspan. It is 2170 A.D. when Saint Henrick Ibsen has been

canonized and family bonds together with all other bonds are
dissolving. Man is free from "Childish passionsg" and has lost

interest in everything but moral and intellectual pursuits.

There is consciousness that our wisdom comes “not by
recollecting our past but by the responsibilities of our
future". In the fourth Playlet of the Pentateuch which is
called "“"The tragedy of an Elderly Sentleman® human beings are
divided into twe c¢classes — the long-lived and the short
lived., The long-livers have a greater consciousness of the
responsibilities of the future. The purpose of this playlet

iz to bring out the wide intellectuwal and moral diparity
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hetween the long;livera and the short-livers. The tragedy of
the elderly gentleman, who has come from the land of the
shart~livers to the land of the long-livers, is that he cannot
live among people "to whom nothing is real®™.

In the final playout "As Far as Thought Can Reach"
the prophecy of Creative Evolution has been fulfilled: the
Superman has evolved; Hatched from eggs,. fully grown at the
age of seventeen, the Youths indulge themselves in adolescent
amusenents of mankind -~- love, music, sex, art --— for a
period of four years. Then they experience a metamorphosis
inte Ancients who are the Shavian Buperman. They are a band
of ageless, charmless, sexless being who devote themselves to
pure contemplation. But this is not the culmination of wman’s
future; another stage of evolution has Yet to be completed
before, as Lilith in her last speech says, mind conguers
matter completely.

The general view to which Shaw also subscribes is
that "matter" iz the enemy of "life". At the end of Back _to
Methuselah we hear Lilith explaining the relation between
"life" and "matter"” thus ¢ "I brought life into the whirlpool
of force, and compelled my enemy, Matter, to obey a living
seoul”. Life, according to Shaw's theory of Creative
Evolution, seeks to subdue and then to do away with matter.
But first life enters into matter and animates it, and this
is done as an essential part of the design —— to do away
with matter altogether. Shaw seems to suggest that “life"” can

only evolve and develop by entering into "matter". Life



created organisms which are indispensazble to promote its own
development. It is possible because by entering into
"matter®, “life" gets greater scope to make experiments in
order to achieve more factuwlties and superior intelligence.
Though “matter" is the enemy of "life", the latter uges the
former to make possible its further development and advance.
.Natter by its very nature is limited; the very limitations of
"matter"® force "life" to overcome the limitations and thus
rise higher in the evolutionary process. The ultimate
obiect of “life" is to paszs beyond "matter": to pass beyond
the necessity of using "matter" as a stepping stone to achive
the ‘“destiny". "Matter" limits "life" and hence "matter" is
to be done away with, abolished. When this is reached,
"destiny" is achieved. This iz the suggestion that we pet
from the talks between the Newly Born and the Ancients:

The He Ancient ¢ For whilst are tied +to thisg

tyrannous body we are subject to its death, and

our destiny is not achieved.

The Newly Born : What is your destiny 7

The He-dncient ¢ To be immortal.

The She—Ancient : The day will come when there

will be no people, only thought.

The He—-Ancient : énd that will be life eternal.

There is music in this. But considered purely as a play, Bagck
to _Methuselah appears to be really "dry"l. It is a play of

ideas in which "ideas" are eveything,

— - _— - e e e

1. The Theatre of Revolt - Robert Brustein. Methuen & Co.
Ltd. (University Faperback). 1970. P 201-202.
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The famous science—-fiction writer Kurt Vonegat
wants a science—fiction to be the carrier of new thought and
he classed Back to Methugelah as a perfect specimen of that

1
form. By science-fiction we do not mean fantastic 01d

Wives’ Tale, but a fiction which tries to scientifically
portray the future and gives ample scope for serious thought.
It may be noted that the portrayval of the future given in a
science~fiction may not come true, but this sort of accuracy
is not demanded of a science-~fiction. _

From the fantasy world of Back to Mgthuselah we
move back to the real world of Medieval period. Written in
the background of history, Baint Joan is primarily a
religicus play in which is dramatized the conflict between
the established tenets of Roman Catholicism, and the growing
spirit of revolt, called Frotestantism though the ferm
"Frotestant®” was then unknown. The notion of the established
Church that only the Church had authority to deal with God
forms the basis of the trouble and the conflict. It was the
dominant wmedieval notion and few dared to go against the
authority of the Church, though the spirit of revolt against
the dogmatic attitude of the Church was lurking here and
there. It was Joan who had given a deadly blow to the
established thought by declaring without hesitation her
communion with God and the angels which enraged the Church
authority beyond all bounds. Simultanecusly, Joan antagoﬁised

the temporal authority by upholding the spirit of Nationalism

1. S8cience Fictioner Sekal Abong Ekal (Bengali) -~ Akshay
Choudhury. Aajkaal (Sunday Number) June 21, 1981.
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which was completely apposed to the vested interests of the
feudal lords. Thus we find feudalism and the authority of the
Church at the back of the trial of Joan. The spirit of the
trial betrays the inner fury of the spiritual and secular
authorities inspite of the obvious impartiality of thé former,
repraesented by Cauchon. The core of the play is the conflict
between the traditional force and the new ideology — a
conflict which crushed an innocent and essentially religious

soul.
Joan herself was unconscious of the implications of

what she did or said § innocence is written large on her

character. Bhaw in the Preface to Saint Joan compares Joan

with Socrates and Galileo. The great Greek philosopher became
a prey to the accumulated fury of the people who mattered for
hig failure to compromise with the accepted notionsg
Balileo’'s failure waalalgo the same. Joan.like them, became
"unbearable” to her age, to the people who weilded power.
Shaw writes : "If Socrates was as innocent at the age of
seventy, it may be imagined how innocent Joan was at the age
of geventeeni. It is this innocence of Joan that makes her
triumphant in the long run. She survives spiritually though
she perishes physically; She kneels down before Cauchon to
kiss his fingers as a sign of pious submission and at the
next moment asserts that her voices and visions are correct

and that she has personal communion with God who sends her

measaqeé without realizing that by making such claims

she is treading (uls) dangerous graunq. Everybody
1. Preface to Saint Joan --— B.B.Shaw. The Complete Prefaces

of Bernard Shaw. Paul Hamlyn Ltd. 1965. P 404,
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innocent. The words of Ladvenu are significant = "I Ffirmly
believe that her Savior appeared before her . . . . This is
not the end of her, but the beginning". Even the Inquisitor
appears perturbed over the case of Joan ¢ "But it is a
terrible thing to see a young and innocent creature crushed .
s« « "o But Joan, caught up by the two mighty forces -—— the
spiritual and the temporal authoritieg --— had ﬁn hope to
escape. Shaw was himself an essentially religious character
who understood religious characters better than any other
types: this ia- probably the secret of his success in
partrayiﬁg religious characters.
Df¥ the two mighty forces, the stand taken by the
Church seems less fiery, at least when we listen to the
righteous speeches of Cauchong but the inner fury certainly
persists, The ecclesiastical authority had really no other
alternative but to act in the manner it did. It saw in Joan a
big menate directed against what it thought the considered
wisdom of the Church; it acted according to its wisdom and
according to its own notion of what is just.
One 1is intensely moved by the religious emotion of
Saint Joan 3 it is the emotion which Shaw understands
thorouahly. aAnd yet, surprisingly, the play was banned in the
United States on religious grounds as well as temporal ; it
was condemned as "a satire against Church and States which

