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LETTER TO TEACHER AND STUDENTS

This textbook represents an attempt to embody the following principles:
(1) the primary task in teaching drama is to acquaint the student with
the fundamental structure of drama—to teach the student to deal with
drama not merely as literary history or the history of ideas or the expres-
sion of the author’s personality, but as drama, a special form with methods
and characteristics of its own; (2) such teaching can best be done by in-
tensive analysis of concrete examples; and (3) the examples may be most
profitably studied when arranged in a scale of ascending difficulty. This
book, therefore, is primarily a manual for reading drama, with the essen-
tially modest aim that such a term connotes, though also with all the im-
portance, the editors hasten to add, that the richest and fullest definition
of reading must imply.

Whether or not the book succeeds in bodying forth the principles which
have guided the editors, the teacher will have, of course, to determine
for himself. But as to the validity of the principles themselves, the editors
have absolute conviction. Indeed, insofar as they have failed to implement
the principles, they rely upon the teacher to make good their failure, for
they are under no illusion that even the best textbook can ever substitute
for the teacher. The utmost that the editors of such a textbook as this
may hope is that they have provided a successful instrument for the teacher,
or one flexibly adapted to his use. It is in such a spirit that they make the
following notes upon the plan of the book.

The book 1s divided into sections which carry the student from rather
simple problems to increasingly complex ones. The plays are, therefore,
arranged in a scheme of ascending difficulty, though in Part One there
is a definite exception: Lady Windermere’s Fan is obviously a more com-
plex play than those which follow it in Part Two. Yet we feel that ‘the
exception can be justified—that the task of defining drama for the student
(the especial problem of Part One) can best be completed by placing before
the student as an initial example a play which is rather fully developed
and which is likely to be more interesting to him than a more primitive
or “simple”” example of the genre. Relatively simple plays, however, are
met with in Part Two, and plays that involve more special or more diffi-
cult problems are relegated to the latter part of the book.

For most of the plays, comments and questions are inserted at the
end of each act: this novel arrangement should provide a special stimulus
to careful and intensive reading. But teachers who so prefer may easily
have the play in question read first as a whole and may take up an act-
by-act analysis only after the student has made a rapid over-all survey of
the play. Each method has its own advantages.

ix



X LETTER 7O TEACHER AND STUDENTS

As for the commentaries themselves, the editors naturally hope that
these will appear basically sound to most teachers; but the commentaries
are certainly not meant to be prescriptive or to render the teacher’s own
comments superfluous. They offer a reading of the play, but this does not
purport to be the reading. It is quite possible, indeed, that the commentaries
may best serve a pedagogical purpose by furnishing the teacher with an
account of the play to be attacked or modified or discarded, or by stimu-
lating the student to make an interpretation of his own. Yet the editors
do have some confidence that the commentaries, even when taken at the
lowest discount, do raise central questions which need to be raised with
regard to drama in general and with regard to the plays here represented
in particular.

For the use of classes whose teachers wish them to do more extensive
reading (and who have time for such reading), questions and exercises on
additional plays are provided in Appendix A. Most of these plays are
readily accessible in various popular collections (notice of where they may
be found is given in foomotes) suggestions for 1 mtegratmg them with the
scheme of plays printed in the text are also given in Appendix A, though
the teacher will naturally make his own disposition of the additional plays.
The exercises provide in particular opportunities for special papers and
reports which may demonstrate how well the student has absorbed the
intensive reading methods proposed by the treatment of the plays printed
in the body of the text.

An alphabetically arranged Glossary should make it easier for the stu-
dent to master the basic critical terms which any discussion of the drama
requires. As an additional feature the Glossary has been split into two
parts: the second is the conventional lexicon, but the first, providing fuller
discussion under a few major headings, gives a coherent summary account
of the basic structural characteristics of drama. Though this volume does
not purport to be a guide to play-writing, it is possible that Part I of the
Glossary, taken along with the analyses in the body of the book, may be
useful to students interested in the writing of plays.

We have remarked that the first consideration of this manual has been
the problem of reading drama with appreciation and understanding. But
the -editors do not intend to discount the claims of literary history. Much
of the historical material, of course, will be provided by the teacher, and
some teachers will wish to supplement this manual with readings in the
history of the drama. Teachers who wish to stress the historical approach
will find a succinct account of the history of the drama in Appendix B.
Moreover, the plays printed and analyzed in this book, though chosen
primarily to illustrate various dramatic modes and problems, do provide
a rather full representation of the major developments in dramatic history.

Instructors and students should note the dual system of line-numbering.
In plays which are in verse-form or largely in verse-form (Everyman, Henry
IV, Part I) and in the prologues and epilogues written in verse, the lines
are numbered consecutively; in prose plays, the line-numbering is by pages,
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and the numbers are in the middle space on the page. When the latter
system of numbering is used, references to specific passages give first the
page-number, then the column (a for left, & for right), then the line-
number. Thus “p. 124a, 25-30”" means “page 124, left-hand column,
lines 25 to 30.”

The index provides some guide not only to the subjects discussed re-
currently throughout the book but also to plays, dramatists, and other
literary works and figures mentioned briefly in the discussions.

New Haven, Conn. C.
. B.

B.
Seattle, Wash. R H.
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1. Dialogue and Action

BOOK about the drama should perhaps begin with a defi-

A nition of the drama. But in one sense the book could

only end with such a definition: only by careful ex-

amination of various plays can we really understand the drama. Of course,

there is another sense in which drama does not seem at all difficult to

define, for some of its characteristics are easily recognized by everybody.

On the obvious level its distinctions from prose, fictional or non-fictional,

are as sharp as those of poetry. Everyone knows that in drama there

is little or no place for “description” or for other comment made directly

by the author; that the work consists almost entirely of words spoken

directly by the characters, that is, of dialogue; that the work can be

read or that it can be seen in the form of stage-presentation; that plays
are often written in verse-form.

1. TYPES OF DIALOGUE

Of these generally familiar facts, the dialogue-form is to most people
probably the dlsnngmslung characteristic. At a superficial glance, it seems
that a play consists, except for some stage directions, of conversation—
people talking to each other directly—and that when this goes on long
enough, we have a play. But have we? To answer that question, we need to
do some looking into the nature of dialogue, and to try to see just what
goes on there. Let us take first a sample of the interchange of question and
answer which we find in a court-trial. We have all seen newspaper repro-
ductions of such “dialogues”; in their printed form they do not look much
different from the text of a play, for the trimmings that we find in fiction
are all gone, and spoken words are the essence of the matter.

Courtroom Dialogue. In the trial in which the following actual dialogue
took place, the physician (Dr. Armbruster) of a murdered man (Sir Henry
Laurel) is being questioned by the Defense Attorney (Fermor Biggs):

“Was blood from the wounds on Laurel’s head stopped or flowing when you
examined the body?” Biggs asked.

“Stopped,” the doctor replied.

“What was the condition of Sir Henry’s face? Was it bloody?”

“There was a small clot of dry blood on the nostril and?upper lip. There might
have been a little oozing from a wound, but I am not sure.”

3



4 PROBLEMS OF THE DRAMA

Biggs handed Armbruster a photograph of the body showing a streak of blood
across the face.

“The body must have been moved,” the physician stated emphatically. “Blood
will not flow uphill out of the ear and nostrils.”

Jury Foreman Jacob Stone interrupted the questioning to ask the doctor if there
was any indication of the body being lifted.

“1 did not examine it sufficiently to answer that question,” Armbruster replied.

“Would you say that the burns you saw would have prevented Sir Henry from
moving from the bed?” the juror continued.

“No, Sir Henry would have been capable of moving if the burns preceded the
blows.”

“Did he move after the blows?”” Stone asked.

“In my opinion, Sir Henry did not move himself after the blows were struck,”
the doctor added.

Justice Sir Claude Weeks asked, ‘“How long would it have taken a normal,
healthy person to die then?”

‘A normal, healthy person does not die,” Armbruster responded candidly. The
courtroom roared with laughter, including the white-wigged, red-robed Weeks.

As far as superficial matters are concerned, only a slight change or two
would be necessary to arrange these lines as they would appear in a play.
Instead of “ Biggs asked”” and ‘“ the doctor replied ” we would find the names
preceding the speeches. For the fifth paragraph, which describes the use of
the photograph, there could be an extra line to this effect: “Take a look
at this photograph of the body. You see that streak of blood across the face.
What do you make of that?”” Adverbs such as “emphatically” could be
used as a part of stage directions, or alternatively, the emphasis could be
indicated by changes in the present wording. Foreman Stone’s interrup-
tion is obviously an 1nterrupt10n, and what he says could easily be a direct
quotation. And so on.

Now from this it may appear that the composition of a play, or of
dramatic dialogue, may be merely the product of a rearrangement of a
series of speeches and actions into the form of direct discourse. But clearly
this is not true. The excerpt from the report of the Laurel trial is obviously
not drama at all. It may convey a certain excitement and even exhibit a
mild tension—qualities which one expects of true drama, but still it is not
drama. This fact, anyone can realize. But why is this true?

Is it not that the purpose of this passage is wholly different from any
purpose which we could imagine drama to have? The purpose of the inter-
change 1s to secure factual information, whereas the securing or the giving
of factual information is not the function of drama or any other literary
form. This kind of exchange of lines could go on for three hundred pages,
and we would still be essentially just where we had started. We would
have a few more facts about a murder, but nothing more. Note that among
the things not done by such a dialogue is the portrayal of character. Such
questions and answers could go on indefinitely, and we would still know
practically nothing about the attorney, the jurymen, the judge, or the
witnesses. The bringing forth of great quantities of factual information
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would of course give us some ground for inferences, but we would not really
see characters in action. The complex world of human motives and values
would come into the picture only accidentally if it came in at all.

Obviously, therefore, dialogue which is to do more than furnish a statis-
tical record of conduct must be carefully managed; it cannot be arranged
in a mere chronological order; and what goes into it must be determined by
some more significant purpose than the discovery and clarification of a
series of external facts. It must do more than fill the blanks in a question-
naire. Let us therefore look at another kind of dialogue, one in which, it is
true, there are many questions and answers, but one in which we learn far
more significant matters than in the account of the murder-trial.

The “Conversation.” The following selection is from a type of work
which the author himself, W. S. Landor, designated by the term Conver-
sation. The date of this imaginary conversation is the seventeenth century;
the participants are Bossuet, a famous bishop, and the Duchess de Fon-
tanges, mistress of Louis XIV:

Bossuet: Mademoiselle, it is the King’s desire that I compliment you on the ele-
vation you have attained.

Fontanges: O monseigneur, I know very well what you mean. His Majesty is
kind and polite to everybody. The last thing he said to me was, “Angélique! do
not forget to compliment Monseigneur the Bishop on the dignity I have conferred
upon him, of almoner to the Dauphiness. 1 desired the appointment for him only
that he might be of rank sufhicient to confess you, now you are Duchess. Let him
be your confessor, my little girl. He has fine manners.”

B.: 1 dare not presume to ask you, mademoiselle, what was your gracious reply
to the condescension of our royal master.

F.: Oh! yes, you may! I told him I was almost sure I should be ashamed of
confessing such naughty things to a person of high rank, who writes like an angel.

B.: The observation was inspired, mademoiselle, by your goodness and modesty.

F.: You are so agreeable a man, monseigneur, I will confess to you directly,
if you like.

.. Have you brought yourself to a proper frame of mind, young lady?

.: What is that?

. Do you hate sin?

.. Very much.

.. Are you resolved to leave it off?

.- I have left it off entirely since the King began to love me. I have never said
a spiteful word of anybody since.

B.: In your opinion, mademoiselle, are there no other sins than malice?

F.: T never stole anything; I never committed adultery; I never coveted my
neighbor’s wife; I never killed any person, though several have told me they should
die for me.

B.: Vain, idle talk! Did you listen to it?

F.: Indeed I did, with both ears; it seemed so funny.

B.: You have something to answer for, then.

F.: No, indeed, 1 have not, monseigneur. I have asked many times after them
and found they were all alive; which mortified me.

B.: So, then! you would really have them die for you?

RECEe R RoR~
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F.: Oh, no, no! but I wanted to see whether they were in earnest, or told me
fibs; for, if they told me fibs I would never trust them again. I do not care about
them; for the King told me I was only to mind Aim.

B.: Lowest and highest, we all owe to his Majesty our duty and submission.

F.: 1 am sure he has mine; so you need not blame me or question me on that.
At first, indeed, when he entered the folding-doors, I was in such a flurry I could
hear my heart beat across the chamber; by degrees I cared little about the matter;
and at last, when I grew used to it, 1 liked it rather than not. Now, if this is not
confession, what is?

B.: We must abstract the soul from every low mundane thought. Do you hate
the world, mademoiselle?

F.: A good deal of it; all Picardy, for example, and all Sologne; nothing is
uglier—and, oh, my life! What frightful men and women!

B.: 1 would say, in plain language, do you hate the flesh and the Devil?

F.: Who does not hate the Devil? If you will hold my hand the while, I will
tell him so.—I hate you, beast! There now. As for flesh, I never could bear a fat
man. Such people can neither dance nor hunt, nor do anything that I know of.

B.: Mademoiselle Marie-Angélique de Scoraille de Rousille, Duchess de Fon-
tanges! do you hate titles and dignities and yourself?

F.: Myself! does anyone hate me? Why should I be the first? Hatred is the worst
thing in the world: it makes one so very ugly.

B.:To love God, we must hate ourselves. We must detest our bodies, if we would
save our souls.

F.: That 1s hard; how can I do it? I see nothing so detestable in mine! Do you?
To love is easier . . .

F.: ... And now let me tell you, my lord, you compose such pretty funeral
sermons, 1 hope I shall have the pleasure of hearing you preach mine . . .

B.: To me the painful duty will, I trust, be spared: I am advanced in age; you
are a child.

F.: Oh, no! I am seventeen.

B.: I should have supposed you younger by two years at least . . .

As in the previous quotations from the murder-trial record, a considerable
part of this Conversation depends upon questions. But note the difference
between the trial witness’s answers and the Duchess’s answers: every word
the latter speaks gives some clue to her character, so that, by the end of
even the short section here reprinted, we have a pretty clear notion of what
sort of person she is. She is naive, with both the advantages and the dis-
advantages of naiveté: on the one hand, she is completely candid and with-
out hypocrisy, and her pleasure in her own charms is a long way from adult
vanity; on the other hand, her simplicity is such that she misses the real
point of all the questions. She is well-meaning but tactless; she jumps to con-
clusions; she is completely literal-minded. She is unable to understand such
simple and well-known figures of speech as “the world,” “the flesh,” and
“the devil”’; she has had, so to speak, no literary training or experience.
Note, further, that as we read we also get some impression of the Bishop’s
character. In part he is the conventional clergyman; his pastoral inquiries
and comments are mostly predetermined. But there is also some individual-
ization: the almost exaggerated humility of the references to the king, the
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exasperation of tone in such phrases as “Vain, idle talk!” And above all
he is a master of irony, as we see especially in his final remark about the
Duchess’s age.

So we see two characters developing before us, and since they are quite
different, the contrast, we may say, is “dramatic”; that is, there is more
“tension”’ than if the bishop were speaking to a conventional, devout adult.
And now observe the way in which Landor complicates this contrast some-
what, that 1s, tries to keep it from being too simple and obvious, by having
the Duchess tell about her “checking up” on the men who said that they
would die for her. In her way, we see, she is somewhat of a moralist too; she
is just a little more than the beautiful and stupid mistress of the king. This
union of apparently contradictory qualities, this complexity, makes her a
more complete and plausible character, not unlike one we might find in a
good play or story.

Further, we may note that Landor is not quite content with mere con-
versation; at one place physical actio‘r)is clearly implied. The Duchess will
tell the devil she hates him if the Bishop will hold her hand. Then, “I hate
you, beast! There now.” This is just what is seen in plays: the meaning
of the spoken lines is constantly supplemented by physical action.

Finally, we may note that, to use a phrase often found in literary study,
the contrast of the two characters “says something.” Behind the contrast
of characters is a further contrast—we might even call it a philosophical
one—between two ways of life: the contrast between devotion to a heavenly
master and devotion to an earthly master. Yet even here we find a compli-
cation: the Duchess is completely devoted to the king, and yet sticks closely
to the formulae of a religion with which her life is so inconsistent. The
Bishop speaks as the servant of God, yet his devotion, we notice, is quali-
fied by his devotion to an earthly master. So we get some sense of the con-
flicting claims to which man is subject and thus of the basic complexity of
experience.

The Difference Between the ‘“ Conversation’ and Drama. We have, then,
the presentation of character, with some complexity in the characters; the
dramatic contrast of characters; some implied physical action, such as we
might see on the stage; and, behind it all, an implied commentary on the
nature of human experience. In every one of these respects, Landor’s Con-
versation is like drama. Yet it clearly is not drama; no one is likely to mis-
take it for a scene in a play. Why?

1. There is no “plot,” no real action taking place. The scene displays
the characters, but we do not see them in action. The relationship between
the Bishop and the Duchess is only casual and formal; it is the product of
a purely external matter, the king’s wish. It is not organic; it is not the
product of a situation in which both are involved. There is no development
or change in character; no decisions are being made; no action will result
from the interview. No situation is created which must develop to a logical
conclusion. The future conduct and lives of the participants will be funda-
mentally unaffected by the interview, whereas in good drama each scene
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has some definite influence or relation to what happens subsequently.
Otherwise, a good dramatist would throw it out as “uneconomical.” But
this conversation exists for its own sake; it shows the characters for a
minute, and that is all. Think how different the situation would be if the
bishop were trying to persuade the duchess to leave the king or to use her
influence to get the king to favor some duke or to deprive a count of an
appointment. We would then look forward to the outcome of the situation;
whereas here there is strictly speaking no “outcome” at all.

2. The Conversation does not have the directness and continuity which
it would have as part of a play. It does have “form,” of course; the formal
series of questions partly determines its structure. But the structure is also
influenced by the nature of conversation itself, by its tendency to go from
subject to subject by association rather than by logic. For instance, the
question, “ Do you hate the world?”’ would logically follow close upon ““Do
you hate sin?” but the mention of sin leads the duchess off into the digres-
sion about her admirers. That is precisely what everyday conversations do.
But this kind of “realistic” conversational fullness Landor could hardly
use in a play, where he would have to stick-—or give the appearance of
sticking—very close to the business of advancing the action.

So, though we have many characteristics of the drama here, we do not
have drama. We do not have central action which binds the parts together,
unifies them, and gives them direction. What we need to do now, therefore,
is to try to see what meaningful action 1s and how 1t works.

2. THE MEANING OF ACTION

By way of a preliminary glance at “action,” we may try to see it in
“pure” form, that is, isolated as much as possible from the other elements
in drama. In fact, we can get at it in its elementary or physical form, though
we must keep in mind that “action” includes a great deal more than
physical movements. But an account of the physical actions of a group of
characters will at least indicate some of the difference between a conversa-
tion and a drama. What follows is part of a movie script, and here, you will
observe, we can see action reduced to the bare skeleton—indeed, to a sort
of blueprint for action.

SHOOTING-SCRIPT FOR THE GREAT McGINTY*
The last title is imposed over a NIGHT sHOT of a drinking establishment. Now we
HEAR some rumba music and we TRUCK FORWARD SLOWLY TOWARD THE CAFE . ..
DISSOLVE TO:

A PRETTY RUMBA DANCER PERFORMING IN FRONT OF A BAND

We see a few customers IN THE FOREGROUND but they are not particularly interested.
In other words, they give one look then turn away. Noticing the lack of interest
she bends over and grabs her skirt.

* From Arthur Mizener’s “Our Elizabethan Movies,” Kenyon Review. 1942. By permis-
sion of the author and publisher.



DIALOGUE AND ACTION 9

CUT TO:
THE RUMBA DANCER FROM WAIST DOWN

Slowly she starts to pull up her skirt. The caMera follows her

CuUT TO:

LOW CAMERA SHOT UP AT THE TABLE OF MEN

They are not paying any attention. One of them is lighting a pipe. As he turns
his head away to escape the cloud of smoke his eye catches the legs on the floor.
There 1s a shght double-take, then he gives the legs his undivided attention. A
second later the other men at the table follow his gaze. Now the whole table
looks on stonily. In the BACKGROUND we see McGinty working at the bar but he
1S OUT OF FOCUS.

CUT TO:

THE GIRL'S LEGS AS SHE DANCES

CUT TO:

THE GIRL’S UPPER HALF

She looks around and is amused at the effect her legs are having.

This 1s pure action (or at least action about as pure as we shall ever get).
It is not very dramatic. True, it would not be fair to say that it is meaning-
less, that it does not express something. It does: but as action it expresses
very little; and even as acted out by a competent actress whose gesture and
facial expression might conceivably add a good deal to the meaning of the
scene, the ““meaning” of the scene is blurred and vague. Obviously, this is
a typical cheap café, on, so far as we can tell, a typical night. But we do not
know enough about the characters—about the men at the table, or about
the pretty rumba dancer—for the scene to have much more than the mean-
ing which any “slice of life” would give us. Even a very competent actress,
limited as here to mere gesture and facial expression, could not tell us much
about what is going on in the pretty rumba dancer’s mind. What the script
thus far gives us is pantomime—-a very old art and for certain types of
material highly expressive, but an art which, deprived as it is of the use
of words, can get at the inner life of its characters only very indirectly.

The Script and the Completed Movie. But, of course, as will have already
occurred to the reader, it is hardly fair to take the shooting script of the
movie in this kind of literal fashion. After all, the shooting script is only a
set of directions and suggestions to be employed by the director as he makes
the “movie” proper come to life on the film. This is all very true, though
we ought to observe that what the director will add here is a kind of commen-
tary, a kind of interpretation which, even though it does not make use of
words, still is an interpretation over and above the ““pure action” we have
already considered.

Mr. Arthur Mizener has indicated some of the things which the movie
camera will do to transform the recipe-for-action of the script into the
meaningful completed picture. Let us reread the last lines of the section of
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shooting script quoted above, and then go on with his comments on what
the camera is doing:

CUT TO:
THE GIRL’S UPPER HALF
She looks around and is amused at the effect her legs are having.

“Once more the camera,” comments Mr. Mizener, “apparently about its simple
narrative business, is unobtrusively stressing certain implications. It picks out
and isolates the girl’s legs, the only part of her that exists for the men at the table,
and then cuts to the girl’s face, as if to contrast the human intelligence, which
does not exist for these men, with the legs which so emphatically do. The girl’s
amusement 1s a comment, not so much on the men’s attitude, as on the ludicrous-
ness of the whole situation.”

In other words, the camera by arranging the “action” for us, by direct-
ing our attention, first to one detail, then to another, by suggesting con-
trasts, by repeating a detail for emphasis or by repeating it with a signifi-
cant variation is actually suggesting to us how we are to ““take the scene”—
is suggesting to us what the scene “means.” Words are not being used to
do this, it is true, but it ought to be abundantly evident that we are not
getting mere “action’’ either. The camera is sifting the material and arrang-
ing it for us in a meaningful pattern. It is making an interpretation of the
scene.

Actually, the scene in question becomes, as the movie develops, even
further removed from “raw’’ action. The McGinty who, as the script tells
us, is to be shown working behind the bar, has gone up very far in the world.
He has been gradually pushed up the political ladder by the Boss’s ma-
chine, until he has been actually elected governor of the state. But there is
a political fiasco. The Great McGinty, the Boss, the Politician, and the
Boss’s Bodyguard barely escape to a banana republic. Now the Great
McGinty has a job, perhaps somewhat more appropriate to his talents,
behind the bar in the “drinking establishment’ where the scene we have
already discussed opens.

The story of McGinty’s rise and fall is told in flashback. The section of
the shooting script which we have read introduces McGinty and the rumba
dancer. The next shots pick up the other characters who will be important
in the story.

TRUCKING SHOT—PAST THE TABLES AT RINGSIDE

The caMERA represents the girl’s eyes and sees what she sees as she dances by.
In this way we pass the rest of the ringside tables, with all the occupants looking
down under us. Be sure to have some bald heads here. The heads turn slowly as
we pass. A waiter is circulating between the tables serving drinks but we do not
see his face. [This waiter turns out to be The Politician.] The last table we see 1s
back a little from the dance floor. Here seven men are playing poker. With their
BACKS TO Us and unrecognizable, are the Boss and Dr. Jarvis, the latter in a green
eyeshade. Directly across the table in a strong light is a pale drunken young Ameri-
can, Thompson. [It is to Thompson and the rumba dancer that McGinty tells



DIALOGUE AND ACTION 11

the main story.] Two American and two Spanish types complete the game. Behind
Thompson stands Louie twiddling a togpthpick. The top of the frame cuts him off
at the necktie. (NOTE: this is the exact shot we use at the end of the picture except
for Thompson who will have left the game.) A second after we come in on the sHOT
Thompson throws down his cards disgustedly and gets to his feet unsteadily.
Mizener goes on to comment: “ You see how economical and quietly purposeful
this apparently casual opening is. Both the rumba dancer and Thompson . ..
[to whom McGinty will tell the story of his rise and fall] have been placed for us,
and distinct but not too easily recognizable images of all the leading figures of the
main story have been fixed in our minds. These images will shadow the characters
as we follow them through the main story, until the picture returns to this shot
again at its close, and the two impressions of the characters merge. Furthermore,
everything in this sequence is being used to set the tone, the slightly cynical, very
amused attitude of the picture to its story. Our attitude toward the rumba dancer
and her audience is our attitude toward the political world of the main story; we
have seen The Boss, The Reformer, The Politician and The Bodyguard doing
what they have always done, but now without hypocrisy, in a natural and fitting
atmosphere. Best of all, perhaps, we have seen the shrewd, friendly, essentially
simple McGinty at a job which is in itself almost a definition of his character.”

The scene, then, properly understood, becomes, as the moving picture
develops, a commentary on McGinty and the other characters. The cheap
café is their natural haunt: McGinty is “ naturally” a better bartender than
he is a governor, and the political crash which has sent him behind the bar
in this cheap cafe has put him where he will really be more comfortable—
more thoroughly at home.

Action and Character. Action, then, apart from its reference to character
is relatively meaningless. This wordless opening scene from the movie—
even though it is wordless—does not violate the principle. Action, even
violent and exciting action, unless it becomes the action of concrete charac-
ters, soon becomes tiresome. Not even the Western picture or the murder
mystery is able to get by without a certain minimum of character. We are,
as human beings, simply not able to get interested in the murder of one
cipher by another. Nor are we interested in mere summaries of action. It is
not enough to know that McGinty, for example, fell from the job of gover-
nor to that of bartender. If it were, the movie’s first scene (which, we are
told, is the same as the last) would be enough.

If it is true, then, that physical action can become dramatic only as it
becomes meaningful, we shall have little difficulty in seeing why dialogue
is of tremendous importance in drama. For language is perhaps our richest
and most subtle means of significant expression. Gesture, though it goes
hand and hand with dramatic dialogue—even the Landor Conversation
demands gesture when the duchess takes the bishop’s hand—gesture is
highly limited. In the first place, the more subtle aspects of facial expression,
for example, tend to be lost on most of the audience, who sit too far back
from the stage to be able to see it clearly.

By means of the “close-up,” it is true, movies may more or less overcome
this particular handicap. And Mr. Mizener’s comments on the script of
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The Great McGinty have suggested some of the other special resources which
the cinema has at its disposal. This is got the place to go into a thorough-
going discussion of the differences between the cinema and the drama
proper. It is possible that one should distinguish between the “cinematic”
and the “dramatic” effect; i1t is also possible to argue that any art becomes
most thoroughly an art when it is content to exploit its own special re-
sources, and, therefore, argue further that the cinema is primarily a visual
not an auditory art.

But regardless of whether the movies should make much or little use of
dialogue, there can be no question that the legitimate drama is primarily an
auditory art, and that the dialogue 1s its primary element. For drama, there-
fore, costumes, setting, and even acting itself are, finally, secondary. It is
the word which is primary here; and this fact may explain why a good play
retains so much of its dramatic power even when merely read in the study
or the classroom.

The Relation of Dialogue to Action. But though dialogue is primary in
drama, the dialogue must, of course, be of a certain kind. In the courtroom
dialogue which we first examined, we have dialogue which is definitely not
dramatic, even though it concerns action, and violent action at that. The
questions in that dialogue are concerned with eliciting information, with
establishing what happened. They have to do with the past; they are deter-
mined by the nature of past events. The only audience at which they are
aimed is the jury.

In the Landor Conversation, the questions are not concerned with the
past at all, for here there is no past. They are meant to lead the duchess to
self-examination and thus to give the reader a sense of her character and of
the differences between her character and the bishop’s. Everything is in
the present. In drama, on the other hand, the questions may elicit informa-
tion about the past, and will certainly illustrate present character. But,
primarily, they are concerned with the future; that is they are meant to be
a stimulus to further action. In a play, every scene except the last is looking
ahead: the play must be progressive.

The action develops and moves forward—however, it moves forward, not
placidly, but with a sense of strain and conflict. There is struggle; forces
come into collision; decisions are made. The action is not only meaningful
action; it has the tensions of active conflict within it.

There i1s a sense, of course, in which all literature involves a certain
amount of conflict. Yet, drama tends to accentuate conflict. And the fact
that it does so often emphasize conflict is in accord with its special potenti-
alities. As we shall see a little later, drama, compared with some of the other
arts, is limited in its ability to change scene, in its ability to show the slow
development of character, in its ability to show us a character from as many
points of view as, say, a novel can. But it can deal powerfully with charac-
ters in conflict: problems do come to a head at a particular time; conflicts
occur in a particular place; and if the dramatist posts us there, he can dis-
play to us with maximum immediacy and power the final struggle itself.
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2 « Drama and Other Literary Forms

and action, we have said little that is true of the drama alone.

The various points which we have made apply almost as well
to all kinds of prose fiction. In fact, the term dramatic, which comes from
the noun drama, can also be applied to poetry, not only to narrative poetry,
such as that of Chaucer, which naturally has basic resemblances to drama
and fiction, but also to lyric poetry, which is often thought of as being
quite different from these forms. It may therefore be well to observe in a
little more detail just what characteristics the drama shares with other
literary forms. We will then be ready to see precisely wherein it differs from
them and how it goes about meeting its own particular problems.

I N DISCUSSING some of the characteristics of dramatic dialogue

1. DRAMA AND FICTION

One way to do this 1s to examine a specific story and a specific poem and
see how they resemble, and how they differ from, drama. Let us take the
story first.

A SUM IN ADDITION*
William March

Collins said: “Sure there’s a corkscrew in there. You'll find it chained to the
wall. All hotels have ’em.” And Menefee answered from the bathroom: “Well,
there’s not one in here. Look for yourselves if you boys don’t believe me.”

“That’s a fine way to treat drummers,” said Red Smith. “T’ll write and complain
to the management.” He got up and stretched himself. “T’ll look in the closet,”
he said. “Maybe I'll find something to open it with in there.”

Menefee came back into the room and put the unopened bottle on the dresser,
his head drawn backward and turned at an angle, his eyes squinting up. He ground
out the cigarette that had been burning between his relaxed lips. “You boys
keep your pants on,” he said; “I’ll go down and borrow a corkscrew off a bellhop.”
He put on his coat and went into the hall, closing the door behind him.

Collins sat back and rested his legs on the vacant chair, looking lazily over his
shoulder at Red Smith. Red was pulling out drawers noisily, or standing tiptoe
to peer at shclves just above his head. Then he stopped, picked up something
and came into the room with it. It was a sheet of hotel stationery covered with
writing and it had been crumpled into a ball and thrown into the closet.

Red opened the sheet and smoothed it flat, and when he had read it, he passed
it to Collins, a peculiar look on his face. ““Read this, Wade,” he said.

* From Some Like Them Short by William March. Reprinted by permission of Little,
Brown & Company.
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Collins read slowly, the paper held close to his eyes. At the right of the sheet,
and commencing it, was the following entry: “Cash on hand $17.45.”
Then, to the left, were the following entries:

Expenses babyies funerel (about) $148.00
Wifes hospital bill (about) 65.00
Owe to grocery store 28.17
Back Rent (2 mo.—make it 3) 127.25
Incidentals 25.00

$394.42

A little farther down the paper were the following words: “Will borrow four
hundred dollars from Mr. Sellwood.” This sentence was repeated, like an exercise
in penmanship, over and over, until the paper was filled with it. At first the words
were written boldly, Heavily, and there were places where the pen had broken
through the paper behind the determination of the writer; but as the writing
progressed, the man seemed less sure of himself, as if his courage and his certainty
were fading away. The sentences were more perfect here, with an occasional
mended letter; they were written more slowly, as if each letter were pondered.
The last sentence was not finished at all. It dwindled thinly into wavering illegi-
bility.

Cillins had read the thing through and sat with it in his hands. He said sympa-
thetically: “Tough! Tough!” then added: ‘“He knew he couldn’t work it out. He
knew he was fooling himself; so he crumpled up the paper and threw it in the
closet.”

Red Smith sat down, resting his elbows on his knees, his bright, coppery hair
shining in the hght. Suddenly he had a picture of a shabby little man sitting in
this same cheap hotel room, going over his problem, over and over, and finding
no answer to it. Finally he said: “Don’t you suppose Mr. Sellwood let him have
the four hundred bucks after all? Why not?”

Collins sighed, the masonic emblem resting on his fat stomach, rising with his
breath. He spoke mockingly: “Of course not, Little Sunshine. Of course not!
Maybe our friend went to see Mr. Sellwood all right, but Mr. Sellwood said that
times were hard right then and he had a lot of expenses of his own. I guess that’s
about the way it worked out.”

Red lifted his alert face. “I think you’re wrong, Wade, I think everything
worked out all right.”

But Collins shook his head. “Not a chance, young fellow!” he said. “Not a
chance!”

Red replied: “ Just the same, I think Mr. Sellwood let him have the four hundred
bucks. He was an old friend of the family, you see. Then he got a good job for this
fellow that paid more money, and this fellow came back home almost running.
lHe came up the steps three at the time to tell his wife. Everything worked out
fine for them after that.”

“Maybe he met Santa Claus on the way home,” said Wade heavily, “and old
Santa slipped the money in his stocking.” Then he said more seriously: “The
fellow who wrote that is sitting in some other cheap hotel tonight still figuring,
and still trying to find an answer, but he won’t, because there isn’t any answer
for him to find.”

The door opened then and Menefee stood before them, a corkscrew in his hand.
“Everything’s okay,” he said. ‘“Everything’s all set.”
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“We'll leave it to Menefee,” said Red Smith. “Give him the writing, Wade,
and let’s see what he thinks.”

Collins passed over the paper and Menefee examined it carefully, as if he did
not understand it, before he looked at the two men, puzzled a little.

“What’s it all about? This don’t make sense to me.”

Collins shook his head. “Good old Menefee. Trust him.”

Red laughed a little and said earnestly: “Don’t you see the point, Menefee?”

Menefee read the thing through again, turned the paper over and examined the
writing once more. “I’'m damned if I do,” he said helplessly. Then a moment later
he added triumphantly: “Oh sure, sure, I see the point now! Sure I do: It’s added
up wrong.”

Red Smith looked at Collins and they both laughed. “It is added up wrong!”
said Menefee, indignant and a little hurt. “Eight and five are thirteen and eight
are twenty-one . .. seven makes twenty-eight, and five thirty-three—not thirty-
four, like it is here.”

But Collins and Red Smith continued to laugh and to shake their heads.

“All right,” said Menefee. “I'm dumb; I admit it.”” He pulled in his lips and
spoke in a high, quavering voice: *“‘Come on, boys: let your poor old grandmother
in on the joke!” He picked up the bottle and poured three drinks into three tum-
blers, grumbling a little to himself. “I never saw such superior bastards in all
my life as you two are,” he said.

The Method of the Story. This story turns upon a rather simple contrast:
into the humdrum evening of a group of salesmen in a cheap hotel tumbles
a bit of pure pathos—the itemized list of expenses of some poor devil who
had spent an evening in the same room trying to figure out a way of paying
the bills incurred by his wife’s illness and his baby’s death. The story de-
pends largely upon contrasts: the contrast between the misfortunes of the
earlier occupant and the relative well-being of the salesmen, between the
desperation of his evening and the casual gaiety of theirs, between the
indifference which we may expect of them and the actual sympathy which
they show, between the different reponses to and understandings of the
note.

The same hotel room is the scene of two totally different types of evening
spent by people in wholly different circumstances. Yet the link between
them is more than that of place: there is also a certain amount of sympathy.
But the sympathy itself involves another contrast, for the salesmen are
not particularly likely sources of sympathy. They have no personal regard
for the former occupant; they do not even know him. And, hunting for a
corkscrew in order to have drinks, they do not seem likely to be sensitive
to the ““still sad music of humanity.”

By using contrast, the author gives the impression of being restrained
and objective. He uses no device to help pump up sympathy. He lets the pa-
thetic document speak for itself; he does not “play up” the pathos by choos-
ing especially sensitive characters or a setting (a Christmas Eve scene, for
instance) designed to catch the reader on his softer side. Hence the effect of
the paper on the characters seems plausible, and we are induced to respond
in like manner. In this connection, notice the author’s use of Menefee, who
is honestly puzzled by the note and can see nothing in it but a mistake in
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addition. The contrast between him and the other men is very important
in creating the final effect of the story. For one thing, this contrast rein-
forces the objectivity of the story in that it serves further to avoid any
impression that pathos is being artificially played up. That is, some people,
like Menefee, simply don’t have the understanding necessary for sympathy.
Then his lack of understanding leads to the amusement of the others and
to his irritation at their amusement: thus the author ends the story not on
a note of sadness but on one of ironic amusement. He does not try to wring
the last drop of pity from the situation; instead he returns the salesmen
to the normal world of talk and banter. The sense of pity is gone. The char-
acters are ordinary men, and they are not made to act in an extraordinary
fashion.

Further, Menefee’s lack of comprehension reinforces the ironic point of
the story. Menefee does not think of himself as a callous man, nor do his
friends regard him as'callous. He would probably be affected by grief before
his eyes, grief touching someone that he knew. But, like the Duchess de
Fontanges in Landor’s Conversation, he simple lacks the imagination
necessary to grasp a case that is not close to home.