i
are made to appear stupid and inept”. Shaw as well as his

1. Shaw’'s letter to the New York Times, 14 Sept. 19346. C(Cited
in Shaw on Theatrg — ed.E.J.west, 19268. P 2493.
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Saint Joan was here thoroughly misinterpreted. The
misinterpretation was largely due to the fact that Shaw
succressfully irritated and antagonised many by his heretical
utterances on political, moral and religious questions. In

fact, however, Baint Joan does not satirise the established

Church; rather it shows the Roman Catholic Church as great.
The body of thought, which may be called a
religion, known as Creative Evolution, affirme the individual
will as the motive power in the world. An essential tenet of
this religion is that the will must not be suppressed or kept
in bondage, it must rather be freed; a divine deed consists
not in destroying the self, but in liberating it. The
doctrine goes against the tenets of Catholicism which i
opposed to free-thinking. Shaw looked upon Joan as a vital
genius, a great experiment of the Life Force in its upward
struggle. Joan obeyed her conscience, because congcience is
the voice of God; and this doctrine also goes against the
tenet of the established Church that an individual who claims
divine revelation even conscientiously is guilty of offence
against the Church. Naturally the Roman Catholic Church
excaommunicated Joan as a heretic and a blasphemer. It could
not admit, without compromising ite position and faith, the
validity of private judgement as the true interpreter of the
will of God. Joan is crushed in the conflict between private
Judgement and individual relation with God in one Camp and

the beliefs of the established Church in the other.
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Shaw is mainly concerned with the sad lot of all
vital geniuses who are the special experiments of Life Fotrce
and not simply with particular tragedy of Joan. While the
Church couwld not accept anvbhody’'s claim as a saint without
putting him or her to test,it might commit the mistake of
taking a sainfﬁbe an imposter or a lunatic. The clash between
the faith of an individual and that of the established
authority is the true tragedy of life. This clash had many a
victim from Jesus to BGalileo. That the problem of this
conflict cannot be easily solved is sadly true. The dilemma
in S8Saint Joan is the "human dilemma" that has been pregsent

1
all through history.

The deep anguish of the heart of Shaw is expressed
through the words of Cauchon : “Must then a Christ perish in
torment in every age to save those that have no imagination?”
Shaw finds that the short-sightedness of man puts great
obstacles in the way of the Will. Man by his foolish acts
jeopardises ennobling efforts of the vital geniuses to rise
higher and higher in the scale of evolution. “"As in other
religious teachers Shaw’'s optimism is sicklied over with cast

2
of sadness.”

1. A.C. Ward writes, “Liberty breeds Anarchy 3§ Authority
breeds tyranny. The only way of escape from ~Anarchy is
into Authority the only cure for Tyranny is in Liberty.
This, to the end of time, is the human dilemma, the
dilemma prounced in S8aint Joan. Bernard Shaw -— A.C.
Ward. Longmans. Breen & Co. 1931. F 157 ~ 158.

2. Gearge Berpard Shaw’'s HMisgtorical Plays — R.N. Roy. The
Macmillan Co. of India Ltd. 1976. F 456.
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The anguish and sadness of Shaw’s inmost heart is
revealed in the last famous cry of Joan: "0 God, that madest
this beautiful earth, when shall it be ready to receive they
Saints 7 How long, 0 Lord, how long". But this sadness and
anguish should not be interpreted as despair, for Shaw does
never despair. Great experiments of Life Force are ridiculed
and put to death by the short-sighted man, but the ultimate
victory is always theirs. Joan is certainly bodily perished.
but her will survives and this is the elevating fact revealed
in the play. Like Samson‘s, Joan's power to stand up against
the odds is, at bottom, God's.

Saint Jdeoan is written under the background of
history which makes a discussion on . the growth of Nationalism
and its clash with the feudal system quite pertinent. Shaw
claims that Saint Joan is quite historicai. But this claim
has been contested by a number of critics including bBavid
Daiches and Dr. S.C.Sengupta. Dr. Sengupta, of course, rather
mildly says that the picture of John "is not in all respects
true to histnry“? O0f course, Shaw’'s claim has also been
upheld by eminent critic-biographers like St.Joan Ervine and

Archibald Henderson. The not very old study of Dr. R.N.Roy

fhas thrown ample light on the entire problems he upholds,

1. Prefaces to Saint Jgan - G.B.Shaw. The Complete Prefaces
of Rernard Shaw. Paul Hamlyn Ltd. 1968. Shaw writes " I
wirite in full view of the Middle Ages . . . « and I have
taken care to let the medieval atmosphere blow through my
play freely". £ 630.

2. The Art of Bernard Shaw —— Dr.S5.C.Sengupta. A.Mukherjee &
Co. Pvit. Ltd. Calcutta. 17960. P 102.
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1
quoating valuable documents, the view of Bernard Shaw. While

the details may not be true to history at all points, Shaw
has not missed the main facts of the life of Joan. 1t would
be wrong to suppose that the atmosphere of the Middle Ages
has not been caught up in the play. Joan herself was possibly
unconscious of the implications of her words and deeds, but
that she became the centre of the conflict of ideologies in
her time is historical.

Joan is presented in the play as the harbingér of
Nationalism. The condition of the Frensh nation at the time
was not at all happy. The lack of the national sentiment was
due partly to the weakness of the Dauphin and the utter
failure of the French commanders to contend the attacking
force from England; it was largely due to the manoeuverings
of the feudal lords who looked upon Nationalism as their
greatest enemy which might endanger their very existence. In
the play the "veoices and visions" of Joan serve the purpose
of rousing national sentiments. For her it is not a
Burgandian soldier fighting a soldier from Lancashire, but
the French soldiers fighting the English soldiere who shall
be driven out —- for that is Bod’'s message to her ~-—— from
the French goil. This spirit of Nationalism, unheard of
before, is looked upon with suspicion, distaste and fear both
by the secular and spiritual authorities who determine to
crush Joan with the hope that with her defeat and death the

ideals she stands for also shall be crushed. Cauchon, of

1. Seorge Bernard Shaw’'s Historical Plays -—— DPr. R.N.Roy.
Macmillan Co. of India Ltd. 1976.
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course, is much too sensible and judicious, but the temporal

authority is oquite aggressive. The clergy thinks that

Nationalism as propagated by Joan portends the erosion of
clerical sanctity and power and strengthening of the hands of

the King. Nationalism, the Church authorities realize, will

make the monarch invincible in the conflict between the

Church and the State: this conflict between the Church and

the State grew high in the Middle Age.

The stand of the temporal autharity is much more
fiery. The impact of Nationpalism is felt keenly by the
feudals and their fear is nicely expressed by Warwick in his
discussion with Cauchon : " . . . have you noticed that in
these letters of hers, she proposes to the Kings of Europe,
as she has already pressed on Charles, a transaction which
would wreck the whole structure aof Christepdom ? * This is
the guestion of their survival. If the King became powerful,
his lords would became servants in his.eyes and "the King
could break uws across his knee one by one 3 and then what
should we be but liveried courtiers in his halls ?" The King
would become an absolute autocrat ; he would become the
master of the feudal lords instead of remaining merely the
first among the peers.

In the first part of the play the Earl of Warwick
appears to be very important. But in the trial scene we find
that the emphasis has been laid only on the charge of heresy
and thus Warwick is relegated to a position of no great
importance. It is the spiritual authority that +tries Joan

and excommunicates her and only then hands her over to the
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secular authority. It is apparent that here the secular
authority plays only the second fiddle. We feel,
therefore,that the conflict between Nationalism and the
Feudal System has not been dramatically realized; this cannot
be said of the other conflict between Protestanism and the

established Church.

Though Saint Joan proved to be a tremendous success on

the stage, Shaw’'s intention was not to write a "stage play”.
It would have become a typical stage play if all the lengthy
discugsions regarding the established Church, the feudal
System, Nationalism, .Protesfanism, the Inquisition ware
omitted and the Epilogue, sc much relevant fof this play of
ideas, cut off. As it is, the conflict between the individual
will and the wstablizhed authorities has been brought out
through discussion, In the Epilogue Ghaw reviews the
situation winding up the various threads in the play. The
Epilogue does not represent actual happenings. But Shaw does
not care so euch for actual happenings as for the gpirit of
history. Thé history of Joan did not end with her execution,
rather her history began with it, Further, Joan’s
canonisation recognices the triumph of the Life Force of
which she is one of the very highest exemplifications.
Without the Epilogue the play would have become not a play
of ideas, but only a tale of a girl full of sensations. The
whole play rests upon ite thought-substance. It is not
difficult to see how the different threads of the thought-

substance are interwoven running into esach other. In the play
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the contending parties -— rather, the contending ideologies -
~-— strive for their respective survival and the ensuing clash
has been handled nicely by the playwright. The events that
lead to the catastropbe are arranged logically § the play
universalises the story 0f an individual.

In the Preface to Saint Joan Shaw analyses his
conception of tragedy and says what he intends to make with
the Maid. Te him Shakespearean tragedy is nothing but
melodrama in which the characters make a lot of row before
going down 3 in which the villain is nothing but a convenient
and mechanistic "diabolus ex machina". But Shaw, whose ideal
of tragedy is quite different, is interested in “what
normally innocent people do“f He maintains : "If Joan had not
been burnt by normally innocent people in the energy of their
righteousness her death in their hands would ave no more
significance than the Tokyo earthquake wh -h burnt a great
many maidens.ﬁ He continues "The tragedy of such murders is
that they are no committed by murderers. They are Judicial
murders, piouw murdersi and this contradiction at once brings
an element of comedy into the tragedy: the angels may weep at
the murder but the gods laugh at the murderers'. Shaw, thus,
distinguishes his work from the tragedies with which we are
familiar. It is obvious that his conception of tragedy did

not make his task easier; . e realize rather that it is

extremely difficult to evoke the attendant feelings of

1. FPreface to Saipnt Joan - G.B.Shaw. The Complete FPrefaces
of Rernard Shaw, FPaul Hamlyn Ltd. 1965. P &631.
2. lbid. P 631.
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tragedy without having recourse to its normal and familiar
pattern. But Shaw reinforces the tragedy of Joan by pointing
aut that her fate was inevitable. There was nothing wrong in
what Joan believed, yet the established Church could not be
expected to accept her views. Given the circumstances she
could not avoid the catastrophe.

Joan Nas, through the centuries, been
sentimentalised; actually it is the picture of a sentimental
romantic Joan which appeals to the popular imaglnation. As
Shaw points out in the Preface to the play, Mark Twaine and
Voltaire also subscribed to this popular view. It was
difficult for Shaw to gshatter the popular view af Joan as
dashingly beautiful, romantic angd sentimental country lass.
Shaw finds that the reconstructions of Joan in the hands of
Mark Twaine, Voltaire and .even Shakespeare were alil
distortions of history. One must not however think that Joan
talked exactly in the manner Shaw makes her talk., But the
Shavian interpretation iz based on probability. 8Shaw makes
Joan a force in history by making her the unconscious voice
of Protestantism, It may be supposed that Joan would have
talked in the manner Shaw makes her talk if only she could
understand what she was talking. But Shaw’'s Joan, despite
Shaw's making her a force in history, iz not a flat
character. Even before we start scrutinising amnd analysing
the concept she stands for, Joan appeals to us azs a human
being. Shaw had emotionally experienced the figure of Joan

and then made her the convevor of ideas.
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CHAPTER - IX

CONCLUSION

England was the last country, so to say, in Europe
to produce the modern "Drama of Ideas". It was due not so
must to the lack of native tradition, but particularly to
the failure of the theatre-going public as well as the
readers and the critics to appreciate the modern tendency.
They wete brought uoup under the tradition of the so called
"Well made Flay® and the plays of Shakespeare ~ as Henry
Irving interpreted them - and this made it difficult faor
them to appreciate and accept the “"Drama of Ideas" which was
struggling to be born. The Victorian people for all  their
love for truth, could not atcept the wunpalatable truth,
shirinking with pious horror from anything that shocked their
traditional beliefs and attitudes. The new ideas which were
in  the air were most unconventional and so the Victorian
votaries of truth and beauwty failed to accord welcome to the
plays which used these ideas as their themes. It is true, as
I have maintained, that the modern "Drama of Ideas"
developed in England as much out of Ibsen’'s influence as af
the native source of Robertson, Pinero and Jones. But the
pace of development was slow, England falling behind Norway
or Sweden. It was not until the publication of The Widowers'
Houseas that the "Drama of Ideas” as an art form had the
real beginning in England.

This point has to be further clarified. Shaw



claimed +to  bhave writtemn his first play before he lear;t of
Ibsen. Still we can hardly deny the fact that the real
impetus  for the growth and development of the genre came
from Ibsen. Shaw’'s claim in no way minimises the importance
of the influence of the Norwegian dramatist. Again, the
abvious influence of Ibsen does not materially alter the
fact that, as noted already. The Widowers’' Haouses marks
the real beginning of the "Drama of Ideas“.in England;
neither does it change the fact that in Bernard Shaw the type
found itz first champion in England. This may be asserted
even after granting the deserving credit to Rebertson and
Finero, and particularly to Jones. I have discussed quite at
length bhow Bhaw bad to struggle ceaselessly to banish the
*Well—-made Play"‘ in otrder to have the "Drama of Ideas"
established with all its unconventional moral attitudes; how
he fought, with the same end  in view, to break — not
succesfully, though - the ididol that is Shakespeare. From
this point of view Shaw iz to be regarded not simply as a
man and a dramatist but as a phenomenon of historical
importance f

Before Bernard Shaw the "FPlay of Ideas" had
received no  firm footing in the =0il of England. The
commendable efforts, of which we cannot be ablivious, of
Robertsoan, Penivro and Jones could not establish this genre

as an art form., 1t was because none of them could dramatize

like Ibsen the ideas which were inwardly treverberating all

1. Masters of the Drama- John Gassner.Dover Publications Inc.
F &16.
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around: they remained.in the uwltimate analysis, the follwers
of the drawing room melodramas. They could not come out of
or ignore the influence of Scribe and Sardou. The credit
shouwld, therefore, go to Bernard Shaw for establishing the
genre in a conservative England and, in so doing, for
ransacking almost the whole field of current thoughts. He

fought in his capacity both as a dramatist and a dramatic

critic. He was, like Ibsen, a man of varied ideas on man
and society, on man as he is and as he , according to
his notion.ought o be. It would not be correct to claim

that Shaw was a&lways ahead of bhis time; more often than not
he dramatized the ideas flowing like an undercurrent in his
own time. The difference between Shaw and most of his
rontemporaries wag that while he had the eves to "see" those
ideas, they had not; and even if they had, they did not dare
antagonize the popular taste. This comment does not put Shaw
and Ibsen, as dJdramatists, at par. The difference, among the
rest, between the two is that while Ibsen is content to pose
a question and enunciate his ideas by giving them dramatic
body and form,Shaw is prone to giving a solution to the
problems according to his own judgement.