Through him, then, we get a glimpse of the world with which the writer
of the note must struggle: not an essentially hard-hearted or cruel world,
but a world too busy, too obsessed with its own concerns to be able to
participate imaginatively in the plight of others. The author has already
skillfully prepared us for this conclusion by presenting us with Collins’s
view of Mr. Sellwood as a possible helper of the note-writer. In both cases
the stress is not on hardness and unfeelingness. Menefee can honestly see
only the mistake in addition: ironically, he knows what it “adds up to”
as far as the figures are concerned, but not in any more significant way.
He habitually reads the world in terms of figures. But whatever the motive,
the fact is that he —and the world—are still callous. We have a final sense
of hopelessness because we realize that the callousness springs not from
calculated cruelty but from the inability of human beings to break through
their ordinary habits.

The Story as Drama. So much for the story itself. Now of what use is it
in understanding drama? In many ways it is very much like drama: the
method is objective (that is, the author refrains from comment on the
situation), the effect depends upon sharp contrasts, there is very little de-
scription, and the situation is advanced almost entirely by dialogue. And,
in addition to these matters which we have already seen, the story uses
one important technical device in the same way that drama does. Menefee’s
failure to understand the paper, we have seen, really points the effect of
the story. Now the story “builds up to” this effect just as a play might do it,
for about a third of the story is spent on the other two men’s talking about
the paper before Menefee sees it. The author “holds™ this part of the story
because it establishes our attitude to the note and thus prepares for the
shock caused by Menefee’s incomprehension. This arrangement of ma-
terials is very important for the effect.
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Now obviously the preparatory discussion of the note has to take place
when Menefee is out of the room, and Menefee must be got out of the
room—not in a forced or unnatural way but by a well “motivated” de-
parture (later we shall discuss motivation at length). This is an ever-present
problem in drama. Menefee goes for a corkscrew, and his departure seems
perfectly plausible. But the plausibility is not an accident. March makes
the departure seem logical by opening the story with a search for the cork-
screw, and thus prevents the search from seeming an awkward afterthought,
an expedient dragged in after the main business has been introduced. And
the paper with the expenses, instead of being a starting point, also comes
in very smoothly as a product of the hunt for the corkscrew. This very
skillful management of materials shows exactly what the dramatist must
do in articulating the parts of his play.

Hence this story might seem easily convertible into a play: we could
have a single scene in a hotel room, and the three characters could speak
most of the lines almost as they are given in the story, with Menefee going
out and returning at the proper time. There would be no serious mechanical
problems. But we would soon be aware that something was missing, that
the dramatic version was a good deal less effective than the story version.
Now, if we can see how a story so like drama still does not work very well as
drama, we have taken the major step toward understanding the problems
peculiar to drama.

The Difference Between Story and Play. In the first place, the story has
very little “action”’; what goes on consists almost entirely of the comments
of the characters on a situation. Not much happens overtly. The characters
talk about a situation instead of participating in it; they are not really in-
fluenced by it, and so what we have is a kind of photographic glimpse of
static characters. The story is in this respect not unlike Landor’s Conver-
sation: characters are exhibited, and a general commentary on human
experience is implied. But, in general drama apparently works with greater
success when characters act out a situation themselves instead of merely
viewing it, even though they be very diverse and significant spectators.

Second, we should have to leave out one of the most important “charac-
ters” of all—the crumpled sheet of paper. Of course, the characters could
tell us about it, but this second-hand presentation would deprive it of
almost all vitality, besides being extremely awkward. The illiterate spelling
tells us much about the man who wrote the note and has much to do with
our ability to visualize him imaginatively. We should have to leave out the
fact given to us so vividly, though unobtrusively, in the story, that the line
“Will borrow four hundred dollars from Mr. Sellwood” is first written
boldly and heavily, then less confidently, and finally in its last form was
left unfinished. The sentence, “It dwindled thinly into wavering illegi-
bility,” a detail which suggests so eloquently the writer’s final despair, we
should have to forego entirely. One of the men could describe this, but we
would then see it through him rather than directly. Further, it would have
to be a cruder description, for the author’s neatness and precision would
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be out of character in the men. Yet this one piece of economical literary
expression is very useful in a story made up mostly of the colloquial dialogue
of rather unpolished people.

Third, we should have to leave out—or else present very awkwardly in
Red’s words—the insight into Red’s mind which the author uses: ““Sud-
denly he had a picture of a shabby little man in this same cheap hotel, going
over his problem, over and over, and finding no answer to it.” The loss
might not be fatal, but the omission of the passage, which establishes the
concrete form of Red’s imaginative sympathy with the man, might reduce
the plausibleness of the sympathy. This passage shows what the omniscient
author can do that a dramatist cannot do: give a direct, immediate account
of mental operations.

In summary, we may observe that the second and third points are really
amplifications of the first: because of what 1t cannot do, drama demands a
more overt form of action. The ability of fiction to describe setting and
properties of all kinds, to look both at the outer world of things and the
inner world of the mind, to shift easily from present to past, means that it
has a variety of resources with which to take an apparently slight or trivial
situation and extend it, as it were, into a much fuller and richer meaning.
It can take a difference of attitude which appears only at the level of casual
conversation (A4 Sum in Addition) and give it dramatic substance. Lacking
all these devices, drama must present the difference of attitude in an actual
clash of character, where the words are not merely descriptive but are ac-
companiments of action or indications of action to come.

Another Story. Now take another kind of story, de Maupassant’s 4
Piece of String, which can easily be made available for the student on
the reserve shelf. It has more “action,” but it presents still greater diffi-
culties than 4 Sum in Addition to the dramatist. The action is in at least
ten scenes, some of them “moving,” and several requiring lengthy descrip-
tion. First we see people on ““all the roads around Goderville” and then
“in the public square of Goderville.” Maitre Hauchecorne finds the piece
of string—a most 1mportant scene—as he is “dlrectmg his steps toward
the public square.’ Then we have street scenes, an inn scene, and a scene
at the Mayor’s; and “moving scenes” as Hauchecorne moves about
Goderville and Breaute talking to people. In fact, up until the deathbed
scene, nearly all the action is of this kind. All this would provide insuper-
able difficulty to the dramatist. He could not deal with the large number of
scenes without greatly expanding the materials; he could not do the crowd
scenes which de Maupassant describes at length to establish the psycho-
logical and ethical atmosphere; he could not show Hauchecorne traveling
around and buttonholing everybody to protest his innocence—a most im-
portant part of the story. Note also how many explanations there are about
what goes on in Hauchecorne’s mmd—all very difficult to get into dialogue
form.

Here, then, are further differences between story and drama. And we
can easily imagine another type of story in which there is extended com
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inent by the author or a great deal of direct psychological analysxs Ob-
viously drama would have to attack the subjects of such stories in a com-
pletely different way. Does this mean that drama is a cruder or less effective
form than fiction? Not at all. It simply means that drama is a highly
specialized form of literature which can do some things supremely well but
which must handle matters in its own way. As we shall see, it has some
positive advantages; but perhaps we can best learn about it at the start
by looking further into what it cannot do.

2. DRAMA AND POETRY

To understand further the special ways in which the drama works, we
may do well to compare it with another literary form, poetry. Here, the
contrast is not quite on the same footing as that between fiction and
drama. For, as we shall see later, drama and poetry can be combined. We
may have, as in the plays of Shakespeare, great drama which is also great
poetry. Yet the comparison between the treatment of a theme in drama and
the treatment of it in a lyric poem may tell us much again about the nature
of dramatic statement of theme.

TO A MOUSE

On Turning Her up in Her Nest with the Plough
November, 1785

Robert Burns

I

Wee, sleekit, cowrin, tim’rous beastie,

O, what a panic’s in thy breastie!

Thou need na start awa sae hasty
W1’ bickerin brattle!

I wad be laith to rin an’ chase thee, 5
Wi murdering pattle!

2
I’'m truly sorry man’s dominion
Has broken Nature’s social union,
An’ justifies that ill opinion
Which makes thee startle 10
At me, thy poor earth-born companion
An’ fellow mortal!

K
I doubt na, whyles, but'thou may thieve;
What then? poor beastie, thou maun live!

1. sleckit, sleek. 4. bickering brattle, sudden scamper. §. laith to rin, loath to run. 6. pattle,
paddle. 13. whyles, sometimes. 14. maun, must.



20

PROBLEMS OF THE DRAMA

A daimen icker in a thrave
’S a sma’ request;

I’ll get a blessin wi’ the lave,
An’ never miss ’t!

4
Thy wee-bit housie, too, in ruin!
Its silly wa’s the win’s are strewin!
An’ naething, now, to big a new ane,
(O foggage green!
An’ bleak December’s win’s ensuin
Baith snell an’ keen!

S
Thou saw the fields laid bare an’ waste,
An’ weary winter comin fast,
An’ cozice here, beneath the blast,
Thou thought to dwell,
Till crash! the cruel coulter past
Out thro’ thy cell.

6

That wee bit heap o’ leaves an’ stibble,
Has cost thee monie a weary nibble!
Now thou’s turned out, for a’ thy trouble,
But house or hald,
To thole the winter’s sleety dribble,
An’ cranreuch cauld!

7
But Mousie, thou are no thy lane,
In proving foresight may be vain:
The best-laid schemes o’ mice an’ men
Gang aft a-gley,
An’ lea’e us nought but grief an’ pain,
For promis’d joy!

8

Still thou art blest, compared wi’ me!
The present only toucheth thee:
But och! I backward cast my e’e,
On prospects drear!
An’ forward, tho’ I canna see,
I guess an’ fear!

15

20

30

35

40

45

The Method of the Poem. The theme of Burns’s poem is closely related
to that of March’s story: the imaginative response to misfortune. But while
in the story we have a dialogue about the misfortune, with different degrees

15. daimen icker in a thrave, occasional ear in a shock. 17. lave, rest. 21. big a new ane,
build a new one. 22. foggage, grass. 24. baith snell, both sharp. 34. But, without. hald, dwelling.
35. thole, endure. 36. cranreuch cauld, hoar frost cold. 37. no thy lane, not alone. 40. Gang aft
a-gley, go often awry.
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of comprehension of it, Burns’s poem takes the form of a meditation upon
the misfortune. Both are dramatic: the story because of the concrete situa-
tion and the conflicts implied by and growing out of it; the poem because
it also grows out of a special concrete occasion and because the meditation
is addressed to the mouse. In fact, the meditation comes close to doing
what Browning’s dramatic monologues do, that is, introducing by impli-
cation the responses that the other character in the dialogue makes or might
make. At least the plowman does imagine what goes on in the tiny creature’s
brain as it scampers away, and he goes on to make an apology as if the
mouse actually were listening and could understand it. The apology is
clearly on the whimsical side, but it is serious too, as we shall see. But first
we should stress the whimsicalness or amusement of the speaker, the fact
that, although he recognizes the pathos of the mouse’s situation, he does
not stress the pathos in a way that would produce a sentimental effect.

For one thing, the speaker’s attitude is essentially intellectual: he is in-
terested in the meaning of the situation rather than in the feeling it evokes.
He does not express pity merely for the self-indulgent pleasure of feeling
pity; the pity is, so to speak, merely introductory to the act of reflection.
As early as stanza 2, Burns introduces a philosophical generalization which
immediately lifts the poem out of the realm of mere “emoting.” Then, too,
if the speaker were a mere man of feeling, we might expect him to do some-
thing about remedying the mouse’s situation so that he could enjoy the
feeling of kindness; instead he accepts the situation as an accomplished
fact, a subject for reflection. (Consider a similar device for the avoidance
of sentimentality in 4 Sum in Addition.)

Second, the possible pathos is reduced by the humor of incongruity, which
is very unobtrusively but clearly at work in the poem. The man addresses
the tiny mouse—in part at least—as an equal. The man is represented as
interfering in the life of the mouse, instead of vice versa, as is the usual
view. The mouse Has an ““ill opinion” of the man instead of the reverse.
The mouse is afraid when he need not be. This use of contradictions is a
clear reversal of the sentimental, which depends upon familiar, expected
responses. The author even carries his use of the incongruous into further
details in the poem: the mouse has not only a house but also the human
quality of “foresight.” This is obviously in the mode of whimsy.

Finally we must note certain words which contribute to the effect: such
words as wee, beastie, housie, silly. Three of these words are diminutives, a
type of word often used with sentimental effect. But in view of the poet’s
objectivity—that 1s, his keeping his distance—and in view of his use of
incongruity, these words actually contribute to the effect of humor. It is
an affectionate humor, with a touch of condescension; but it is clearly not
a way of stressing the ‘““dearness” popular with sentimentalists.

If the poet were concerned only with feeling, there would not be much to
do after the first stanza except repeat. But since, despite the whimsy, he
has a serious comment to make, he can now go on with the development of
his theme. His initial method is unusual, almost startling: he identifies him-
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self with the mouse, despite the break between them. “Nature’s social
union”’ openly states the bond; the idea is reinforced at the end of stanza 2
with “me, thy poor, earth-born companion.” Stanza 3 continues the theme
by minimizing man’s case against the mouse as a thigf. Stanzas 4, 5, and 6
do two things: they present the fact that the mouse, like man, must have a
house for protection against the weather; and the details make his plight
concrete and real for us.

If this method seem far-fetched, it may be useful to recognize that Burns
is only doing what Walt Disney has done on a much more elaborate scale
with Mickey Mouse: Mickey is a mouse in form but otherwise is wholly
endowed with human characteristics. He gives us a detached way of looking
at ourselves, just as Burns’s mouse provides the poet with a new way of
looking at human experience.

The Climax. Now observe how the method is used at the climax of
the poem: the final identification of man and mouse is in the possession
of foresight and in the ironic experience of finding that the “best-laid
schemes . . . Gang aft agley.” (The imaginative success of the comparison
is suggested by John Steinbeck’s use of the phrase “of mice and men” as
the title of a novel.) Both are victims. But, as we have seen, the endowment
of the mouse with foresight is whimsical rather than a piece of serious
psychology. For suddenly the whimsy 1s dropped; bare facr intervenes; the
mouse, of course, does not have human foresight. “The present only
touches thee.” The mouse 1s the gainer; his absence of imagination is his
comfort. Here Burns reverses his method: man and mouse change places.
Earlier, man’s experience was used to interpret the mouse’s; now, the
mouse illuminates man. The man who was formerly superior suddenly
becomes worse off; he suffers, not in one, but in three dimensions—past,
present, and future.

In summary, we may say that the last stanza very neatly does three
things: 1. As we have seen, the note of whimsicality gives way to a deeper
seriousness; 2. Attention is shifted from the mouse; to exploit the mouse
further might seem forced, precious, disproportionate—and thus senti-
mental; 3. Attention is shifted to the man, who is the only really defined
character and therefore the really important figure in the poem. The three
functions work together: the seriousness of the man’s situation gives point
to the sympathy for the mouse and prevents the whimsy from seeming mere
triviality; yet that the man’s situation, the really important issue, can be
presented with the partial amusement evoked by the mouse’s misadven-
ture, keeps the man’s attitude to himself from seeming strained and
sentimental.

The poem can be said to be dramatic in these ways: the emotion springs
from some definite occasion; the play of thought and feeling is developed
in terms of the occasion (rather than expressed in abstract terms); and the
poet’s attitude to the situation is carefully controlled, even involving
dramatic shifts and sharp reversals (that is, it does not get out of hand,
becoming sentimental, vague, or monotonous).
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Exercise: Wordsworth’s Lines Written in Early Spring is another poem written
on the same theme. Is it closer to or farther from drama than To a Mouse?

The Poem Compared with Other Forms. Much good poetry is dramatic
in the sense that Burns’s is, and it is well to remember that these qualities
which we call ““dramatic” are important in all great literature. Yet, quite
obviously, the poem differs sharply from both fiction and drama in the ways
in which 1t get its effects. Burns’s poem has even less of overt action than
March’s story, and less development of character in the usual sense of the
word——a point sharply outlined for us by the similarity of the themes (in each
case sympathy for another being is accidentally aroused. Because the crea-
ture in the poem is not human, the point is made more emphatically, but the
poet’s problem is more difficult: he must so develop the mouse’s situation
as to make it an adequate symbol of man’s). The special quality of char-
acter on which both depend is the imaginative sympathy necessary to grasp
the “meaning” of the misfortune which is encountered. The story shows
this sympathy in two characters and its absence in a third, who are pre-
sented largely by dialogue and with little interior monologue and little
direct handling of symbols. In the poem we have only the single character
who speaks almost entirely to himself; the writer works rather through
the situation of the mouse, which, by close control of imagery and rhythm
(which we have not analyzed here), he develops into a rich and exact symbol
of the position of man in the world.

It is obvious, then, that turning the poem into a play would present much
greater difficulties than dramatizing the story. For, in the accepted sense
of the word, nothing “happens.” The action would be so slight as to seem
meaningless; it would suggest a pretentious author. The meditation—
which would be the “dialogue” of the drama--would seem of too trivial
origin, and hence forced and sentimental. There is “drama’ in the poem—
in the shifting of moods and the conflict between attitudes; but it is too
inward to find adequate expression in the types of symbol which the drama
uses. In the poem Burns gives this material a wide meaningfulness, whereas
in the drama it could be saved from triviality—for it could be used——only
by appearmg as related to some more outward action. The man’s medita-
tion, for instance, might conceivably influence some decision which he was
going to make. Drama and poetry are both concerned with presenting
situations which will be meaningful. Poetry uses imagery, rhythm, symbols,
statements, as the words of the author or of some character, spoken to
himself or to someone else. Drama depends almost entirely on what people
do and say to each other: meanings, thought, feelings must in the main be
externalized in conduct (though the conduct need not be violent or sensa-
tional).

We have already remarked, however, that the differences between drama
and poetry are in general not quite on the same level as those between drama
and fiction, for actually great drama and great poetry can be united, as in
the works of Shakespeare. Perhaps we can now begin to understand why
this is so: in Shakespeare’s great dramas the methods of poetry—a more
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intense treatment of imagery, rhythm, etc., than we ordinarily find in
prose—everywhere work with and support (and are supported by) the
means appropriate to drama: characters acting and speaking in situations
which involve intense conflict.

3. THE ELEMENTS COMMON TO DRAMA
AND OTHER FORMS

We can see, in conclusion, that drama, fiction, and poetry have certain
common elements, characteristics which distinguish literature from such
types of writing as history, biography, philosophy. All the forms of liter-
ature, we may say, ‘‘present a situation,” which stimulates the reader’s
imagination and thus leads him to apprehend the meaning or meanings
latent in it. The situation is specific; but the significance is more extensive:
it 1s “general.” The situation is meant to elicit certain emotional responses,
which the author is expected to control by means of his materials (for
instance, the other men’s laughing at Menefee, Burns’s use of the mouse’s
“foresight”’). The situation may be developed by contrast: we see it in
Landor’s Conversation, in the movie script, and in Burns’s poem, and we
shall shortly see it used very sharply in Oscar Wilde’s Lady Windermere's
Fan (in fact, as contrast is intensified, developed in emotional terms, and
made overt, it becomes the conflict that we especially associate with
drama). In drama and story, the situation involves characters talking and
acting; poetry may, and often does, use the same materials. The action may
be inner or outer, physical or psychological, or a combination of both, with
different effects and to fit the medium. An ingredient in the situation is
setting: Burns’s poem is as closely identified with a rural scene as is March’s
story with a hotel room and as Wilde’s play is with English upperclass
homes. Finally, drama and poetry use the same devices of language (imagery,
etc.), and drama and story share certain technical devucs focusmg the
reader’s attention, preparing for subsequent effects, ‘“motivating” the
occurrences which develop the situation.

4. THE DIFFERENCES BETWEEN DRAMA
AND OTHER FORMS

As we have seen, the dramatist cannot himself take a hand as can the
novelist or poet. The latter two, of course, are governed by the effects they
wish to produce; but the dramatist is restricted in a very special sense.
For, whereas poetry may use characters speaking and fiction does use
dialogue a good deal, drama can do nothing else. The author cannot intrude,
unless a certain character acts as his mouthpiece; and this device is likely
to be prohibitively awkward. Hence a vast amount of materials accessible
to fiction and poetry are not accessible to drama.
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1. There can be none of the direct description—of persons, places, sounds,
sights, smells—upon which both fiction and poetry heavily depend; the
characters’ speeches can do little of this without becoming strained and
implausible. As we have seen, drama has no way of letting us see directly
the letter so important in March’s story; this is true of many other such
materials. In acted drama, of course, we have costumes, settings, and
“properties”’; but drama as literature has no such appurtenances. The
absence of a technique of description will account partly for the fact that,
in general, drama is much less free than fiction in making changes in place.
As a problem either of practical stage-craft or of literary technique, the
presenting of a number of places is of more trouble than value. It can
hardly be done unobtrusively, and if not expert, it can interfere with the
central dramatic effect by distracting attention from the human conflict.*

2. There can be no direct comments by the author, on the meaning of an
action, a situation, an expression, a gesture, and so on. If made by a char-
acter, such comments are likely to be very awkward. It would, for instance,
be most diflicult to get into a dialogue de Maupassant’s comment on
Hauchecorne: ““. .. with his Norman cunning, he was quite capable of
doing the thing with which he was charged.” Thus one whole method of
giving clues, of suggesting deeper and richer meanings, 1s out.

3. There can be little direct use of action that is purely mental or psy-
chological; some direct mental probing can be done, as in Shakespeare’s
soliloquies, but in general this will have to be occasional and subordinate.
(Eugene O’Neill has tried to circumvent this difiiculty by introducing a new
convention: each character speaks not only the usual lines to other charac-
ters but also speaks his own thoughts aloud, it being understood that these
lines are heard only by the audience.) The drama has no convenient way
of letting us see Smith’s mental picture of the man in debt, which March
gives in a sentence; of letting us grasp the unuttered sensations and half-
reflections of Hauchecorne in 4 Piece of String; of presenting the whole
substance of Burns’s poem; of using the *“flashbacks” by which both fiction
and the movies can skillfully present, simultaneously, both present and
past time. All this does not mean that drama is not concerned with psy-
chological action; far from it. But this action must come in the outer forms
of dialogue and action, and what lies behind them must in general come
only by implication. Poetry can deal directly with an inward situation;
drama requires a more perceptible kind of movement.

This catalogue of limitations (fiction, we notice, comes closer to drama
as it gives up its own special prerogatives) may make drama seem only a
kind of literary shortcut, leading to blunt effects and incapable of much
completeness or subtlety. But it is clear that poetry and fiction, for all
their greater resources, may, and often do, produce crude and ineffective

* A marked exception is the practice of the Elizabethan drama, in which the use of a
great variety of sccnes was common. But in the Elizabethan theatre, scenery was at a mini-
mum, and the change of place was effected largely by the imaginations of the audience.

Here one can observe the princple of the “conventions of the theatre” in very extensive
use. For a fuller discussion of conventions, see the Glossary.
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work. It is less the wealth of materials than the skill of the user that is im-
portant. In proper hands, drama can make its own way very effectively.
For instance, the very fact of its limitations (in extent, in ability to cover
great reaches of time and space and to include large numbers of fully de-
veloped characters) gives it a special kind of concentration of effect. One’s
attention is focused on a relatively small area of human experience and
held there firmly until it has been completely explored. We may extend
matters far beyond that area by implications, but there is no room for direct
elaboration of the larger world. We stay with our restricted action, and
every stroke must count. If the characters may not speak as much as they
do in a novel, they must in one sense speak with greater compression. Part
of the effect of drama resides in the care with which the dramatist restricts
the dialogue to the specific issue with which the play is concerned. Much is
eliminated which in a novel would be a legitimate part of a fuller presenta-
tion of the characters’ lives. Now this compression, this treatment of a
bare conflict divested of all attendant circumstances, is itself a source of
tension—that effect of “tightening up” which in a work denotes crucial
events and in ourselves a heightened attention and concern. And this in-
crease in tension means that the language naturally develops toward that
of poetry—toward a more perceptible rhythm and the use of figures that is
characteristic of heightened emotion. It has been argued that great drama
must take poetic form.* Very frequently it does just that. And now the
student will observe that our very discussion of the limitations of drama has
gradually led us into another subject—the breaking of those limitations.
That is, if drama seems on the one hand to give up so many means of ex-
pression that it must become blunt and fumbling, it at the same time makes
compensating adjustments. For it gains the precision and exactness es-
sential in literature, first, by the very act of eliminating everything but a
bare central theme and, second, by dealing with that theme in the most ex-
pressive but at the same time the most controlled kind of language. So,
ironically, in considering the special symbols of drama we have inevitably
come around to an earlier point, its sharing of the symbols of poetry.
One cannot strictly compartmentalize drama, for at its height it combines
two modes of concentration.

* A character in T. S. Eliot’s “ A Dialogue on Dramatic Poetry " says, “ The human soul,
in intense emotion, strives to express itself in verse.” Another character says, *“ All poetry
tends toward drama, and all drama toward poetry.”
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3. Special Problems of the Drama

usT as the drama has certain characteristics in common with

Jother literary forms, so the dramatist has certain problems

in common with other writers: he must find concrete ways of

saying what he has to say; he must find specific situations through which

he can control the responses of the reader; he must explore and develop these

situations; he must find and develop characters who give a sense of reality.

But because of the differences of drama from other forms, the dramatist

must face certain problems. The problems arise out of the two main aspects

of drama— the fact that it is limited in scope, and the fact that it works
entirely through dialogue.

In theory, there is perhaps no reason why the drama should not be as
long as a writer may choose to make it. In the twentieth century both
Thomas Hardy and Eugene O’Neill have used the dramatic form in compo-
sitions which have far exceeded the traditional five, four, or three-act
length. But the fact is that these are striking exceptions to a remarkably
consistent practice. "The length of drama has always been largely deter-
mined by the two or three hours conventionally allotted for public per-
formance; and the influence of this form has been so strong that even
writers of ‘“‘closet” drama (plays not intended to be acted) have largely
adhered to it. What we must now do is see what special characteristics the
drama takes on because of this generally accepted limitation.*"

1. PROBLEMS OF SCOPE

The Dramatic Situation. First of all, then, the dramatist must find a
special kind of situation— one that 1s compact of its own nature or that can
be made compact without vital loss. ““Selection’’-is amrimportant principle
in the creative process of every artist, but the dramatist must utilize it
most rigorously. He must get down to the bare center of a situation. Hamlet
does not start with the original plot against Hamlet’s father, nor Lady
Windermere's Fan with the original difficulties of Lady Windermere’s
mother. I both works the experiences of the parents are quite important,
and a novelist, for instance, might easily use them at length. But the plays_
must stick closely to the present and bring in the past only by suggestion.

* It is beyond the scope of this book to investigate whether the conventional length of
drama has some justification more fundamental than theatrical practice. Such a conclusion
is suggested by the general adherence of closet drama to this length. To have more than
experimental existence, a longer drama would have to prove itself a better medium of ex-
pression than (1) the three-to-five act drama and (2) the average-length novel. This it has
not yet done.
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| Drama works at the height of a situation; it must ignore earlier and later

ramifications; if a situation does not have or cannot be made to have some
high point, it is not a good one for drama. An obvious corollary is that the
dramatist must work with relative rapidity; he must use fairly heavy
emphasis in each step; he must cut out every possible suggestion of waste
motion.

The student will recall, of course, that Shakespeare wrote a number of
“chronicle plays” and that other dramatists have subsequently attempted
to present rather complete dramatic records of men’s lives. This kind of
drama can, of course, be written. It is certain, however, that the problem
is very difficult; that from such materials it is almost impossible to put
together a ““tight” and concentrated play; and that the few successes in the
genre are triumphs of genius against all the probabilitics. Tt would be im-
possible, for instance, to make a good dramatic version of Dickens’s Tale
of Two Cities. It is worth noting, in this connection, that Shakespeare’s
chronicle plays are less distinguished than his tragedies, which deal with
material much more limited in time. In the latter he follows the general
dramatic practice of restricting himself to the heart of a situation, the ex-
ploding point of a conflict.

Number of Characters. Similarly the dramatist is much more limited than
the novelist in the number of characters he can use. In much fiction, of
course, as in drama, the conflict tends to shape up between two, or among
several, main characters. But while the novelist is under no obligation to
accept such a form, the dramatist must center his main action in a charac-
ter or two. For this reason it is most important that he select the right kind
of “lead,” that he recognize clearly just what the issue is and whose actions
are really significant (later we shall see in Ibsen some tendency to lose sight
of the main center of action and thus to get our attention focused on the
wrong character). Perhaps we may express it thus:\each character bears a
greater symbolic weight than in fiction. For there is nothing (except sheer
mability to utilize them advantageously) to hinder the novelist from de-
veloping as fully as he pleases as many characters as he pleases. In Dickens
we often find numerous “main’’ characters, and in our day there has been
developed the “multiplicity” novel involving the use of multiple points of
view (e. g., Huxley’s Point Counter Point). This the dramatist cannot do.
If, like Wilde in Lady Windermere’s Fan, he wishes to present a group of
people (Society) whom he sees as not homogeneous but diverse, he will need
a number of different characters to indicate the diversity, and his problem
becomes this:)if he uses as many characters as he wishes, they may be
blurred because of inadequate treatment; if he uses a small enough number
to permit some fullness of presentation, he may not create the variety he
desires.,You will shortly observe how Wilde copes with the problem. At
any rate, the more numerous the characters, the more subordinate will
most of them become; you will notice that the idea of minor or ““support-
ing”” characters is one which we associate principally with drama, not with
fiction. Such characters exist purelv in relationship to someone else’s situa-



SPECIAL PROBLEMS OF THE DRAMA 29

tion. In Dryden’s A4l for Love, for example, the Roman general Ventidius
has little to do besides try to get Antony away from Cleopatra. He has no
independent existence, such as he might well have in a novel.

Place. The dramatist does not have the practically complete freedom in
the use of place that the cinema and the novel do. While in theory* he is
not restricted, in actual practice he finds it expedient to restrict himself. A
tightly concentrated piece of action involving a limited number of charac-
ters is not normally spread over a dozen different places; i.e., the more pro-
tracted and inclusive in action, the more probable it is that it will have
ramifications and echoes in different places; but the more it is cut down to
climactic events, the more likely it 1s to be concentrated in a smaller num-
ber of places. The action may be appropriate to some general locale, which
will be automatically determined for the dramatist (the action in Macbeth
is obviously going to take place largely in Scottish castles). But then the
dramatist must decide on which specific spots to use and must so work out
the episodes that they will occur logically at these spots. As a part of his
general problem of motivation, he must make the reader feel that the
presence of characters at given spots, and their movement from one locality
to another, is thoroughly logical. The more limited he is in space, the greater
the demands of this kind that will be made upon him. The ironic fact for
him is that if he does this well, we do not notice it; but if he does it badly,
we feel that he is moving characters about arbitrarily and thus interfering
with the effectiveness of his play.

2. PROBLEMS OF DIALOGUE

Further special problems arise from the fact that the dramatist must do
everything in dialogue. As we have already seen,\the dialogue must both
characterize and lead on toward future action; it must be progressive. In
addition to striving for this fundamental quality, the dramatist must face
other problems of structure and method that arise from his dependence on
dialogue.

Progression. Consider, for instance, the need of the dialogue to be pro-
gressive. In each scene the lines must not only be developing the situation
with which that scene is concerned, but they must also be quietly directing
us toward the future—quietly and yet rapidly, for we cannot have the
leisureliness permitted by the amplitude of the novel. A scene that in a novel

* There once was an influential theory, known by the term “unity of place,” which held
that all the action of a drama had to occur in one place (variously interprered as being one
city, onc building, or one room). Qne justification of the theory was that change of place
would seem improbable to the audience. As Dr. Samuel Johnson pointed out, however, the
human imagination is perfectly capable of making such transitions in place. But frequent
change of place is likely to serve as a distraction, to make the action seem broken up into
parts instcad of unified, and thus to undermine concentration of effect Shakespeare’s ex-
traordinary abilities enabled him to hold plays together despite unusual freedom in changing
scenes. But two things are noteworthy: 1. The great_tragedies are relatively compact in
respect to place; 2. Even at his freest, Shakespeare is still more restricted in use of place -
than novelist or movie-writer would be.
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might be an illuminating extension of the central action might in a play be
only static. The dramatist is under pressure. But he cannot make his scene
anticipatory in an artificial or strained way. In a melodrama we may accept
a character’s saying, ‘“ You will hear more of this later on,” but in a play of
serious intention that would be unbearably clumsy. Note how, in Lady
Windermere's Fan, all of Act I points easily ahead toward Act I1. For Act 11
presents a ball which various people are anticipating and to which they can
therefore refer without giving the impression that the author is awkwardly
pointing a finger ahead.

Exposition. The problem of dealing with the past, faced by all writers of
narrative, becomes specialized when the sole medium is dialogue. This is
the problem of ““exposition,” that is, of acquainting us with the back-
ground facts and the starting situation from which the main action moves
forward.\Fiction-writer and narrative-poet can begin with direct exposition
or interpose it later, and fiction and cinema can both utilize different kinds
of flashbacks. In drama the characters themselves must let us know what is
what, and they must do it while-they are talking about something else.
They cannot inform us directly lest they speak for the author instead of
themselves and thus get “out of character.” What any person says must
be consistent with his character generally, and with what he knows and
what his auditor or auditors know. If characters are to be plausible,
they cannot say things that to them would be stale or superfluous in
order that the reader may secure certain information. The information
must be implied in lines which are looking ahead rather than back; the
dramatist must constantly keep two purposes in mind. He cannot make
A. say to B.: “You remember, you came over to my house yesterday
and gave me this subscription blank to sign and said that I should get it
back to you by 2 o’clock this afternoon.” This is easy exposition but entirely
unnatural speech (unless we conceive of A. as making a statement of the
facts for the sake of legal record). A. would probably say, “Well, here’s
your paper. I’m not giving you much, though.” The reader must still find
out the meaning of the paper, but the words “not giving you much” give
him the clue from which he starts to make inferences.

The Use of Informative Devices. To a certain extent, presumably, the
dramatist may attempt the use of devices which, as we have seen, work
more easily in fiction-- descriptions, comments, glances within, and other
such clues. Older stage conventions (see the section on Conventions in the
Glossary) gave him some help here; a good deal of ““steering” could be done
by the “aside” and by the solitary speaker’s lines which were less a solilo-
quy than helpful hints to the audience. These are less reputable now. But
even in their heyday they could not be used without limit; the dramatist
had to depend on his standard dialogue to do double duty. As we have seen,
description and comment are difficult, for, like everything else, they must
not be obtrusive but must be consistent with character and situation.
(Occasionally we find a character whose chief function is to interpret—like
Enobarbus in Shakespeare’s Antony and Cleopatra. But he is the exception



SPECIAL PROBLEMS OF THE DRAMA 31

rather than the rule.) The author’s problem is to find circumstances under
which explanatory lines—ones that are meant especially for the enlighten-
ment of the reader—can come in without offending our sense of probability,
or, still better, without our being aware of their presence. Ben Jonson
manages this rather well in Volpone, in which Volpone, supposedly on his
deathbed, is visited by a series of men who hope to be remembered in his
will. Before these men come in, Volpone and his servant Mosca discuss
them. This discussion is a zestful relishing of the deception to be practiced
upon the visitors. It is perfectly plausible, but at the same time it serves
most usefully to inform us about the intentions and characters of the visitors
and to prepare us for the visits and make us the more sharply aware of the
fluent hypocrisies which both sides speak. Or consider the soliloquy: plainly
it cannot be introduced at any moment at which an inward glance may
seem useful. Instead, the author must create a physical and psychological
situation in which it is a logical mode of expression. Consider Faustus’s
soliloquy in the final scene of Marlowe’s Dr. Faustus. Faustus has to face
the devils alone, and his terror and despair naturally drive him into
anguished expression. We need the aid of no convention to accept this
probing of mind and feelings as plausible.

Plausibility. What lies behind this discussion is the necessity that the
dialogue be plausible as dialogue, so that mechanical defects will not mili-
tate against its eflicacy in presenting and developing the situation. of the
play. That is, dramatic dialogue is a specialized form of conversation and
therefore to be effective has to have some of the generic qualities of con-
versation. Thus it will achieve “‘natyralness.” Now this quality depends
on two main things: (1) what is included in the conversation; (2) how it is
said. (1) A “natural” aspect of spoken intercourse is its tendency to intro-
duce irrelevancies, to wander, to be very inclusive. But drama, as we have
seen, pares material down to the minimum, and its dialogue cannot wan-
der (as Landor’s Conversation can and to some extent does). Hence the
dramatist really serves two masters. He must secure naturalness without
admitting all the casualness and disorder of everyday speech, and yet con-
centrate on the subject without becoming strained and uneasy (a character
must not sound like an orator reading from a prepared manuscript, which
does stick to the subject at hand in a very formal way). You will observe, in
fact, that most dramatists permit in the speeches of their characters a cer-
tain number of conversational tags, which by strict construction might be
ruled out but which contribute some sense of ease (at least in the more
““relaxed” scenes, before, and possibly after, those of climactic tension in
which it is more natural to eliminate all excrescences). (2) In striving for
plausible speech the dramatist finds his most useful ally in how people speak,
and here he must depend on his own sense of language. He can make effec-
tive use of rhythm and of idiomatic vocabulary and constructions. In fact,
to ignore such matters would produce a sense of serious constraint and un-
naturalness. This is what we often find in melodrama, which is likely to
depart sharply from normal idiom and rhythm.
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Naturalness: Poetic Drama. We have so far spoken of naturalness as if it
were a conventional, objective, easily identifiable quality of spoken English.
Obviously it is not that, for what is natural at one time is not natural at
another; what is natural for one person is not natural for another; and what
is natural for one person on one occasion is not natural for him on another.
There are different levels of speech and different kinds of rhythm; and of
these the dramatist must be especially aware precisely because his medium
is dialogue. Too much speed, too much slang, too much formality, too much
ordinariness can ruin a scene, which depends always upon suitableness to
the person, to the occasion, and to the effect to be secured. The dramatist
must take into account all these claims, and his own tact rather than hard-
and-fast rules must guide him. If his tact is insufficient, the dialogue will
not work.

Consider, as a special case, the writing of drama in poetic form, which was
the standard in ancient and modern times until the eighteenth century and
of which there have been revivals in our own day. How does this cohere
with our expectation that dialogue be “natural”? Someone may say,
“People don’t talk poetry,” and it is true that in ordinary relationships
they do not. But the fact is that in extraordinary circumstances they do
tend toward poetic language. And here we get into another complication:
in drama, people are not, strictly spegking, “natural.” Drama is brief, com-
pressed, concerned with crucial events; people are disturbed, unusually
tense; there is a great increase in emotional pressure. John Dryden even
defended the use of heroic couplets in tragedy on the ground that only they
could represent the charactenistic heightening of effect; therefore, said he,
they are “natural.” That is, people under pressure tend to speak in a more
sharply accentuated rhythm and to use more figurative language (‘“‘lt is
a dream” or “You rat”—to use very commonplace examples—are meta-
phors which represent a heightened emotion in the speaker, who, whether
he knows it or not, is speaking a simple form of poetry) So poetic language
becomes natural in drama which achieves real intensity.