Ouyr concern  is not, however, with the truth and
validity or optherwise of Shaw's ideas, but with the fact
that, firet, he was a man of ideas some of whose ideas may
be antipathetic to us and, secondly, he dramatized these
ideas. It is not sufficient to say that the idea itself does

not matter if its expression is moving and impressive,



because it is difficult to separate ideas from their
expression. In the hands of the great artists ideas are
often transformed and may lose their identity: an idea
changes into a poetic statement which we can appreciate and
even accept whatever our ideas and heliefs may be. Shaw is &
playwright with a8 sense of purpose, but as an artist he does
not always allow the purpose to become toc obvious. He
allows the characters to speak out their opposing views, for
he knows that each of them has something worthwhile to say
whicHr is at the same time dramatically important. The "idea"
that comes out at the end of a Shavian play, the "idea"
which is examined and tested by the different characters,
appears as a poetic statement before the theatre—-qoer or the
reader . Sometimes the ideas in & Shaw-play lose their
identities, for instance, in Saint Joan . Heartbreak House
and Candida because neither Joan nor Captain Shotover nor

Candida appears only as animated, ideas.

The overall picturg of Bernard Shaw that emerges
from his plays, as discussed warlier under different heads,
is that of a revolting son of the middle class attacking the
moralities and conventions of that class — a quality which
was rather absent in Pinero and Jones, but was conspicuously
present in Ibsen. Thus inspite of the differences bhetween
Ibsen and Shaw, the latter obviously discovered his soul’'s
mate in the former and so championed him as the pioneer of
the sodern "Drama of Ideas". While this is essentially true,

we must not, however, let pass by what Shaw must have lgarnt
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from. the guestioning and doubting spirit of Charles Dickens,
who, after passing through the various stages oFf mental
growth,finally came to reject the past and never hesitated
to use the novel as the vehicle of ideas.

It is essential to put Shaw in the correct place
through a more clear uhderstanding of his connection or
relation with Ibsen, Rernerd Shaw recognized and even
enjoyed the relation between Ibsen and the aesthetic ideals
of the "Well-made FPlay" and its surface which is claimed to
be true—~to-life. It is Ibsen, so found Shaw, who converied
these ideals to the purposes of a drama that is
essentially critical of the social and moral conventions.
This recognition and finding of Shaw made him a staunch
champion of Ibsen; it helped him to discover in Ibsen the
greatest exponent of the "Play of ldeas" and a dramatist of
tremendous power.

in Ibsen’s A Doll's House the tension depends

on the attitudes of the audience and the characters; in this
play these attitudes are the very things that are brought
under searching guestions. In the construction of the play
Ibsen deliberately uwses the machinery of the "Well-made
Flay'. This he does cleverly to implicate the audience and
then exploits the euxpectations of this conventionally
tutored audience in  the shock of the last scene when Nora
goes out with a bang, not with a whimper. The audience then
finds itselft at a loss discovering that there can be no
reconciliation between the husband and the wife -

sentimental reconciliation generally found in the denouement
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of the “"Well-made Play"™ ~though there is nothing in the
construction of the plot to work as a hindrance to such an
end. Thus in A Doil s House the machinéry of the "Well-
made Flay” breaks down with all its artificiality of plot
and conventional morality. Conventional morality in
particular stands fully exposed; the awdience recognizes it

to be sentimental and unnatural. A Doll's House offended

its first audience. But the offence it gave was not simply
moral: the aesthetic offence it gave to the theatre-goers
and critics was of equal importance and was not less deep.
In bhis earlier plays Bernard Shaw also gave similar offence
and 1t may legitimately be asserted that the effectiveness

of the shock achieved in A Doll’s House gave Shaw the cue.

These plays of Shaw — with the possible exception of The
Widowers’' Housgse — may be looked upon as dicect imitations
of the technique af the Norwegian dramatist. Take, for

instance, Arms and the Man . Technically it imitates the

machinery of the "Well—-made Play", but the play is a
continuous exploitation and exposure of the conventions of
romance. The man who seems to be the herc from the
conpventional point of view is uliimately only laughed atithe
grandeur of the hero of Blivnitza is paled into
insianificance aﬁd is rendered ridiculous and he is likened
to Don (Quixote. That Raina and Sergius are not reconciled
and united through some sentimental scene is almpst as
shocking as the failure of Nora and her husband to embrance

each other in sentimental reconciliation at the end. The
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audience, here toa, recoonizes that there could be no
reconciliation hetween Raina and Sergius though the
construction of the play was not an obstacle. The union
between Sergius and Loudka is also not less shocking to the
conventionally educated audience.,

William Archer wrote, "I1f I were asked to lay my
hand on & single Engiish play which wa=z obviously imitated
from o+ directly influenced by Ibsen, I should not know
where to turn. HMr. Bernard Shaw was, of course, his
doughtiest champion and in some sense his disciple; but as
for imitating him - well, I can only say I wish he had“%
The relation between lbsen and Shaw is not readily apparent,
as this comment of William Archer demonstrates. In general
methods no less in particdlar qualitiesz the two dramatists
seam to be very much distinct. In the dramatic method of
Shaw we can see the influence of Aristophanes, Moliere, and
Dickens; it would be completely wrong to maintain that
Bernard Shaw was an edact replica of Henrich lbsen, inspite
of the former’'s unbounded praise for the latter. And yet the
relationship between Ibsen and Shaw seems to be fundamental.
It is not in the question of dramaturgy simply that this
kinship iz seen., The drama which was current in the late
fmineteenth rentury - drama written in  the naturalistic
tradition,and in line of the s called "Well-made FPlay" -
was the conventional dramza in Shaw’'s definition. This type

of drama was written with popularly accepted, conventional

1. O1ld Drama and the New — William Archer. P 307
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attitudes about man and society and man in society as its
background. However, in some of the "new plays®” which were
inspired by Ibsen, "the drama arises”, as Bernard Shaw
noted, "through a conflict of unsettled ideals rather than
through vulgar attachments, rapacities, generosities,
.reﬁentments, ambitions, misunderstandings, oddities and so
forth as to which no moral question is raiaed; The conflict
is not between clear right and wrongs; the villain is as
conscientious as the bhero, 1f not more $0% in fact, the
question which makes the play interesting ( when it is
interesting )} is which is the villain and which the hero,
Or, to put it in anather way, there are no villains and no
herues%.This is Bhaw’'s characterisation of the essential
tquality of the "new play", of the plays of Ibsen: and this
charcterisation suits his own plays not the less.