To put it in another way, we may say that poetic language is important
among the symbols upon which drama relies. All discourse has to find
effective symbols, and this symbol, since it springs from psychological
necessity, is actually one of the least arbitrary. As a matter of fact, it
should secure easier assent than some more familiar symbolic practices—
such as saluting the flag. To say “ People don’t talk poetry” is like saying,
“People don’t venerate a piece of cloth that has a rather garish design in
three colors.”

It is clear that what has been said so far is particularly applicable to
tragedy, where we especially find emotional pressure and i intensity. In fact,
it ig even possible to argue that the shift from poetry to prose in the eight-
eenlh century (Lillo’s London Merchant unconsciously rebels against the
change it inaugurates) marked the decline of the tragic sense. Shifting to
another itype, we find that comedy also has been written in verse.(It is
possible ito secure in comedy a degree of tension comparable to that of
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tragedy, though with differences due to the different methods of the two
forms (see the Glossary for Tragedy and Comedy). On the other hand, far
more good comedy than tragedy has been written in prose, a fact which
suggests that, whatever degree of intensity it may achieve, comedy is
fundamentally closer to everyday affairs than is tragedy. On the evidence
of language alone, in comedy man is taken at the relatively commonplace
level of manners and customs. The tensions that arise perhaps find their
best symbolic expression in -vitty repartee—the mode of Congreve, Sheri-
dan, and Wilde. It is notable that when Wilde deserts epigram for more
commonplace means of emotional expression, he tends to fall very flat. It
is notable, too, that a verse comedy like Jonson’s /olpone introduces such
a profound sense of evil that the tensions created resemble those of tragedy.

However, whether the dramatist uses poetry as a symbolic language of
tragedy or epigram as a symbolic language of comedy, he is still not ex-
empted from the other demands of “naturalness.” Heightened language
still draws on the vocabulary, idioms, and constructions available to certain
types of people at certain times. A dramatist of our day might very well en-
deavor to use Shakespeare’s poetic method; but if he endeavored to use the
language—the vocabulary and constructions—of Shakespeare he would
produce something completely improbable. He cannot use thee, fardels,
meseems, hath, doth, etc. Here the danger is that of being archaic and exotic.
A comparable danger is that of commonplaceness, of depending on clichés.
“O save me from the fate that’s worse than death” is technically blank
verse, but the words are stale and therefore ineffective. In either case we
feel that the speech is rhetorical or declamatory, getting away from nat-
uralness in the best sense of that word but failing to convey a heightened
sense of reality (i.e., to achieve poetry). In comedy, too, it is possible to
have a certain epigrammatic quality and yet to give to witty speech such a
formal, stand-at-attention quality, and to embed it in passages character-
ized by such lack of ease and flexibility, that the whole effect is one of dead-
ness and unreality.

A literary form which depends wholly upon dialogue obviously faces com-
plex difficulties. Speeches must not only be plausible as speeches and convey
the heightened tension of drama, and be always appropriate to time, place,
and character; but they must also present character and situation, bring
the past perceptibly into view, and progress toward the future.

Tempo. The quality by means of which the dialogue gives us the sense of
moving forward we call its “movement” or “tempo.” This movement may
be barely perceptible, or it may be fairly rapid; it seems clear that, depend-
ing upon the author’s intentions, the movement will be different in differ-
ent plays or even in different parts of the same play (in general, for instance,
it is likely to be rather slow in the early part of the play, where the author
faces the large problems of exposition and of laying the groundwork for all
the subsequent action. This is especially true in Congreve’s Way of the
World.). We all have some idea of what tempo is and hence of what it should
be; we often complain, for instance, that a movie is “slow.” By that we
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mean, really, that the producer has allotted too much time to events of
secondary importance. Or in a play we may feel that the characters talk in
such a way that the action is standing still or else moving forward very
monotonously. So it is plain that a basic problem of the dramatist 1s giving
to his dialogue that quality that will make it seem to move at a desirable
speed and so allotting his limited space that we will not feel he has wasted
any of it on less important matenials.

For a fuller discussion of the ways in which the dramatist may accomplish
these ends, the student may consult the Glossary.

4. How the Problems Are Met

IFFERENT dramatists naturally find different answers to

D their common problems. We could not study all the an-

swers even in an elaborate textbook, but we can under-

stand certain representative ones. As a beginning, we shall make a rather

careful study of a full-length comedy, Oscar Wilde’s Lady Windermere’s Fan

(1892). Here we shall find various clues to the ways in which drama may

work. These ways may not all be equally good ones, and our business will
be to separate the more from the less successful devices.

If, as you read, you can succeed in finding for yourself answers to the
question, ‘“How would this be different if it were a short story or a novel?”
you will be well on the way to grasping some fundamental truths about
drama. Since certain aspects of dramatic structure appear in each act,
each act will be followed by some preliminary discussion. The treatment
of more extensive issues will be given at the end of the play.

I.
LADY WINDERMERE’S FAN

By 0SCAR WILDE

DRAMATIS PERSONZA

Lorp WINDERMERE Lapy WINDERMERE

Lorp DARLINGTON Tue DucHiss oF BErwick
Lorp Aucustus LorTON Lapy Acatua CARLISLE
Mr. Dumsy Lapy PrLympaLe

MRr. Ceci. GRAHAM LApy STUTFIELD

Mgr. Horprer Lapy JEDBURGH

ParkEr, Butler Mgs. Cowper-CowPER

Mrs. ErLyNNE

RosaLrig, Maid



HOW THE PROBLEMS ARE MET

THE SCENES

35

OF THE PLAY

Morning-room in Lord Windermere’s House.
Drawing-room in Lord Windermere’s House.

Act L.

Act I1.

Act III. Lord Darlington’s Rooms.
Act IV. Same as Act I.

Time: The Present.

Place: London.

[The action of the play takes place within twenty-four hours, beginning on a
Tuesday afternoon at five o’clock, and ending the next day at 1:30 p.M.]

FIRST ACT

[Scene. Morning-room of Lord Win-
dermere’s house in Carlton House Ter-
race. Doors C. and R. Bureau with books
and papers R. Sofa with small tea-table
L. Window opening on to terrace L.

Table R.]

[Lady Windermere is at table R., ar-
ranging roses in a blue bowl.]

[Enter Parker.]

Parker: Is your ladyship at home this
afternoon?

Lady Windermere:
called?

Parker: Lord Darlington, my lady.

Lady Windermere: [Hesitaies for a
moment.] Show him up—and I'm at
home to any one who calls.

P.: Yes, my lady. [Exit C.]

Lady W .: 1t’s best for me to see him
before to-night. I'm glad he’s come.

[Enter Parker C.]

P.: Lord Darlington.

[Enter Lord Darlington C. Exit P.]

Lord Darlington: How do you do,
Lady Windermere?

Lady W.: How do you do, Lord Dar-
lington? No, I can’t shake hands with

Yes—who has

band’s birthday present to me. You
know to-day is my birthday?
Lord D.: No? Is it really?
Lady W.: Yes, I'm of age to-day.
5 Quite an important day in my life, isn’t
it? That is why I am giving this party
to-night. Do sit down. [Still arranging
Sowers.]
Lord D.: [Sitring down.] I wish I had

10 known 1t was your birthday, Lady Win-

dermere. I would have covered the whole
street in front of your house with flowers
for you to walk on. They are made for
you. [ A short pause.]

15 Lady W.: Lord Darlington, you an-

noyed me last night at the Foreign
Office. [ am afraid you are going to
annoy me again.

Lord D.: 1, Lady Windermere? [ Enter

20 Parker and Footman C., with tray and

tea things.]

Lady I¥.: Put it there, Parker. That
will do. [#ipes her hands with her pocket-
handkerchief, goes to tea-table L., and sits

25 down.] Won’t you come over, Lord Dar-

lington? [ Exit Parker C.]
Lord D.: [ Takes chair and goes across
L.C.J I am quite miserable, Lady Win-

dermere. You must tell me what I did.

you. My hands are all wet with these 30 [ Sits down at table L.]

roses. Aren’t they lovely? They came up
from Selby this morning.

Lord D.: They are quite perfect. [ Sees
a fan lying on the table.] And what a
wonderful fan! May I look at it?

Lady W.: Do. Pretty, isn’t it! It’s got
my name on it, and everything. I have
only just seen it myself. It’s my hus-

Lady W.: Well, you kept paying me
elaborate compliments the whole eve-
ning.

Lord D.: [Smiling.] Ah, nowadays

35 we are all of us so hard up, that the

only pleasant things to pay are compli-
ments. They’re the only things we can
pay.
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Lady W.: [Shaking her head.] No, 1
am talking very seriously. You mustn’t
laugh, I am quite serious. I don’t like
compliments, and I don’t see why a
man should think he is pleasing a
woman enormously when he says to her
a whole heap of things that he doesn’t
mean.

Lord D.: Ah, but I did mean them.
[ Takes tea which she offers him.]

Lady W.: [Gravely.] 1 hope not. 1
should be sorry to have to quarrel with
you, Lord Darlington. I like you very
much, you know that. But I shouldn’t
like you at all if I thought you were what
most other men are. Believe me, you are
better than most other men, and 1 some-
times think you pretend to be worse.

Lord D.: We all have our little vani-
ties, Lady Windermere.

Lady W¥.: Why do you make that your
special one? [Still seated at table L.]

Lord D.: [Still seated L.C.] Oh, now-
adays so many conceited people go
about Society pretending to be good, that
1 think it shows rather a sweet and mod-
est disposition to pretend to be bad.
Besides, there is this to be said. If you
pretend to be good, the world takes you

very seriously. If you pretend to be bad, ;

it doesn’t. Such 1s the astounding stu-
pidity of optimism.

Lady W.: Don’t you want the world
to take you seriously, then, Lord Dar-
lington?

Lord D.: No, not the world. Who are
the people the world takes seriously? All
the dull people one can think of, from
the bishops down to the bores. I should

friends already, Lord Darlington. We
can always remain so as long as you
don’t—

Lord D.: Don’t what?

Lady W.: Don’t spoil it by saying ex-
travagant, silly things to me. You think
I am a Puritan, I suppose? Well, I have
something of the Puritan in me. I was
brought up like that. I am glad of it.

10 My mother died when I was a mere

child. I lived always with Lady Julia,
my father’s elder sister, you know. She
was stern to me, but she taught me what
the world is forgetting, the difference

15 that there is between what is right and

what is wrong. She allowed of no com-
promise. I allow of none.
Lord D.: My dear Lady Windermere!
Lady W.: [ Leaning back on the sofa.]

20 You look on me as being behind the

age.—Well, I am! I should be sorry to
be on the same level as an age like this.
Lord D.: You think the age very bad?
Lady W.: Yes. Nowadays people seem

25 to look on life as a speculation. It is not

a speculation. It 1s a sacrament. Its
ideal 1s Love. lts purification is sacrifice.

Lord D.: [Smiling.] Oh, anything is
better than being sacrificed!

Lady W.: [Leaning forward.] Don’t
say that.

Lord D.: 1 do say it. I feel it—I know
it. [Enter Parker C.]

Parker: The men want to know if they

35 are to put the carpets on the terrace for

to-night, my lady?

Lady W.: You don’t think it will rain,
Lord Darlington, do you?

Lord D.: 1 won’t hear of its raining on

like you to take me very seriously, Lady 40 your birthday!

Windermere, yox more than anyone else
in life.

Lady W.: Why—why me?

Lord D.: [ After a slight hesitation.] Be-

Lady W.: Tell them to do it at once,
Parker. [Exit Parker C.]

Lord D.: [Still seated.] Do you think
then—of course I am only putting an

cause I think we might be great friends. 45 imaginary instance—do you think that

Let us be great friends. You may want a
friend some day.

Lady W.: Why do you say that?

Lord D.: Oh!—we all want friends at
times.

Lady W.: 1 think we’re very good

in the case of a young married couple,
say about two years married, if the
husband suddenly becomes the intimate
friend of a woman of—well, more than

sodoubtful character—is always calling

upon her, lunching with her, and prob-
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ably paying her bills—do you think that Lord D.: You allow of no exceptions?

the wife should not console herself? Lady W.: None!

Lady W.: [Frowning.] Console her- Lord D.: Ah, what a fascinating Puri-
self? tan you are, Lady Windermere!

Lord D.: Yes, I think she should-—I 5 Lady #.: The adjective was unneces-
think she has the right. sary, Lord Darlington.

Lady W.: Because the husband is vile Lord D.: I couldn’t help it. I can re-
~—should the wife be vile also? sist everything except temptation.

Lord D.: Vileness is a terrible word, Lady W.: You have the modern affec-
Lady Windermere. 1o tation of weakness.

Lady W.: It is a terrible thing, Lord Lord D.: [Looking at her.] 1t’s only an
Darlington. affectation, Lady Windermere.

Lord D.: Do you know I am afraid [Enter Parker C.]
that good people do a great deal of harm Parker: The Duchess of Berwick and

in this world. Certainly the greatest 15 Lady Agatha Carlisle. [ Enter the Duchess
harm they do is that they make badness  of Berwick and Lady Agatha Carlisle C.)
of such extraordinary importance. It is [ £xit Parker C.]
absurd to divide people into good and Duchess of Berwick: [Coming down C.,
bad. People are either charming or and shaking hands.] Dear Margaret, 1
tedious. I take the side of the charming, 20 am so pleased to see you. You remember
and you, Lady Windermere, can’t help  Agatha, don’t you? [Crossing L.C.]J How
belonging to them. do you do, Lord Darlington? I won’t let
Lady W.: Now, Lord Darlington. you know my daughter, you are fuar too
[Rising and crossing R., front of him.]  wicked.
Don’t stir, I am merely going to finish 25 Lord D.: Don’t say that, Duchess. As
my flowers. [Goes to table R.C.] a wicked man 1 am a complete failure.
Lord D.: [Rising and moving chair.] Why, there are lots of people who say I
And 1 must say I think you are very have ncver really done anything wrong
hard on modern life, Lady Windermere.  in the whole course of my life. Of course
Of course there 1s much against it, I 30 they only say it behind my back.

admit. Most women, for instance, now- Duchess of B.: Isn’t he dreadful?
adays, are rather mercenary. Agatha, this is Lord Darlington. Mind

Lady W.: Don’t talk about such  you don’t belicve a word he says. [ Lord
people. Darlington crosses R.C.] No, no tea,

Lord D.: Well then, setting aside mer- 35 thank you, dear. [Crosses and sits on
cenary people, who, of course, are dread-  sofa.] We have just had tea at Lady
ful, do you think seriously that women  Markby’s. Such bad tea, too. It was
who have committed what the world quite undrinkable. I wasn’t at all sur-

calls a fault should never be forgiven? prised. Her own son-in-law supplies it.
Lady W.: [Standing at table.] I think 40 Agatha is looking forward so much to
they should never be forgiven. your ball to-night, dear Margaret.

Lord D.: And men? Do you think that Lady W.: [Seated L.C.J Oh, you
there should be the same laws for men mustn’t think it is going to be a ball,
as there are for women? Duchess. It is only a dance in honour of

Lady W.: Certainly! 45 my birthday. A small and early.

Lord D.: 1 think life too complex a Lord D.: [ Standing L.C.] Very small,
thing to be settled by these hard-and- very early, and very select, Duchess.
fast rules. Duchess of B.: [On sofa L.] Of course

Lady W.: If we had “these hard-and- it’s going to be select. But we know that,
fast rules,” we should find life much sodear Margaret, about your house. It is
more simple. really one of the few houses in London
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where I can take Agatha, and where [ Lady Windermere, good-bye. I may
feel perfectly secure about dear Berwick. come to-night, mayn’t I? Do let me
I don’t know what Society is coming to.  come.

The most dreadful people seem to go Lady W.: [Standing up stage with
everywhere. They ceitainly come to 5 Lord Darlington.] Yes, certainly. But
my parties—the men get quite furiousif you are not to say foolish, insincere
one doesn’t ask them. Really, some one  things to people.

should make a stand against it. Lord D.: [Smiling.] Ah! you are be-

Lady W.: I will, Duchess. I will have ginning to reform me. It is a dangerous
no one in my house about whom there is 10 thing to reform any one, Lady Winder-
any scandal. mere. [ Bows, and exit C.]

Lord D.: [R.C.] Oh, don’t say that, Duchess of B.:[Who has risen, goes C.]
Lady Windermere. 1 should never be  What a charming, wicked creature! I
admitted! [Sitting.] like him so much. I’'m quite delighted

Duchess of B.: Oh, men don’t matter. 15 he’s gone! How sweet you’re looking!
With women it is different. We're good.  Where do you get your gowns? And now
Some of us are, at least. But we are I must tell you how sorry I am for you,
positively getting elbowed into the dear Margaret. [Crosses to sofa and sits
corner. Qur husbands would really for-  with Lady Windermere.] Agatha, dar-
get our existence if we didn’t nag at 20 ling!

them from time to time, just to remind Lady Agatha: Yes, mamma. [ Rises.]
them that we have a perfect legal right Duchess of B.: Will you go and look
to do so. over the photograph album that I see

Lord D.: 1t’s a curious thing, Duchess,  there?
about the game of marriage—a game, by 25 Lady A.: Yes, mamma. [Goes to table

the way, that is going out of fashion— up L.]
the wives hold all the honours, and in- Duchess of B.: Dear girl! She is so
variably lose the odd trick. fond of photographs of Switzerland.
Duchess of B.: The odd trick? Is that  Such a pure taste, I think. But I really
the husband, Lord Darlington? 30 am so sorry for you, Margaret.
Lord D.: It would be rather a good Lady W.: [Smiling.] Why, Duchess?
name for the modern husband. Duchess of B.: Oh, on account of that
Duchess of B.: Dear Lord Darlington,  horrid woman. She dresses so well, too,
how thoroughly depraved you are! which makes 1t much worse, sets such a

Lady W.: Lord Darlington is trivial. 35 dreadful example. Augustus—you know
Lord D.: Ah, don’t say that, Lady my disreputable brother—such a trial to

Windermere. us all—well, Augustus is completely in-
Lady W.: Why do you talk so trivially  fatuated about her. It is quite scandal-
about life, then? ous, for she is absolutely inadmissible

Lord D.: Because I think that life is 40 into society. Many a woman has a past,
far too important a thing ever to talk but [ am told that she has at least a
seriously about it. [Moves up C.] dozen, and that they all fit.

Duchess of B.: What does he mean? Lady W.: Whom are you talking
Do, as a concession to my poor wits, about, Duchess?

Lord Darlington, just explain to meg45 Duchess of B.: About Mrs. Erlynne.
what you really mean. Lady W.: Mrs. Erlynne? I never

Lord D.: [Coming down back of table.] heard of her, Duchess. And what kas
I think I had better not, Duchess. Now- she to do with me?
adays to be intelligible is to be found Duchess of B.: My poor child! Agatha,
out. Good-byel [Skakes hands with 5o darling!

Duchess.] And now—{goes up stage), Lady A4.: Yes, mamma.
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Duchess of B.: Will you go out on the out of somebody, for it seems that she

terrace and look at the sunset? came to London six months ago without
Lady A.: Yes, mamma. [ Exit through  anything at all to speak of, and now she
window L.] has this charming house in Mayfair,

Duchess of B.: Sweet girl! So devoted s5drives her ponies in the Park every
to sunsets! Shows such refinement of afternoon and all—well, all—since she
feeling, does it not? After all, there is has known poor dear Windermere.

nothing like Nature, 1s there? Lady W.: Oh, I can’t believe it!
Lady W.: But what is it, Duchess? Duchess of B.: But it’s quite true, my

Why do you talk to me about this per- 1o dear. The whole of London knows it.

son? That is why I felt it was better to come

Duchess of B.: Don’t you really and talk to you, and advise you to take
know? I assure you we’re all so dis- Windermere away at once to Homburg
tressed about it. Only last night at dear  or to Aix, where he’ll have something to
Lady Fansen’s every one was saying 15 amuse him, and where you can watch
how extraordinary it was that, of all men  him all day long. I assure you, my dear,
in London, Windermere should behave that on several occasions after I was
in such a way. first married, I had to pretend to be

Lady W.: My husband—what has k¢ very ill, and was obliged to drink the
to do with any woman of that kind? 20 most unpleasant mineral waters, merely

Duchess of B.: Ah, what indeed, dear?  to get Berwick out of town. He was so
That is the point. He goes to see her extremely susceptible. Though I am
continually, and stops for hours at a  bound to say he never gave away any
time, and while he is there she is not at  large sums of money to anybody. He 1s
home to any one. Not that many ladies 25 far too high-principled for that!
call on her, dear, but she has a great Lady W.: [Interrupting.] Duchess,
many disreputable men friends—my Duchess, it’s impossible! [Rising and
own brother particularly, as I told you crossing stage to C.]We are only married
—and that is what makes it so dreadful  two years. Our child is but six months
about Windermere. We looked upon 30 0ld. [Sits in chair R. of L. table.]
him as being such a model husband, but Duchess of B.: Ah, the dear pretty
I am afraid there is no doubt about it.  baby! How 1s the little darling? Is it a
My dear nicces—you know the Saville boy or a girl? I hope a girl—Ah, no 1
girls, don’t you?—such nice domestic remember it’s a boy! I’m so sorry. Boys
creatures—plain, dreadfully plain, but 35are so wicked. My boy is excessively
so good—well, they’re always at the immoral. You wouldn’t believe at what
window doing fancy work, and making hours he comes home. And he’s only
ugly things for the poor, which I thinkso  left Oxford a few months—I really don’t
useful of them in these dreadful social- know what they teach them there.
istic days, and this terrible woman has 40  Lady /.: Are all men bad?
taken a house in Curzon Street, right Duchess of B.: Oh, all of them, my
opposite them—such a respectable dear, all of them, without any exception.
street, too. I don’t know what we’re And they never grow any better. Men
coming to! And they tell me that Win-  become old, but they never become
dermere goes there four and five times 45 good.

a week—they see him. They can’t help Lady W.: Windermere and I married
it—and although they never talk for love.
scandal, they—well, of course—they re- Duchess of B.: Yes, we begin like that.

mark on it to every one. And the worst It was only Berwick’s brutal and inces-
of it all is that I have been told that this so sant threats of suicide that made me
woman has got a great deal of money accept him at all, and before the year
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was out, he was running after all kinds
of petticoats, every colour, every shape,
every material. In fact, before the
honeymoon was over, I caught him
winking at my maid, a most pretty,
respectable girl. I dismissed her at once
without a character.—No, I remember
I passed her on to my sister; poor dear
Sir George is so short-sighted, I thought
it wouldn’t matter. But it did, though—
it was most unfortunate. [ Rises.] And
now, my dear child, I must go, as we
are dining out. And mind you don’t take
this little aberration of Windermere’s
too much to heart. Just take him abroad
and he’ll come back to you all right.

Lady W.: Come back to me? [C.]

Duchess of B.: [1..C.] Yes, dear, these
wicked women get our husbands away
from us, but they always come back,
slightly damaged, of course. And don’t
make scenes, men hate them!

Lady W.: 1t is very kind of you,
Duchess, to come and tell me all this.

PROBLEMS OF THE DRAMA

circular tins—most palatable, I believe
—1 fancy it is the thing the servants
always refuse to eat. But the son is quite
interesting. [ think he’s attracted by
5 dear Agatha’s clever talk. Of course, we
should be very sorry to lose her, but I
think that a mother who doesn’t part
with a daughter every season has no
real affection. We’re coming to-night,

10 dear. [Parker opens C. doors.] And re-

member my advice, take the poor fellow
out of town at once, it is the only thing
to do. "Good-bye, once more; come,
Agatha. [Exeunt Duchess and Lady

15 Agatha C.]

Lady W.: How horrible! I understand
now what Lord Darlington meant by
the imaginary instance of the couple not
two years married. Oh! it can’t be true—

20 she spoke of enormous sums of money

paid to this woman. I know where
Arthur<keeps his bank book—in one of
the drawers of that desk. I might find
out by that. 1 will find out. [Opens

But I can’t believe that my husband is 25 drawer.] No, it is some hideous mistake.

untrue to me.

Duchess of B.: Pretty child! I was like
that once. Now I know that all men are
monsters. [ Lady Windermere rings bell.]

[Rises and goes C.] Some silly scandal!
He loves me! He loves me! But why
should I not look? I am his wife, I have
a right to look! [Returns to bureau, takes

The only thing to do is to feed the 3o out book and examines it page by page,

wretches well. A good cook does won-
ders, and that I know you have. My
dear Margaret, you are not going to
cry?

smiles and gives a sigh of relief.] ] knew
it! there is not a word of truth in this
stupid story. [Puts book back in drawer.
As she does so, starts and takes out another

Lady W.: You needn’t be afraid, 35 book.] A second book--—private—locked!

Duchess, I never cry.

Duchess of B.: That’s quite right,
dear. Crying is the refuge of plain
women but the ruin of pretty ones.
Agatha, darling!

Lady A.: [ Entering L.] Yes, mamma.
{Stands back of table L.C.]

Duchess of B.: Come and bid good-
bye to Lady Windermere, and thank

[Tries to open it, but fails. Sees paper
knife on bureau, and with it cuts cover
from book. Begins to start at the first page.]
“Mrs. Erlynne—£600—Mrs. Erlynne

40 —&£700—Mrs. Erlynne —£400.” Oh! it

is true! it is true! How horrible! [ 7hrows
book on floor. [ Enter Lord Windermere.]

Lord W.: Well, dear, has the fan been
sent home yet? [Going R.C. Sees book.]

her for your charming visit. [Coming 45 Margaret, you have cut open my bank

down again.] And by the way, I must
thank you for sending a card to Mr.
Hopper—he’s that rich young Aus-

book. You have no right to do such a
thing!
Lady W.: You think it wrong that

tralian people are taking such notice of  you are found out, don’t you?

just at present. His father made a great 5o

fortune by selling some kind of food in

Lord W .: 1 think it wrong that a wife
should spy on her husband.
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Lady W.: 1 did not spy on you. I
never knew of this woman’s existence
till half an hour ago. Some one who
pitied me was kind enough to tell me

41

Lady W .: Rather curious, isn’t it? [ L.}
Lord W.: [L.C.] Margaret, I was say-
ing to you—and I beg you to listen to
me—that as far as I have known Mrs.

what every one in London knows al- 5 Erlynne, she has conducted herself well.

ready—your daily wvisits to Curzon
Street, your mad infatuation, the mon-
strous sums of money you squander on
this infamous woman! [Crossing L.]

If years ago—

Lady W.: Oh! [Crossing R.C.] 1 don’t
want details about her life!

Lord W.: [C.]1 am not going to give

Lord W.: Margaret! don’t talk like 10 you any details about her life. I tell you

that of Mrs. Erlynne, you don’t know
how unjust it is!

Lady W.: [ Turning to him.] You are
very jealous of Mrs. Erlynne’s honour.
I wish you had been as jealous of mine.

Lord W.: Your honour is untouched,
Margaret. You don’t think for a mo-
ment that—[Puts book back into desk.]

Lady W.: 1 think that you spend your
money strangely. That 1s all. Oh, don’t
imagine I mind about the money. As far
as | am concerned, you may squander
everything we have. But what I do mind
is that you who have loved me, you who
have taught me to love you, should pass
from the love that is given to the love
that is bought. Oh, it’s horrible! [Sits on
sofa.] And it is I who feel degraded!
you don’t feel anything. I feel stained,

simply this—Mrs. Erlynne was once
honoured, loved, respected. She was
well born, she had position—she lost
everything—threw it away, if you like.

15 That makes it all the more bitter. Mis-

fortunes one can endure—they come
from outside, they are accidents. But to
suffer for one’s own faults—ah!—there is
the sting of life. It was twenty years ago,

20 too. She was little more than a girl then.

She had been a wife for even less time
than you have.

Lady W.: 1 am not interested in her—
and—you should not mention this

25 woman and me in the same breath. It is

an error of taste. [ Sitting R. at desk.]
Lord W.: Margaret, you could save

this woman. She wants to get back into.

society, and she wants you to help her.

utterly stained. You can’t realise how 30 [Crossing to her.]

hideous the last six months seem to me
now—every kiss you have given me is
tainted in my memory.

Lord W.: [Crossing to her.] Don’t say

that, Margaret. I never loved any one 33

in the whole world but you.

Lady W .:[ Rises.] Who is this woman,
then? Why do you take a house for
her?

Lady W.: Me!

Lord W .: Yes, you.

Lady W.: How impertinent of her!
[A pause.]

Lord IV.: Margaret, I came to ask you
a great favour, and I still ask it of you,
though you have discovered what I had
intended you should never have known,
that I have given Mrs. Erlynne a large

Lord W.: 1 did not take a house for 40 sum of money. I want you to send her

her.

Lady W.: You gave her the money to
do it, which is the same thing.

Lord W.: Margaret, as far as I have
known Mrs. Erlynne—

Lady W.: 1s there a Mr. Erlynne—or

is he a myth?
Lord W.: Her husband died many
years ago. She is alone in the world.
Lady W.: No relations? [ 4 pause.]
Lord W.: None.

an invitation for our party to-night.
[Standing L. of her.]
Lady W.: You are mad! [Rises.]
Lord W.: 1 entreat you. People may

45 chatter about her, do chatter about her,

of course, but they don’t know anything
definite against her. She has been to
several houses—not to houses where
you would go, I admit, but still to houses

5o where women who are in what is called

Society nowadays do go. That does not
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content her. She wants you to receive But don’t make chasm after chasm be-

her once. tween us. God knows the last few min-
Lady W.: As a triumph for her, I  utes have thrust us wide enough apart.
suppose? Sit down and write the card.

Lord W.: No; but because she knows 5 Lady #.: Nothing in the whole world
that you are a good woman—and that if  would induce me.
she comes here once she will have a Lord W.: [Crossing to bureau.] Then 1
chance of a happier, a surer life than  will! [Rings electric bell, sits and writes
she has had. She will make no further card.]
effort to know you. Won’t you help a10 Lady #.: You are going to invite this

woman who is trying to get back? woman? [Crossing to him.]

Lady W.: No! If a woman really re- Lord W.: Yes. [Pause. Enter Parker.]
pents, she never wishes to return to  Parker!
the society that has made or seen her Parker.: Yes, my lord. [Comes down
ruin. 15 L.C.]

Lord W.: 1 beg of you. Lord W.: Have this note sent to Mrs.

Lady W.: [Crossing to door R] 1 am  Erlynne at No.. 84A Curzon Street.
going to dress for dinner, and don’t [Crossing to L.C. and giving note to
mention the subject again this evening.  Parker.] There is no answer! [Exit
Arthur [going to kim C.], you fancy be- 20 Parker C.]

cause I have no father or mother that Lady W.: Arthur, if that woman
I am alone in the world, and that you comes here, I shall insult her.

can treat me as you choose. You are Lord W.: Margaret, don’t say that.
wrong, 1 have friends, many friends. Lady W.: 1 mean it.

Lord W.: [L.C.] Margaret, you are 25 Lord W.: Child, if you did such a
talking foolishly, recklessly. I won’t thing, there’s not a woman in London
argue with you, but I insist upon your  who wouldn’t pity you.

asking Mrs. Erlynne to-night. Lady W.: There is not a good woman

Lady W.: [R.C.] 1 shall do nothing of in London who would not applaud me.
the kind. [Crossing L.C.] 30 We have been too lax. We must make an

Lord IV.: You refuse? [C.] example. 1 propose to begin to-night.

Lady W.: Absolutely! [Picking up fan.] Yes, you gave me this

Lord W.: Ah, Margaret, do this frr  fan to-day; it was your birthday present.
my sake; it is her last chance. If that woman crosses my threshold, I

Lady W.: What has that to do with 35 shall strike her across the face with
me? it.

Lord W.: How hard good women are! Lord W.: Margaret, you couldn’t do

Lady W.: How weak bad men are! such a thing.

Lord W.: Margaret, none of us men Lady W.: You don’t know mel
may be good enough for the women we 40 [Moves R.] [ Enter Parker.] Parker!
marry—that is quite true—but you Parker: Yes, my lady.
don’t imagine I would ever—oh, the Lady W .: 1 shall dine in my own room.
suggestion is monstrous! I don’t want dinner, in fact. See that

Lady W.: Why should you be differ- everything is ready by half-past ten.
ent from other men? I am told that 45 And, Parker, be sure you pronounce the
there is hardly a husband in London names of the guests very distinctly to-
who does not waste his life over some night. Sometimes you speak so fast that

shameful passion. 1 miss them. I am particularly anxious
Lord W.: 1 am not one of them. to hear the names quite clearly, so as to
Lady W.: 1 am not sure of that! somake no mistake. You understand,

Lord W.: You are sure in your heart. Parker?



HOW THE PROBLEMS ARE MET 43

P.: Yes, my lady. Lord W.: 1 will not—I cannot-she

Lady W.: That will do! [Exit Parker must come!
C.] [Speaking to Lord Windermere.] Lady W.: Then I shall do exactly as 1
Arthur, if that woman comes here—I have said. [Goes R.] You leave me no
warn you— 5 choice. [Exit R.]

Lord W.: Margaret, you’ll ruin us! Lord W.: [Calling after her.] Mar-

Lady W.: Us! From this moment my  garet! Margaret! [4 pause.] My God!
life is separate from yours. But if you What shall I do? I dare not tell her who
wish to avoid a public scandal, write at  this woman really is. The shame would
once to this woman, and tell her that I 1o kill her. [Sinks down into a chair and
forbid her to come here! buries his face in his hands.]

NOTES ON ACT I

Characterization. Act I introduces six characters. Since Wilde cannot
describe them as he might in a novel or analyze their personalities for
us, he depends upon arrangement to aid us in establishing their identity.
By introducing them in terms of sharp contrast he distinguishes them
superficially until we are better acquainted with them and can make more
fundamental distinctions. For instance, we first meet a man and a woman,
Lord Darlington and Lady Windermere, who have sharply divergent views
of life. Using this one case as an example, the student should ask himself:
What other use of sharp contrasts in Act I contributes to a quick pre-
liminary identification of characters?

In place of the novelist’s analysis, the dramatist can use self-analysis by
a character; but then, of course, his problem is to justify the self-analysis.
Note Lady W.’s speech beginning “ Don’t spoil it by saying, etc.” (p. 36b, 5),
a speech which is very useful in characterizing Lady W., but which does
not seem forced. Why does it not seem forced and unnatural? Because it is
a logical part of, and an explanation of, her protest to Lord D. Again, the
Duchess of B. makes long speeches, in which, though she does not analyze
herself, she gives herself away completely. With her, Wilde’s problem is
easier: a loquacious, insensitive person is very likely to speak freely about
herself. Can you find other instances of characters’ making revealing
speeches about themselves without our feeling that the speeches are forced?

Exposition. Act I also carries a very heavy weight of exposition: we learn
about the birthday, the fan, the coming party, Lord D.’s unsuccessful at-
tentions to Lady W.; her position in society, the Duchess of B.’s ideas
and her plans for her daughter, Lord W.’s mysterious interest in a mysteri-
ous Mrs. Erlynne whom Lady W. must entertain but whom she is not to
identify. Wilde manages exposition so skillfully that we learn essential
matters almost without knowing that we are learning them. For example,
Lord D.’s comment on the fan is natural; hence we learn about the birth-
day; this fact, in turn, gives Lord D. an opening for making love—an
excellent situation for characterizing the participants. Wilde has the
Duchess of B. talk informatively, but he tries to keep her lines from seeming
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to the audience bald, intentional exposition. For one thing, the information
about Lord W. is new to Lady W. as well as to us. Further, the Duchess’s
recital is so interlarded with gossip, autobiography, and consciously or un-
consciously witty remarks, that it seems a natural speech, not a rough piece
of exposition. Do you find other examples of well-managed exposition?

Motivation and Progression. Almost everything in the act points for-
ward to something else in Act I or later in the play. Darlington’s making
love to Lady W. leads us to anticipate possible outcomes of this situation.
Darlington’s line, “You may want a friend some time.” plus his evasion of
her question, prepares for the Duchess’s revelations. His questlon to
Lady W. about forglvmg women who have committed “a fault” and her
firm assertion that ““they should never be forgiven” look forward to the
situation that comes up at the end of the act. The Duchess’s revelations
lead to Lady W.’s examining Lord W.’s bankbook; thus her attitude is
established for the following scene with her husband.

The technique in terms of which parts of the action and conversation,
however slight, anticipate subsequent actions, is called motivation. Good
motivation shows that the author knows what he is going to do and can
build up to his effects rather than introduce them crudely and unexpectedly.
(See the Glossary for a further discussion.)

Besides skillfully preparing us for what is to follow, Wilde constantly
compels us to look ahead. Take Lady W.’s coming party: see how many
references to it you can find in the first two-thirds of Act I. Then, of course,
there is the emphatic pointing to the party in the Windermeres’ heated dis-
cussion of Mrs. Erlynne. Thus all our attention is focused on the coming
events in Act II; all of Act I appears to progress toward it. Why is it, by
the way, that it seems perfectly natural to us that Lady W. should threaten
to use a fan (rather than some other object) to strike Mrs. Erlynne?

Note, finally, that we are made to look ahead even beyond Act II toward
the solution of a basic situation on which we have certain hints. A number
of small matters work together very unobtrusively: Lady W. is twenty-one
years old; it was twenty years ago that Mrs. Erlynne committed her
“fault”; Lord W. is hesitant in saying that Mrs. E. has no relations;
Lady W. has “no father or mother”; and finally there is Lord W.’s speech
that closes the act. Such lines, as they lead us on to make inferences about
a situation, constitute exposition; as they suggest future developments,
they help give us a sense of progression.

To give the reader certain hints about an unexplained situation 1s, you
will observe, the method of the mystery story. When the unknown is a
matter of identity, we have still more of the mystery manner. If an author
depends too largely on such matters to gain his suspense, he writes melo-
drama (for further discussion, see the Glossary). Compare this kind of
melodramatic suspense with the kind which Wilde has aroused with regard
to the party to come in Act II: what Lady W. will do to Mrs. Erlynne is
entirely a question of her beliefs and her character, not an external question
of identity.
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Concentration. In Act I we already see the concentration characteristic
of the drama; it seems clear, even at this stage, that a central event in the
play is going to be the party in Act II. In fiction it is highly improbable that
so much would hinge on a single occasion; or, if it did, the fiction-writer
would permit himself a relatively elaborate build-up to the occasion. But
Wilde’s Act I exemplifies the tendency of drama to reduce the time repre-
sented—to deal only with the climax, when the situation is likely to be very
tense. The events of Act I occur at § p.M. on the day of the party; Wilde
could hardly start closer to his main event. In constricting his materials so
sharply, he has to gamble somewhat on other matters. How can we accept
as probable the two calls made so late on the day of the party? The Duch-
ess’s choice of such a time to make her revelations? The sureness and vigor
and speed of Lady W.’s response? Lord W.’s waiting until so late to ask
an invitation for Mrs. Erlynne? To an extent, of course, Wilde can rely
upon our acceptance of dramatic conventions (for a fuller discussion, see the
Glossary), that 1s, upon our agreemg to accept an acceleration of normal
pace and to ignore certain actions which, from the point of view of “real
life,” may seem improbable. In dealing with all arts we must make some
concessions—the “willing suspension of disbelief,” as Coleridge called it.
But no author can depend upon the conventions to gloss over any im-
probability; he must always be striving for the probable. So Wilde has the
calls come at tea-time; the natural overlapping tends to obscure the fact that
there are two calls; the callers are intimate acquaintances; Lord D.’s
devotion would justify his presence. Thus, we are led on in such a way as to
weaken our impulse to ask questions. The Duchess’s tactless gossiping
becomes plaus1ble because of her unflagging, inclusive insensitiveness.
Lady W.’s vigorous, energetic attempt to meet the situation is natural
because we have already seen her as a person very sure of herself and her
beliefs.

Another aspect of the concentration of the play is the apparently com-
plex plot. We see three lines of action: the Darlington-Lady W. plot; the
Erlynne-Windermeres plot; the Berwick-Agatha-Hopper sub-plot. Do they
look like entirely separate plots? Or can you discern, even at this point,
a thematic relationship among them, i.e., a relationship in terms of their
meaning? Could all bear upon one central issue?

Note, finally, the climactic order in which Wilde has arranged the ma-
terials in Act I. What are the reasons why each part tends to produce
higher tension than the one preceding?
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SECOND ACT

[SceNE. Drawing-room in Lord Win-
dermere’s house. Door R.U. opening
into ball-room, where band is playing.
Door L. through which guests are
entering. Door L.U. opens on to illumi-
nated terrace. Palms, flowers, and bril-
liant lights. Room crowded with guests.
Lady Windermere is receiving them.]

Duchess of B.: [Up C.] So strange
Lord Windermere isn’t here. Mr. Hopper
is very late, too. You have kept those
five dances for him, Agatha? [Comes
down.]

Lady A.: Yes, mamma.

Duchess of B.: [Sitting on sofa.] Just
let me see your card. I'm so glad Lady
Windermere has revived cards.—

15
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be two more. [Wanders back to Lady
Plymdale.]

Parker: Mr. Rufford. Lady Jedburgh

and Miss Graham. Mr. Hopper. [ These
5 people enter as announced.]

Hopper: How do you do, Lady Win-
dermere? How do you do, Duchess?
[Bows to Lady Agatha.]

Duchess of B.: Dear Mr. Hopper, how

1onice of you to come so early.-We all

know how you are run after in London.

Hlopper: Capital place, London! They
are not nearly so exclusive in London
as they are in Sydney.

Duchess of B.: Ah! we know your
value, Mr. Hopper. We wish there were
more like you. It would make life so
much easier. Do you know, Mr. Hopper,
dear Agatha and I are so much inter-

They’re a mother’s only safeguard. You 20 ested in Australia. It must be so pretty

dear simple little thing! [ Scratches out
two names.] No nice girl should ever
waltz with such particularly younger
sons! It looks so fast! The last two

with all the dear little kangaroos flying
about. Agatha has found it on the map.
What a curious shape it is! Just like a
large packing case. However, it 1s a very

dances you might pass on the terrace 25 young country, isn’t it?

with Mr. Hopper. [Enter Mr. Dumby
and Lady Plymdale from the ball-room.]

Lady A.: Yes, mamma.

Duchess of B.: [Fanning herself.] The
air is so pleasant there.

Parker: Mrs. Cowper-Cowper. Lady
Stutfield. Sir James Royston. Mr. Guy
Berkeley. [These people enter as an-
nounced.]

Dumby: Good evening, Lady Stut-3

field. I suppose this will be the last ball
of the season?

Lady Stutfield: 1 suppose so, Mr.
Dumby. It’s been a delightful season,
hasn’t it?

Dumby: Quite delightful! Good even-
ing, Duchess. I suppose this will be the
last ball of the season?

Duchess of B.. 1 suppose so, Mr.

f.: Wasn’t it made at the same time
as the others, Duchess?

Duchess of B.: How clever you are,
Mr. Hopper. You have a cleverness quite

30 of your own. Now I mustn’t keep you.

H.: But I should like to dance with
Lady Agatha, Duchess.

Duchess of B.: Well, I hope she has a
dance left. Have you a dance left,

5 Agatha?

Lady A.: Yes, mamma.

Duchess of B.: The next one?

Lady A.: Yes, mamma.

II.: May I have the pleasure? [ Lady

40 Agatha bows.]

Duchess of B.: Mind you take great
care of my little chatterbox, Mr. Hop-
per. [Lady Agatha and Mr. Hopper pass
into ball-room.] [Enter Lord Winder-

Dumby. It has been a very dull season, 45 mere L.]

hasn’t it?

D.: Dreadfully dull! Dreadfully dull!

Mrs. Cowper-Cowper: Good evening,
Mr. Dumby. I suppose this will be the
last ball of the season?

D.: Oh, I think not. There’ll probably

Lord W.: Margaret, 1 want to speak
to you.
Lady W.: In a moment. [ The music

stops.]

5o P.: Lord Augustus Lorton. [Enter

Lord Augustus.]
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Lord Augustus: Good evening, Lady sary about my friendship with Mrs.
Windermere. Erlynne.

Duchess of B.: Sir James, will you take Lord A.: Hem! Well, look here, dear
me into the ball-room? Augustus has old fellow. Do you think she will ever
been dining with us to-night. I really s get into this demmed thing called So-
have had quite enough of dear Augustus  ciety? Would you introduce her to your
for the moment. [Sir James Royston wife! No use beating about the con-
gives the Duchess his arm and escorts her  founded bush. Would you do that?
into the ball-room.] Lord W.: Mrs. Erlynne is coming

P.: Mr. and Mrs. Arthur Bowden. 10 here to-night.

Lord and Lady Paisley. Lord Darling- Lord A.: Your wife has sent her a
ton. [ These people enter as announced.] card?

Lord A.: [Coming up to Lord Winder- Lord W.: Mrs. Erlynne has received
mere.] Want to speak to you particu- a card.
larly, dear boy. I'm worn to a shadow. 15 Lord A4.: Then she’s all right, dear
Know I don’t look it. None of us men  boy. But why didn’t you tell me that
do look what we really are. Demmed before? It would have saved me a heap
good thing, too. What I want to know  of worry and demmed misunderstand-
is this. Who is she? Where does she ings! [Lady Agatha and Mr. Hopper
come from? Why hasn’t she got any 2o cross and exeunt on terrace L.U.E.]

demmed relations? Demmed nuisance, P.: Mr. Cecil Graham! [Enter Mr.
relations! But they make one so Cecil Graham.]
demmed respectable. Cecil Graham: [Bows to Lady Winder-

Lord W.: You are talking of Mrs. mere, passes over and shakes hands with
Erlynne, I suppose? I only met her six 25 Lord  Windermere.] Good evening,
months ago. Till then, I never knew of  Arthur. Why don’t you ask me how I

her existence. am? | like people to ask me how I am.
Lord A.: You have seen a good deal It shows a widespread interest in my
of her since then. health. Now, to-night I am not at all

Lord W.: [Coldly.] Yes, I have seen a 30 well. Been dining with my people.
good deal of her since then. I have Juj;? Wonder why it is one’s people are always
seen her. &< so tedious? My father would talk moral-

Lord A.: Egad! the women are very ity after dinner. I told him he was old
down on her. I have been dining with enough to know better. But my ex-
Arabella this evening! By Jove! you 35 perience is that as soon as people are
should have heard what she said about old enough to know better, they don’t
Mrs. Erlynne. She didn’t leave a ragon  know anything at all. Hallo, Tuppy!
her. . . . [4side.] Berwick and I told her Hear you’re going to be married again;
that didn’t matter much as the lady in  thought you were tired of that game. f‘
question must have an extremely fineqo Lord A4.: You’re excessively trivial,
figure. You should have seen Arabella’s my dear boy, excessively trivial!
expression! . . . But, look here, dear Cecil G.: By the way, Tuppy, which is
boy. I don’t know what to do about it? Have you been twice married and
Mrs. Erlynne. Egad! I might be married  once divorced, or twice divorced and
to her; she treats me with such demmed 45 once married? I say you’ve been twice
indifference. She’s deuced clever, too! divorced and once marned t seems SO
She explains everything. Egad! she ex- much more probable.>.
plains you. She has got any amount of Lord A.: I have a very bad memory.
explanations for you—and all of them I really don’t remember which. [Moves
different. 50 away R.]

Lord W.: No explanations are neces- Lady Plymdale: Lord Windermere,
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I’ve something most particular to ask coldly to Mrs. Erlynne, who bows to her

you. sweetly in turn, and sails into the room.]
Lord W.: 1 am afraid—if you will ex- Lord D.: You have dropped your fan,

cuse me—I] must join my wife. Lady Windermere. [Picks it up and
Lady P.: Oh, you mustn’t dream of g hands it to her.]

such a thing. It’s most dangerous now- Mrs. Erlynne: [C.] How do you do,

adays for a husband to pay any atten- again, Lord Windermere? How charm-
tion to his wife in public. It always ing your sweet wife looks! Quite a
makes people think that he beats her picture!

when they’re alone. The world hasio  Lord W.: [In a low voice.] It was ter-
Ffown so suspicious of anything that  ribly rash of you to come!

looks like a happy married life. But I’ll Mrs. E.: [Smiling.] The wisest thing
tell you what it is at supper. [Moves I ever did in my life. And, by the way,

towards door of ball-room.] you must pay me a good deal of atten-
Lord W.: [C] Margaret! 1 mustig tion this evening. I am afraid of the
speak to you. women. You must introduce me to some

Lady W.: Will you hold my fan for of them. The men I can always manage.
me, Lord Darlington? Thanks. [Comes How do you do, Lord Augustus! You
down to him.] have quite neglected me lately. I have

Lord W .: [Crossing to her.] Margaret, 20 not seen you since yesterday. I am
what you said before dinner was, of afraid you’re faithless. Every one told

course, impossible? me so.
Lady W.: That woman is not coming Lord A.: [R.] Now really, Mrs. Er-
here to-night! lynne, allow me to explain.

Lord W.:[R.C.]Mrs. Erlynneis com-25 Mrs. E.: [R.CJ] No, dear Lord
ing here, and if you in any way annoy  Augustus, you can’t explain anything.
or wound her, yoéu will bring shame and It is your chief charm.

sorrow on us both. Remember that! Ah, Lord A.: Ah!if you find charms in me,

Margaret! only trust me! A wife should Mrs. Erlynne—{ They converse together.

trust her husband! 30 Lord Windermere moves uneasily about
Lady W.: [C.] London is full of the room watching Mrs. Erlynne.]

women who trust their husbands. One Lord D.: [ To Lady Windermere.] How

can always recognise them. They look  pale you are!

so thoroughly unhappy. I am not going Lady W.: Cowards are always pale!

to be one of them. [Moves up.] Lord 35  Lord D.: You look faint. Come out on
Darlington, will you give me back my  the terrace.
fan, please? Thanks. . . . A useful thing Lady W.: Yes. [To Parker.] Parker,

a fan, isn’t it? . . . I want a friend to- send my cloak out.
night, Lord Darlington: I didn’t know Mrs. E.: [Crossing to her.] Lady Win-
I would want one so soon. 40 dermere, how beautifully your terrace is

Lord D.: Lady Windermere! I knew illuminated. Reminds me of Prince
the time would come some day; but why  Doria’s at Rome. [Lady Windermere
to-night? bows coldly, and goes off with Lord Dar-

Lord W.: 1 will tell her. I must. It lington.] Oh, how do you do, Mr.

would be terrible if there were any 45 Graham? Isn’t that your aunt, Lady

scene. Margaret . . . Jedburgh? 1 should so much like to
P.: Mrs. Erlynne! [Lord Winder- know her.
mere starts. Mrs. Erlynne enters, very Cecil G.: [After a moment’s hesitation

beautifully dressed and very dignified. and embarrassment.] Oh, certainly, if
Lady Windermere clutches at her fan, 50 you wish it. Aunt Caroline, allow me to
then lets it drop on the floor. She bows introduce Mrs. Erlynne.
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Mrs. E.: So pleased to meet you, Lord Windermere insists on my dancing
Lady Jedburgh. [Sits beside her on the with him first, and, as it’s his own
sofa.] Your nephew and I are grear house, I can’t well refuse. You know 1
friends. I am so much interested in his  would much sooner dance with you.
political career. I think he’s sure to be 5 Lord A.: [With a low bow.] 1 wish 1
a wonderful success. He thinks like a  could think so, Mrs. Erlynne.

Tory, and talks like a Radical, and Mrs. E.: You know it far too well. 1
that’s so important nowadays. He’s can fancy a person dancing through life
such a brilliant talker, too. But we all  with you and finding it charming.
know from whom he inhcerits that. 10 Lord A.: [Placing his hand on his
Lord Allandale was saying to me only  white waistcoat.] Oh, thank you, thank
yesterday, in the Park, that Mr. you. You are the most adogable of all
Graham talks almost as well as his aunt.  ladies! Ny

Lady Jedburgh: [R.] Most kind of you Mrs. Erlynne: What a nice speech!
to say these charming things to me! 15 So simple and so sincere! Just the sort
[Mrs. Erlynne smiles, and continues of speech I like. Well, you shall hold my
conversation. bouquet. [Goes towards ball-room on

Dumby: [To Cecil Graham.] Did you Lord Waindermere’s arm.] Ah, Mr.
introduce Mrs.-Erlynne to Lady Jed- Dumby, how are you? I am so sorry 1
burgh? 20 have been out the last three times you

Cecil G.: Had to, my dear fellow. have called. Come and lunch on Friday.
Couldn’t help it! That woman can D.: [With perfect nonchalance.] De-
make one do anything she wants. How, lighted! [Lady Plymdale glares with in-
1 don’t know. dignation at Mr. Dumby. Lord Augustus

D.: Hope to goodness she won’t speak 25 followws Mrs. Erlynne and Lord Winder-
to me! [Saunters towards Lady Plym- mere into the ball-room holding bouquet.}
dale.] Lady P.: [To Mr. Dumby.] What an

Mrs. Erlynne: [C. To Lady Jedburgh.] absolute brute you are! I never can be-
On Thursday? With great pleasure. lieve a word you say! Why did you tell
[Rises, and speaks to Lord Windermere, 30 me you didn’t know her? What do you
laughing.] What a bore it is to have to mean by calling on her three times
be civil to these old dowagers! But they running? You are not to go to lunch
always insist on it! there; of course you understand that?

Lady P.: [To Mr. Dumby.] Who is D.: My dear Laura, I wouldn’t dream
that well-dressed woman talking to 35 of going!

Windermere? Lady P.: You haven’t told me her

D.: Haven’t got the slightest idea! name yet! Who is she?

Looks like an édition de luxe of a wicked D.: [Coughs slightly and smooths his
French novel, meant specially for the kair.] She’s a Mrs. Erlynne.

English market. 40 Lady P.: That woman!

Mrs. E.: So that is poor Dumby with D.: Yes; that is what every one calls
Lady Plymdale? I hear she is fright- her.
fully jealous of him. He doesn’t seem Lady P.: How very interesting! How

anxious to speak to me to-night. I intensely interesting! I really must have
suppose he is afraid of her. Those straw- 45 a good stare at her. [Goes to door of ball-
coloured women have dreadful tempers.  room and looks in.] 1 have heard the
Do you know, I think I’ll dance with most shocking things about her. They
you first, Windermere. [Lord Winder- say she is ruining poor Windermere.
mere bites his lip and frowns.] It will And Lady Windermere, who goes in for
make Lord Augustus so jealous! Lord 5o being so proper, invites her! How ex-
Augustus! [ Lord Augustus comes down.” tremely amusing! It takes a thoroughly
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good woman to do a thoroughly stupid
thing. You are to lunch there on Fri-
day!

D.: Why?

Lady P.: Because I want you to take
my husband with you. He has been so
attentive lately, that he has become a
perfect nuisance. Now, this woman is
just the thing for him. He'll dance at-
tendance upon her as long as she lets
him, and won’t bother me. I assure you,
women of that kind are most useful.
They form the basis of other people’s
marriages.

D.: What a mystery you are!

Lady P.:[ Looking at him.] 1 wish you
were!

D.: I am—to myself. I am the only
person in the world I should like to know

thoroughly; but I don’t see any chance 20

of it just at present. [ They pass into the

ball-room, and Ladv Windermere and

Lord Darlington enter from the terrace.]
Lady W.: Yes. Her coming here is

10
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the look in his eyes was false, his voice

false, his touch false, his passion false.

He would come to you when he was

weary of others; you would have to
s comfort him. He would come to you
when he was devoted to others; you
would have to charm him. You would
have to be to him the mask of his real
life, the cloak to hide his secret.

Lady W.: You are right—you are ter-
ribly right. But where am I to turn?
You said -you would be my friend, Lord
Darlington.—7Tell me, what am I to do?
Be my friend now.

15 Lord D.: Between men and women

there is no friendship possible. There is
passion, enmity, worship, love, but nc
friendship. I love you—

Lady W.: No, no! [Rises.]

Lord D.: Yes, 1 love you! You are
more to me than anything in the whole
world. What does your husband give
you? Nothing. Whatever is in him he
gives to this wretched woman, whom he

monstrous, unbearable. I know now 25 has thrust into your society, into your

what you meant to-day at tea time.
Why didn’t you tell me right out? You
should have!

Lord D.: 1 couldn’t! A man can’t tell

home, to shame you before every one.
I offer you my life—

Lady W.: Lord Darlington!

Lord D.: My life—my whole life.

these things about another man! But if 30 Take it, and do with it what youwill. . ..

I had known he was going to make you
ask her here to-night, I think I would
have told you. That insult, at any rate,
you would have been spared.

I love you—love you as I have never
loved any living thing. From the mo-
ment | met you I loved you, loved you
blindly, adoringly, madly! You did not

Lady W.: 1 did not ask her. He in- 35 know it then—you know it now! Leave

sisted on her coming—against my en-
treaties—against my commands. Oh!the
house is tainted for me! I feel that every
woman here sneers at me as she dances

this house to-night. I won’t tell you that
the world matters nothing, or the world’s
voice, or the voice of society. They mat-
ter a great deal. They matter far too

by with my husband. What have I done 40 much. But there are moments when one

to deserve this? I gave him all my life.
He took it—used it—spoiled it! I am
degraded in my own eyes; and 1 lack
courage—]I am a coward! [ Sits down on
sofa.]

Lord D.: If I know you at all, I know
that you can’t live with a man who
treats you like this! What sort of life
would you have with him? You would

has to choose between living one’s own
life, fully, entirely, completely—or
dragging out some false, shallow, de-
grading existence that the world in its

45 hypocrisy demands. You have that

moment now. Choose! Oh, my love,
choose!

Lady W.: [Moving slowly away from
him, and lovking at him with startled

feel that he was lying to you every soeyes.] I have not the courage.

moment of the day. You would feel that

Lord D.: [Following her.] Yes; you
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have the courage. There may be six
months of pain, of disgrace even, but
when you no longer bear his name, when
you bear mine, all will be well. Margaret,
my love, my wife that shall be some
day—yes, my wife! You know it! What
are you now? This woman has the place
that belongs by right to you. Oh! go—
go out of this house, with head erect,
with a smile upon your lips, with cour-
age in your eyes. All London will know
why you did it; and who will blame you?
No one. If they do, what matter?
Wrong? What is wrong? It’s wrong for
a man to abandon his wife for a shame-
less woman. It is wrong for a wife to re-
main with a man who so dishonours her.
You said once you would make no com-
promise with things. Make none now.
Be brave! Be yourself!

Lady W.: 1 am afraid of being myself.
Let me think! Let me wait! My husband
may return to me. [ Sits down on sofa.]

Lord D.: And you would take him
back! You are not what I thought you
were. You are just the same as every
other woman. You would stand any-
thing rather than face the censure of a
world whose praise you would despise.

In a week you will be driving with this 30

woman in the Park. She will be your
constant guest—your dearest friend.
You would endure anything rather than
break with one blow this monstrous tie.

You are right. You have no courage; 35

none!

Lady W.: Ah, give me time to think.
I cannot answer you now. [[Passes her
hand nervously over her brow.]

51

Lady W.: How alone I am in life!
How terribly alone! [ The music stops.
Enter the Duchess of Berwick and Lord
Paisley laughing and ralking. Other

5 guests come on from ball-room.]

Duchess of B.: Dear Margaret, I've
just been having such a delightful chat
with Mrs. Erlynne. I am so sorry for
what 1 said to you this afternoon about

10 her. Of course, she must be all right if

you invite her. A most attractive
woman, and has such sensible views on
life. Told me she entirely disapproved of
people marrying more than once, so I

15 feel quite safe about poor Augustus.

Can’t imagine why people speak against
her. It’s those horrid nieces of mine—
the Saville girls—they’re always talking
scandal. Still, I should go to Homburg,

20 dear, I really should. She is just a little

too attractive. But where is Agatha?
Oh, there she is! [ Lady Agatha and Mr.
Hopper enter from terrace L.U.E.] Mr.
Hopper, I am very, very angry with

25 you. You have taken Agatha out on the

terrace, and she is so delicate.

Hopper: [L.C.] Awfully sorry, Duch-
ess. We went out for a moment and then
got chatting together.

Duchess of B.: [C.] Ah, about dear
Australia, I suppose?

Hopper: Yes!

Duchess of B.: Agatha, darling!
[ Beckons her over.]

Lady A4.: Yes, mammal

Duchess of B.: [Aside.] Did Mr.
Hopper definitely—

Lady A.: Yes, mamma.

Duchess of B.: And what answer did

Lord D.: It must be now or not at all. 40 you give him, dear child?

Lady W .:[Rising from the sofa.] Then,
not at all! [ 4 pause.]

Lord D.: You break my heart!

Lady W.: Mine is already broken. [4
pause.]

Lord D.: To-morrow I leave England.
This is the last time I shall ever look on

you. You will never see me again. For

one moment our lives met—our souls

Lady A4.: Yes, mamma.

Duchess of B.:. [Affectionately.] My
dear one! You always say the right
thing. Mr. Hopper! James! Agatha has

s told me everything. How cleverly you
have both kept your secret.

Hopper: You don’t mind my taking
Agatha off to Australia, then, Duchess?

Duchess of B.: [Indignantly.] To

touched. They must never meet or touch 5o Australia? Oh, don’t mention that

again. Good-bye, Margaret. [ Exit.]

dreadful vulgar place.
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H.: But she said she’d like to come
with me.

Duchess of B.: [Severely.] Did you
say that, Agatha?

Lady A.: Yes, mamma.

Duchess of B.: Agatha, you say the
most silly things possible. I think on the
whole that Grosvenor Square would be
a more healthy place to reside in. There
are lots of vulgar people live in Gros-
venor Square, but at any rate there are
no horrid kangaroos crawling about.
But we’ll talk about that to-morrow.
James, you can take Agatha down.
You’ll come to lunch, of course, James.
At half-past one, instead of two. The
Duke will wish to say a few words to
you, I am sure.

H.: 1 should like to have a chat with
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nothing looks so like innocence as an
indiscretion.

D.: Yes; dear Windermere is becoming
almost modern. Never thought he would.

5 [Bows to Lady Windermere and exit.]

Lady ].: Good-night, Lady Winder-
mere. What a fascinating woman Mrs.
Erlynne is! She is coming to lunch on
Thursday, won’t you come too? 1 expect

10 the Bishop and dear Lady Merton.

Lady W.: 1 am afraid I am engaged,
Lady Jedburgh.

Lady ].: So sorry. Come, dear. [ Exe-
unt Lady [edburgh and Miss Graham.]

15 [Enter Mrs. Erlynne and Lord Winder-

mere.]

Mrs. E.: Charming ball it has been!
Quite reminds me of old days. [Sits on
sofa.] And 1 see that there are just as

the Duke, Duchess. He has not said a 20 many fools in society as there used to be.

single word to me yet.

Duchess of B.: 1 think you’ll find he
will have a great deal to say to you to-
morrow. [ Exit Lady Agatha with Mr.

So pleased to find that nothing has
altered! Except Margaret. She’s grown
quite pretty. The last time I saw her—
twenty years ago, she was a fright in

Hopper.] And now good-night, Mar- 25 flannel. Positive fright, I assure you.

garet. I'm afraid it’s the old, old story,
dear. Love—well, not love at first sight,
but love at the end of the season, which
is so much more satisfactory.

Lady W.: Good-night, Duchess. [ Exit 30

the Duchess of Berwick on Lord Paisley’s
arm.]

Lady P.: My dear Margaret, what a
handsome woman your husband has

The dear Duchess! and that sweet Lady
Agatha! Just the typeof girl I like! Well,
really, Windermere, if 1 am to be the
Duchess’s sister-in-law—

Logd W.: [ Sitting L. of her.] But are
you—? [Exit Mr. Cecil Graham with rest
of guests. Lady Windermere watches,
with a look of scorn and pain, Mrs. Er-
lynne and her husband. They are un-

ben dancing with! 1 should be quite 35 conscious of her presence.]

jealous if 1 were you! Is she a great
friend of yours?

Lady W.: No!

Lady P.: Really? Good-night, dear.
[Looks at Mr. Dumby and exit.]

D.: Awful manners young Hopper
has!

Cecil G.: Ah! Hopper is one of Na-
ture’s gentlemen, the worst type of
gentleman I know.

D.: Sensible woman, Lady Winder-
mere. Lots of wives would have ob-
jected to Mrs. Erlynne coming. But
Lady Windermere has that, uncommon
thing called common sense.

Cecil G.: And Windermere knows that

50

Mrs. E.: Oh, yes! He’s to call to-
morrow at twelve o’clock! He wanted to
propose to-night. In fact he did. He kept
on proposing. Poor Augustus, you know

40 how he repeats himself. Such a bad

habit! But I told him 1 wouldn’t give
him an answer till to-morrow. Of course
I am going to take him. And I dare say
I’ll make him an admirable wife, as

45 wives go. And there is a great deal of

good in Lord Augustus. Fortunately it
is all on the surface. Just where good
qualities should be. Of course you must
help me in this matter.

Lord W.: 1 am not called on to en-
courage Lord Augustus, I suppose?
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Mts. E.: Oh, no! I do the encouraging.
But you will make me a handsome settle-
ment, Windermere, won’t you?

Lord W.: [Frowning.] Is that what
you want to talk to me about to-night?

Mrs. E.: Yes.

Lord W.: [With a gesture of impa-
tience.] I will not talk of it here.

Mrs. E.: [Laughing.] Then we will
talk of it on the terrace. Even business
should have a picturesque background.
Should it not, Windermere? With a
proper background women can do any-
thing.

Lord W.: Won’t to-morrow do as well?

Mrs. E.: Noj; you see, to-morrow I am
going to accept him. And I think it
would be a good thing if I was able to
tell him that I had—well, what shall
1 say?—£2000 a year left to me by
a third cousin—or a second husband—
or some distant relative of that kind. It
would be an additional attraction,
wouldn’t it? You have a delightful op-
portunity now of paying me a compli-
ment, Windermere. But you are not
very clever at paying compliments. [ am
afraid Margaret doesn’t encourage you
in that excellent habit. It’s a great mis-

10

20
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with mine as I think best, as I think
right. It is he who has broken the bond
of marriage—not I. I only break its
bondage. [ Exit.] [Parker enters L. and
5 crosses towards the ball-room R. Enter
Mrs. Erlynne.]
Mrs. E.: Is Lady Windermere in the
ball-room?
P.: Her ladyship has just gone out.
Mrs. E.: Gone out? She’s not on the
terrace?
P.: No, madam. Her ladyship has
just gone out of the house.
Mrs. E.: [Starts, and looks at the

15 servant with a puzzled expression in her

face.] Out of the house?

P.: Yes, madam—her ladyship told
me she had left a letter for his lordship
on the table.

Mrs. E.: A letter for Lord Winder-
mere?

P.: Yes, madam.

Mrs. E.: Thank you. [Exit Parker.
The music in the ball-room stops.] Gone

25 out of her house! A letter addressed to

her husband! [Goes over to bureau and
looks at letter. Takes it up and lays 1t
down again with a shudder of fear.] No,

no! It would be impossible! Life doesn’t

take on her part. When men give up jorepeat its tragedies like that! Oh, why

saying what is charmmg, they give up
thinking what is charming. But seri-
ously, what do you say to £2000?
£2500, I think. In modern life margin

does this horrible fancy come across me?
Why do I remember now the one mo-
ment of my life I most wish to forget?
Does life repeat its tragedies? [ Tears

is everything. Windermere, don’t you 35 letter open and reads it, then sinks down

think the world an intensely amusing
place? I do! [Exit on terrace with Lord
Windermere. Music strikes up in ball-
room.]

into a chair with a gesture of anguish.]
Oh, how terrible! The same words that
twenty years ago 1 wrote to her father!
and how bitterly I have been punished

Lady W.: To stay in this house any 40 for it! No; my punishment, my real pun-

longer is impossible. To-night a man
who loves me offered me his whole life.
I refused it. It was foolish of me. I will
offer him mine now. I will give him

mine. I will go to him! [Puts on cloak 45

and goes to the door, then turns back. Sits
down at table and writes a letter, puts it
into an envelope, and leaves it on table.]
Arthur has never understood me. When

he reads this, he will. He may do as he 50

chooses now with his life. I have done

ishment is to-night, is now! [Still seated
R.] [Enter Lord Windermere L.U.E.]

Lord W.: Have you said good-night
to my wife? [Comes C.]

Mrs. E.: [Crushing letter in her hand.]
Yes.

Lord W.: Where is she?

Mrs. E.: She is very tired. She has
gone to bed. She said she had a headache.

Lord W.: I must go to her. You’ll ex~
cuse me?
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Mrs. E.: [Rising hurriedly.] Oh, no!
It’s nothing serious. She’s only very
tired, that is all. Besides, there are people
still in the supper-room. She wants you
to make her apologies to them. She said
she didn’t wish to be disturbed. [Drops
letter.]] She asked me to tell you!

Lord W.: [Picks up letter.] You have
dropped something.

[Goes L.] But how shall I do it? It must

be done somehow. Ah! [Enter Lord

Augustus R.U.E. carrying bouquet.]
Lord. A.: Dear lady, I am in such sus-

5 pense! May I not have an answer to my

request?

Mrs. E.: Lord Augustus, listen to me.
You are to take Lord Windermere down
to your club at once, and keep him there

Mrs. E.: Oh yes, thank you, that is 10 as long as possible. You understand?

mine. [ Puts out her hand to take 1t.]
Lord W.: [Still looking at letter.] But

it’s my wife’s handwriting, isn’t it?
Myrs. E.: [Takes the letter quickly.]

Yes, it’s—an address. Will you ask them 15

to call my carriage, please?

Lord W.: Certainly. [Goes L. and
Exit.]

Mrs. E.: Thanks! What can I do?

Lord A.: But you said you wished me
to keep early hours!

Mrs. E.: [ Nervously.] Do what I tell
you. Do what I tell you.

Lord A.: And my reward?

Mrs. E.: Your reward? Your reward?
Oh! ask me that to-morrow. But don’t
let Windermere out of your sight to-
night. If you do I will never forgive you.

What can I do? I feel a passion awaken- 20 I will never speak to you again. I’ll have

ing within me that I never felt before.
What can it mean? The daughter must
not be like the mother—that would be
terrible. How can I save her? How can

1 save my child? A moment may ruin a 25

life. Who knows that better than I?
Windermere must be got out of the
house; that is absolutely necessary.

nothing to do with you. Remember you
are to keep Windermere at your club,
and don’t let him come back to-night.
[Exit L.]

Lord A.: Well, really, I might be her
husband already. Positively I might.
[Follows her in a bewildered manner.]

NOTES ON ACT II

Act 1I is the product of all the skillful preparations made in Act I. Note
how all the lines of action established in Act [—those in which the Duchess,
Lady W., and Mrs. Erlynne are the principals—have been followed up.
Because of the carefulness and completeness of the prearrangements, every-
thing appears to move ahead very smoothly.

But in writing Act II Wilde has more of a task than that of presenting
the inevitable outcome of what was started in Act I. He has to arrange a
complex set of materials in such a way that interest will be continuous,
action progressive, and the effect climactic. Note his great initial advantage
in having all the action take place at a ball: because of this fact the whole
problem of exits and entrances becomes an easy one, and the author gains
an unusual freedom in moving his characters about—in and out of the scene.
He can devote all his energies to the effects he wishes to secure.

The Structure of Act II. The main structure of Act II is clear: Wilde ar-
ranges all the action around three major points of interest. So the whole Act
moves in a recognizable rhythm of heightening and decreasing tension,
reaching three climactic points, the third being the most sustained. This



HOW THE PROBLEMS ARE MET 55

pattern is amplified further by Wilde’s use of two moods, one quite serious,
the other rather gay and witty. He alternates these not only for variety
but also to support the basic pattern: the relaxation after a tense point
usually takes the form of a lighter and gayer passage. The Act is written,
as it were, In contrasting panels.

Tt is also written so as to present a logical progression from one high
point to another: Lady W. has to be influenced by Mrs. Erlynne before
she can listen to further proposals by Darlington, and she needs further
persuasion by Darlington before she can decide to leave with him. Hence
the Act seems tight and orderly in its construction.

The first high point is the arrival of Mrs. Erlynne, an incident toward
which the latter part of Act I has been pointed. Notice how carefully Wilde
sets the stage for Mrs. E.’s entry, toward which the first part of Act 11
moves in a crescendo. First, we have a general view of society. But in order
to keep this from being detached and undramatic, Wilde uses, as a center
for it, the already familiar Berwick-Agatha-Hopper action, which is de-
veloped a step further. Second, we have the dialogue between Lord Augus-
tus and Lord Windermere, which not only focuses our attention on the
coming arrival of Mrs. E., but also indicates Lord Augustus’s interest in
her and thus looks ahead toward other possibilities. Further, since Lord
Augustus 1s the brother of the Duchess of Berwick, we find signs of a
division in Society’s attitude toward Mrs. Erlynne. Then, just before
Mrs. E.’s arrival, Wilde skillfully focuses our attention by means of the fan.
Why does he wish to make us very conscious of the fan? How does he set
about doing it? What is the significance of Lady Windermere’s dropping
her fan at the climactic moment?

When Lady Windermere does not strike or assault Mrs. Erlynne, the issue
1s of course settled for the moment, tension relaxes, and Wilde introduces a
panel of action in the lighter mood. But the contrast in tone does not obscure
a real continuity: first Mrs. Erlynne faces her chief enemy, Lady Winder-
mere, and then goes on to face the others. Matters become slightly more
serious in the dialogue between Dumby and Lady Plymdale, which is
brief but significant. What is Wilde getting at by indicating quite clearly
the relationship between the two? The tone again becomes completely
serious in the Darlington-Lady W. dialogue, which contains the second
climactic moment of the Act—Lady W.’s refusal of Darlington.

Again we find a reduction of tension and a humorous panel—the com-
pletion of the Agatha-Hopper affair. Can you see by now how this secondary
strand of action is woven into the theme? What, for instance, is the rela-
tion of this “love’ affair to the love of Darlington for Lady W.? To Lady
Berwick’s suspicion of Mrs. Erlynne and of husbands in general? How does
the Duchess contrast with Lady W.?

The third period of high tension is the most sustained, lasting from Lady
W.’s decision to the end of the Act. Note how the three climaxes are related:
since the second is more sustained than the first, and the third more than
the second, we have an over-all rising movement; and further, at each

- mwresd N



56 PROBLEMS OF THE DRAMA

climax, Lady W. is making a decision. In other words, the act is essentially
hers, dramatizing her psychological development.

Evidences of Melodrama. After Lady W. leaves, however, and Mrs. Er-
lynne takes over the stage, we have a shift in point of view. That is, Wilde
is not merely examining Lady W.’s internal conflict; rather he is interested
in making a comparison. Hence we must learn about the comparable case.
Since he wished to do it in this way, Wilde was doubtless willing to take
the risk of the loss of continuity entailed in the shift of point of view.

Here is a good opportunity to note a difference between drama and other
forms. Either a movie or a novel, for instance, could have kept both Lady
W. and Mrs. Erlynne in view simultaneously and thus achieved some ex-
cellent effects. Drama cannot, so to speak, see things simultaneously but must
present them consecutively. What it so loses s clear; but can you also see
what it may gain? Further, how might the party of Act II have been han-
dled differently by fiction or movie? What other events might have been
presented directly? What might a movie have tended to overemphasize?

Note certain other problems at this point: (1) Lest Mrs. Erlynne’s con-
cern over Lady W. seem unmotivated, Wilde must make explanations.
Why must Wilde use a soliloquy here? Now, we can accept the soliloquy as
a convention (see Glossary), but beyond that we also can ask that it work.
The question is not so much, Is it true to life?, as, Does it do what it 1s sup-
posed to do? In this case, does Mrs. Erlynne’s revelation seem easily and
logically made, and does her emotion seem plausible? Or is it awkward
and unconvincing, and even rather melodramatic? Does the management
of this part of the act seem to indicate hasty or careless work on the part
of Wilde? (2) Since Lord Augustus is Mrs. Erlynne’s only available helper,
it is he who must get Lord W. out of the house. But from what we have seen
of Lord A. it 1s difficult to believe that he could get anybody to go any-
where (note, incidentally, that this little episode increases our knowledge
of the relationship between Mrs. E. and Lord A.). (3) Mrs. Erlynne can
discover and take part in what is going on only by finding and reading a
letter addressed to someone else. Is not this the sort of device used in ad-
venture and mystery stories, that is, in melodrama? (For a further discus-
sion of this term, see the Glossary.)