But the plays af lbsen, which were very much
unpopular and vyet widely publicized, were not the only
things which could be drawn upon in the interests, in the
English theatre,of a drama that was so much critical of the
conventional attitudes. Much of what is there in the
conventionality of the drawing—room melodrama and the "Well-
made Play" of the nineties of the last century, stemmed from
the s=simplicity of its desire to amuse and entertain the
audience. But ag Shaw observed in the Preface to The Flavs

for Puritans, Ythe rich purchasing-powerful Englishman

1. The Buintessence of lbsenise - Bernard Shaw. Constable &
Co. Ltd. 191%, F 194,
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1
prefers politics and church-going . It may be said,

therefore, that such a spectator will scarcely support &
drama which is merely voluptuous precisely bgcause pleasures
derived from volupluousness in npt  encugh for this man.
“From the plays of ideas -~ and the drama can never be
anything more — he demands edification and will not pay for
anything el=ze in that arenaE « While the assertion made in
this 1line is characteristically Shavian, the fact behind it
cannot be Jjust overlooked., The fact is long before the
impact of Ibsen made itself felt and distinct, there was an
glmost latent strain of edification and didacticism in the
English drama. Comedy and melodrama of the nineteenth
century were likely to give vent to didactic tendencies, and
this toco, apenly. The simple foreulae of innocence which is
unjustly burdened with calumny and the ultimate vindication
andg  triumph of this innocence: virtue which is thrown
overbhboard by wickedness, but wickedness which is at long
last defeated and exposed brought the conventional drawing-
room  melodrama  ouite olose to the old morality play. But a
play which oply dramatized the eternal fight between right
and wrong.good and evil or a play which urged a spectator to
reform himself, could not make itseld endeared. Edifiﬁatiun
might be there, but it had to be only in the second place:
the segal of sucress with the audience and the acceptability

of the play depended primarily on whether the play upheld

1. FPreface +to The Flave for Puritans - The Complete

—

Frefaces of Bernard Shaw’' .Paul Hamlyn Ltd. 1965, F 737,

2. 1bid. p 737.



conventional morality. The surest guarantee of popular
success was to wccept the popular canons of the socisty.
Something about what Shaw called the "blue-book play” feeds
also be said here. In  these playg.the edifying,didactic
strain is mixed up with critical analysis. These plays dealt
with social conditions and established convictions. But in
these plays, teoo, it is evident that the dramatic value is
not dependent on  the depth or otherwise of the critical
analysis of social problems; rather it depended on their
compatibility with conventional outlook. There was surely an
audience who might come to the theatre to be edified and
taught., Buit the fact remaing that the ordinary play—goers
liked ~ and still like — thé play which was unnatural and
morally frauwdulent. Shaw says, "This, however, produces the
happy result that the dramatic poets, who are all
incarrigible maralists and preachers, are forced to produce
plays of extra-ordinary interest in order to induce our
andiences of shirkerg, and dreamers to swallow the pill"l.
Shaw’'s own practice is to combine edification with a comedy
in which the conventional institutions and attitudes are the
butt of the Jjoke. The result is a play "“in which the fun
relieves the saspectator of an immediate obligation to damn

ot}
b

ar say ‘Amen”".

1. Music in London 111 - Bernard Shaw P 139 (as in George

Bernard Shaw : Man of the Century Vol I- A. Henderson.
Appleton- Century-Croftts Inc. 19%46.)

2. 8haw and the Nineteenth Century Theatre - Martin
Meigel .Oxford University FPress, 19463, P 91,



It is to be borfmme in mind, however, that the
arrival of G.R.8., as hi is pupularly known, in the
field of drama would have become dJdifficult and even almost
impossible had the condition of the then English society
been different. All the influences ©f Ibsen and Dickens
wonld have qgone unused and unrealized i1if Shaw had net been
taught in the school of the then socciety with all its
digturbing and uncomfortable currents of thoughts., It wounld
not indeed be impossible to ape Ibsen.bult to create anything
great by aping the methods and attitudes of another writer
without experiencing personally the like feelings and
without knawing the truth  about the society is an
imppssibility. Shaw did not have what Jacgues RBarzun
calls the “rowtine mind“f He was, at bottom, an observer
always looking askance at the established canons of the
society with which was happily coupled his highly
imaginative mind., He understood correctly that FPinero and
Jones, whatever their merits as dramatists might be,were not
essentially men of ideas and neither of them could stand up
to dramatize the ideas current in the societys neither
could they reject the moral standard of the Victorian
Feriod. 8Shaw was in the midst of the intellectual whirlpool
af the late nineteenth and the sarly twentieth centuries,
always regaponding to the ideas current among  the

intellectual few. While Finero and Jones always belonged to

1. Bernard Shaw in Twilight - Jacques Barzun. BGB.B.S. : A
Critical Survey. Ed. Louis Kronenberger. The World
Fublishing Co. 1933. P 161.



the majority, Shaw always belonged to the minority. He read
Ibsen with a spirit of rejection of the Victorian moral
world and naturally found in Ibsen a near kin. He had his
ideas about the society — and this is affirmed by his novels
- evert befare he had been formally introduced to Ibsen. The
protesting and doubting spirit af Ibsen of course
strengthened Shaw’'s own spirit of protesting and doubting.He
upheld admiringly what he thought to be the views of Ibsen,
and in =0 doing wupheld his own views.

That Bhaw did not have a “routine mind" is at
once wvindicated by his method of work and rich imaginative
faculty. Shaw’'s plays give the impression of his
great creative powers working in a gpnnténuous unity. We can
weall believe that when he told Ellen Terry that “Art is one
ard indiviﬁibie"l he was expressing a general truth about
the method of his work. The component elements of a Shavian
play wviz. the theme, characterisation.,stagecraft, dialogue
aetc. grew into one natural whole which has no mark upon
it of being created deliberately. Shaw himself declared,"A
play grows in my mind and I put it on paper. 1 do not know
how or why. The funny thing is that it sometimes strikes me,
when I see an early play of my own, that it looks as if I

2
had elaborately constructed it." This gbservation of Shaw

1. George Bernard Shaw : Man of the Century, VYol II - A
Henderson Appleton Century Croft., 19%6, P 682

2. "How Shaw Writes his Plays”, Sheffield Daily Telegraph,

Avgust 15,1934, (As in G.R.S.: Man of the Century -—-—
A Henderson Vol 11.Appleton Century Croft. 1956, P 748).
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counters his declared intention of deliberately writipng to
make the pepple accept his apinions, This intention, if put
to real practice, would only retard and adversely affec® his
creative mind and would not allow him to let the plass shape
themselves., True 1t is that his opinirns  about politicsy
granomics,religion etc.,that i, his ideas never cCeass
to form an important part of his dramsatic workss true it is,
also, that ir a "Flay of Ideas” the ideas are used chiefly
for their ~wn sakes, but they in np way distract our
attention from the dramatic artist that is Bernard Bhaw.
The plays of Bhaw, 1like those of Ibsen, but unlike
those of Finera and Jones, are works of highly developed
imagination. But the garly critics of Shaw tried to
persuade themselves that Shaw was merely a realist taking
raw slices of life for his dramas, end so they failed to
discover any "imagination" in his dramatic works. By and
large the ‘“realists" of the time were ohsessed with the
sordid and painful aspects of 1life. They were not creative
artistz; the “real life" did not serve the realists of the
nineties of the last century as the starting point for
"imagination”.In the FPreface to Flays Uppleasant Shaw
says, "Not that I lacked the dramatist's gift. As far as
that is concerned I have encountered no limit but  ay
laziness to my power of conjuring wp imaginary people in
imaginary places and finding pretexts for theatrical scenes
between them. But to obtain & livelihood by this insane

gift, I must have conjured so as to interest not  only @y
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imagination but that of at least seventy or
a hundred thousand contemporary London playguers"f The
difficulty in doing this was great, but Shaw overcame it by
stimulating the imagination of the public to enjoy what he
gave them in terms of his own imaginatimn. His method was
not the Y schooling his imagination 2“ to supply the public
what they demanded. The result of the efforts of Shaw was
that within a matter of years he got a public with an
enlarged mind and improved taste, not satisfied only with
the conventional artificiality of construcktion and morality.
A Bernard Shaw who would put together serious stuff and
laughter and fun did not appear repugnant  to the new
theatre-~goers.