In fact, do not all the difficulties here derive from the fact that Wilde
is giving the play a melodramatic turn? He appears to lose interest in pre-
senting the development of Lady W.’s character and to prefer, instead, to
save her from the consequences of her mistake. That is, by turning from
Lady W., he shows that he actually stops studying her beliefs and impulses;
he turns from analyzing her to rescuing her. As Mrs. Erlynne takes charge
of the situation, what we see coming up is precisely the last-minute rescue.
Wilde gives up the problem of character and limits himself to purely
external, mechanical matters. This is one of the ways of melodrama.
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THIRD ACT

[SceENE. Lord Darlington’s Rooms.
A large sofa is in front of fireplace R. At
the back of the stage a curtain is drawn
across the window. Doors L. and R.
Table R. with writing materials. Table
C. with syphons, glasses, and Tantalus
frame. Table L. with cigar and cig-
arette box. Lamps lit.]

Lady W.: [Standing by the fireplace.]
Why doesn’t he come? This waiting is
horrible. He should be here. Why is he
not here, to wake by passionate words
some fire within me? I am cold—cold as
a loveless thing. Arthur must have read
my letter by this time. If he cared for
me, he would have come after me, would
have taken me back by force. But he
doesn’t care. He’s entrammelled by this
woman—fascinated by her—dominated
by her. If a woman wants to hold a man,
she has merely to appeal to what is
worst in him. We make gods of men and

they leave us. Others makes brutes of 25

them and they fawn and are faithful.
How hideous life is! . . . Oh! it was mad
of me to come here, horribly mad. And
yet, which is the worst, I wonder, to be

10
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he let me go away at all? I have heard
that men are brutal, horrible ... Oh!
[Hides her face in her hands.] [Enter
Mrs. Erlynne L.]
5 Mrs. E.: Lady Windermere! [Lady
Windermere starts and looks up. Then re-
coils in contempt.] Thank Heaven I am
in time. You must go back to your
husband’s house immediately.

Lady W.: Must?

Mrs. E.: [Authoritatively.] Yes, you
must! There is not a second to be lost.
Lord Darlington may return at any
moment.

Lady W.: Don’t come near me!

Mrs. E.: Oh! You are on the brink of
ruin, you are on the brink of a hideous
precipice. You must leave this place at
once, my carriage is waiting at the cor-

20 ner of the street. You must come with

me and drive straight home. [Lady
Windermere throws off her cloak and
flings it on the sofa.] What are you
doing?

Lady W.: Mrs. Erlynne—if you had
not come here, I would have gone back.
But now that I see you, I feel that
nothing in the whole world would in-
duce me to live under the same roof as

at the mercy of a man who loves one, or 30 Lord Windermere. You fill me with

the wife of 2 man who in one’s own house
dishonours one? What woman knows?
What woman in the whole world? But
will he love me always, this man to

horror. There is something about you
that stirs the wildest—rage within me.
And I know why you are here. My
husband sent you to lure me back that

whom I am giving my life? What do I35 I might serve as a blind to whatever re-

bring him? Lips that have lost the note
of joy, eyes that are blinded by tears,
chill hands and icy heart. I bring him
nothing. I must go back—no; I can’t go

lations exist between you and him.
Mrs. E.: Oh! You don’t think that—

you can’t.
Lady W.: Go back to my husband,

back, my letter has put me in their 40 Mrs. Erlynne. He belongs to you and

power—Arthur would not take me back!
That fatal letter! No! Lord Darlington
leaves England to-morrow. 1 will go
with him—I have no choice. [ Sits down

not to me. I suppose he is afraid of a
scandal. Men are such cowards. They
outrage every law of the world, and are
afraid of the world’s tongue. But he had

for a few moments. Then starts up and 45 better prepare himself. He shall have a

puts on her cloak.]No, no! I will go back,
let Arthur do with me what he pleases.
I can’t wait here. It has been madness
my coming. I must go at once. As for

Lord Darlington—Oh! here he is! What so

shall I do? What can I say to him? Will

scandal. He shall have the worst scandal
there has been in London for years. He
shall see his name in every vile paper,
mine on every hideous placard.

Mrs. Erlynne: No—no—

Lady W.: Yes! he shall. Had he come
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himself, I admit I would have gone back  from the consequence of a hideous mis-
to the life of degradation you and he had  take? That letter that is burnt now was
prepared for me—I was going back—  your letter. I swear it to you!
but to stay himself at home, and tosend ° Lady W.: [Slowly.] You took good
you as his messenger—oh! it was infa- 5 care to burn it before I had examined it.
mous—infamous. I cannot trust you. You, whose whole
Mrs. E.:[C.] Lady Windermere, you life is a lie, how could you speak the
wrong me horribly—you wrong your truth about anything? [ Sits down.]
husband horribly. He doesn’t know you Mrs. E.: [Hurriedly.] Think as you
are here—he thinks you are safe in your 1o like about me—say what you choose
own house. He thinks you are asleep in  against me, but go back, go back to the
your own room. He never read the mad  husband you love.

letter you wrote to him! Lady W.: [Sullenly.] 1 do not love
Lady W.: [R.] Never read it! him!
Mrs. E.. No—he knows nothing 15 Mrs. E.: You do, and you know that
about it. he loves you.
Lady W.: How simple you think me! Lady W.: He does not understand
[Going to her.] You are lying to me! what love is. He understands it as little
Mrs. E.: [Restraining herself. ] 1 am  as you do—but I see what you want.
not. I am telling you the truth. 20 It would be a great advantage for you to

Lady W.: If my husband didn’t read  get me back. Dear Heaven! what a life
my letter, how is it that you are here? I would have then! Living at the mercy
Who told you I had left the house you of a woman who has neither mercy nor
were shameless enough to enter? Who  pity in her, a woman whom it is an
told you where I had gone to? My 25 infamy to meet, a degradation to know,
husband told you, and sent you to de- a vile woman, a woman who comes be-
coy me back. [Crosses L.] tween husband and wife!

Mrs. E.: [R.C.] Your husband has Mrs. E.: [With a gesture of despair.]
never seen the letter. I—saw it, Lopened  Lady Windermere, Lady Windermere,
it. I—read it. 30 don’t say such terrible things. You don’t

Lady W.: [Turning to her.] You know how terrible they are, how terrible
opened a letter of mine to my husband?  and how unjust. Listen, you must listen!
You wouldn’t dare! Only go back to your husband, and I

Mrs. E.: Dare! Oh! to save you from  promise you never to communicate with
the abyss into which you are falling, 35 him again on any pretext—never to see
there is nothing in the world I would him—never to have anything to do with
not dare, nothing in the whole world.  his life or yours. The money that he gave
Here is the letter. Your husband has me, he gave me not through love, but
never read it. lle never shall read it.  through hatred, not in worship, but in
[Going to fireplace.] It should never have 40 contempt. The hold I have over him—
been written. [ Tears it and throws it into Lady W.: [Rising.] Ah! you admit
the fire.] you have a hold!

Lady W.: [With infinite contempt in Mrs. E.: Yes, and I will tell you what
her voice and look.] How do I know that it is. It is his love for you, Lady Winder-
that was my letter after all? You seem 45 mere.
to think the commonest device can take Lady W.: You expect me to believe
me in! that?

Mrs. E.: Oh! why do you disbelieve Mrs. E.: You must believe it! It is
everything I tell you? What object do true. It is his love for you that has made
you think I have in coming here, except so him submit to—oh! call it what you
to save you from utter ruin, to save you like, tyranny, threats, anything you
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choose. But it is his love for you. His
desire to spare you—shame, yes, shame
and disgrace.

Lady W.: What do you mean? You
are insolent! What have I to do with
you?

Mrs. E.: [Humbly.] Nothing. I know
it—but I tell you that your husband
loves you—that you may never meet
with such love again in your whole life
—that such love you will never meet—
and that if you throw it away, the day
may come when you will starve for love
and it will not be given to you, beg for
love and it will be denied you—Oh!
Arthur loves you!

Lady W.: Arthur! And you tell me
there is nothing between you?

Mrs. E.: Lady Windermere, before
Heaven your husband is guiltless of all
offence towards you! And I—I tell you
that had it ever occurred to me that such
a monstrous suspicion would have en-
tered your mind, I would have died
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world has ever shed. You don’t know
what it is. One pays for one’s sin, and
then one pays again, and all one’s life
one pays. You must never know that.—
s As for me, if suffering be an expiation,
then at this moment I have expiated all
my faults, whatever they have been; for
to-night you have made a heart in one
who had it not, made it and broken it.

10 —But let that pass. I may have wrecked

my own life, but I will not let you wreck
yours. You—why, you are a mere girl,
you would be lost. You haven’t got the
kind of brains that enables a woman to

15 get back. You have neither the wit nor

the courage. You couldn’t stand dis-
honour! No! Go back, Lady Winder-
mere, to the husband who loves you,
whom you love. You have a child, Lady

20 Windermere. Go back to that child who

even now, in pain or in joy, may be
calling to you. [ Lady Windermere rises.]
God gave you that child. He will require
from you that you make his life fine,

rather than have crossed your life orz5 that you watch over him. What answer

his—oh! died, gladly died! [Moves away
to sofa R.]

Lady W.: You talk as if you had a
heart. Women like you have no hearts.

will you make to God if his life is ruined
through you? Back to your house, Lady
Windermere—your husband loves you!
He has never swerved for a moment from

Heart is not in you. You are bought and 30 the love he bears you. But even if he

sold. [Sits L.C.]

Mrs. E.: [Starts, with a gesture of
pain. Then restrains herself, and comes
over to where Lady Windermere is sitting.

had a thousand loves, you must stay
with your child. If he was harsh to you,
you must stay with your child. If he
ill-treated you, you must stay with

As she speaks, she stretches out her hands 35 your child. If he abandoned you, your

towards her, but does not dare to touch
her.] Believe what you choose about me.
I am not worth a moment’s sorrow. But
don’t spoil your beautiful young life on

my account! You don’t know what may 40

be in store for you, unless you leave this
house at once. You don’t know what it
is to fall into the pit, to be despised,
mocked, abandoned, sneered at—to be

place is with your child. [Lady Winder-
mere bursts into tears and buries her face
in her hands.] [Rushing to her.] Lady
Windermere!

Lady W.: [Holding out her hands to
her, helplessly, as a child might do.] Take
me home. Take me home.

Mrs. E.: [Is about to embrace her.
Then restrains herself. There is a look of

an outcast! to find the door shut against 45 wonderful joy in her face.] Come! Where

one, to have to creep in by hideous by-
ways, afraid every moment lest the
mask should be stripped from one’s face,
and all the while to hear the laughter,

is your cloak? [Getting it from sofa.]
Here. Put it on. Come at once! [ They go
to the door.]

Lady W.: Stop! Don’t you hear

the horrible laughter of the world, aso voices?

thing more tragic than all the tears the

Mrs. E.: No, no! There is no one!
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Lady W.: Yes, there is! Listen! Oh! Cecil G.: Thanks. [Goes to table with
that is my husband’s voice! He is Lord Darlington.] Mrs. Erlynne looked
coming in! Save me! Oh, it’s some very handsome to-night, didn’t she?

plot! You have sent for him. [ Foices Lord D.: 1 am not one of her ad-
outside.] 5 mirers.
Mrs. E.: Silence! I’'m here to save Cectl G.: T usen’t to be, but I am now.

you, if I can. But I fear it is too late! Why! she actually made me introduce
There! [Points to the curtain across the her to poor dear Aunt Caroline. I be-
window.] The first chance you have, lieve she is going to lunch there.

slip out, if you ever get a chance! 1o Lord D.: [In surprise.] No?

Lady W.: But you? Cecil G.: She is, really.

Mrs. E.: Oh! never mind me. I’ll face Lord D.: Excuse me, you fellows. I'm
them. [Lady Windermere hides herself  going away to-morrow. And I have to
behind the curtain.] write a few letters. [Goes to writing table

Lord A.: [Outside.] Nonsense, deat 15 and sits docwn.]

Windermere, you must not leave me! D.: Clever woman, Mrs. Erlynne.

Mrs. E.: Lord Augustus! Then it is I Cecil G.: Hallo, Dumby! I thought
who am lost! [Hesitates for a moment,  you were asleep.
then looks round and sees door R.; and D.: I am, I usually am!

exit through it [ Enter Lord Darlington,20  Lord A.: A very clever woman.
Mr. Dumby, Lqrd Windermere, Lord Knows perfectly well what a demmed
Augustus Lorton, and Mr. Cecil Graham.]  fool I am—knows it as well as I do my-
Dumby: What a nuisance their turn-  self. [Cecil Graham comes towards him
ing us out of the club at this hour! It’s  laughing.] Ah, you may laugh, my boy,
only two o’clock. [Sinks into a chair.] 25 but it is a great thing to come across a
The lively part of the evening is only ~woman who thoroughly understands
just beginning. [ Yawns and closes his  one.
eyes.] D.: It is an awfully dangerous thing:
Lord W.: It is very good of you, Lord  They always end by marrying one.
Darlington, allowing Augustus to force3o  Cecil G.: But I thought, Tuppy, you
our company on you, but I'm afraid I  were never going to see her again! Yes!

can’t stay long. you told me so yesterday evening at the
Lord D.: Really! I am so sorry! You’ll  club. You said you’d heard— Whisper-
take a cigar, won’t you? ing to him.)
Lord W.: Thanks! [Sits down.] 35 Lord A.: Oh, she’s explained that.
Lord A.: [To Lord Windermere.] My Cecil G.: And the Wiesbaden affair?
dear boy, you must not dream of going. Lord A.: She’s explained that too.
I have a great deal to talk to you about, Dumby: And her income, Tuppy?
of demmed importance, too. [Sits down  Has she explained that?
with him at L. table.] 40 Lord A.: [In a very serious voice.)

Cecil G.: Oh! We all know what that  She’s going to explain that to-morrow.
is! Tuppy can’t talk about anything but  [Cecil Graham goes back to C. table.]

Mrs. Erlynne! D.: Awfully commercial, women now-
Lord W.: Well, that is no business of adays. Our grandmothers®threw their
yours, is it, Cecil? 45 caps over the mills, of course, but by

Cecil G.: None! That is why it inter-  Jove, their granddaughters only throw
ests me. My own business always bores  their caps over mills that can raise the
me to death. I prefer other people’s. wind for them.

Lord D.: Have something to drink, Lord A.: You want to make her out a
you fellows. Cecil, you’ll have a whiskey 5o wicked woman. She is not!

and soda? Cecil G.: Oh! Wicked women bother
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one. Good women bore one. That is the
only difference between them.

Lord A.: [Puffing a cigar.] Mrs. Er-
lynne has a future before her.

D.: Mrs. Erlynne has a past before
her.

Lord A.: 1 prefer women with a past.
They’re always so demmed amusing to
talk to.
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is usually a hypocrite, and a woman who
moralises is invariably plain. There is
nothing in the whole world so unbecom-
ing to a woman as a Nonconformist
5 conscience. And most women know it,
I’'m glad to say.
Lord A.: Just my sentiments, dear
boy, just my sentiments.
Cecil G.: Sorry to hear it, Tuppy;

Cecil G.: Well, you’ll have lots of 10 whenever people agree with me, I al-

topics of conversation with Aer, Tuppy.
[Rising and going to him.]

Lord A4.: You’re getting annoying,
dear boy; you’re getting demmed an-
noying.

Cecil G.: [Puts his hands on his
shoulders.] Now, Tuppy, you’ve lost
your figure and you’ve lost your char-
acter. Don’t lose your temper; you have
only got one.

Lord A.: My dear boy, if I wasn’t the
most good-natured man in London—

Cecil G.: We'd treat you with more
respect, ,wouldn’t we, Tuppy? [Strolls
away.]

D.: The youth of the present day are
quite monstrous. They have absolutely
no respect for dyed hair. [ Lord Augustus
looks round angrily.]

25

ways feel I must be wrong.

Lord A.: My dear boy, when I was
your age—

Cecil G.: But you never were, Tuppy,

15 and you never will be. [Goes up C.] 1

say, Darlington, let us have some cards.
You'll play, Arthur, won’t you?

Lord W.: No, thanks, Cecil.

D.: [With a sigh.] Good heavens! how

20 marriage ruins a man! It’s as demoral-

ising as cigarettes, and far more ex-

pensive.

Cectl G.: You'll play, of course,
Tuppy?

Lord A.: [Pouring himself out a

brandy and soda at table.] Can’t, dear
boy. Promised Mrs. Erlynne never to
play or drink again.

Cecil G.: Now, my dear Tuppy, don’t

Cecil G.: Mrs. Erlynne has a very 3o be led astray into the paths of virtue.

great respect for dear Tuppy.

D.: Then Mrs. Erlynne sets an ad-
mirable example to the rest of her sex.
It is perfectly brutal the way most

Reformed, you would be perfectly
tedious. That is the worst of women.
They always want one to be good. And
if we are good, when they meet us, they

women nowadays behave to men who 35 don’t love us at all. They like to find us

are not their husbands.

Lord W.: Dumby, you are ridiculous,
and Cecil, you let your tongue run away
with you. You must leave Mrs. Erlynne

quite irretrievably bad, and to leave us
quite unattractively good.

Lord D.: [Rising from R. table, where
he has been writing letters.] They always

alone. You don’t really know anything 40 do find us bad!

about her, and you’re always talking
scandal against her.

Cecitl G.: [Coming towards him L.C.]
My dear Arthur, I never talk scandal.
I only talk gossip.

Lord W.: What is the difference be-
tween scandal and gossip?

Cecil G.: Oh! gossip is charming!
History is merely gossip. But scandal is

gossip made tedious by morality. Now, 5o

I never moralise. A man who moralises

D.: I don’t think we are bad. I think
we are all good, except Tuppy.

Lord D.: No, we are all in the gutter,
but some of us are looking at the stars.

45 [Sits down at C. table.]

D.: We are all in the gutter, but some
of us are looking at the stars? Upon my
word, you are very romantic to-night,
Darlington.

Cecil G.: Too romantic! You must be
in love. Who 1s the girl?

.
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Lord D.: The woman I love is not free, nuisance. I should like to be allowed a
or thinks she isn’t. [Glances instinctively  little time to myself now and then.
at Lord Windermere while he speaks.] Lord A.: [Looking round.] Time to

Cecil G.: A married woman, then! educate yourself, I suppose.
Well, there’s nothing in the world like 5 D.: No, time to forget all I have
the devotion of a married woman. It’s a  learned. That is much more important,
thing no married man knows anything dear Tuppy. [Lord Augustus moves un-
about. eastly in his chair.]

Lord D.: Oh! she doesn’t love me. Lord D.: What cynics you fellows are!
She i1s a good woman. She is the only 10 Cecil G.: What is a cynic? [Sitting on
good woman 1 have ever met in my the back of the sofa.]

life. Lord D.: A man who knows the price
Cecil G.: The only good woman you of everything and the value of nothing.
have ever met in your life? Cecil G.: And a sentimentalist, my
Lord D.: Yes! 15 dear Darlington, is a2 man who sees an

Cecil G.: [Lighting a cigarette.] Well,  absurd value in everything, and doesn’t
you are a lucky fellow! Why, I have met  know the market price of any single
hundreds of good women. I never seem  thing.
to meet any but good women. The world Lord D.: You always amuse me, Cecil.
is perfectly packed with good women. 20 You talk as if you were a man of ex-
To know them is a middle-class educa- perience.

tion. Cecil G.: 1 am. [Moves up to front of
Lord D.: This woman has purity and  fireplace.]

innocence. She has everything we men Lord D.: You are far too young!

have lost. 25 Cecil G.: That is a great error. Ex-

Cecil G.: My dear fellow, what on perience is a question of instinct about
earth should we men do going about life. I have got it. Tuppy hasn’t. Ex-
with purity and innocence? A carefully perience is the name Tuppy gives to his
thought-out buttonhole is much more mistakes. That is all. [Lord Augustus

effective. 30 looks round indignantly.]
D.: She doesn’t really love you then? D.: Experience is the name every one
Lord D.: No, she does not! gives to their mistakes.
D.: 1 congratulate you, my dear Cecil G.: [Standing with his back to

fellow. In this world there are only two  the fireplace.] One shouldn’t commit
tragedies. One is not getting what one 35 any. [Sees Lady Windermere's fan on
wants, and the other is getting it. The sofa.]

last is much the worst, the last is a real D.: Life would be very dull without
tragedy! But I am interested to hear she  them.
does not love you. How long could you Cecil G.: Of course you are quite faith-
love a woman who didn’t love you, 40 ful to this woman you are in love with,
Cecil? Darlington, to this good woman?
Cecil G.: A woman who didn’t love Lord D.: Cecil, if one really loves a
me? Oh, all my life! woman, all other women in the world
D.: So could I. But it’s so difficult to  become absolutely meaningless to one.
meet one. 45 Love changes one—/ am changed.
Lord D.: How can you be so con- Cecil G.: Dear me! How very interest-
ceited, Dumby? ing! Tuppy, I want to talk to you.
D.: 1 didn’t say it as a matter of con- [ Lord Augustus takes no notice.]
ceit. | said it as a matter of regret. I D.: It’s no use talking to Tuppy. You

have been wildly, madly adored. I am somight just as well talk to a brick wall.
sorry 1 have. It has been an immense Cecil G.: But I like talking to a brick
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wall—it’s the only thing in the world Lord W.: Good God! [ Seizes the fan—
that never contradicts me! Tuppy! Dumby rises.]

Lord A4.: Well, what is it? What is it? *©  Cecil G.: What is the matter?
[Rising and going over to Cecil Graham.] Lord W.: Lord Darlington!

Cecil G.: Come over here. I want you 5  Lord D.: [Turning round.] Yes!
particularly. [A4side.] Darlington has Lord W.: What is my wife’s fan doing
been moralising and talking about the here in your rooms? Hands off, Cecil.
purity of love, and that sort of thing, Don’t touch me.

and he has got some woman in his rooms Lord D.: Your wife’s fan?

all the time. 1o Lord W.: Yes, here it is!
Lord A.: No, really! really! Lord D.: [Walking towards him.] 1
Cecil G.: [In a low voice.] Yes, hereis  don’t know!

her fan. [Potuts to the fan.) Lord W.: You must know. I demand
Lord A.: [Chuckling.] By Jove! By an explanation. Don’t hold me, you fool.

Jove! 15[ To Cecil Graham.]

Lord W.:CUp by door.] 1 am really off Lord D.: [A4side.] She is here after
now, Lord Darlington. I am sorry you all!
are leaving England so soon. Pray call Lord W .: Speak, sir! Why is my wife’s
on us when you come back! My wife and  fan here? Answer me! By God! T’ll

I will be charmed to see youl 20 search your rooms, and if my wife’s
Lord D.: [Up stage with Lord Winder-  here, U'll— Moves.]
mere.] I am afraid I shall be away for Lord D.: You shall not search my
many years. Good-night! rooms. You have no right to do so. I for-
Cecil G.: Arthur! bid you!
Lord W.: What? 25 Lord W.: You scoundrel!l I'll not
Cecil G.: I want to speak to you for a  leave your room till I have searched
moment. No, do come! every corner of it! What moves behind
Lord W.: [Puiting on his coat.] 1 can’t  that curtain? [Rushes towards the cur-
—I’m off! tain C.]

Cecil G.: It is something very par-30 Mrs. E.: [Enters behind R Lord
ticular. It will interest you enormously.  Windermere!

Lord W.: [ Smiling.] It is some of your Lord W.: Mrs. Erlynne! [Every one

nonsense, Cecil. starts and turns round. Lady Windermere
Cecil G.: It isn’t! It isn’t really. slips out from behind the curtain and
Lord A.: [Going to him.] My dear 35 glides from the room L.]

fellow, you mustn’t go yet. I have a lot Mrs. E.: 1 am afraid 1 took your

to talk to you about. And Cecil has wife’s fan in mistake for my own, when

something to show you. I was leaving your house to-night. I am
Lord W.: [Walking over.] Well, what so sorry. [Takes fan from him. Lord

is it? © 40 Windermere looks at her in contempt.

Cecil G.: Darlington has got a woman  Lord Darlington in mingled astonish-
here in his rooms. Here is her fan. ment and anger. Lord Augustus turns
Amusing, isn’t it? (4 pause.] away. The other men smile at each other.]

NOTES ON ACT III

The Rhythm of Act ITII. Like Act II, Act III has several climactic points.
What are they? How are they related to each other? How does Wilde work
up to each one? Do we find any relaxation of tension after each climactic
point, as in Act II? Is there any alternation of moods, as in Act II? Note



64 PROBLEMS OF THE DRAMA

the rather long witty passage between the arrival of the men and Cecil’s
discovery of the fan. Is this waste motion—simply so much repartee? Does
the dialogue have any bearing on the theme? Is there, beneath the surface
of the witty interchange, any contrast in mood? Is this part of the act
“relaxed,” or could it be argued that the wit itself maintains a kind of in-
tellectual tension? Is this tension different from that of the first half of the
Act? '

The Melodramatic Tendency; Motivation. Here we see Wilde, though
he does make some fight against it, continuing in his drift toward melo-
drama. For in general Act III goes on with a last-minute rescue, managed
largely by forces outside the person being rescued; the force of which we see
most is Mrs. E.’s resourcefulness. Lady W. does, of course, help to save
herself. There is a real conflict between her and Mrs. E., she acquires
new insight and undergoes a definite growth, and thus we have a gen-
uine dramatic action. The ironic assurance with which Lady W. misjudges
the intentions of Mrs. E. is an important part of the dramatic effect. There
are, however, two ways in which the action might have produced a more
profound sense of drama. If Lady W., with her ironic misunderstanding,
had actually run away with Lord D., we would have had to come to grips
with more fundamental complications. In that case, Lady W., the essen-
tially good person with the hamartia or “tragic law” (terms frequently
encountered in dramatic criticism), might have resembled closely the
tragic ‘““hero” defined by Aristotle (see Glossary). On the other hand,
Act ITI might have been a very important step in a study of the growth of
character of Mrs. Erlynne. But that purpose would have required a com-
pletely different orientation or “focus” (for a fuller discussion of this term,
see the Glossary), with Mrs. E. in the central position and Lady W.
“played down.” The fact that our attention is now divided somewhat
between the two indicates some lack of focus, some failure to get down to
the basic problem of either of them.

Wilde, however, appears to prefer external complications. If he had
wished to focus attention on Lady W.’s inner struggle, he might just as
well—and perhaps better—have done it without all the to-do at Lord
Darlington’s, which shifts attention from the problem to the rescue. With
his technical ingenuity, Wilde could certainly have managed to bring
Lady W. and Mrs. E. together at Lady W.’s place. But he had evidently
predetermined to have the excitement at Lord D’s. Now notice all the
difficulties he runs into in carrying out this plan.

First, he has no real reason for keeping Lord D. away from his apart-
ment; indeed, we might expect him to be at home preparing to ‘“leave
England” next day. Second, Wilde has to rely on the accidental discovery
of the letter to get Mrs. Erlynne to Lord D.’s apartment. Third, he has to
rely on the accident of the men’s arriving just at the climax of the scene
between the women. Fourth, Wilde has no workable explanation of how

the men happen to be there at all. Dumby says that they were put out of a
club and that Lord Augustus “forced” them on Lord D., but why should
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it be Lord D. rather than someone else, and how could Lord Augustus,
of all people, successfully do the forcing? Fifth, in order to have a double
concealment, Wilde makes Mrs. Erlynne hide from Lord Augustus—
although we have previously seen Mrs. Erlynne masterfully controlling
Lord Augustus, and Lord Augustus overcome by Mrs. Erlynne’s skill in
explaining things.

Here we see a dramatist battling with certain problems of time and
place, which we spoke about earlier in Part I (see p. 29). When he does not
handle them very plausibly, we have a sense of poor motivation. Many read-
ers will feel that here Wilde has arbitrarily decided on a certain type of
scene and then has had to resort too fuch to trickery and unSL%btle manipu-
lation to bring it about.

A concealment- scéne may be used for legmmate and even brilliant
dramatic effects, as we shall see when we come to read Sheridan’s School for
Scandal. Though we cannot now compare the two, we may suggest one or
two contrasts. Note that, since none of Wilde’s characters on the stage
knows that anyone else is present, there can be none of the interaction which
is a basic element in the corresponding Sheridan scene. Hence Wilde’s
scene is thinner, less dynamic; it is one-dimensional. Further, since the
concealed women can actually learn nothing from what they overhear, the
conversation on the stage can have no effect on them. Hence the scene
depends for its effect entirely upon the possibility of discovery of the con-
cealed persons. No real question of character is involved. The threat of dis-
covery, the stress on the hairbreadth escape—this is the mood of melo-
drama, and to do him justice, Wilde makes the most of the possibility.
Note how Wilde multiplies the threats in the last several pages of the
scene. It is this rapid-fire series of thrills toward which he has directed the
whole act. Does it not seem, in the long run, however, that to gain such an
effect he has had to stay on a rather superficial level and proceed by too
artificial means?

The Mother-Daughter Coincidence. The most striking coincidence is of
course the resemblance between the experiences of mother and daughter,
and the fact that the mother is present to aid her daughter at the critical
moment. The danger here is that the author will seem to be more intent on
a startling resemblance than on a study of character (for a comment on a
somewhat similar handling of materials see the discussion of Somerset
Maugham’s The Circle in Appendix A). Wilde tries to reduce this danger
in various ways: (1) By carefully preparing us for the fact that Mrs. Erlynne
is Lady W.’s mother, he has endeavored to reduce the sense of surprise
which would tend to reinforce our feeling that the situation is purely coin-
cidental. (2) By introducing the irony of Lady W.’s unjustly suspecting
Lord W. of having an affair with Mrs. Erlynne, he suggests that he is in-
terested in more than a duplication for its own sake. (3) By making the
experiences of mother and daughter come out very differently he reduces
the appearance of having an improbable repetition. (4) By not making
Mrs. Erlynne known to Lady W. he eliminates possible sentimental effects;
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hence we are somewhat the more willing to acquit him of the charge of
giving us a put-up job.

It 1s possible that Wilde, if questioned, would have justified his risk—of
seeming to derive his major effects from an improbable coincidence—in this
way. Lady W. is too inflexible and doctrinaire in her judgments. She can
learn only from someone of wider experience. But it is precisely the person
of worldly experience to whom she will not listen. Hence such a person must
gain Lady W.’s trust by some striking act of devotion. This act of devotion,
Wilde might argue, could be performed only by someone with maternal
protectiveness and unselfishness. How plausible would you find this case?

FOURTH ACT Parker not to trouble. That will do.
. [Exit Rosalie.]
[SceNE. Same as in Act 1] Lady W.: [Rising.] She is sure to tell

Lady W.: [Lying on sofa.] How can  him. I can fancy a person doing a won-
I tell him? I can’t tell him. It would sderful act of self-sacrifice, doing it
kill me. I wonder what happened after spontaneously, recklessly, nobly—and
I escaped from that horrible room. Per-  afterwards finding out that it costs too
haps she told them the true reason of much. Why should she hesitate between
her being there, and the real meaning of  her ruin and mine? . . . How strange! I
that—fatal fan of mine. Oh, if he knows— 10 would have publicly disgraced her in my
how can I look him in the face again? own house. She accepts public disgrace
He would never forgive me. [Touches in the house of another to save me. . . .
bell.] How securely one thinks one lives  There is a bitter irony in things, a bitter
—out of reach of temptation, sin, folly. irony in the way we talk of good and
And then suddenly—Oh! Life is terrible. 15 bad women. . . . Oh, what a lesson! and
It rules us, we do not rule it. [Enter what a pity that in life we only get our
Rosalie R.] lessons when they are of no use to us!

Rosalie: Did yourladyshipringforme?  For even if she doesn’t tell, I must. Oh!

Lady W.: Yes. Have you found out at  the shame of it, the shame of it. To tell
what time Lord Windermere came in 201t is to live through it all again. Actions

last night? are the first tragedy in life, words are
R.: His lordship did not come in till the second. Words are perhaps the worst.
five o’clock. Words are merciless. . . . Oh! [ Starts as

Ladv W.: Five o’clock? He knocked  Lord Windermere enters.]

at my door this morning, didn’t he? 25  Lord W.: [Kisses her.] Margaret—
R.: Yes, my lady—at half-past nine.  how pale you look!

1 told him your ladyship was not awake Lady W.: 1 slept very badly.

yet. Lord W.: [Sitting on sofa with her.] 1
Lady W.: Did he say anything? am so sorry. I came in dreadfully late,
R.: Something about your ladyship’s 30 and didn’t like to wake you. You are

fan. I didn’t quite catch what his lord-  crying, dear.

ship said. Has the fan been lost, my Lady W.: Yes, I am crying, for I have

lady? I can’t find it, and Parker says it  something to tell you, Arthur.

was not left in any of the rooms. He has Lord W.: My dear child, you are not
looked in all of them and on the terrace 35 well. You've been doing too much. Let
as well. us go away to the country. You’'ll be all

Lady W.: It doesn’t matter. Tell right at Selby. The season is almost over.
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There is no use staying on. Poor darling! Lord W.: My dear child, the woman’s

We'll go away to-day, if you like. impossible. No matter what harm she

[Rises.] We can easily catch the 3:40. tries to do us, you must never see her

I'll send a wire to Fannen. [Crosses and  again. She is inadmissible anywhere.

sits down at table to write a telegram.] 5 Lady W.: But I want to see her. I
Lady W.: Yes; let us go away to-day.  want her to come here.

No; I can’t go to-day, Arthur. There Lord W.: Never!

is some one I must see before I leave Lady W.: She came here once as your

town—some one who has been kind to  guest. She must come now as mine. That

me. 101s but fair.

Lord W.: [Rising and leaning over Lord W.: She should never have come

sofa.] Kind to you? here.

Lady W.: Far more than that. [ Rises Lady W.: [Rising.] It is too late,
and goes to him.] I will tell you, Arthur,  Arthur, to say that now. [ Moves away.]
but only love me, love me as you used 15 Lord W.: [ Rising.] Margaret, if you
to love me. knew where Mrs. Erlynne went last

Lord W.: Used to? You are not think- night, after she left this house, you
ing of that wretched woman who came  would not sit in the same room with her.
here last night? [Coming round and It was absolutely shameless, the whole
sitting R. of her.] You don’t still imagine 20 thing.

—no, you couldn’t. Lady W.: Arthur, I can’t bear it any
Lady W.: 1 don’t. I know now I was longer. I must tell you. Last night—
wrong and foolish. [Enter Parker with a tray on which lie

Lord W.: It was very good of you to  Lady Windermere’s fan and a card.]
receive her last night—but you arezs P.: Mrs. Erlynne has called to return

never to see her again. your ladyship’s fan which she took away
Lady W.: Why do you say that? [4 by mistake last night. Mrs. Erlynne has
pause.] written a message on the card.

Lord W.: [Holding her hand.] Mar- Lady W.: Oh, ask Mrs. Erlynne to be
garet, 1 thought Mrs. Erlynne was a 3o kind enough to come up. [Reads card.]
woman more sinned against than sin- Say I shall be very glad to see her.
ning, as the phrase goes. I thought she [Exit Parker.] She wants to see me,
wanted to be good, to get back into a  Arthur.
place that she had lost by a moment’s Lord W.: [ Takes card and looks at 1t.]
folly, to lead again a decent life. I be-35 Margaret, I beg you not to. Let me see
lieved what she told me—I was mis- her first, at any rate. She’s a very dan-
taken in her. She is bad—as bad as a gerous woman. She is the most danger-
woman can be. ous woman I know. You don’t realise

Lady W.: Arthur, Arthur, don’t talk  what you’re doing.
so bitterly about any woman. I don’t40 Lady W.: It is right that I should see
think now that people can be divided her.
into the good and the bad as though Lord W.: My child, you may be on the
they were two separate races or cre- brink of a great sorrow. Don’t go to
ations. What are called good women meet it. It is absolutely necessary that I
may have terrible things in them, mad 45 should see her before you do.

moods of recklessness, assertion, jeal- Lady W.: Why should it be neces-
ousy, sin. Bad women, as they are sary? [Enter Parker.]
termed, may have in them sorrow, re- P.: Mrs. Erlynne. [Enter Mrs. Er-

pentance, pity, sacrifice. And’I don’t Ilynne.][Exit Parker.]
think Mrs. Erlynne a bad woman—Iso Mrs. E.: How do you do, Lady Win-
know she’s not. dermere? [To Lord Windermere.] How
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do you do? Do you know, Lady Win- haven’t you got one of yourself with

dermere, 1 am so sorry about your fan.  your little boy?

I can’t imagine how I made such a silly Lady W.: 1 have. Would you prefer

mistake. Most stupid of me. And as I  one of those?

was driving in your direction, I thought 5 Mrs. E.: Yes.

I would take the opportunity of re- Lady W.: I'll go and get it for you, if

turning your property in person with you’ll excuse me for 2 moment. I have

many apologies for my carelessness, and  one upstairs.

of bidding you good-bye. Mrs. E.: So sorry, Lady Windermere,
Lady W.: Good-bye? [ Moves towards 10 to give you so much trouble.

sofa with Mrs. Erlynne and sits down Lady W.: [Moves to door R.] No

beside her.] Are you going away, then, trouble at all, Mrs. Erlynne.

Mrs. Erlynne? Mys. E.: Thanks so much. [ Exit Lady
Mrs. E.: Yes; I am going to live  Windermere R.] You seem rather out of

abroad again. The English climate 15 temper this morning, Windermere. Why

doesn’t suit me. My—heart is affected  should you be? Margaret and I get on

here, and that I don’t like. I prefer liv-  charmingly together.

ing in the south. London is too full of Lord W.: 1 can’t bear to see you with

fogs and—and serious people, Lord her. Besides, you have not told me the

Windermere. Whether the fogs produce 20 truth, Mrs. Erlynne.

the serious people or whether the serious Mrs. E.: I have not told her the truth,
people produce the fogs, I don’t know, you mean.
but the whole thing rather gets on my Lord W.: [Standing C.] 1 sometimes
nerves, and so I’m leaving this afternoon  wish you had. I should have been spared
by the Club Train. 25 then the misery, the anxiety, the annoy-
Lady W.: This afternoon? But I ance of the last six months. But rather
wanted so much to come and see you.  than my wife should know—that the
Mrs. E.: How kind of you! But I am  mother whom she was taught to consider
afraid I have to go. as dead, the mother whom she has
Lady W .: Shall I never see you again, 30 mourned as dead, is living—a divorced
Mrs. Erlynne? woman, going about under an assumed

Mrs. E.: 1 am afraid not. Our lives lie  name, a bad woman preying upon life,
too far apart. But there is a little thing  as I know you now to be—rather than
I would like you to do for me. I want a  that, I was ready to supply you with
photograph of you, Lady Windermere 35 money to pay bill after bill, extrava-
—would you give me one? You don’t gance after.extravagance, to risk what
know how gratified 1. should be. occurred yesterday, the first quarrel I

Lady W.: Oh, with pleasure. Thereis  have ever had with my wife. You don’t
one on that table. I’ll show it to you. understand what that means to me.
[Goes across to the table.] 40 How could you? But I tell you that the

Lord W.:[[Coming up to Mrs. Erlynne  only bitter words that ever came from
and speaking in a low voice.] It is mon-  those sweet lips of hers were on your
strous your intruding yourself here after  account, and I hate to see you next
your conduct last night. her. You sully the innocence that is in

Mrs. E.: [With an amused smile.] My 45 her. [Moves L.C.] And then 1 used to
dear Windermere, manners before think that with all your faults you were

morals! frank and honest. You are not.

Lady W.: [Returning.] I’m afraid it is Mrs. E.: Why do you say that?
very flattering—I am not so pretty as Lord ‘W.: You made me get you an
that. [Showing photograph.] so invitation to my wife’s ball.

Mrs. E.: You are much prettier. But Mrs. E.: For my daughter’s ball—yes.
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Lord W.: You came, and within an  taking my wife’s fan from here and then
hour of your leaving the house you are leaving it about in Darlington’s rooms,
found in a man’s rooms—you are dis- it is unpardonable. I can’t bear the
graced before every one. [Goes up sight of it now. I shall never let my wife
stage C.] 5 use it again. The thing is soiled for me.

Mrs. E.: Yes. You should have kept it and not

Lord W.: [Turning round on her.] brought it back.

Therefore 1 have a right to look upon Mrs. E.: 1 think I shall keep it. [Goes
you as what you are—a worthless, up.] It’s extremely pretty. [Takes up
vicious woman. I have the right to tell 1o fan.] 1 shall ask Margaret to give it
you never to enter this house, never to  to me.

attempt to come near my wife— Lord W.: I hope my wife will give it
Mrs. E.: [Coldly.] My daughter, you you.

mean. Mrs. E.: Oh, I’m sure she will have no
Lord W.: You have no right to claim 15 objection.

her as your daughter. You left her, Lord IV .: 1 wish that at the same time

abandoned her when she was but a child  she would give you a miniature she
in the cradle, abandoned her for your kisses every night before she prays—It’s

lover, who abandoned you in turn. the miniature of a young innocent-look-~
Mrs. E.: [Rising.] Do you count that 20 ing girl with beautiful dark hair.

to his credit, Lord Windermere—or to Mrs. E.: Ah, yes, I remember. How

mine? long ago that seems! [Goes to sofa and
Lord W.: To his, now that I know  sits down.] It was done before 1 was

you. married. Dark hair and an innocent
Mrs. E.: Take care—you had better 25 expression were the fashion then, Win-

be careful. dermere! [A4 pause.]

Lord W.: Oh, 1 am not going to Lord W.: What do you mean by
mince words for you. I know you coming here this morning? What is

thoroughly. your object? [Crossing L.C. and sitting.]
Mrs. E.: [ Looking sieadily at him.] 130 Mrs. E.: [With a note of irony in her
question that. woice.] To bid good-bye to my dear

Lord W.: 1 do know you. For twenty  daughter, of course. [Lord Windermere
years of your life you lived without bites his under lip in anger. Mrs. Erlynne
your child, without a thought of your looks at him, and her voice and manner
child. One day you read in the papers 35 become serious. In her accents as she
that she had married a rich man. You  talks there is a note of deep tragedy. For a
saw your hideous chance. You knew  moment she reveals herself.] Oh, don’t
that to spare her the ignominy of learn- imagine I am going to have a pathetic
ing that a woman like you was her scene with her, weep on her neck and tell
mother, I would endure anything. You 40 her who I am, and all that kind of thing.
began your blackmailing. I have no ambition to play the part of a

Mrs. E.: [Shrugging her shoulders.] mother. Only once in my life have I
Don’t use ugly words, Windermere. known a mother’s feelings. That was
They are vulgar. I saw my chance, it is last night. They were terrible—they
true, and took it. 45 made me suffer—they made me suffer

Lord W.: Yes, you took it—and too much. For twenty years, as you say,
spoiled it all last night by being found I have lived childless,—I want to live
out. childless still. [#iding her feelings with a

Mrs. E.: [With a strange smile.] You  trivial laugh.] Besides, my dear Winder-
are quite right, I spoiled it all last night. 50 mere, how on earth could I pose as a

Lord W.: And as for your blunder in mother with a grown-up daughter?
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Margaret is twenty-one, and I have Lord W.: 1 am going to tell her.
never admitted that I am more than Mrs. E.: [Going up to him.] If you
twenty-nine, or thirty at the most. do, I will make my name so infamous
Twenty-nine when there are pink that it will mar every moment of her
shades, thirty when there are not. So s5life. It will ruin her, and make her
you see what difficulties it would in- wretched. If you dare to tell her, there
volve. No, as far as I am concerned, let  is no depth of degradation I will not
your wife cherish the memory of this sink to, no pit of shame I will not
dead, stainless mother. Why should I  enter. You shall not tell her—I forbid
interfere with her illusions? I find it hard 10 you.

enough to keep my own. I lost oneillusion Lord W.: Why?

last night. I thought I had no heart. I Mrs. E.: [After a pause.] If I said to
find I have, and a heart doesn’t suit me,  you that I cared for her, perhaps loved
Windermere. Somehow it doesn’t go her even—you would sneer at me,
with modern dress. It makes one look 15 wouldn’t you?

old. [Takes up hand-mirror from table Lord W.: 1 should feel it was not true.

and looks into it.] And it spoils one’s A mother’s love means devotion, un-

career at critical moments. selfishness, sacrifice. What could you
Lord W.: You fill me with horror—  know of such things?

with absolute horror. 20 Mrs. E.: You are right. What could I

Mrs. E.: [Rising.] I suppose, Winder-  know of such things? Don’t let us talk
mere, you would like me to retire into a  any more about it —as for telling my
convent, or become a hospital nurse, or  daughter who I am, that I do not allow.
something of that kind, as people do in It is my secret, it is not yours. If I make
silly modern novels. That 1s stupid of 25 up my mind to tell her, and I think I
you, Arthur; in real life we don’t do  will, I shall tell her before I leave the
such things—not as long as we have any  house—if not, I shall never tell her.
good looks left, at any rate. No—what Lord W.: [Angrily.] Then let me beg
consoles one nowadays is not repent- of you to leave our house at once. I will
ance, but pleasure. Repentance is quite 30 make your excuses to Margaret. [ Enter
out of date. And besides, if a woman  Lady Windermere R. She goes over to
really repents, she has to go to a bad  Mrs. Erlynne with the photograph in her
dressmaker, otherwise no one believes  hand. Lord Windermere moves to back of
in her. And nothing in the world would  sofa, and anxiously watches Mrs. Er-
induce me to do that. No; I am going 35 lynne as the scene progresses.]

to pass entirely out of your two lives. Lady W.: 1 am so sorry, Mrs. Er-
My coming into them has been a mis- lynne, to have kept you waiting. I
take—I discovered that last night. couldn’t find the photograph anywhere.

Lord W.: A fatal mistake. At last I discovered it in my husband’s

Mrs. E.: [Smiling.] Almost fatal. 40 dressing-room—he had stolen it.

Lord W.: 1 am sorry now I did not Mrs. E.: [Takes the photograph from
tell my wife the whole thing at once. her and looks at 1t.] I am not surprised—

Mrs. E.: 1 regret my bad actions. it is charming. [Goes over to sofa with
You regret your good ones—that is the  Lady Windermere, and sits down beside
difference between us. 45 her. Looks again at the photograph.] And

Lord W.: 1 don’t trust you. I will tell so that is your little boy! What is he
my wife. It’s better for her to know, and  called?

from me. It will cause her .inﬁnite pain Lady W.: Gerard, after my dear
—it will humiliate her terribly, but it’s  father.
right that she should know. so  Mrs. E.:[Layingthe photograph down.]

Mrs. E.: You propose to tell her? Really?
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Lady W.: Yes. If it had been a girl, I  let you think that I am going to accept
would have called it after my mother. this sacrifice. I am not. It is too great.
My mother had the same name as my- I am going to tell my husband everv-

self, Margaret. thing. It is my duty.
Mrs. E.: My name is Margaret too. 5 Mrs. E.: It is not your duty—at least
Lady W.: Indeed! you have duties to others besides him.
Mrs. E.: Yes. [Pause.] You are de- You say you owe me something?

voted to your mother’s memory, Lady Lady W.: 1 owe you everything.

Windermere, your husband tells me. Mrs. E.: Then pay your debt by

Lady W.: We all have ideals in life. 10 silence. That is the only way in which it
At least we all should have Mineis my can be paid. Don’t spoil the one good
mother. thing I have done in my life by telling it

Mrs. E.: 1deals are dangerous things. to any one. Promise me that what
Realities are better. They wound, but  passed last night will remain a secret

they’re better. 15 between us. You must not bring misery
Lady W.: [ Shaking her head.] If Ilost  into your husband’s life. Why spoil his
my ideals, I should lose everything. love? You must not spoil it. Love is
Mrs. E.: Everything? easily killed. Oh! how easily love is
Lady W.: Yes. [Pause.] killed. Pledge me your word, Lady Win-
Mrs. E.: Did your father often speak 20 dermere, that you will never tell him. 1
to you of your mother? insist upon it.

Lady W.: No, it gave him too much Lady W.: [With bowed head.] It is
pain. He told me how my mother had  your will, not mine.
died a few months after I was born. His Mrs. E.: Yes, it 1s my will. And never
eyes filled with tears as he spoke. Then 25 forget your child—I like to think of you
he begged me never to mention her asa mother. I like you to think of your-
name to him again. It made him suffer  self as one.
even to hear it. My father—my father Lady W .: [ Looking up.] I always will
really died of a broken heart. His was now. Only once in my life I have for-

the most ruined life I know. 30 gotten my own mother—that was last
Mrs. E.:[Rising.] I am afraid I must  night. Oh, if I had remembered her I

go now, Lady Windermere. should not have been so foolish, so
Lady W.: [Rising.] Oh no, don’t. wicked.

Mrs. E.: 1 think I had better. My Mrs. E.:. [With a slight shudder.]

carriage must have come back by this 35 Hush, last night is quite over. [Enter
time. I sent it to Lady Jedburgh’s with  Lord Windermere.]

a note. Lord W.: Your carriage has not come
Lady W.: Arthur, would you mind back yet, Mrs. Erlynne.

seeing if Mrs. Erlynne’s carriage has Mrs. E.: It makes no matter. I'll take

come back? 40 a hansom. There is nothing in the world
Mrs. E.: Pray don’t trouble, Lord so respectable as a good Shrewsbury

Windermere. and Talbot: And now, dear Lady Win-

Lady W.: Yes, Arthur, do go, please. dermere, 1 am afraid it is really good-
[Lord Windermere hesitates for a moment  bye. [Moves up C.] Oh, I remember.
and looks at Mrs. Erlynne. She remains 45 You'll think me absurd, but do you
quite impassive. He leaves the room.J[To  know I’ve taken a great fancy to this
Mrs. Erlynne.]Oh! What am I tosay to  fan that I was silly enough to run away
you? You saved me last night? [Goes with last night from your ball. Now, I
towards her.] wonder would you give it to me? Lord

Mrs. E.: Hush—don’t speak of it. 5o Windermere says you may. I know it is

Lady W.: 1 must speak of it. I can’t  his present.



72 PROBLEMS OF THE DRAMA

Lady W.: Oh, certainly, if it will give hair.] Child, you and she belong to
you any pleasure. But it has my name different worlds. Into your world evil

on it. It has ‘“Margaret” on it. has never entered.
Mrs. E.: But we have the same Chris- Lady W.: Don’t say that, Arthur.
tian name. 5 There i1s the same world for all of us, and

Lady W.: Oh, 1 forgot. Of course, do good and evil, sin and innocence, go
have it. What a wonderful chance our through it hand in hand. To shut one’s
names being the same! eyes to half of life that one may live

Mrs. E.: Quite wonderful. Thanks—it  securely is as though one blinded one-
will always remind me of you. [Shakes 10 self that one might walk with more
hands with her.] [ Enter Parker.) safety in a land of pit and precipice.

P.: Lord Augustus Lorton. Mrs. Er- Lord W.: [Moves down with her.]
lynne’s carriage has come. [Enter Lord  Darling, why do you say that?
Augustus.] Lady W.: [Sits on sofa.] Because I,

Lord A.: Good morning, dear boy. 15 who had shut my eyes to life, came to
Good morning, Lady Windermere. [Sees  the brink. And one who had separated

Mrs. Erlynne.] Mrs. Erlynne! us—
Mrs. E.: How do you do, Lord Au- Lord W.: We were never separated.
gustus? Are you quite well this morning? Lady W.: We never must be again. O
Lord A.: [Coldly.] Quite well thank 20 Arthur, don’t love me less, and I will
you, Mrs. Erlynne. trust you more. [ will trust you abso-
Mrs. E.: You don’t look at all well, lutely. Let us go to Selby. In the Rose
Lord Augustus. You stop up too late—  Garden at Selby the roses are white and

it is so bad for you. You really should red. [Enter Lord Augustus C.]
take more care of yourself. Good-bye, 25 Lord A.: Arthur, she has explained
Lord Windermere. [Goes towards door everything! [Lady Windermere looks
with a bow to Lord Augustus. Suddenly  horribly frightened at this. Lord Winder-
smiles and looks back at him.) Lord  mere starts. Lord Augustus takes Winder-
Augustus! Won’t you see me to my mere by the arm and brings him to front
carriage? You might carry the fan. soof stage. He talks rapidly and in a low
Lord W.: Allow me! voice. Lady Windermere stands watching
Mrs. E.: No; I want Lord Augustus.  them in terror.] My dear fellow, she has
I have a special message for the dear explained every demmed thing. We all
Duchess. Won’t you carry the fan, Lord  wronged her immensely. It was entirely

Augustus? 35 for my sake she went to Darlington’s
Lord A.: If you really desire it, Mrs.  rooms. Called first at the Club—fact is,
Erlynne. wanted to put me out of suspense—and

Mrs. E.: [Laughing.] Of course I do.  being told I had gone on—followed—
You’ll carry it so gracefully. You would naturally frightened when she beard a
carry off anything gracefully, dear Lord 40 lot of us coming in—retired to another
Augustus. [ When she reaches the door she  room—1I assure you, most gratifying to
{ooks back for a moment at Lady Winder- me, the whole thing. We all behaved
mere. Their eyes meet. Then she turns, and  brutally to her. She is just the woman
extt C. followed by Lord Augustus.] for me. Suits me down to the ground.

Lady W.: You will never speak 45 All the conditions she makes are that we
against Mrs. Erlynne again, Arthur, live entirely out of England. A very good

will you? thing too. Demmed clubs, demmed cli-
Lord W.: [Gravely.] She is better than mate, demmed cooks, demmed every-
one thought her. thing. Sick of it all!

Lady W.: She is better than I am. o Lady W.: [Frightened] Has Mis.
Lord W.: [Smiling as he strokes her Erlynne—?
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Lord A.: [Advancing towards her with  marrying a very clever woman!
a low bow.] Yes, Lady Windermere— Lady W.. [Taking her hushand's
Mrs. Erlynne has done me the honour kand.] Ah, you’re marrying a very good
of accepting my hand. woman!

Lord W.: Well, you are certainly s

NOTES ON ACT IV

Wilde’s Problems; Further Melodramatic Effects. Wilde’s main prob-
lem in Act IV is that his play largely ended with Act IT1. What is left is
largely a post-mortem, which has few dramatic possibilities. Hence Wilde
must squeeze the materials dry to make the Act seem dramatic. Lady W.’s
basic decision has been made, and the only problem left is that her hus-
band may find out about her escapade. But this is only a matter of possible
discomfort, not a real issue; it is irrelevant, and Wilde could not bring it
in without getting off the subject. Hence his toying with the possibility of
Lord W.s finding out is really an introduction’of false suspense. At the
same time, however, Wilde ignores one subject that appears to call for
treatment: why does Lord W. have no curiosity about his wife’s change of
attitude to Mrs. E.?

For suspense, too, Wilde introduces the possibility that Lady W. may
find out who Mrs. E. is—another unreal threat. It is too late for the new
theme that the identification would introduce. (Moreover, such a recog-
nition scene is almost incurably melodramatic.) To secure a clash between
Mrs. E. and Lord W. he makes Lord W. undergo an unmotivated change
of mind about identifying Mrs. E. to Lady W.; a little later Wilde reverses
Lord W.’s position and makes him angry at the possibility that Mrs. E.
may identify herself. In fact, in an endeavor to keep up a sense of clash in
Act IV, Wilde appears to move Lord W. around very arbitrarily. Con-
sider, for example, his change of attitude to Mrs. Erlynne: we do not find
adequate ground for his utter condemnation of her, a condemnation so
much at variance with his earlier attacks on the hasty conclusions of
others. So we constantly feel that he is angry without due cause. (One is
almost tempted to suggest that Wilde has used him merely because he felt
that an angry man would tone up the act.)

In reversing the feelings of both husband and wife to Mrs. Erlynne,
Wilde is obviously striving for an ironic effect. But do we not feel that the
irony is forced? That the reversal is too perfect? Are there any other in-
stances of overplayed irony in the Act? Consider the speech in which
Lord W. says to Mrs. E., “I should feel it was not true, etc.” and that in
which Lady W. says to Mrs. E., “Only once in my life have I forgotten
my own mother—"" (p. 70b, 16 ff.; p. 71b, 28 ff.).

Mrs. Erlynne’s Part in Act IV. The only matter that is still dramatically
incomplete is the fate of Mrs. Erlynne; perhaps Wilde could have secured
his most solid dramatic effect by restricting Act IV to her and Lady W. At
any rate, note certain aspects of Wilde’s use of Mrs. Erlynne: (1) What
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change of tone occurs after she comes on the stage? Does her wit make for
triviality after the heaviness of the Windermeres’ dialogue? What is the
effect of such a speech as this: ““And, besides, if a woman really repents,
she has to go to a bad dressmaker, otherwise no one believes in her”?
(2) Wilde wishes Mrs. Erlynne to have separate interviews with both hus-
band and wife. Do his devices for getting one or the other off the stage
seem natural or labored? (3) Note several aspects of Lord Augustus’s part
in the Act. From one point of view, we have here another unmotivated
entrance. On the other hand, the episode is very useful symbolically: it tells
us again that Mrs. Erlynne can be convincing to part of society, enough so
to achieve a comfortable modus vivendi. Lord Augustus is not an ideal
catch, of course; if he were, we could have an inappropriate and uncon-
vincing romantic ending. But to give Mrs. Erlynne a partially satisfactory
existence 1s to avoid, on the other hand, a pathetic or sentimental ending
that would be inconsistent with the comic tone which Wilde has adopted.

2. THE PLAY AS A WHOLE

Now that we can see the play as a whole, let us try to pick out some
of the general problems faced by the writer of the play. The basic situation,
we see, is the conflict between society and an individual who has flouted
social conventions. What Wilde had to do first was to transform this vast,
abstract subject into a compressed and concrete drama. That is, he had to
pick a specific situation and impose on it various limitations that would
bring it within the boundaries of the conventional play.

THE LIMITATIONS

The social outcast 1s represented by Mrs. Erlynne. Notice that Wilde has
room only for the outcast who wants to get back into society and does
something about it. There is no room for outcasts who are crushed or in-
different or resigned or inactive; nor do we see anything of Mrs. Erlynne’s
associates in exile. We see her only in her relation to society.

Further, we see that relationship exhibited in only one episode, and the
episode ‘centers in a single event, Lady Windermere’s ball. Not only the
action, but also the time and space are cut down: all the action takes place
within twenty-four hours, and the events of three acts take place in one
house. In order to see what a cut-down, specialized situation we have here,
we have only to imagine how much time before and after the ball a movie
or a novel would include (perhaps presenting directly Mrs. Erlynne’s
elopement of twenty years before), and how much movement in space they
would show. This play illustrates, then, the general dramatic practice of
cutting out everything but the climax of a situation.

The method offers special difficulties and special advantages. For
one thing, the dramatist must make it plausible that so much crucial
action should take place in so short a time. It is not easy to convince an
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audience that a prim Victorian lady will in a few hours’ time decide to
desert her husband. But under the high pressure which the drama main-
tains we do not seriously question the decision.

The nature of drama itself helps us out; for within its limits an unusually
high tension can be maintained and an acceleration of the normal everyday
tempo of life is not only natural but inevitable.

THE SYMBOLIC SITUATION

We are further helped in accepting this compressed action by the fact
that we see it as symbolic action. Not that the play is primarily symbolic,
but that the actions do become more than mere elements in a sequence.
For instance, Lady W.’s ball symbolizes society in action; Mrs. E.’s ex-
perience there will symbolize her acceptance or rejection by society. Drama,
because it can present only a very few of the complications which make up
any human situation, must always rely on our grasping the symbolic import
of what it does present. Conversely, the dramatist must find situations
capable of taking on symbolic significance. If, for instance, Mrs. Erlynne
simply called on Lady W. instead of coming to her party, it would be far
more difficult to invest the episode with symbolic significance.

THE AUTHOR’S ATTITUDE

Thus far we have been considering the play almost entirely from the
point of view of problems in technique, that is, relatively mechanical necessi-
ties and devices. And a very important problem still remains—a problem
which is by no means separate from those already considered but which
grows out of them. This is the problem of the meaning of the play. What is
Wilde “saying”? How does he want us to feel about various characters?
How can we discover his “attitude” toward them? To answer these ques-
tions we shall have to continue our consideration of how Wilde manages
various mechanical aspects of the play. We are not so much changing our
subject, perhaps, as shifting emphasis. In earlier sections we discussed
technique from the point of view of theatrical limitations and effect,
plausibility, and so on; now we turn to technique as an index of the author’s
attitude to his materials (see Glossary.)

Then another question comes up: shall we accept his attitude? It is clear
that we need not agree with an author, but we certainly owe him a hearing;
and though he may not bring us to accept his conclusion, he can do certain
things to convince us that he is worth a hearing. He can show us that he has
at least a satisfactory grasp of experience; that is, whatever his conclusions,
he sees things with sufficient flexibility, comprehensiveness, and consist-
ency. He can, for instance, guard against our accusing him of (1) over-
simplifying the situation; (2) failing to grasp all the implications and
ramifications; (3) arriving at too easy a solution; (4) being inaccurate
through partisanship.
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Now Wilde, in dealing with the conflict between Mrs. E. and society,
might take one side and completely justify it. Conceivably he might thus
write a successful play, but there would be strong likelihood of our seeing
in it not so much a drama as a diatribe, an obvious piece of ““ poetic justice,”
or even what we now call propaganda, that is, over-simplification. Wilde
clearly tries to avoid this as well as the other charges listed above. How
does he go about it?

First of all, what is his view of society? It is very important that Wilde
is unwilling to let the Windermeres alone stand for society. Despite the
limitations of the dramatic form he provides a rather large number of
characters to represent society. To secure this variety he is willing to face
the great difficulty of trying to make these representatives of society
recognizable as individuals, though none of them can have very large parts,
and though he uses for all of them much the same epigrammatic style of
speech. We have already seen (at the end of Act I) some of the devices
which Wilde uses to distinguish the members of society. In general, how
successful is he in meeting this problem?

The Treatment of Society. Wilde, then, prefers other risks to that of
the oversimplification of presenting society as all of a piece. Rather, society
is complex; it has many internal variations. Lady W. is ““a good woman,”
but Wilde does not oversimplify her either. She is made too sure of herself
and of her “hard-and-fast rules”; she is even priggish, as when she says to
her husband, “—you should not mention this woman and me in the same
breath. It is an error of taste.” Thus Wilde informs us that he is not giving
her unqualified approval; he is really saying that a strict “goodness” is
not enough.

On the other hand we have the Duchess of Berwick, to whom the con-
ventions are not so much the boundaries of right and wrong as they are a
set of rules by which to play her own game of realistic power-politics. She
delights in controlling her husband, daughter, and prospective son-in-law.
With her lack of scruples, she might be a good object for outright satire;
yet Wilde also qualifies his treatment of her. Her candor and wit and comic
loquacity make her amusing rather than detestable.

Lady Plymdale has a small but very important part: she calls
Mrs. Erlynne “that woman” but at the same time has contempt for Lady
W., “who goes in for being so proper.” And in her relations with Dumby
it is clear that she is about as free with the moral rules as was Mrs. Erlynne.
Then there is Lady Jedburgh, who shows society’s susceptibility to flattery.

So society has both its admirable and unadmirable members: it is a com-
plex mixture. In its way, it does the very things (or their equivalent) for
which it condemns individuals. Wilde is not going to take the easy way out
by either attacking it as a whole or defending it as a whole.

Treatment of Mrs. Erlynne. Nor is Wilde going to make Mrs. Erlynne
either an unregenerate sinner or a romantic heroine who glorifies revolt.
Wilde first gives us a bad report of her but then modifies it by the fact that
Lord W. accepts her and that Lady W. is so unreasonably harsh in con-
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demning her. Finally, she performs an act of generous devotion. But Wilde
does not sentimentalize her: she has a strong sense of the value of money
and a husband, and she can drive a hard bargain with Lord W. and manage
Lord A. as suits her convenience. Nor does Wilde exculpate her: she
neither denies that she erred nor blames society for ostracizing her. Wilde
imposes on her the most severe penalty: her criticism of herself.

Mrs. Erlynne’s attitude to society is important: if she were desperately
anxious to re-enter a society which Wilde has presented as of somewhat
uncertain merit, she would seem very superficial. Therefore, Wilde has her
say in Act II (p. 52b, 19-20): ““And I see there are just as many fools in so-
ciety as there used to be.” She is sensible and realistic: she sees society not
as an end in itself, but, other things being equal, as a means to a more
comfortable existence; and, still more important, she can discard this ob-
jective if an intrinsically better one makes a demand upon her.

Clearly, Wilde is avoiding a black-and-white world-view and striving for
the qualifications needed at the adult level.

THE THEME

What, then, is the meaning of a conflict between two sides neither of
which is ideal?

Consider the ending. Here Mrs. Erlynne is presented very sympatheti-
cally, and she has won a “victory” in that she has saved her daughter and
secured a husband. But she cannot be acknowledged as a2 mother, and her
relationships are so intricate that she has to give up her hope of living in
English society. That is, Wilde presents dramatlca]ly the working-out of a
complex life: neither the “good” nor the “bad” is wholly influential, but
both affect the outcome. In a sense, the ending is a compromise.

Now notice how Lady W. is included in the compromise: in fact, it is she
upon whom Wilde focuses our attention. She has the last line in the play:
“Ah! you’re marrying a very good woman.” (note the echo (1) of the
phrase first applied to Lady W. and (2) of Lord W.’s remark to Mrs. E.
earlier in Act IV, ““a worthless, vicious woman”’

Her compromise is, finally, the chief event of the play. Mrs. Erlynne’s
primary function has been to provide an object lesson for Lady W.; the
playis centered upon Lady W.’s learning process. And what has she learned ?
Not merely that Mrs. E. is a good woman. But the more general truth that
good and evil are not easily determined by simple rules, that they do not
often exist in pure form, so to speak; hence one must measure the evidence
carefully and must avoid hasty conclusions.

As we look back, we find that Wilde has given us, in an unobtrusive part
of the dialogue in Act I, an overt statement of the “moral.” Lord D. says
to Lady W., “I think life too complex a thing to be settled by these hard-
and-fast rules” (p. 37a, 46-48). Then in Act IV Lady W. makes at least
three direct applications of this principle. Mrs. Erlynne has shown her that
life cannot be judged as simply as it had seemed.
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Other Evidence. Other parts of the play help in the education of Lady W.
She believes that a wife should not be “vile” because a husband is; yet
when she discovers Lord W. in what she supposes is infidelity, she plans
to elope with Lord Darlmgton }‘urther, when Lord D. proposes elopement,
he does not speak in terms of a “hard-and-fast” romantic rule; instead he
makes realistic qualifications. “I will not tell you that the world matters
nothing,” he says, “or the world’s voice, or the voice of Society” (p. sob,
36-38). There is no primrose path, no easy way out. So again the reader
1s reminded of the theme that all the complexities of a situation must be
taken into account.

The Epigrammatic Style. Much of the repartee, of course, exists for its
own sake or as a clue to the mind of the speaker, or as clue to the charac-
ter of someone spoken about, e.g., ‘““Many a woman has a past but I am
told that she has at least a dozen, and that they all fit.” But notice, on
the other hand, that the wit makes a real contribution to the theme, par-
ticularly when it takes the form of paradox, that 1s, of turning upside down
some conventional or accepted point of view or belief. The paradox implies
a questioning, skeptical attitude; it means that the truth is more complex
than it may appear at first glance. It helps create an atmosphere suitable
to the over-turning of hard-and-fast rules. Consider some of the following
epigrammatic lines:

“Oh, nowadays so many conceited people go about society pretending to be
good, that I think it shows rather a sweet and modest disposition to pretend to be
bad.”

“Nowadays to be intelligible is to be found out.”

‘Life is far too important a thing ever to talk seriously about it.”

“My father would talk morality after dinner. I told him he was old enough to

know better.”

“The youth of the present day are monstrous. They have absolutely no respect
for dyed hair” (What is gained by substituting dyed hair for grey hair or age?)

“In this world there are only two tragedies. One is not getting what one wants,
and the other is getting it.”

What we get in such lines is not merely a breath-taking reversal of con-
vention but actually a more complex insight into the truths which lie
behind the conventions. It would be a very profitable exercise to make a
study of all the wit in the play to see how much it does contribute to the
meaning of the play, namely, that satisfactory judgments cannot be made
in simple, cut-and-dried terms.

THE NATURE OF COMEDY

This is not the place to attempt a final definition of comedy, for which
we need more evidence, but Wilde’s play does point the way toward such
a definition. Clearly it is not enough to say that this is comedy because it
evokes laughter and has a happy ending, for, as Shakespeare shows, there
can be laughter in a tragedy; and tragedy itself may on occasion have a
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happy ending. Besides, there are perfectly serious plays which are not
tragedies. What, then, is the basic element in Wilde’s play?

We have seen that Wilde hinges his action on the conventions, but he
clearly does not equate the conventions with right—or, for that matter,
with wrong. That is, he is not concerned with fundamental problems of
good and evil; such matters as conscience and moral law are not primary in
the play. He is concerned only with what society thinks at a given time, that
is, with fashions in conduct. There are no profound issues to be decided, no
vital choices to be made. Note that Lady W. does not have a real choice to
make between Lord W. and Lord D. because what she desires is identical
with what she feels is right: she starts to leave her husband for pique rather
than principle, and she returns for practicality rather than principle. She
has no decision to make; she is not a moral agent; and so serious issues are
evaded.

What are the issues, then? Comfort, reputation, the conventions of
society—matters which do not represent permanent values. This is the
realm of sociology, of people’s attitudes and opinions, which change from
place to place and from time to time and hence need not be taken with ulti-
mate seriousness. The problems are those of an external world, the world
where matters can be managed and arranged, where compromises can be
made, and agreeable solutions arrived at. In terms of this play, this is the
world of comedy—a world of moral relativism. Here we do not have a world
of moral absolutes, of fundamental principles of conduct, of an underlying
moral structure that cannot be tampered with.

The Author’s Choice. We should be clear that the author chooses to
handle his materials in this way. Wilde might have presented Mrs. E.’s
original desertion of her husband as of moral significance (the immedi-
ate starting-point in Aeschylus’s tragic trilogy Oresteia is Clytemnestra’s
infidelity to Agamemnon), but instead he hurries over it as a mere mistake;
her husband and lover are ignored; there have been no moral repercussions,
no nemesis; Mrs. E. has merely undergone a certain amount of discomfort;
and she has survived as a shrewd, resourceful, witty woman of the world.
But she has not won the victory of real character—that is, of having got
to the bottom of things. Wilde likewise makes Lady W.’s experience—
relatively speaking, at least—only skin-deep, that is, comic. He might have
had a real clash if there had been some vital, basic conflict between Lord
and Lady W., or if Lady W. had actually loved Lord Darlington; in either
case Lady W. would have run into the inescapable irreconcilability of two
modes of life. She would have faced an actual crossroads. But there is no
crossroads; Lady W. is merely in momentary danger of getting off on a
sidetrack. It’s all a mistake; not even a moral mistake, but a mere mis-
understanding.

In tragedy, we may say, there is no easy way out, because the characters
are coming to grips with what is permanently true. In tragedy, therefore,
we expect to find symbols of permanent values. But Wilde is at pains to
avoid such symbols. Society cannot embody the permanent, because Wilde
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by his ridicule deprives it of moral authority (even though he may tacitly
admit that conventions are useful). Mrs. Erlynne’s career might symbolize
the good, perhaps—but she distinctly repudiates her own career. Lady W.
starts by defending “hard-and-fast” rules, but it is the whole business of the
play to wean her away from those rules. Does not the very matter of the
play, then, preclude the possibility of tragedy? Wilde refuses to be con-
cerned with the inevitable, with what must be; rather, he wishes to show
the manysidedness of what is. (In one sense, he plays certain variations upon
a theme. Note, for instance, the different varieties of relationship between
the sexes which he presents in the course of the play.) The next play to
which we come, Everyman, takes its stand firmly on the universal validity
of certain truths. But Wilde, we see, tends to deny the existence of such a
character as Everyman. Thus he makes tragedy impossible; and he gives
us at least one pattern for comedy.

3. THE “WELL-MADE” PLAY

Wilde’s play belongs, in some respects, to a type called the “well-made”
play, a reaction against the romantic drama of the early nineteenth century.
Writers of such plays wished to deal realistically with current society;
they often dealt with “problems” like divorce; they wished to avoid acci-
dents and surprises and to have instead a careful, plausible mechanical
connection among the various parts; to achieve a skillful, logical motiva-
tion, preparation of effects, and bringing about of denouements.

In the earlier discussions we have seen how Wilde manages some tech-
nical problems very well, others less so. Here we may note one or two
“well-made” devices of his, for instance, the careful use of various con-
crete articles or stage properties as means of (1) bringing about certain
actions or (2) conveying certain meanings. There are the roses (Acts I and
IV), the bankbook (I), the letter (II), the bouquet (II), the photographs
(IV). Most striking, of course, is the fan, which Wilde considers important
enough to use in the title. As it is put to different uses in one Act after
another, it becomes a kind of connecting link; but, more than that, it has a
series of symbolic meanings. Like other such properties when well used, a
concrete symbol of this sort both seizes the attention and stimulates the
imagination.

Such materials, of course, can be used too obviously: in Act I Lady W.
“throws” down the bankbook just as her husband enters; in Act II
Mrs. E. “drops letter”—a means of intensifying suspense; Lady W. not
only takes the fan along on an elopement but is very careless about what
she does with it. All this will seem to us somewhat less than ““well-made.”
Since it once seemed ‘“realistic,” we can perhaps conclude that “realism”’
is relative and therefore not a very trustworthy guarantee of literary ex-
cellence. In fact, the manipulation of external matters is never of primary
importance; some playwrights are very little concerned with this sort of
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thing. What is more important is sound sense of character and the values
with which human beings must come to grips.

4 THE PROBLEM PLAY

This kind of play is also called the *“problem play.” In a sense, of course,
almost any play involves a problem, but the term “problem play” is
customarily used only with reference to plays treating a social problem—
class distinctions, conventions, women’s rights, etc. (for a fuller discussion
see the Glossary).

Wilde’s play is unusual in that he deals with a social problem in the witty
style generally associated with the comedy of manners (see Glossary)
rather than in the solemn manner that one often finds in a problem play.
Does the witty manner produce an effect of triviality? Consider Lord D.’s
definition of a cynic in Act III. Does Wilde ever use wit inappropriately,
or 1s it possible, on the other hand, that he gains by using the witty style?
What is the influence of wit on potentially melodramatic scenes or on love-
making scenes or on trite scenes? On the total effect of the screen scene in
Act I11? What tone might Mrs. E.’s lines in Act IV have had if they had
been written “straight”?

A problem play is always under a handicap in that it usually derives from
a specific transitory situation, and it is difficult for the play to survive the
situation. It may of course, deal with a recurrent problem, or deal with a
problem in terms of some universal human issue. Something of that sort
1s what we find in the next play to which we come, Everyman. It deals with
a “problem,” but in it we shall find none of the shifting social conventions
out of which Wilde’s play springs.

OTHER QUESTIONS

1. Why did Wilde have Mr. Erlynne desert Mrs. Erlynne? How would
the play differ if they had got on and Mr. Erlynne were on the scene?

2. Aside from the change in his attitude toward her and the contrast
between his and his wife’s attitude toward her, what is ironic about Lord
W.’s antagonistic attitude to Mrs. E. late in the play?

3. Does a witty passage create of its own nature a kind of tension?
Compare this tension with that produced by an unsolved situation.

4. Can you discern any sort of “technique” or pattern in the witty
passages? Do the best lines occur in a series or do you find them separated?
How does Wilde focus attention on his best lines? Note the function of
questions in a witty passage. Are these ever too obvious?

c. If Wilde were going to sustain society against Mrs. E., he would have
to indicate that recognition of her would in some way be harmful to society.
But instead he indicates that she cannot harm society. How? Assuming
that the average reader will normally take the part of the group against
the individual dubbed immoral, how does Wilde from the start prevent the
reader’s taking society’s opinion of Mrs. E. very seriously?
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6. Why is nothing seen of Lord D. after Act 1II?

7. What is the function of the Agatha-Hopper affair? Why are we shown
so little of it directly ? )

8. What is shown by Lady B.’s change of attitude toward Australia?

9. How do you know at the start that Lady W. is wrong in her opinion
of Lord W.’s relations with Mrs. E.?

10. Many of the speeches of Lord D., Cecil, and Dumby and the Duchess
of Berwick are meant to evoke laughter from the reader. But is the laughter
that the Duchess of B. gets the same as that evoked by the others? Analyze
the difference.

11. Note the different attirudes of wives to husbands found throughout
the play.

12. What is the relation of wit and emotion? Are they arfithetical?
What sort of effects would wit interfere with or prevent? Is tne play a
comedy because it contains wit?

13. What is the effect of LLady W.’s pun on bond and bondage i her last
speech in Act I1? Does it give an effect of frivolity?
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1 o Introduction

all dramatists face, and we have examined in detail one

full-length modern play to see how one dramatist answers
the various questions which confront him. We have endeavored also to see
what the dramatist is “saying” and how this theme is related to the
structure and form of the play. We should therefore have some idea of
how drama in general works.