Right from the beginnind of his liierary career
Shaw started attacking the _popular "Well-made Play" and
Shakespeare gimultanecusly and in both the cases the attack,
though ruthless, was well-thought out and loaded with ore.
This attack was directed, neither against the former nor
against the latter, with malice or without calculation. The
sole aim in both the cases as I have shown was to have the
ground prepared for the "Play of Ideas" to be accepted by
the public. Both the "Well~made Flay” and Shakespeare -
particularly Shakespeare— we e twoe very powr ful

institutions; bardolatry was almost the run of the day.

These two institutions had to be demolished in order to

1. Preface to Flavas Unpleasant. The Complete Prefaces of
Bernard Shaw. Paul Hamlyn bttd. 1965. P. 7146

2. Bernard Shaw — A.C.Ward.Longmans,Greene & Co. Ltd. 1951.
P Ox
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usher in the era of the “"Flay of Ideas”. This attack
directed against the “Well-made Flay" and Shakespeare
naturally faced strong opposition from the critics and the
practising playwrights alike, but the opposition could
scarcely dampen the zeal of Shaw. Almost single handed, in
the figure of a dramatic critic and a playwright, he carried
on the fight for the "Drama of ldeas". It is to be borne in
mind, however, that he himself sometimes used the tricks -~ I
have shown it in the chapter on Shaw’'s dramatic technigue and
treatment of theme - of the TWell-made Play" with the
difference that his aim was not to construct a play
skilfully. The playz aof Shaw save for a few exceptions, are,
nevertheless, nicely constructed; there is the sign of an
effortlessness in  the construction. Again, despite his
attempt to demolish the. idel that was Shakespeare,Bhaw was
not all against Shakespeare. There was none in his own time
who had a better ear for Shakespeare’'s word-music, the
influence of which is all too obvious in the dramatic works
of Shaw himself. Shaw was well aware of the dramatic genius
of Shakespeare and was all against any "cut" in Shakespeare-
production.

Whatever the depth of his ideasz may be.Bernard
Shaw 1is always serious. But being a comic artist in the
first place, he does not fight shy of making jokes even with
his serious astyuff, This is evident from his technique of
putting the anti—climax almost on the head of the climax as
in that famous scene in Man and Superman where Tanner

congratulates Violet for having responded to the call of
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the Life Force to bear child without being legitimately
wedded only to bhe told that Viclet is already lawfully
married to Victor Malone according to the notions of middle—
class respectability. Shaw puts the serious and the ordinary
not alternately but simultaneously, mixing the two and
leading the public to doubt whether he is serious at
all.This difficulty we face in Aristophanes too. The
techniques of the two playwrights, who are separated from
each other by over two thousand vyears, seem to be guite
close to each other's — it isg the technique of writing
comedy with a spirit of protesting and attacking, always
with a serious purpose. But both the playwrights are witty
and their tremendouﬁ.wit often stood as obstacts on their
way to reaching poetic heights.The lengthy discussion in
which the "action"in a Shavian play lies remind us of the
primitive dramaturgy and the debates in the plays of
Euripedes. The plays of Euwripedes, more than those of his
caontempararies and rivals, Sophocles and Aesichylus , abound
in debates which tend to turn the stage into a debating
room. The same thing is said of the plays of Bernard Shaw in
which two or more characters discugse various problems and
express conflicting ideas, sometimes endlessly. Here we may
remind ourselives of the dialogues of Flato.

Bernard Shaw was serious about the social problems
and philosophical speculations current in his own days and

he found them good subjects to write hig plays with. Though



highly imaginative, his imagination did not dwindle into
sentimentalism. His plays only have a semblance of trealityy
the situations are rather fantastic. The aim of the
playwright, it seems to me, was nat to expound a body of
syatematic thought, but to create plays with ideas rather
than with characters and situations. It is for this that his
plays appeared to be "not plays" to the critics and readers
who were brought up under the influence of Shakespeare and
the "Well-made Flay*. The solutions 8Shaw has given to
various problems, social, political, or philosophical, are,
more often than not, wuntenable; his ideas about Creative
Evolution cannot stand the test of scientific queries or
analyses. This at once blasts the popularly held view that
Shaw is primarily a philosopher. But the credit of Shaw lies
in the fact that he dramatized almost all sorts of ideas
curtrent in hig day without taking any theory or body of
thought to be the final and infallible answer to social,
palitical, or philosophical problems. It is true that in
play after play he dealt with thé concept of Creative
Evolution, but it was primarily because he found it to be an
enchanting "idea", worthy to be dramatized. Further, his own
faith ~ if at all it ig admitted that he has such a faith -
in Creative Evolution may also have seen a decline as it
bhecomes evident from what he put in the mouth of the
preacher—-burglar at the end of Too True to be Good .Shaw,
who knew that there was always a “beyond" (the last apeech
of Lilith at the end of Back to Methusellah) could not have

accepted any particular system of thought as infallible.
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Though as a young man Shaw was enchanted by Karl
Marsx, he never actually became a Marxwist or a Scientific
Sorcialist., Though he was all praise for the Soviet Union and
Lenin, he did not cut himself off from the fold of the
Fabian Socorcialists.His praise for the great Soviet leader as
well as for the fascist leaders like Hitler and Mussolini
may be interpreted as a unigque expression of hig praise for
the "great man® oan whom, he thought, the hope for mankind
depended. It may be said that if Shaw had written a play on
Stalin or Hitlear he would have tuwrned him into another
Caeser -~ strohg because free from human passions and
sentiments. Shaw had little faith in Democracy as it is
practised in the West., But the greatest enemy of marn, the
greatest obestacle on his way to happiness and peace,
according to Shaw, is Capitalism which makes some people
grow from rich to richer condemning the vast majority to a
life of poverty and degradation. But be wags never
sentimental about poverty and the poor and considered
poverty asg the supreme crime because it fathers forth all
other crimes; and so poverty has to be eradicated. But we
may ligitimately say, even after discovering the socialist
hent of Shaw’'s mind, that his mental development was not
caused by his reading of Marx only, but by his reading of
Wagner, Shakespeare, and Dickens, He was at bottom a mixture
of Moliere, Dickens, and BEuripedes with Marx colowing his

intellect and Wagner and William Butler his imagination.

Shaw is & satirist, possibly the greatest satirist
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of the twentieth century, always attacking the sham and the
low and the ugly without compromise, The spirit of his
satire is intellectual slum—clearance. In almost all his
playe bhe launches attacks on and exposes hypocrisy of the
so-called moral people who fight shy of discomforting and
inconvenient truth., But the prime subject of his satire isg
Capitalism which makes truly moral life impossible. According
to him,even religion, which he takes to be one of the most
essential things in life, becomes impossible under the heavy
weight of Capitalism, in as much as religious institutions,
as shown in Majpr Barbara also have to depend for
their very existence on the money of the have-~and-holders.
Capitalism condemns the larger section of the society to
live in abject poverty, which, in its turn, begets all sorts
of corruption and uwgliness. This means that, according to
Shaw, poverty has to be eradicated, that is, Capitalism as a
system has to go to make life worth living. When Shaw found
that the Soviet Union under the communist leaders was taking
positive steps towards eradication of poverty and
exploitation, he became very enthusiastic about the Soviet
system.