In Wilde’s Lady Windermere’s Fan we have seen a full-length play which
combines, in a moderately complex way, elements of the comedy of wit,
the problem play, and the “well-made ™ play. Our next step is to study three
simpler dramatic forms in each of which a single element is dominant. In
more advanced drama we are less likely to find plays in which the author
has a single purpose so clearly evident as it is here and in which he goes so
unmistakably to the point. So in Part II we ought to gain a fairly clearcut
picture of certain types of dramatic procedure used when the author is
intent upon one kind of stress rather than another. The objectives may be
more or less commendable, and the procedures successful or unsuccessful;
in either case we shall of course wish to know the reasons why.

In Everyman we find a play in which all the stress is upon the idea which
the author wishes to develop. In that sense it may be called a problem
play, and part of our business will be to see how it differs from Lady
Windermere’s Fan. Since some aspects of Everyman suggest the mode of
tragedy, we shall also have a new kind of material to examine.

Plautus’s Menaechmiis a comedy and therefore also subject tocomparison
with Lady Windermere’s Fan. But it is a simpler kind of comedy, and
Plautus is concerned with no problem. Hence the play will offer a quite
different vantage point for the study of comedy.

Lillo’s George Barnwell is a kind of tragedy which also contains some sug-
gestions of the problem play; hence it may be useful to see how it differs
from Everyman. Indeed, it is very interestingly different in materials and
point of view; and in what 1t fails to do it should be very illuminating.

IN ParT I we have considered, in general, the problems which

85
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2 o Everyman

it 1s generally thought to belong to the late fifteenth

113

g ?l'ER)’AI.-IN is of unknown authorship and of uncertain date:

century. It is the best-known example of the ‘“moral-
ity play,” a definite historical type which has as its primary purpose the
teaching of a lesson. Though there were many variations of the form, the
characteristic plot was based on a conflict of the Virtues and the Vices
for the Soul of man.

EVERYMAN *

DRAMATIS PERSONA
Everyman Kindred Beauty
God: Adonai Goods Knowledge
Death Good-Deeds Confession
Messenger Strength Angel
Fellowship Discretion Doctor
Cousin Five-Wits

* Spelling is generally modernized.

Here beginneth a treatise how the
high father of Heaven sendeth death to
summon every creature to come and
give account of their lives in this world
and is in manner of a moral play. [ Enter
a messenger who speaks the Prologue.]

Messenger: 1 pray you all give your
audience,
And hear this matter with reverence,
By figure ' a moral play:
The Summoning of Lveryman called
it is,
That of our lives and ending shows s
How transitory we be all day.
This matter is wondrous precious,
But the intent of it is more gracious,
And sweet to bear away.
The story saith:—Man, in the begin-

ning, 10
Look well, and take good heed to the
ending,
! In form.

Be you never so gay;
Ye think sin in the beginning full sweet,
Which in the end causeth the soul to

weep,
When the body lieth in clay. 15
Here shall you see how Fellowship and
Jollity,

Both Strength, Pleasure, and Beauty,
Will fade from thee as flower in May.
For we shall hear, how our heaven king
Calleth Everyman to a general reckon-

ing: 20
Give audience, and hear what he doth
say. [Extt.]

God speaketh [ from above]: 1 per-
ceive here in my majesty,
How that all creatures be to me unkind,
Living without dread in worldly pros-
perity:
Of ghostly 2 sight the people be so blind,
Drowned in sin, they know me not for
their God; 26

2 Spiritual.
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In worldly riches is all their mind.

They fear not my rightwiseness, the
sharp rod;

My law that I shewed, when I for them
died,

They forget clean, and shedding of my

blood red; 30
I hanged between two, it cannot be
denied;

To get them life I suffered to be dead;

I healed thcir feet, with thorns hurt was
my head;

I could do no more than I did truly,

And now 1 see the people do clean for-
sake me: 35

They use the seven deadly sins damna-
ble,

As pnde, covetise, wrath, and lechery,

Now in the world be made commend-
able,

And thus they leave of uangels the heav-
enly company;

Every man liveth so after his own

pleasure, 40
And yet of their life they be nothing
sure:

I see the more that I them forbear

The worse they be from year to year;

All that liveth appaireth 3 fast;

Therefore 1 will in all the haste 45

Have a reckoning of every man’s person.

For, and * I leave the people thus alone

In their life and wicked tempests,

Verily ‘they will become much worse
than beasts,

For now one would by envy another up
eat; 50

Charity they all do clean forget.

I hoped well that every man

In my glory should make his mansion,

‘And thercto 1 had them all elect;

But now I see, like traitors deject, 53

They thank me not for the pleasure
that 1 to them meant,

Nor yet for their being that I them have
lent.

I proffered the people great multitude
of mercy,

And few there be that asketh it heartily;

3 Decays. ¢ If.

They be so cumbered with worldly
riches, 60
That needs on them I must do justice,
On every man living without fear.
Where art thou, Death, thou mighty
messenger?
[Enter Death.]
Death: Almighty God, T am here at
your will,
Your commandment to fulfill. 63
God: Go thou to Everyman,
And show him in my name
A pilgrimagu he must on him take,
Which he in no wise may escape;
And that he bring with him a sure
reckoning. 70
Without delay or any tarrying.
[God withdraws.]
Death: Lord, 1T will in the world go
run over all,
And cruelly outsearch both great and
small;
Every man will 1 beset that liveth
beastly
Out of God’s laws, and dreadeth not
folly. 75
He tlmt loveth riches I will strike with
my dart,
His sight to blind, and from heaven to
depart,
Except that alims be his good friend,
In hell for to dwell, world without end.
Lo, yonder I see Everyman walking; 8o
Full little he thinketh on my coming;
His mind is on fleshy lusts and his
treasure,
And great pain it shall cause him to
endure
Before the Lord, Heaven King.
Everyman, stand still; whither art thou
going 8g
Thus gayly? Hast thou thy Maker for-
got? [Death halts Everyman.]
Lveryman: Why askest thou?
Wouldst thou weet? ®
Death: Yea, sir, 1 will show you;
In great haste I am sent to thee 90
From God, out of his majesty.
Everyman: What, sent to me?

5 Know.
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Death: Yea, certainly.
Though thou hast forgot him here,
He thinketh on thee in the heavenly
sphere, 95
As, ere we depart, thou shalt know.
Everyman: What desireth God of me?
Death: That shall I show thee:
A reckoning he will needs have,
Without any longer respite. 100
Everyman: To give a reckoning longer
leisure I crave;
This blind matter troubleth my wit.
Death: On thee thou must take a long
journey:
Therefore thy book of count with thee
thou bring,
For turn again thou cannot by no way,
And look thou be sure of thy reckon-
ing, 106
For before God thou shalt answer, and
show
Thy many bad deeds and good but a
few,
How thou hast spent thy life, and in
what wise,
Before the chief lord of paradise. 110
Have ado we were in that way,®
For, weet thou well, thou shalt make
none attorney.
Everyman: Full unready I am such
reckoning to give.
I know thee not; what messenger art

thou?
Death: 1 am Death, that no man
dreadeth. 13
For every man I ’rest, and no man
spareth;

For it 1s God’s commandment
That all to me should be obedient.
Everyman: O Death, thou comest
when I had thee least in mind!
In thy power it lieth me to save; 120
Yet of my goods will I give thee, if thou
wilt be kind,
Yea, a thousand pound shalt thou have,
And defer this matter till another day.
Death: Everyman, it may not be by
no way.
I set not by gold, silver, nor riches, 125

6 Get ready that we may be on that road.

Nor by pope, emperor, king, duke, nor
princes.
For, and 1 would receive gifts great,
All the world I might get;
But my custom is clean contrary.
I give thee no respite; come hence, and
not tarry. 130
Everyman: Alas! shall T have no
longer respite?
I may say, Death giveth no warning:
To think on thee, it maketh my heart
sick,
For all unready is my book of reckoning.
But twelve year and I might have abid-
ing,
My counting book I would make so clear,
That my reckoning I should not need
to fear.
Wherefore, Death, I pray thee, for
God’s mercy,
Spare me till I be provided of remedy.
Death: Thee availeth not to cry,
weep, and pray: 140
But haste thee lightly that thou wast
gone this journey,
And prove thy friends, if thou can.
For, weet thou well, the tide abideth no
man,
And in the world each living creature
For Adam’s sin must die of nature. 145
Everyman: Death, if I should this
pilgrimage take,
And my reckoning surely make,
Show me, for saint charity,
Should I not come again shortly?
Death: No, Everyman; and thou be
once there, 150
Thou mayst never more come here,
Trust me verily.
Everyman: O gracious God, in the high
seat celestial,
Have mercy on me in this most need!
Shall I have no company from this vale

terrestrial 155
Of mine acquaintance that way me to
lead?

Death: Yea, if any be so hardy,
That would go with thee and bear thee
company.
Hie thee that thou were gone to God’s
magnificence,
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Thy reckoning to give before his pres-

ence. 160
What, weenest thou thy life is given
thee,

And thy worldly goods also?
Everyman: 1 had wend 7 so, verily.
Death: Nay, nay; it was but lent thee;

For as soon as thou art gone, 165

Another awhile shall have it, and then

go therefrom,

Even as thou hast done.

Everyman, thou art mad! Thou hast

thy wits five,

And here on earth will not amend thy

life!

For suddenly I do come. 170
Everyman: O wretched caitiff, whither

shall I flee,

That I might scape this endless sorrow?

Now, gentle Death, spare me till to-

morrow,

That 1 may amend me

With good advisement. 175
Death: Nay, thereto 1 will not con-

sent,
Nor no man will I respite;
But to the heart suddenly I shall smite
Without any advisement.
And now out of thy sight I will me hie;
See thou make thee ready shortly, 181
For thou mayst say this is the day
That no man living may scape away.
[Exit Death.]
Everyman: Alas! 1 may well weep
with sighs deep;
Now have 1 no manner of company
To help me in my journey, and me to
keep; 186
And also my writing is full unready.
How shall I do now for to excuse me?
I would to God I had never be gete!®
To my soul a full great profit it had
been; 190
For now I fear pains huge and great.
The time passeth; Lord, help, that all
wrought!
For though | mourn, it availeth nought.
The day passeth, and is alimost a-go;
I wot not well what for to do. 195
8 Been born.

7 Thought.

To whom were I best my complaint to
make?

What and I to Fellowship thereof spake,
And showed him of this sudden chance?
For in him is all mine affiance %;

We have in the world so many a day
Been good friends in sport and play.

I see him yonder, certainly; 202
I trust that he will bear me company;
Therefore to him will I speak to ease

my SOITOW. [Enter Fellowship.]
Well met, good Fellowship, and good
morrow! 205

Fellowship: Everyman, good morrow!
By this day,
Sir, why lookest thou so piteously?
If any thing be amiss, I pray thee me
say,
That I may help to remedy.
Everyman: Y ea, good Fellowship, yea,
I am in great jeopardy. 211
Feilowship: My true friend, show to
me your mind;
I will not forsake thee, to my life’s end,
In the way of good company.
Everyman: That was well spoken, and
lovingly. 21§
Fellowship: Sir, I must needs know
your heaviness;
I have pity to see you in any distress.
If any have you wronged ye shall re-
venged be,
Though I on the ground be slain for thee,

Though that I know before that I

should die. 220
Everyman: Verily, Fellowship, gra-
mercy.

Fellowship: Tush! by thy thanks I set
not a straw.

Show me your grief, and say no more.

Lveryman: If 1 my heart should to

you break,
And then you to turn your mind from
me, 225

And would not me comfort, when ye
hear me speak,
Then should I ten times sorrier be.
Fellowship: Sir, 1 say as I will do in
deed.

9 Trust.
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Everyman: Then be you a good friend
at need.
I have found you true here before. 230
Fellowoship: And so ye shall evermore;
For, in faith, and thou go to Hell,
I will not forsake thee by the way.
Everyman: Ye speak like a good
friend. I believe you well;
I shall deserve it, and I may. 235
Fellowship: 1 speak of no deserving,
by this day.
For he that will say and nothing do
Is not worthy with good company to go;
Therefore show me the grief of your
mind,
As to your friend most loving and
kind. 240
Everyman: 1 shall show you how it is:
Commanded I am to go a journey,
A long way, hard and dangerous,
And give a straight count without delay
Before the high judge Adonai. 245
Wherefore I pray you, bear me company,
As ye have promised, in this journey.
Fellocoship: That is matter indeed!
Promise is duty,
But, and I should take such a voyage
on me,
I know it well, it should be to my pain;
Also it makes me afeard, certain. 251
But let us take counsel here as well as
we can,
For your words would fear a strong

man.
Seeryman: Why, ye said, if I had
need,

Ye would me never forsake, quick nor
dead, 255

Though it were to Hell, truly.
Fellowship: So 1 said, certainly.
But such pleasures be set aside, the
sooth to say:
And also, if we took such a journey,
When should we come again? 260
Lveryman: Nay, never again till the
day of doom.
Fellowship: In faith, then will not I
come there!
Who hath you these tidings brought?
Everyman: Indeed, Death was with
me here.

SIMPLER TYPES

Fellowship: Now, by God that all
hath bought, 265
If Death were the messenger,
For no man that is living today
I will not go that loath 19 journey—
Not for the father that begat me!
Everyman: Ye promised otherwise,
pardie.t 270
Fellowship: 1 wot well I say so truly;
And yet if thou wilt eat, and drink, and
make good cheer,
Or haunt to women the lusty company,
I would not forsake you, while the day
is clear,
Trust me verily! 275
Lveryman: Yea, thereto ye would be
ready;
To go to mirth, solace, and play,
Your mind will sooner apply,
Than to bear me company in my long
journcey.
Fellowship: Now, in good faith, I will
not that way. 280
But and thou will murder, or any man
kill,
In that I will help thee with a good will!
Everyman: O, that is a simple advice
indeed!
Gentle fellow, help me in my necessity;
We have loved long, and now I need;
And now, gentle Fellowship, remem-

ber me. 286
Fellocoship: Whether ye have loved
me or no,

By Saint John, I will not with thee go.

LEveryman: Yet I pray thee, take the
labor, and do so much for me

To bring me forward, for saint charity,

And comfort me till I come without

the town. 291

Fellowship: Nay, and thou would

give me a new gown,

. I will not a foot with thee go;

But and thou had tarried I would not
have left thee so.
And as now, God speed thee in thy

journey, 295
For from thee I will depart as fast as
I may.

10 Loathsome. 1 Certainly.
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Everyman: Whither away, Fellow-
ship? will thou forsake me?
Fellowship: Yea, by my fay! to God 1
betake 12 thee!
Everyman: Farewell, good Fellowship;
for this my heart is sore;
Adieu forever, I shall see thee no more.
Fellowship: In faith, Everymun, fare-
well now at the end; 301
For you I will remember that parting
1s mourning. [Exit Fellowrship.]
Lveryman: Alack! shall we thus de-
part indeed?
Ah, Lady, help, without any more com-
fort,
Lo, Fellowship forsaketh me in my most
need. 305
For help in this world whither shall 1
resort?
Fellowship herebefore with me would
merry make,
And now little sorrow for me doth he
take.
It is said, in prosperity men friends may
find,
Which in adversity be full unkind.
Now whither for succor shall 1 flee,
Sith ¥ that Fellowship hath forsaken
me? 312
T'o my kinsmen I will truly,
Praying them to help me in my neces-

sity;
I believe that they will do so, 315
For kind 1 will creep where it may not
go.8

T will go say, for yonder I see them go.
Where be ye now, my friends and kins-
men? [ Enter Kindred and Cousin.]
Kindred: Here be we now at your

commandment.
Cousin, 1 pray you show us your in-
tent 320

In any wise, and not spare.
Cousin: Yea, Everyman, and to us
declare
If ye be disposed to go any whither,
For wit you well, we will live and die
together.
4 Kinship.

12 Commend. 13 Since.

B Walk. 9 Try.

Kindred: In wealth and woe we will
with you hold, 325
For over his kin a man may be bold.
Everyman: Gramercy, my friends and
kinsmen kind;
Now shall 1 show you the grief of my
mind.
I was commanded by a messenger,
T'hat is an high king’s chief ofhicer; 330
He bade me go a pilgrimage to my pain,
And I know well I shall never come
again;
Also I must give a reckoning straight,
For I have a great enemy, that hath me
in wait,!”
Which intendeth me for to hinder. 335
Kuindred: What account is that which
ye¢ must render?
That would I know.
FEveryman: Of all my works 1 must
show
How I have lived and my days spent;
Also of ill deeds, that [ have used 340
In my time, sith life was me lent;
And of all virtues that [ have refused.
Therefore [ pray you go thither with me,
To help to make mine account, for saint

charity.
Cousin: What, to go thither? Is that
the matter? 345

Nay, Everyman, I had liefer fast bread
and water
All this five year and more.
Everyman: Alas, that ever [ was born!
For now shall I never be merry

If that you forsake me. - 350

Kindred: Ah, sir, what, ye be a merry
man!

Take good heart to you, and make no
moan.

But one thing 1 warn you, by Saint
Anne,

As for me, ye shall go alone.
Loeryman: My Cousin, will you not
with me go?
Cousin: N(), by our Lady! I have the
(‘rdn]p ]I] my toe.
Trust not to me, for, so God me speed,
I will deceive you n your most need.

7 Has mc under observation.
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Kindred: It availeth not us to tice.’®
Ye shall have my maid with all my

heart; 360
She loveth to go to feasts, there to be
nice,!®

And to dance, and abroad to start:
I will give her leave to help you in that
journey,
If that you and she may agree.
Everyman: Now show me the very
effect of your mind, 365
Will you go with me, or abide be-
hind?
Kindred: Abide behind? yea, that will
I and I may!
Therefore farewell till another day.
[Exit Kindred.]
Everyman: How should I be merry or
glad?
For fair promises men to me make, 370
But when I have most need, they me
forsake.
I am deceived; that maketh me sad.
Cousin: Cousin Everyman, farewell
now,
For verily I will not go with you.
Also of mine own an unready reckoning
I have to account; therefore I make
tarrying. 376
Now, God keep thee, for now I go.
[Exit Cousin.]
Everyman: Ah, Jesus, is all come
hereto?
Lo, fair words maketh fools bain 2;
They promise and nothing will do cer-
tain. 380
My kinsmen promised me faithfully
For to abide with me steadfastly,
And now fast away do they flee:
Even so Fellowship promised me.
What friend were best me of to pro-
vide? 385
1 lose my time here longer to abide.
Yet in my mind a thing there is;—
All my life I have loved riches;
If that my Goods now help me might,
He would make my heart full light. 390
I will speak to him in this distress.—
Where art thou, my Goods and Riches?
2 Obedient.

18 To coax us. ¥ Wanton.

Goods: [Within.] Who calleth me?
Everyman? what hast thou haste?
I lie here in corners, trussed and piled so
high,
And in chests.I am locked so fast, 395
Also sacked in bags, thou mayst see
with thine eye,
I cannot stir; in packs low I lie.
What would ye have, lightly me say.
Everyman: Come hither, Goods, in all
the haste thou may,
For of counsel I must desire thee. 400
[Enter Goods.]
Goods: Sir, and ye in the world have
sorrow or adversity,
That can I help you to remedy,shortly.
Everyman: It is another disease that
grieveth me;
In this world it is not, I tell thee so.
I am sent for another way to go,
To give a straight account general
Before the highest Jupiter of all
And all my life I have had joy and
pleasure in thee,
Therefore I pray thee go with me;
For, peradventure, thou mayst before
God Almighty 410
My reckoning help to clean and purify;
For it is said ever among,
That money maketh all right that is

405

wrong.
Goods: Nay, Everyman, I sing another
song,

I follow no man in such voyages;
For and I went with thee
Thou shouldst fare much the worse for
me.
For because on me thou didst set thy
mind,
Thy reckoning I have made blotted and
blind,
That thine account thou cannot make
truly; 420
And that hast thou for the love of me.
Everyman: ‘That would grieve me full
sore,
When I should come to that fearful
answer.
Up, let us go thither together.
Goods: Nay, not so, I am too brittle,
I may not endure; 425

415
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I will follow no man one foot, be ye
sure.
Everyman: Alas, 1 have thee loved,
and has great pleasure
All my life-days on good and treasure.
Goods: ‘T'hat is to thy damnation
without lesing,
For my love is contrary to the love ever-
lasting. 430
But if thou had me loved moderately
during,?
As to the poor give part of me,
Then shouldst thou not in this dolor be,
Nor in this great sorrow and care.
Everyman: Lo, now was I deceived ere

I was ware, 435
And all I may wyte % my spending of
time.

Goods: What, weenest thou I am thine?
Everyman: 1 had wend so.
Goods: Nay, Everyman, 1 say no;
As for a while I was lent thee, 440
A season thou hast had me in prosperity;
My condition is man’s soul to kill;
If I save one, a thousand I do spill.#
Weenest thou that 1 will follow thee?
Nay, from this world, not verily. 445
Everyman: 1 had wend otherwise.
Goods: Therefore to thy soul Goods is
a thief;
For when thou art dead, this is my
guise,®
Another to deceive in the same wise
As I have done thee, and all to his soul’s
reprief. 450
Everyman: O false Goods, cursed thou
be!
Thou traitor to God, that hast de-
ceived me,
And caught me in thy snare.
Goods: Marry, thou brought thyself
in care,
Whercof I am glad, 455
I must needs laugh, I cannot be sad.
Everyman: Ah, Goods, thou hast had
long my heartly love;
1 gave thee that which should be the
Lord’s above.
2 For the time being. 2 Lay
2 Destroy. % Custom.

2 Lying.
the blame upon.
% Reproof.

But wilt thou not go with me indeed?
I pray thee truth to say. 460
Goods: No, so God me speed,
Therefore farewell, and have gocd day.
[Erit Goods.]
Everyman: O, to whom shall I make
nly moan
For to go with me in that heavy jour-

ney?
First Fellowship said he would with
me go; 465

His words were very pleasant and gay,
But afterward he left me alone.
Then spake I to my kinsmen all in
despair,
And also they gave me words fair,
They lacked no fair speaking,
But all forsake me in the ending.
Then went 1 to my Goods that I loved
best,
In hope to have comfort, but there had
I least;
For my Goods sharply did me tell
That he bringeth many into hell.
Then of myself I was ashamed,
And so I am worthy to be blamed;
Thus may I well myself hate.
Of whom shall I now counsel take?
I think that I shall never speed
Till that I go to my Good-Deeds;
But alas, she is so weak,
That she can neither go nor speak;
Yet will I venture on her now.—
My Good-Deeds, where be you? 485
Good-Deeds: [Speaking up from the
ground.] Here 1 lie, cold in the
ground;
Thy sins hath me sore bound,
That I cannot stir.
LEveryman: O, Good-Deeds, I stand in
fear;
[ must you pray of counsel, 490
For help now should come right well.
Good-Deeds: Everyman, 1 have un-
derstanding
That ye be summoned account to make
Before Messias, of Jerusalem King;
And you do by me,” that journey with
you will I take. 495

470

475

480

7 By my advice.
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Everyman: Therefore 1 come to you,
my moan to make;
1 pray you that ye will go with me.

Good-Deeds: 1 would full fain, but [

cannot stand, verily.

Everyman: Whys, is there anything on

you fall?

Good-Deeds: Yea, sir, I may thank

you of all,* 500

If ye had perfectly cheered me,

Your book of count full ready now had
been.

Look, the books of your works and deeds
cke;

Ah, see how they lic under the feet,

To your soul’s heaviness. 505

Everyman: Our Lord Jesus, help me!
For one letter here I cannot see.

Good-Deeds: There is a blind reckon-

ing in time of distress!

Everyman: Good-Deeds, | pray you,

help me in this need,
Or else 1 am forever damned indeed. 510
Therefore help me to make reckoning
Before the redeemer of all thing,
That king is, and was, and ever shall.

Good-Deeds: Everyman, I am sorry of

your fall,
And fain would 1 help you, and 1 were
able. 515
Everyman: Good-Deeds, your counsel
I pray you give me.

Good-Deeds: That shall I do verily;
Though that on my feet I may not go,
1 have a sister, that shall with you also,
Called Knowledge, which shall with

you abide, 520
To help you to make that dreadful reck-
oning. [Enter Knowledge.)

Knowledge: Everyman, 1 will go with

thee, and be thy guide,
In thy most need to go by thy side.

Everyman: In good condition I am

now in every thing,
And am wholly content with this good
thing; 525
Thanked be God my Creator.

Good-Deeds:  And  when she

brought thee there,

hath

2 For everything,.
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Wherc thou shalt heal thee of thy smart,
Then go thou with thy reckoning and
thy Good-Deeds together,
For to make thee joyful at heart
Before the blessed L'rinity.
Fveryman: My Good-Deeds, gra-
mercy;
[ am well content, certainly,
With your words sweet.
Knowledge: Now go we together lov-
ingly, 535
To Confession, that cleansing river.
Fveryman: For joy 1 weep; 1 would
we were there.
But, I pray you, give me cognition
Where dwelleth that holy man, Con-

530

fession.
Knozeledge: In the house of salvation:
We shall find him in that place, 541

That shall us comfort by God’s grace.
[Enter Confession.]
Lo, this is Confession; kneel down and
ask mercy,
For he is in good conceit with God Al-
mighty.

Everyman: [kneeling.] O glorious
fountain that all uncleanness doth
clarify, 545

Wash from me the spots of vice unclean,

That on me no sin may be seen.

1 come with Knowledge for my re-
demption,

Redempt with hearty and full contrition;

For I am commanded a pilgrimage to
take, 550

And great accounts before God to make.

Now, 1 pray you, Shrift, mother of
salvation,

Help my good deeds for my piteous ex-
clamation. [1le rises.]

Confession: 1 know your sorrow well,

Everyman;
Because with Knowledge ye come to
me, 555

I will you comfort as well as I can,
And a precious jewel I will give thee,
Called penance, voider of adversity;
Therewith shall your body chastised be,
With abstinence and perseverance in
God’s service: 560
[Gives Everyman a scourge.]
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Here shall you receive that scourge of
me,

Which is penance strong, that ye must
endure,

To remember thy Saviour was scourged
for thee

With sharp scourges, and suffered it
patiently;

So must thou, ere thou scape that pain-
ful pilgrimage; 565

Knowledge, keep him in this voyage,

And by that time Good-Deeds will be
with thee.

But in any wise, be sure of mercy,

For your time draweth fast; and ye will
saved be,

Ask God mercy, and He will grant truly.

When with the scourge of penance man
doth him bind, 571

The oll of forgivencss then shall he find.

Everyman: Thanked be God for his

gracious work, :

For now 1 will my penance begin;

This hath rejoiced and hghted my heart,

Though the knots be painful and hard
within. 576

Kunowledge: Everyman, look your pen-

ance that ye fulfill,

What pain that ever it to you be,

And Knowledge shall give you counsel

at will,
How your account ye shall make
clearly. 580

[ Everyman kneels in prayer.]
Everyman: O eternal God, O heavenly
figure,
O way of rightwiseness, O goodly vision,
Which descended down in a virgin pure
Because he would Everyman redeem,

Which Adam forfeited by his disobedi-

ence, 585
O blessed Godhead, elect and high di-
vine,

Forgive my grievous offence;

Here I cry thee mercy in this presence.

QO ghostly treasure, O ransomer and re-
deemer,

Of all the world hope and conductor,

Mirror of joy, founder of mercy, 591

Which illumineth heaven and earth
thereby,

95

Hear my clamorous complaint, though
it late be!

Receive my prayers; unworthy in this
heavy life

Though I be, a sinner most abomina-

ble,
Yet let my name be written in Moses’
table. 596

O Mary, pray to the Maker of all thing,
Me for to help at my ending,
And save me from the power of my
enemy, ’
For Death assaileth me strongly; 600
And, Lady, that I may by means of thy
prayer
Of your Son’s glory to be partner,
By the means of his passion I it crave,
I beseech you, help my soul to save!
(e rises.]
Knowledge, give me the scourge of pen-
ance, 605
My flesh therewith shall give acquaint-
ance.
I will now begin, if God give me grace.
Knowledge: Everyman, God give you
time and space:
Thus I bequeath you in the hands of our
Saviour :
Now may you make your reckoning
sure. 610
Everyman: In the name of the Holy
Trinity,
My body sore punished shall be:
[He begins to scourge himself.]
Take this, body, for the sin of the flesh;
Also thou delightest to go gay and fresh,
And in the way of damnation thou did
me bring; 615
Therefore suffer now strokes of punish-
ing.
Now of penance I will wade the water
clear,
To save me from purgatory, that sharp
fire.
[Good-Deeds rises from the floor.]
Good-Deeds: 1 thank God, now I can
walk and go;
And am delivered of my sickness and

woe. 620
Therefore with Everyman I will go, and
not spare;
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His good works I will help him to de-
clare.
Knowledge: Now, Everyman, be

merry and glad;
Your Good-Deeds cometh now, ye may
not be sad;
Now is your Good-Deeds whole and
sound, 625
Going upright upon the ground.
Everyman: My heart is light, and
shall be evermore;
Now will I smite faster than I did before.
Good-Deeds: Everyman, pilgrim, my
special friend,
Blessed be thou without end; 630
For thee is prepared the eternal glory.
Ye have me made whole and sound,
Therefore I will bide by thee in every

stound.?®
Everyman: Welcome, my Good-
Deeds! Now I hear thy voice,
I weep for sweetness of love. 635
Knowledge: Be no more sad, but ever
rejoice;
God seeth thy living in his throne
above.

Put on this garment to thy behove,®

Which is wet with your tears,

Or else before God you may it miss, 640

When ye to your journey’s end come
shall.

Everyman: Gentle Knowledge, what

do you it call?

Knowledge: It is a garment of sorrow,
From pain it will you borrow 3;
Contrition it is, 645
That getteth forgiveness;

It pleaseth God passing well.

Good-Deeds:  Everyman,

wear it for your heal?
[Everyman puts on the robe of contrition.]
Lveryman: Now blessed be Jesu,
Mary’s Son,
For now have | on true contrition. 650
And et us go now without tarrying.
Good-Deeds, have we clear our reckon-
ing?

Good-Deeds: Yea, indeed I have them

here.

will  you

2% Moment. % Benefit. * Ransom.
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Everyman: Then I trust we need not
fear.
Now, friends, let us not part in twain.
Knowledge: Nay, Everyman, that will
we not, certain. 656
Good-Deeds: Yet must thou lead with
thee
Three persons of great might.
Everyman: Who should they be?
Good-Deeds: Discretion and Strength
they hight,* 660
And thy Beauty may not abide be-
hind.
Knowledge: Also ye must call to mind
Your Five-Wits as for your counsellors.
Good-Deeds: You must haye them
ready at all hours.
Everyman: How shall 1 get them

hither?
Knowledge: You must call them all
together, 666

And they will hear you incontinent.
Everyman: My friends, come hither
and be present,
Discretion, Strength, my Five-Wits, and
Beauty.
[Enter Discretion, Strength, Five-Wits,
and Beauty.]
Beauty: Here at your will we be all
ready. 670
What will ye that we should do?
Good-Deeds: That ye would with
Everyman go,
And help him in his pilgrimage.
Advise you, will ye with him or not in
that voyage?
Strength: We will bring him all thither
To his help and comfort, ye may believe

me. 676
Discretion: So will we go with him all
together.
Lveryman: Almighty God, loved

might thou be,

I give thee laud that I have hither
brought

Strength, Discretion, Beauty, and Five-
Wits; lack I nought; 680

And my Good-Deeds, with Knowledge
clear,

3 Are called.
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All be in my company at my will here;
I desire no more to my business.
Strength: And 1, Strength, will by
you stand in distress,
Though thou would in battle fight on
the ground. 685
Five-Wits:  And  though it were
through the world round,
We will not depart for sweet nor sour.
Beauty: No more will I unto death’s
hour,
Whatsoever thereof befall.
Discretion: Everyman, advise you first

of all, 690
Go with a good advisement and delibera-
tion.

We all give you virtuous monition
That all shall be well.
Everyman: My friends, hearken what

T will tell:

I pray God reward you in his heavenly
sphere. 695

Now hearken, all that be here,

For I will make my testament

Here before you all present.

In alms half my goods I will give with
my hands twain

In the way of charity, with good intent,

And the other half still shall remain 701

In quethe® to be returned there it
ought to be.

This I do in despite of the fiend of hell

To go quite out of his peril

Ever after and this day. 705
Knowledge: Everyman, hearken what
I say;

Go to priesthood, I you advise,
And receive of him in any wise
The holy sacrament and ointment to-

gether;
Then shortly see ye turn again hither;
We will all abide you here. 711

Fige-Wits: Yea, Everyman, hie you
that ye ready were.
There ts no emperor, king, duke, nor
baron,
That of God hath commission,
As hath the least priest in the world
being; 715

# Bequest.
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For of the blessed sacraments pure and
benign

He beareth the keys, and thereof hath
the cure

For man’s redemption, it is ever sure,

Which God for our soul’s medicine

Gave us out of his heart with great pain.

Here in this transitory life, for thee and
me 721

The blessed sacraments seven there be:

Baptism, confirmation, with priesthood
good,

And the sacrament of God’s precious
flesh and blood,

Marriage, the holy extreme unction,

and penance; 725
These seven be good to have in re-
membrance,

Gracious sacraments of high divinity.
Everyman: Fain would I receive that
holy body,
And meekly to my ghostly 3 father I
will go. [Exit Everyman.]
Five-Wits: Fveryman, that is the best
that ye can do. 730
God will you to salvation bring,
For priesthood exceedeth all other thing;
To us Holy Scripture they do teach,
And converteth man from sin, heaven
to reach. 734
God hath to them more power given,
Than to any angel that is in heaven;
With five words he may consecrate
God’s body in flesh and blood to make,
And handleth his maker between his
hands.
The priest bindeth and unbindeth all
bands, 740
Both in earth and in heaven.
Thou ministers all the sacraments seven.
Though we kiss thy feet thou were

worthy;
Thou art surgeon that cureth sin deadly:
No remedy we find under God 745

But all only priesthood.

Everyman, God gave priests that dignity,

And setteth them in his stead among us
to be;

Thus be they above angels in degree.

# Spiritual.
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Knowledge: 1f priests be good it is so

surely; 750

But when Jesus hanged on the cross
with great smart,

There he gave, out of his blessed heart,

The same sacrament in great torment;

He sold them not to us, that Lord Om-

nipotent.
Therefore Saint Peter the apostle doth
say 755

That Jesus’ curse hath all they
Which God their Saviour do buy or sell,
Or they for any money do take or tell.3
Sinful priests giveth the sinners ex-
ample bad;
Their children sitteth by other men’s
fires, I have heard, 760
And some haunteth women’s company,
With unclean life, as lusts of lechery;
These be with sin made blind.
Frve-Wits: 1 trust to God no such may
we find;
Therefore let us priesthood honor, 765
And follow their doctrine for our souls’
succor;
We be their sheep, and they shepherds be
By whom we all be kept in surety.
Peace, for yonder I see Everyman come,
Which hath made true satisfaction.
[ Re-enter Everyman.]
Good-Deeds: Methink it is he indeed.
Everyman: Now Jesu be our alder
speed. s
I have received the sacrament for my
redemption,
And then mine extreme unction:
Blessed be all they that counselled me to
take it! 775
And now, friends, let us go without
longer respite;
I thank God that ye have tarried so long.
Now set cach of you on this rod ¥ your
hand,
And shortly follow me:
I go before, there I would be; God be

our guide. 780
Strength: Everyman, we will not from
you go,

Till ye have gone this voyage long.

3 Count. % The help of all of us. ¥ Cross.

Discretion: 1, Discretion, will bide by
you also.
Knowledge: And though this pilgrim-
age be never so strong,®
I will never part you from. 785
Everyman, I will be as sure by thee
As ever | did by Judas Maccabee.
L They walk together to the grave.]
Everyman: Alas, 1 am so faint [ may
not stand,
My limbs under me do fold.
Friends, let us not turn again to this
land, 790
Not for all the world’s gold,
For into this cave must I creep,
And turn to earth and there tossleep.
Beauty: What, into this grave? alas!
Lveryman: Yca, there shall ye con-

sume more and less. 795
Beauty: And what, should I smother
here?

Everyman: Yea, by my faith, and
nevermore appear.
In this world live no more we shall,
But in heaven before the highest Lord
of all.
Beauty: 1 cross out all this! Adieu,
by Saint John! 800
I tuke my cap in my lap and am gone.
Everyman: What, Beauty, whither
will ye?
Beauty: Peace, I am deaf; I look not
behind me,
Not and thou wouldst give me all the
gold in thy chest. [ Fxit Beauty.]
Everyman: Alas, whereto may I trust?
Beauty goeth fast away from me, 806
She promised with me to live and die.
Strength: Everyman, 1 will thee also
forsake and deny;
Thy game liketh me not at all.
Everyman: Why, then ye will for-
sake me all! 810
Sweet Strength, tarry a little space.
Strength: Nay, sir, by the rood of
grace,
I will hie me from thee fast,
Though thou weep till thy heart do
brast.®

% Hard. % Burst.



EVERYMAN 99

Everyman: Ye would ever bide by me,
ye said. 815
Strength: Yea, I have you far enough
conveyed;
Ye be old enough, 1 understand,
Your pilgrimage to take on hand.
I repent me that I hither came.
Everyman: Strength, you do to dis-
please I am to blame; 820
Will you break promise that is debt?
Strength: In faith, as for that 1 care
not;
Thou art but a fool to complain,
You spend your speech and waste your
brain;
Go, thrust thee into the ground! 825
(Exit Strength.]
“oervman: 1 had wend surer 1 should
you have found.
But 1 sce well, that trusteth in his
Strength,
She him deceiveth at the length.
Both Strength and Beauty forsaketh

me,
Yet they promised me fair and lov-
ingly.
Discretion: Everyman, 1 will after
Strength be gone, 831

As for me [ will leave you alone.
Lveryman: Why, Discretion, will ye
forsake me?
Discretion: Yea, in faith, I will go
from thee,
For when Strength gocth before 835
1 follow after cvermore.
Everyman: Yet, | pray thee, for love
of the Trinity,
Look in my grave once piteously.
Discretion: Nay, so nigh will T not
come.
Now farewell, fellows, every one! 840
LEnit Discretion.]
Lveryman: O, all things faileth, save
God alone,
Beauty, Strength, and Discretion;
For when Death bloweth his blast,
They all run from me full fast.
Five-Wits: Everyman, my leave now
of thee 1 take; 845
I will follow the other, for here I thee
forsake.