It does not need explanation that Shaw had
a clear knowledge of the degraded condition of modern lifes
all bis dramas testify to this. The condition of man in the
modern  world with all his hypocrisies is most beautifully

discussed by the Devil in the famous hell-scene in Man and
e

Superman .Whether it is The Widowers' Houses or 0Op th
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Rocks or Too True to be Good ; a;l the plays of Shaw draw
our attention pointedly to what man and his environment
have come to bey,and how man, through his folly and
ignorance, has brought the human race to the edge of E
precipice. But this knowwledge of the facts of life has not
turned Shaw into a hater aof Life. Shaw is not a shirkeri he
faced life, like Shakespeare, squarely, and instead of
rejecfing it, he gleorified it with the hope that only man
could change the present killing condition. Shaw pinned his
faith in the power of the will, not in the power of some
supernatural and external being to bring about desired
changes in  human 1life. Through the pictures of the "great
man" of his conception, he voiced the hope for the whole
mankind — what man could well become if he would only will
and will hard. The Ancients of the last play of the

pentateuch Back to Methuselah ~are  the developed and

matured versions of his Caesar. Inspite of his acute sense
of the horrors of the present condition of human life,
rejection of life remains a thing entirely out of the mental
ken of Shaw who would never put "Out, ogut. brief Candle" or
any such utterance in the mouth of any of his characters
which might signify rejection of life. Barbara’'s "My God,
why hast thou forsaken me" has been turned ultimately into
an acceptance of life when she finds a new faith; Joan’'s
agonised last cry only speaks of her anguish, but she also
abliguely expresses her faith that the earth shall cone day
be ready to receive Bod's saints, Shaw tries to find

whatever hope he can even in the present condition. All his
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chief characters pin their faith in acceptance of Life and
in the upward struggle of Life to reach higher levels of
existence ang consciousness.

Shaw bas come to look at man as he is - a
miserable failure and a pot-boiler, but he never gives the
impression of hating man. Being a man of ideas, Shaw used
various themes in his plays — political, soccial, and
philosophical - all important to man under the background of
hie present situation. This shows that man was never aut.uf
iz mind though he did not write dramas with characters and
situations. While attacking the established institutions he
particularly pointed out that these institutions do not
allow a man to understand his real self ;3 rather condemn him
to conventional do's and dont’'s. While attacking the social
customs he laid emphasis on human conscience which is the
theme of many of his plays of both the earlier and the later
phases. The theme of conscience is seen in the "social",
"political” as well as “philosophical” plays of Shaw. In the

plays like The Widowers’® Houses, Major Barbara ,and Tao

[rue 1o be Good it is Consience which is the guiding force.

This is even more &0 in the case of gBaint Joan in which
the veoices and vislions are nothing but the Conscience of
Joan speaking to her and directing her actiongy it gives her
an inner strenath with which she can defy the power of the
churchmen’' . Shaw' s concern for Socialism is yet another
illustration of his love and concern for man. For Shaw,

the end of all endeavour is "“good life", a perfectly bumane
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way of living, thinking and behaving which Lapitalism can
only thwart,

Shaw is primarily and essentially a religious man,
if religion means to carry on the war against ugliness,
injustice, and sham, and to sing the glory of life -
precisely the works of Jesus Chrigst. Shaw had little faith
in conventional religious practices and would fain attack,
as he actually did, the established religious institutions.
He painfully realized that the wave of religion was often
thwarted by the established religious institutions headed by
conventionally tutored priests. But as an artist Shaw was
objective enough to understand that the priests alzo might
have their own say and they could not go against the
accepted beliefs and camons. Cauchon in  Saint Joan is not
& villain because be acted according to his own light and
the bidding of the faith of his own Church which could not
tolerate an individual’'s direct relation with God. The mind
of Shaw was surprisingly free from the popular delusions,
suyperstitions, and prejudices. It is for this that none of
his characters is loathsome;: there ig no villain in the
plays of Shaw. We laugh at the weaknesses and follies of the
characters, but we do not look down wupon them with contempt.
It is because Shaw believes in the essential goodness of man
that he does not portray the character of a villain. Being
gsgentially a religious man Shaw understands the religious
characters well and his portrayal of religious characters is

unrivalled in the twentieth century literature.
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It would be wrong to presume that there is no
excitement in a Shavian ‘Play of Ideas’ . While iudging a
Shaw—play we would do well to notice that the dramatist
transfered the coflict in the play from the physical to the
mental level.If conflict necessarily implies a clash
involving vieolent physical action, it cannot certainly be
found in a Shavian play. But the mental action, which is the
life~bireath of a Shavian play- and also of the "Flay of
Ideas” ~ may be intensely exciting. The discovery of the way
to happiness made by Marchbanks in Candida and the loss of
faith and the eventual return of faith of Barbara in Major
Barbara are the sftriking iliustrations of mental
excitement. It is to be borne in mind that in a "Play of
ldeas" there is an inwardness wherein there is little tO0Mm
for physical conflict. There is moral passion in Shaw's
plays ~ moral pasion which is & substitute for physical and
sensual passion. A Tanner or a Father Kegaan is guite
paszionate,but this passion is saoral and intellectual and
spiritual having nothing to do with physical and sensual
passions.

William Archer is reported to have said to
Archibald Henderson that Shaw's "method is individual and
unique, and will die with him . « + . His influence on the
grama has been nili. Though we have noted that Shaw's

methods are not entirely original, the overall impression is

of a unigueness which cannot be achieved by simply putting

1. As in George Bernard Shaw @ Man of the Century . Vol
11. Appleton-Century-Crofts Inc. N.Y.1956., P 854,
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the serious and the ludicrous simultaneouﬁly or by beinie
brilliantly witty. It is for this that Shaw, like
Shakespeare, is an unsafe mndell. The comic bent of Shaw's
mind, which is rich with ideas, coupled with his capacity
for cool calculation begot a form of drama the exact like of
which has not been seen bhefore or since.All his plays are
delightful and this delight issues forth from intellectual
passion as well as slapstick fun. But it is not possible to
create the same effect of delight by merely putting some
funny incidents in a play dealing with social, political, or
philosophical ideas. It is natural, therefore, that though
dramas of the particular genre have been written after
Shaw, there is no real follower of Shaw; there is no Shavian
schpol of dramatists. Only Branville-Barker and 8St. Jobn
Hankin tried their hands in the *Flay of Ideas™ in the
Shavian manner, but the result is not always very Bhavian,
It is true that St. Jobn Hankin has a mind which is quite

akin to Shaw’'s and bhe has been able to make a nearer
approach to a Shavian play than any one else in The Last of
the De Mullins . In this play the mother of an illegitimate
child refuses to marry its father because he wants to live
up to the code of "honowr"ji it reminds us of the case of
Alfred Doolittle in Pyamalion who, much againt his will,
has to marr& the woman he lives with to live up to the
standard of middle class morality. But The Last of the De

Mulling does not have the same delight and the same solidity

1. The view that Shakespeare is an unsafe model bas been
held by Matthew Arnald.



of thought that sustain a typical Shavian play. More, S5t.
John Hankin has a cynicism which is absent in Shaw. He, like
Granville-Barker, fails in the qualities which go together
to give life +to a Shavian play: artistic temperament and
clasical execution., When all their dramatic works are taken
together, it seems, however, that not 8t. John Hankin but
Granville—-BRarker who is the most devoted disciple of Shaw.
This view is vindicated by what he has accomplished in
Waste and The Madras House . All these plays are éhavian;
particularly the Jjast named one with its lightness of
treatment and weight of thought is an important play of
ideas wiritten in the Shavian manner. But it seems that
Barker’'s appeal to the intellect is quite cool and that the
plots of his plays are contrived rather than natural growth.
Bther than Barker and St. John Hankin we do not.have any
other dramatist in England who might be called 'Shavian’ and
the simple reason is that Shaw as a model is unsafe. The
Shavian "Play of ldeas" began with Bernard Shaw and

virtually ended with him.
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11.
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APPENDI X
FIRST PRODUCTION OF SHAW'S FLAYS

Widower = Houses : Ferformed on 9 December, 1892 by
Independent Theatre Society at the Royal Theatre,lLondon.

The Philanderer 3 First performance by the New Stage Club
at the Cripplegate Institute on 20 February, 1703.

Mrs. Warvren’'s Profession @ First productionby the Htage
SBociety at the New Lyric Clubh, London, Jamnuary 6,1502.

Arms and the Man : First production on April 20, 1894 at
the Avenue Theatre. Producer was Florence Farr.

Candida : First produced by Independent Theatre Soc1ety
at the Theatre Royal, Durham on March X0, 1895.

The Man of Destiny 3 FProduced first by Murray Carson at
the Grand Theatre, Croydon, on April 1, 1897.

You Never Can Tell : First produced at the Royal
Theatre, London, on November 26, 1899 by the Stage
Society.

The Devil’s Disciple @ First production by Richard
Mansfield at the Harmanus Bleecker Hall, Albany on
October 1, 1897.

Camsar and Cleopatra : First production (amateur) by
Anna Morgan at the Fine Arts Building, Chicago, on May
I, 1901,

Captain Breassbound’'s Conversion : First production at
the Strand Theatre, London, by the GStage Society on
December 14, 1900,

The Admirable Bashville : First production by the Stage
Society at the Imperial Theatre, London, on June 7,17903.

Man and Superman : First production by the Stage
Society at the Royal Court Theatre, London, on May 21,
1905,

Jobn Bull’s Other Island @ First production by Vedrenne
and Rarker at the Royal Court Theatre, GLondon on
November 1, 1904,



14.

15.

16.

17.

18.

19.

20,

21.,

22.

23,

24,

29.

26.

27.

How He Lied To Her Husband : Produced first by #Arnold
Daly at the Berkeley Liceum, N.Y. on September 1904.0n
the same date performed at the Royal Court Theatre,
London, by BRarker, Kingstone and Poulton.

Major Barbara : First produced by Vedrenne and Barker
at the Royal Court Theatre, London,on November 28,1905,

Passion, Foison, and Petrification: First production by
Cyril Maude and Dthers at the Theatrical Garden Party,
Regent’'s Fark, London, on July 14, 190%.

The Doctor‘s Dilemma : First production by Vedrenne and
Barker at the Roval Court Theatre, London, on November

Interiude at the Playhouse : First performance at the
Playhouse Theatre,lLondon, on January 28,1907,by Cyril
Maude.

Betting Married : First production by Vedrenne and
Barker on May 12,1908 at the Theatre Roval, Haymarket,
Loandon. '

The Shewing-up of Blanco Posnet : First production by
Lady Gregory and W.R. Yeats at the Abbey Theatre,
Dublin, on August 25, 1909.

Press~Cuttings 3 First produced by Civic and Dramatic
Build at the Royal Court Theatre, London, on July 9,
1909,

The Fascinating Foundling : First production (amateur)
by Frincess RBibesco.daughter of Prime Minister Asquith.
Date of performance unknown.

A Glimpse of Reality : First production by the Glasgow
Clarion Players at the Fellowship Hall, Glasgow, on
October 8, 1927.

Misalliance :First production by Charles Frohman at the
Duke of Yorks Theatre, London, on January 23, 1910.

The Dark Lady of the Sonnets : First production by the
committee of Shakespeare Memorial National Theatre at
the Theatre Royal,Haymarket,London,on 24 November, 1910.

Fanny's First Play: First production by Lollah McCarthy
at the Little Theatre, London, on 19 April, 1%11.

Androcles and the Lion :First production by the Kleines
Theatre, Rerlin, on 25 November, 1912,
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28.

29.

5.

36'

37 .

41.

42.

43.

44-’

Dverruled : First production at the Duke of York’'s Theatre,
i_ondon, on 14 GOctober, 19212,

Pygmalion ¢ First production by and at Hofburg Theatre,
Vienna on 16 Qctober, 1913,

Great Catherine ¢ Firgt production at the Vandeville
Theatre, London, by Norman Mekinnel on 18 November 1913,

The Music Cure : First praduction by Kenelm Foss at the
l.ittle Theatre, London on 28 January, 1914,

d'Flaherty, WV.C. = First performed by Robert Lorain in
France in the month of February {date not available),
1917,

The Inca of Perusalem : First production by Barry Jackson
at the Birmingham Repertory Theatre on 7th october,191&.

Augustus does his Bit : First produced by the Stage
Society at the Royal Court Theatre on 21 January, 1917.

Annajanska, The Bolshevik Empress : First production by
Lilah McCarthy on 21 Januwary,1918 at the London Coliseum.

Heartbreak House 3;First production on 10 November,1920 by
the New York Theatre Guild at the Garric Theatre, N.Y.

Back to Methuselah :First production on 27 February,1922
by the New York Theatra Guild at the Garric Theatre, N.Y.

Jitta's Atonement: First prodguction at the Comedy Theatre,
New York, by Lee Shubert on 17 January, 1923.

Saint Joan: First production by the New York Theatre Build.
at the Garric Theatre, New York, on 28 December,1923.

The Apple Cart: First production by Arnold Szyfman at the
Polish Theatre, Warsaw on 14 June, 1929,

Toe True to be Bood: First production by the New York
Theatre Guild at the Colonial Theatre,Boston on 29
February, 1932. ™

A Village Wooing ¢ First production by and at the Little
Theatre, Dallas, USA, on 16 April, 1934.

On the Rocks : First production by Charles Macdona at the
Winter Garden Theatre, Landon, on 25 November, 1933.

The Simpleton of the Unexpected Isles :First production by
the New York Theatre Guild at the Guild Theatre, New York,
on 18 February, 1933.
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47.

48,

49,

w0,

The Six of Calais : First production by Sidney Carroll at
the Open Air Theatre,Regent’'s Park,london, on 17 July,1934.

The Millionairess : First production by the Vienna
Burgtheater at the Academy Theatre.Vienna on 4 January,l1934.

Cymbeline Re—finished s First production by Ronald Adam at
the Embassy Theatre, London, on 1& November, 1937,

Geneva t First production by Roy Limbert at the Malvern
Festival on 1 August, 1938.

In Bood King Charles’ BGolden Days : First production by
Roy Limbert at the Malvern Festival on 12 August, 1939.

Buoyant Rillions :First production as “Zu Viel Gold’ at
Schauspielhaus Zurich, on 21 October, 1948.

Farfetched Fables’' : First production (Private) at the
Watergate Theatre, London, on 4 September, 1950,

Shakes Versus Shav : First performed by the Waldo
Lanchester Mrionette Theatre at Malvern on 2 August,1949.

Why She Would Not : Not yet performed.
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