Everyman: Alas! then may I wail and
weep,
For 1 took you for my best friend.
Froe-l#1ts: 1 will no longer thee keep;
Now farewell, and here an end. 850
[Exut Pive-TFits.]
Everyman: O Jesu, help! all hath for-
saken me!
Good-Deeds: Nay, Everyman, I will
bide with thee,
1 will not forsake thee indeed;
Thou shalt ind me a good friend at need.
Everyman: Gramercy, Good-Deeds,
now may | true friends see; 855
They have forsaken me every one;
I loved them better than my Good-
Deeds alone.
Knowledge, will ye forsake me also?
Knowledge: Yea, Everyman, when ye
to death shall go;
But not yet for no manner of danger.
Evervman: Gramercy, Knowledge,
with all my heart. 801
Knowledge: Nay, yet I will not from
hence depart,
Till T see where ye shall be come.
Everyman: Methink, alas, that I must
be gone,
To make my reckoning and my debts
pay, 865
For I see my time 1s nigh spent away.
Take example, all ye that this do hear

or sce,
How they that 1 love best do forsake
me,
Except my Good-Deeds that bideth
truly.
Good-Deeds: All carthly things is but
vanity: 870

Beauty, Strength, and Discretion, do
man forsake,
Foolish friends and kinsmen that fair
spake,
All fleeth save Good-Deeds, and that
am [.
Everyman: Have mercy on me, God
most mighty,
And stand by me, thou Mother and

Maid, holy Mary. 875
Good-Deeds: Fear not, I will speak for
thee.
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Everyman: Here I cry God mercy.
Good-Deeds: Short our end, and
minish our pain;
Let us go and never come again.
Everyman: Into thy hands, Lord, my
soul I commend; 880
Receive it, Lord, that it be not lost!
As thou me boughtest, so me defend,
And save me from the fiend’s boast,
That I may appear with that blessed
host
That shall be saved at the day of doom.
In manus tuas ®“—of might’s most 886
Forever—commendo spiritum meum.4t
[Everyman and Good-Deeds descend into
the grave.]
Knowledge: Now hath he suffered that
we all shall endure;
The Good-Deeds shall make all sure.
Now hath he made ending; 890
Methinketh that I hear angels sing
And make great joy and melody,
Where Everyman’s soul received shall

be.

Angel: [Within.] Come, excellent
elect spouse to Jesu;
Here above thou shalt go, 895

Because of thy singular virtue.

Now thy soul is taken thy body from,

Thy reckoning is crystal-clear.

Now shalt thou into the heavenly
sphere,

Unto the which all ye shall come 900

That liveth well before the day of doom.

[Exit Knowledge. Enter Doctor to speak
the Epilogue.]

© Into thy hands. 9] commend my soul.
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Doctor: This moral men may have in

mind;

Ye hearers, take it of worth, old and
young,

And forsake pride, for he'deceiveth you
in the end,

And remember Beauty, Five-Wits,

Strength, and Discretion, 905

They all at the last do Everyman for-
sake,

Save his Good-Deeds, there doth he
take.

But beware, and they be small

Before God, he hath no help at all.

None excuse may be there for Every-
man: 910

Alas, how shall he do then?

For after death amends may no man

make,

For then mercy and pity do him for-
sake.

If his rechoning be not clear when he
doth come,

God will say—ite maledicti in ignem ae-
ternum. i 915

And he that hath his account whole and
sound,

High in heaven he shall be crowned;

Unto which place God bring us all
thither,

That we may live body and soul to-
gether.

Thereto help the Trinity!

Amen, say ye, for saint charity.

Thus endeth this moral play of Every-
man.

920

4 (50, ye accursed, into eternal fire.

NOTES ON EVERYMAN

I. THE NATURE OF PARABLE

Everyman may be regarded as a dramatized parable, and it therefore
introduces the problems inherent in the parable form. A parable may be
said to present some rather simple generalization by means of a concrete
example: it is a story which makes a point. It is primarily concerned with
theme or idea. For instance, if we turn to the New Testament, we find the
story of the foolish man who built his house on the sand and the wise man
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who built his upon the rock. The storm comes, the foundations of the first
house are swept away, and the whole fabric crumbles; but the house built
upon the rock survives the storm.

Each feature of the story has a simple moral meaning. The house clearly
is not a structure of wood or stone or brick, but a moral edifice. The physical
storm symbolizes the doubts and difficulties of life. The sandy foundation
represents frivolous or false beliefs, whereas the rock is eternal truth.

It would be possible, of course, to express the point of the parable still
more simply by dropping the symbolism altogether and atatlng the impled
generalization abstractly: that is, the man who lives in accordance with
truth can endure the difficulties of life without suffering the collapse of the
man who foolishly ignores the truth.

But the parable form of statement has distinct advantages: by making
use of a concrete story it renders the point more vividly and emphatically.
The reader’s feelings and imagination are engaged as well as his mind—
a matter that is important in two ways. For one thing, it may be useful in
merely understanding the point; this is especially true of untrained or un-
sophisticated minds, which are naturally more accessible to emotional ap-
peal than to abstract logical statements and therefore find the parable an
casily grasped kind of expression. The statement, “ John Doe’s life was
lived in accordance with false premises,” may seem “dry” because, even
though it seems to concern a specific case, it 1s abstract in form. But the
concrete picture of the house built upon the sand is emotionally stirring
and 1s immediate in i1ts impact. We are prepared for an ironical mockery of
such expensive folly, and we begin to feel some apprehension as we think
of the weak foundation. But it should by now be clear that the parable is
doing more than merely making a point understandable: in stimulating our
emotions and imaginations, it i1s giving us a fuller and more complete ex-
perience than would the bare statement of fact. It 1s no longer a device of
exposition for relatively untutored minds, but as it effectively engages our
interest and our sympathies, it acts on the same level as works of literary
art.

The Problem of the Parable Writer: the Relationship of Theme and
Form. The parable writer, in other words, finds himself to some extent
working in two fields at the same time. In one, he is writing a sermon, the
aim of which is to convey a single, definite, clearcut idea; but as he goes on
to give that idea the concrete narrative form which gains power from its
appeal to our emotions, he introduces new elements which tend to widen
and complicate the original forthright idea. Through our imaginations,
which are necessarily brought into play by the story form, we naturally
begin to see new meanings and implications. Thus, the theme of the sermon
is expanded. For instance, the Biblical parable of the two houses might
suggest to us such questions as the following: Was the man arrogantly
foolish? Was he led into his folly by false appearance? Did he become crimi-
nally careless because he was preoccupied with other things? How will he
feel when the house collapses—terrified, remorseful, or eager to blame
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someone else? And what of the innocent occupants of the house? What
attitude are we to take toward them?

Now, as it happens, the author of this parable has taken steps to prevent
such questions from becoming too prominent and thus interfering with the
singleness of this theme. He simply says, ““The man was foolish”’; we are
meant to accept this as adequate motivation of his action. Nor does the
author say anything about the other occupants or give any real hints to
stimulate our inquiring into the man’s feelings after the fall of his house.
In other words, the author has “protected” his thesis, so to speak; he has
stuck quite close to the scrmon form; he has not yielded very much to the
demands of art, though he has used some of the devices of art.

When, however, the parable writer does use literary methods—action
and character—to give his theme conviction and dramatic force, he does
mevntably begin to surrender some of the simplicity of his theme. For the
questions proposed by our imagination suggest variations of Bhe theme;
actually, we are tending to break down the abstract generalization into
concrete individual experiences. The sermon gives us the generalization; the
drama presents an experience. The particular circumstances of the ex-
perience begin to modify and qualify the simple, abstract statement. In
conclusion, then, we come to this double principle, which is very important
in dealing with the complex “parables” which drama involves: in propor-
tion as we put an idea— any idea—as simply, generally, and abstractly
as possible, we militate against dramatic effectiveness; and conversely, in
proportion as we present a theme concretely and vividly, we tend, as a
necessary consequence, to suggest a more complex interpretation of events
than any simple, abstract statement will convey.

How We Become Aware of the ‘“Meaning.” Most important of all, we
tend, in the concrete, dramatic presentation of the theme, to shift from the
author’s own unequivocal “meaning’ as it may be stated by the author
himself in his role as scientist, historian, or moralist to the total “meaning”
of the events as presented to the audience or to the reader. To state the
matter in slightly different terms: when we fictionalize or dramatize a
generalization about life, the meaning tends to shift from the “say-so”
of the author as an expert or authority to the meaning of the fictional
or dramatic structure. The author speaks not directly but indirectly; he
does not try to convince us by his logic or his authority, but offers us a group
of events whose meaning we apprchend imaginatively.

Now the latter method does not mean that the author speaks any the
less intelligibly; if he is a good artist, the novelist or dramatist or poet can
successfully convey to us his interpretation. He may fail—just as the
writer who speaks to us directly in his own person may fail by use of mis-
taken facts, bad logic, or muddled organization. But, with his more com-
plex task, the artist has possibilities of full success. He selects and ar-
ranges the actions and the other dramatic materials in which we find a
certain significance; when the arrangement and selection are done with
sufficient skill and msight, what we see in them will presumably be very
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close to what he sees in them (we have already seen how the structure of
Lady Windermere’s Fan leads us definitely toward certain conclusions about
Wilde’s “meaning”). But at the same time that we are interpreting the
structure of actions that constitute the play, we are also, as it were, par-
ticipating in them and emotionally responding to them; the fact that we
enter imaginatively into the story or play accounts for its superior im-
mediacy and power.

2. THEME AND DRAMA IN Lveryman

Although in the study of Lady Windermere’s Fan we were finally able to
come to some reasonably definite conclusions about ““meaning,” the theme
was never in the foreground. What we were primarily conscious of was the
conflict and interplay of a set of sharply characterized individuals. But in
Everyman the situation is different: the theme is clearly before us from the
start, and the characters and action are, in a sense, in a secondary position.
Hence our critical problem here is a different one.

We do not have to spend much time showing how the events of the play
conform to the theme, for it is clear that the author has started out with the
Christian account of life and adapted to it the particular set of circum-
stances that constitute the play. Rarely do we forget that he is expounding
to us certain basic Christian values. The beginning and ending of the play
and God’s specch (ll. 22 ff.) present the theme almost to the exclusion of
dramatic interest. The part of the play lying roughly between Il. 550 and
650 1s largely a straightforward presentation, without conflict, of certain
steps that the human being must go through on the way to salvation. Do
you find other such relatively undramatic passages?

But the author has not chosen to write a sermon: he has written a
dramatized parable. And the consequences of his use of the dramatic form
are forcefully apparent. Iere, then, is where our critical problem really lies:
we want to sce how much of an artist he was, that 1s, to what extent he
made his drama a self-consistent presentation of a concrete experience and
allowed his thesis to become subordinate to the more complex view of life
entailed in the tracing of individual experiences.

Characterization. In a sense this play may be called an allegory; that is,
each of the characters and events is definitely related to a system of ab-
stract meanings. The names of the characters, of course, show their origin
in abstractions —Knowledge, Discretion, Good Deeds, and so on. But they
are not merely abstractions dressed up and walking around on the stage;
some of them, at least, are three-dimensional beings that attain a degree
of personality.

Death, for example, as far as the allegory is concerned, is merely what
happens to all mortals, loss of life, which is the blotting out of the senses
and the corruption of the body. Yet in the play, Death is presented as a
person whose duty it is to summon Everyman before his Maker; but one
notices that the author has done more than merely to dress Death up like a
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human being. The author has given him something of a personality as well.
Death has the brisk, businesslike air of a deputy sheriff. He even appears
to get a certain relish out of the stammering surprise which his descent
provokes in his hitherto unsuspecting victim. Yet, on the other hand, his
attitude is definitely not malicious. After all, he has no personal animus
against his victim. To serve the summons on Everyman is simply his duty—
part of the day’s work.

If the student is inclined to feel that Death has been credited here with
more personality than he actually achieves, it will surely be easy enough to
show that some of the other characters do become personalities. Fellow-
ship, the abstract quality, is represented by a typical goodfellow, who ap-
proaches his friend to cheer him up, who swears not to forsake him ““to my
life’s end,” but who adds cautiously ‘“In the way of good company,” and
who finally leaves the friend in the lurch when he finds that really serious
matters are afoot. ’

In the same way, Kindred—supported by Cousin—transcends the mere
abstraction to become a typical kinsman, genuinely concerned about
Everyman’s melancholy, full of fatuous comment, willing to help him out—
up to a point—but flatly refusing Everyman’s great request.

The allegory is working itself out as the play develops: the play is saying
that friends and even kinsmen cannot die for one. But the play makes its
general point by attempting to give the illusion of life—the interplay of
real people and concrete events.

Structure. Aside, then, from attempting to develop some of his charac-
ters as characters, the author goes a step further: he presents his actions
in a more complex form than would be necessary if he were only making a
point about Christian values. He has several climaxes, with resultant
changes in tension and mood; he makes rather skillful use of irony; he uses
different means of suspense. In other words, he is trying in every way he
can to make us become emotionally concerned; he wants his story to be
effective as a story--his plot to work as plot.

For the sake of the theme, all the author must do is show Everyman
embracing Christian values and thus gaining everlasting life. But the author
is not content with so simple a pattern: he wishes to present also Every-
man’s devotion to false values, and later his failure to distinguish, in the
realm of sound values, between those which are only of earthly significance
and those which relate directly to eternal salvation. Now these experiences
have to come in a certain order, and as we observe what that order is, we
really discover the structure of the play.

Although Everyman has no internal divisions such as acts or scenes, it is
clearly divided into four parts which have a definite relationship to each
other. In Part I we see Everyman in conflict with death, and losing the
battle (to 1. 183). In Part II Everyman unsuccessfully tries to find a com-
panion for his journey (to l. 462). In Part 111 he is more successful in his
search for companions, and the mood changes to one of joy and exaltation
(to 1. 770). In Part IV we have another turnabout: Everyman has a second
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major disappointment, and he finally meets death completely sobered and
matured by his experiences. The author who conceived this fairly elaborate
dramatic progression was doing much more than merely saying ““Be good
and you’ll be happy.”

Part I. Man’s hearing that he must die would not on the face of it appear
to have many dramatic possibilities. But the author does make it dramatic
by showing Everyman trying to fight off Death as a concrete, personal
enemy. Although the conclusion of the conflict is known in advance, the
author maintains tension and interest with his vivid portrait of Everyman
dashing quickly from one to another of the expedients by means of which
human beings always greet or try to evade the unpleasant: incredulousness,
the desire for delay, efforts to bribe, desire to do other things first, the naive
hope that maybe it won’t be so bad after all (“Should I not come again
shortly?”), the hope for company, the final direct plea for grace. The
author’s acute psychologlcal analysis of Everyman is much more than he
needs to provide in order to develop his theme. But he wants to make his
character alive.

Part I1. In Part I we saw Everymzm reduced from the brisk self-satisfac-
tion of the undisturbed human being to the near-despair of one who must
face death; now we see him experiencing several momentary recoveries of
good spirits and then plunging into still deeper despair. In terms of
action, Part II is connected with Part I by Everyman’s acting on his ex-
pressed desire to find companionship. Now what the author might do is
merely to run Everyman through a series of similar experiences, each of
which has the same disappointing ending. But, actually, one should notice
how much variety he has achieved in this scene, which might be repeti-
tious and hence monotonous. First, he has Everyman take the most natural
step for a human being—seek human companionship, that of friends and
relatives. Then Everyman with his plea shifts to a wholly different kind
of character, Goods. This gives us, on a superficial level, contrast, and, on a
more profound level, a sense of deep irony: while Everyman thinks he is
finding a more durable companion, we can see him making an even less
discerning choice than before. As we examine in detail Everyman’s dialogue
with each of the characters whom he asks for help, we find that cach little
scenc is handled in its own characteristic way. Note the difference in length:
the first, that with Fellowship, is very fully developed; the second is only
half so long; and that with Goods, where the theme receives a new twist, 1s
longer again. The Fellowship scene is almost a playlet in itself, with the
effect resting on irony: Everyman and Fellowship reach an enthusiastic
height of good feeling based on the latter’s helpfulness and the former’s
gratitude, and then comes the crash into reality. In the scene with Cousin
and Kindred the author cannot use the same pattern of build-up and let-
down; so here the refusal comes quite early (Everyman, partly disillusioned,
is no longer so ambiguous about the journey he has to take). The author
adds to the sense of freshness by the frivolity of Cousin’s excuse, ‘1 have
the cramp in my toe”’—a skillful picture of the ludicrously inadequate
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excuses which human beings give to justify their failures. Note also Kin-
dred’s line: * Ye shall have my maid . . .”” Why is this dramatically effec-
tive? Compare, on the other hand, the excuse which Goods gives: does it
merely repeat the scheme used in Cousin’s excuse? Notice Goods’s speech
in Il 401—402: what equivocation or “double talk” has the author woven
into the words of the promise? Is this appropriate? What devices does the
author use to make Goods a “realistic” character?

Once again, it is clear that the demands of the mere theme do not account
for all the careful technical elaboration. With a good sense of drama, the
author has gone on to present a full and vivid set of experiences. As a
result, when we come to the end of Part II we do not feel that we are only
being lectured, but we can genuinely grasp the depression of Everyman,
who is a plausible human being.

Part 111. Again the central element in Everyman’s new experience is
irony: by the author’s use of irony we can see that he is avoiding the run-
of-the-mill, routine, commonplace developments which the prominence of
his theme might have led us to expect. Here, the irony lies in the fact that
Everyman turns to his best help, not first, but only after he has been re-
pulsed everywhere else. (Everyman’s action here is typical of humanity’s
confusion about values.) Then, the easy and expected thing for the author
to do would have been to have Good Deeds rescue Everyman from his
plight immediately. But we have further irony: such on-the-spot assistance
is impossible. And it may not be pushing the irony too far to point out that
the reason in this case is the same reason given by Goods: Good Deeds is
fettered—bound. Note that in each case the fetters are symbols, but sym-
bols, of course, of different things: what are the symbolic meanings?

But Good Deeds, though, like Goods, she cannot go with Everyman, can
send him to her sister Knowledge, who will tell him what to do; and the
process of Everyman’s salvation is thus begun. It is not necessary for us to
follow in detail Everyman’s changing situation. We should note, of course,
that the subsequent episode with Confession and Penance has much less
dramatic force than any scene which occurred thus far. Here the sermon
takes precedence of the drama: the author is finishing one part of his theme
and 1s looking forward to another part of 1t to be developed later.

But, on the whole, this part of the play still has considerable dramatic
force, a dramatic force which grows out of the change of mood as Everyman
feels overwhelming relief in his discovery at last, of trustworthy friends.
In fact, here 1s a kind of summation and knitting together of the first three
parts: the resolution of the original issue, which was Everyman’s terror at
being abandoned, at having to take a dreadful journey alone. He now feels
comforted and strong. The author’s bringing upon the stage a whole com-
pany of sympathetic counselors and friends builds up for the audience a
sense of Everyman’s increased security. They are the source of his changed
feelings, and at the same time they become a kind of visible symbol of his
new sense of security.

Note the effective touch of having Everyman assume the post of leader.
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Everyman is no longer frightened and bewildered. Having received the
sacrament, he is resolved and confident. “Follow me,” he says; “I go be-
fore, there I would be.”

It looks at this point as if everything is settled and the author is ready
for a “happy ending.”

Part IV: The Complication of Theme. But the author, as we have already
suggested, has elected to introduce a further complication. The very
company on whom Everyman has been instructed to rely on his journey
to the grave begins to fall away as he approaches the grave. With regard
to the theological meaning, this complication allows the author to make a
further point about man’s relation to death, namely, that at death man
must give up not only physical but also certain more abstract endowments.
But on the dramatic level, the complication 1s more important still: it per-
mits the author to create another suspense which will take the place of the
suspense which has been relaxed. In other words, the author has not
wished to seem to take the fact of death too lightly: even in the contrite
and repentant man, death begets a proper seriousness and a proper fear.
The shrinking back of one pilgrim after another emphasizes this sense of
fear and makes Everyman scem a human being with normal, human hopes
and fears, and not a rather unreal—because incredibly complacent—convert.

The Growth of Everyman’s Character. This process of humanizing Every-
man is accompanied by a process of character development: Everyman, as
he begins his journey to the grave, is no longer the rather callow and terri-
fied person that he appeared to be at the beginning of the play. His eyes
have now been opened; the ordinary illusions have fallen from him; he has
knowledge of the slipperiness and falsity of the world; and, indeed, he has
acquired a certain moral toughness.

This new quality comes out very plainly in the passage in which Beauty
repudiates Everyman. Consider the whole passage (beginning with line
794). After the promises made to him by Strength, Discretion, and Knowl-
edge, Everyman has been heartened for the journey and filled with joy
by his sense of the loyalty manifested by his companions. But just at this
high point of courage, when he addresses the company as friends and says
to them ““Let us not turn again to this land. . . . For into this cave must [
creep”’—just at this moment, Beauty starts back in fear with the exclama-
tion: ‘“What, into this grave?” Yet it is important to notice that it is
Everyman who is now able to look the facts in the face and answer: “Yea,
and there shall you consume more and less.” The answer 1s a sorrowful one,
but it is important to note that Everyman himself is here the instructor
who can explain to Beauty the worst that can befall.

_One may put the matter in somewhat different fashion by saying that in
this part of the play the author is developing the process of disillusionment
on a much higher level. For, now, at this point in the play, it is not the
outside world which is deserting Everyman at the approach of death, but
the very qualities and faculties of the man himself which are deserting him.
The inner citadel, as it were, is going down under the attack.



108 SIMPLER TYPES

Everyman’s cry, ‘“Now, Jesu help! all hath forsaken me!”” comes there-
fore with special poignance. Everyman is, at this stage of the play, not the
man easily disappointed; he has been chastened. For the same reason, Good
Deeds’s final promise to abide with him, too, comes with special force: it 1s
a promisc made in the face of full knowledge of the terror which has caused
all the other supporters to flce.

What, then, of the refusal of Knowledge to accompany Everyman into
the grave with Good Deeds? Truth to the allegory demands that the author
have Knowledge refuse—a man cannot take his knowledge with him into
the grave. Yet, dramatically considered, will not the refusal of Knowledge
come as an antichimax after the high point which we have reached with
Good Deeds’s promise not to forsake Everyman?

Significant Variation. Here, as we shall see, the author has given us a very
fine example of significant variation (see Glossary). Throughout the play,
we have witnessed Everyman’s repeated plea for companionship, and have
heard the request in all but one instance refused. When Everyman turns to
Knowledge and asks whether Knowledge will forsake him, the reply, ““Yea,
Everyman, when ye to death shall go,” on one level echoes the reply which
we have heard so often throughout the play. But here it comes with very
different effect. We may say that the refusal itself, here, turns into a sort
of comforting assurance. Coming from Knowledge, who has been what
might be called the presiding genius of the play, it cannot be equated with
the cowardly and selfish refusals which superficially it resembles. Indeed,
as Knowledge continues his speech, the refusal itself, as we have said, be-
comes a guarantee of continued watchfulness and supervision. Knowledge
will not have to desert Everyman until the fact of death itself, and not
before Knowledge has seen him safely through his ordeal. Man cannot take
his knowledge with him into the grave, but by means of Knowledge, man
can see what will happen to him beyond the grave.

Again, then, we see the allegory asserting itself, but, as before, being
humanized and made dramatically meaningful. The author achieves a
richer and more moving effect by having Knowledge unable to follow Every-
man than he would have secured by having both Good Deeds and Knowl-
edge descend with Everyman into the grave.

Summary. We began this analysis by saying that Everyman was a
dramatized parable. We pointed out that the dramatization of a theme is
more vivid and moving than is an abstract statement of the theme. We
pointed out further that a theme is to some extent qualified and modified
in the process of dramatization, and that the emotional power which the
dramatization provides, itself springs from the fact that we are not given a
statement but are forced to develop our own attitudes and to make our own
interpretations.

How are these propositions illustrated by Everyman? Suppose that we
consider the matter in this way. I1ad the author of Everyman conceived
his play as propaganda for the Christian way of life even more narrowly
than he has, he might have been tempted to leave out such bits of humor as
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Cousin’s reply to Everyman: “No, by our Lady; I have a cramp in my
toe.” Such humor, he might have felt, was unseemly in such a play, and
might detract from the seriousness of the attitude he wishes to provoke in
his audience. To pass on to a much more serious matter, he might have
further decided that he ought not to play up the terror of death in Every-
man after Everyman had repented and set his account in order.

It 1s perfectly true that, in the play as we have it, Everyman does go to
his death with a deep and sincere confidence in the Christian hope of the
resurrection. Yet a narrow propagandist might conceivably have felt that
he ought not to seem to weaken Everyman’s confidence at all. And cer-
tainly, in strict logic, Everyman ought to feel no qualms at all: yet in the
play, having brought Everyman up to a height of confidence, the author
has rather deliberately stripped the confidence from him. This is, of course,
not to say, that there is any ambiguity as to the author’s attitude toward
Christianity. The play is a very fine and relatively uncomplicated treat-
ment of the Christian theme. But it is important to observe that even so
simple a treatment of the theme as one finds in this play is not so simple
as a purely abstract account of it would be, and, concomitantly, that the
play is as good a play as it is because the author was willing to write as
a dramatist and not as a mere propagandz_\t

One may make the same general point in terms of the symbolism: the
play is an allegory, which, though simple, is not purely mechanical. The
author is willing and able to provide some hints of a richer and more fluid
symbolism. The ‘“meaning” is not exhausted by our referring each part of
the play to its place in the allegorical scheme as we might with a key to the
allegory. Allegory in the play there is, and the principal meaning of the
play is allegorical, but we have the beginnings of that richer and more
manysided symbolism which any good play involves, and which we find in
its most magnificent form perhaps in some of the greater plays of Shake-
spearc.

To sum up: we may say that good drama is always meaningful, and
probably is ultimately always moral; but the reader who is looLing only
for the “moral,” or who indulges merely in *“‘message-hunting,” or, in
general, 1s willing to see a play as merely the illustration of a special theme
will be misreading the play.

Everyman As TRAGEDY

We should, finally, give at least passing attention to those aspects of
Everyman which may suggest that it should be called a “tragedy.” The
fact that the play deals with serious issues suggests a kinship with tragedy,
and the fact that the protagonist dies will, for many people, clinch the as-
sumption that it is a tragedy. It is probable, indeed, that many people feel
that tragedy is synonymous with an unhappy ending; and the death of the
protagonist, in terms of this same logic, is per se unhappy.

Yet Everyman, it ought to be pretty clearly evident, is not a tragedy,
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even though it does concern itself with serious issues. And it ought to be
even more clearly evident that the conventional assumptions about
tragedy which would make it a tragedy require drastic qualification. The
death of Everyman, for instance— regardless of whether or not it 1s ““ tragic”
—1is certainly not ‘“unhappy.” There 1s a sense in which Everyman at his
death is profoundly happy. We shall need much more precise definitions of
tragedy than this if we are to come to any understanding of drama.

It is not wise at this point to attempt any elaborate discussion of the
nature of tragedy. That can best be undertaken a little later in this manual
and in connection with plays which raise the problem of tragedy in more
explicit form. Yet even so, a few generalizations on the subject here may
not be amiss.

In the first place the mere death of the protagonist has little to do with
tragedy. For example, consider: the death of a good person who is the victim
of malice; the death of a good person by a chance accident; the death of a
gangster, either at the hand of the state or at the hands of another gangster;
the death of a person who dies happily in a good cause. Could any of these
taken as such be regarded as tragic? It ought to be clear that we cannot
respond to all these deaths in the same way, but that they will affect us in
a variety of ways. We may feel shocked; we may rejoice; we may remain
indifferent; we may be moved to pity; our attitude may be not simple at all
but may blend one feeling with another.

The fact of death, then, affects us in various ways and depends for its
effect on the circumstances which attend it. Any definition of tragedy which
depends, therefore, merely on the fact that the protagonist dies is hopelessly
vague. The character of the protagonist and the nature of his struggle with
circumstance or his fellows or with himself is much more to the point in
developing a workable dehnition of tragedy.

A few generalizations, however, are so obvious that they can be made,
here and now. First, the protagonist must struggle, for, if he is unable to
struggle or is too passive to struggle, we can feel no more than pity for him.
The death of a child, for example, may be pathetic, but it cannot be tragic.
Second, we must feel some svmpathy for the protagonist in his struggle: if
his death merely gives us satisfaction or, worse still for the purposes of
drama, leaves us indifferent, there can be no tragedy. Third, there must be
in the protagonist some hmitation or failure —else we shall probably feel
no more than the pure pathos of his death, or that his death is unfair and
and undeserved.

In the second play which follows, Lillo’s George Barnzell, we shall have
an opportunity to explore much more thoroughly what the character of the
tragic protagonist must be and must not be. But even here we shall probably
not find a complete answer to the nature of tragedy in the light of which we
shall be able to see fully why Lveryman is, though a serious play, not a
tragedy. The full answer probably will have to wait upon our examination
of other plays.
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QUESTIONS

Beauty, 1n refusing to go with Everyman into the grave, uses the
same oath (“By Saint John”) that Fellowship has used earlier in the play
in making the same refusal. What is gained by this parallelism? Does it
help make the abstract character, Beauty, seem credibly human? Help
enforce the essential loneliness of Everyman?

2. Review all the speeches of refusal to accompany Everyman. Note how
many of the characters use homely turns of phrase (‘1 take my cap in my
lap and am gone,” “Thy game liketh me not at all”’) and understatement.
What 1s gained by these devices?

3. As Fvervman and Good Deeds prepare to (lcsculd into the grave,
Good Deeds says, “ Short our end, and minish our pain.” Properly speak-
ing Good Deeds does not suffer pain. Defend, on dramatic grounds, the
author’s use of our here.

4. We have pointed out that, although the play has no formal division
into scenes, the play actually falls into four divisions. How has the author
suggested these divisions by his arrangement of speeches or his manage-
ment of the action?

5. Goods comes close to being the real villain of the piece. He mocks
Everyman overtly in his last speech. Yet does not Goods really show a
scrupulous neutrality? This may be very shrewd on the part of the author.
He even makes Goods point out that he would have been transmuted into
Everyman’s true friend Good Deeds (with whom he is ironically linked by
name) if only Everyman had “to the poor . . . give part of me.” What 1s
the effect of this paradox in emphasizing hvuvnmn s own responsibility
as a free agent? That 1s, does it lessen any impression we might have that
Everyman is a victim of circumstances?

Primarily the author uses God, of course, to set up the moral issues
of the play. Does the author attempt more than that in his initial pres-
entation of God? Does he try to “characterize” Him at all?> To make the
first scene dramatic as well as homiletic?

7. Can you find any of the lines by which the author endeavors to sug-
gest changes of place to the audience? How much care does he take in this
matter?

8. What lines in the first scene point ahead to Everyman’s interview
with Goods?

9. Has the author succeeded at all in universalizing Fellowship? That
is, in giving him qualities which we of a later generation find entirely
recognizable? Are there any familiar idioms here (as well as elsewhere in
the play)?

10. Is there anything ironic in the fact that Fellowship exclaims “in
faith” in 1. 232 and again “in good faith” in L. 280?

11. What do we learn about Fellowship from the fact that he says finally
that he would not go with Everyman even if he were given a new gown

(. 292)?
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3. Plautus, 7The Twin Menaechmi

‘ N Y E TURN next to one of the best-known Roman come-
- dies, Plautus’s Menaechmi, the date of which is in

the neighborhood of 200 B.c. Here the student will
recognize the basic plot of Shakespeare’s Comedy of Errors. In Plautus’s
play we find in practically pure form the simple comic type known as farce.
As the student reads, he may find it useful to observe the ways in which its
effects differ from those of Lady Windermere's Fan.

THE TWIN MENAECHMI:

DRAMATIS

Brusu (PENICULUS), a parasite

MEeNAEcuMUS I, a young man of Epi-
damnus

ERroTiUM, a courtesan

CyLINDRUS, cook of EROoTIUM

Menaecumus 11 (SosicLes), a young
man of Syracuse

MESSENIO, slave of MENAECHMUS II

Maip of EroTium

PROLOGUE

Nor first and above all, spectators, I'm
bringing a few

Of the best of good wishes to me—and
then also to you;

I’'m bringing you Plautus—by mouth,
of course, not in person,

And therefore I pray you receive him
with kindliest ears.

To the argument gird up your minds, as
I babble my verse,

And 1 shall explain it—in briefest of
terms, have no fears.

And this is the thing that poets do in

their plays:

The action has all taken place in Athens,
they say,

PERSONZAE

WirE of MENAECHMUS |
FATHER, an old man, father-in-law of
MEeNAECcHMUS 1
A Docror
SLAVES
[Scene: A Street in Epidamnus in
front of the houses of Menaechmus I
and Erotium.]

That the setting will seem to be Greek
to you all the more.
But from me you’ll hear the truth—

where it actually happened. 10
The plot of the play, to be sure, is Greek,
but not

Of the Attic variety; Sicilian, rather.

I've given you now of the argument
merely the preface;

And next the plot I'll generously pourout

Not merely by peck or bushel, but by

the whole barn, 15
So kindly a nature I have for telling the
plot.

Now, an old merchant was living in
Syracuse city,
And he by some chance had a couple of
twin sons—yes, two of ’em—

1 Reprinted by permission of Random House, Inc. The translation is by Edward C.
Weist and Richard W. Hyde: Acts II and V, by Weist; Acts I, III, and IV, by Hyde.
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And they looked so alike that the nurse
couldn’t tell (more’s the pity)
Which one she gave suck to; no more

could their mother, for whom 20

The nurse was called in, no, not even
their mother who’d borne ’em.

Much later, the boys being now about
seven years old,

Their father filled up a big ship with a
lot of his goods

And, putting one twin in safekeeping
with them in the hold,

Betook himself off to Tarentum to
market, to turn ’em 25

To cash; and the other twin stayed at
home with his mother.

When they got there, Tarentum was
holding some games, as it hap-
pened,

And people were flocking to town, as
they do for the games.

The little boy strayed from his father
among all the crowds;

The lost was soon found by a rich Epi-
damnian merchant 30

Who seized him and took him off home.
But the father

Was sadly dejected at heart at the loss
of the boy,

And only a little while later he died of
despair.

Syracuse at last heard the bad news that
the father was dead

And that someone had stolen the twin
who had wandered away. 35

So the grandfather changed the remain-
ing twin’s name then and there,

Since the other had been so beloved—
the one stolen away.

The other one’s name he bestowed on
the twin safe at home,

And called him Menaechmus, the same
as the one I have said.

The grandfather’s name was Menaech-
mus too, it so happened, 40

And with ease I remember the name, as
they called it aloud.

And lest you get muddled, both twins
now have the same name.

But now on the poet’s rude feet I
must seek Epidamnus,
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To speed on my tale. Should anyone
wish to have business

Transacted there, let him be bold and
speak forth and give me 45

The money with which I may carry out
all his commands.

But unless the money’s forthcoming,
he’s wasting his time,

And he’s wasting his time even more,
should the money be given.

And while standing still I've returned to
my point of departure.

The old merchant I told you about,

who kidnapped the boy, 50

Had no children whatever, unless you
should count all his money.?

He adopted the stolen young twin as his
son, and to him

Gave a wife and a dowry, and made him
his heir when he died.

For, wandering into the country not far
from the town, the

Epidamnian stepped in a freshet, where
torrents of rain 55

Had been falling; the current caught
quickly the kidnapper’s feet

And carried him off to the place where
he’ll get his deserts.

So from him the young man inherits a
plentiful fortune,

And this is the house where the rich
kidnapped twin is now dwelling.

The other twin, living in Syracuse,

comes with his slave 6o

To find his own twin brother here, for
whom he’s been searching.

While the play’s being acted, the town’s
Epidamnus, you see;

When another play comes, ’twill turn
into some other town.

And then the families in the houses will
change;

The inhabitant is now a pander, and
now a youth, 65

Or a pauper, a beggar, a parasite, or a
prophet.

2 There was apparently a jest here in the
Greek original (which lies behind Plautus’
Latin adaptation). The Greek word T6Kos
means both “children” and “interest on
money.”
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ACT ONE. SCENE I

[ Enter Brush, who addresses audience.]

Brush: My nickname’s Brush, be- s

cause when I eat I sweep the table clean.
People who keep prisoners in chains and
put shackles on runaway slaves do a
very foolish thing, if you ask me. You

see, if you add insult to injury, a poor 10

fellow will want all the more to escape
and go wrong. He’ll get out of his chains
somehow, you can be sure—file away a
link, or knock out 2 nail with a stone.

That way’s no good. If you really want 15

to keep somebody so he won’t get away,
you’d better tie him with food and drink:
hitch his beak to a full dinnerpail. Give
him all he wants to eat and drink every

day, and he’ll never try to run away, not 20

even if he’s committed murder. The
bonds of food and drink are very elastic,
you know: the more you stretch them,
the tighter they hold you. [Going to-

wards the house of Menaechmus 1.] Now 25

take me—I’m on my way over to Me-
naechmus’, where I’ve been doing a long

SIMPLER TYPES

Menaechmus I:

If you were not

Stubborn, bad,

Stupid, and a

Little mad,
What your husband hates, you’d see
And behave accordingly.
Act the way you have today
And back you go to dad to stay.
If I say I’m going out,
You’re on hand to ask about
Where I’m going,

What to do,
What’s my business,

What’s for you.
I can’t get out anywhere
But you want me to declare
All I’ve done and all I do.
Customs officer—that’s you!
I’ve handled you with too much care;
Listen what I’m going to do:
Food I give you,

Maids, indeed,
Money, dresses—

All you need;
Now you’ll keep your spying eyes
Off your husband, if you’re wise.

stretch; I’'m giving myself up to let him  And furthermore I'll see that you don’t
bind me. He doesn’t only feed you, you have your watching for nothing: I'm
see: he builds you up and makes a new 30 going'to get even with you and take a
man of you. There’s no better doctor woman out to dinner somewhere.
alive. Just to show you what sort of Brush: [Aside.] The fellow pretends
fellow he is—he has wonderful meals, he’s cursing his wife, but he’s really
regular Thanksgiving dinners: he builds  cursing me. It’s me he hurts if he eats
up such skyscrapers of dishes you have 35 out, not his wife.
to stand on your couch if you want to Menaechmus I: Gosh! At last I've
get anything off the top. But it’s quite  scolded my wife away from the door. [ To
a few days since I’ve been over there. the audience.] Where are all you philan-
I’ve been kept at home with my dear dering husbands? What are you waiting
ones—I don’t eat or buy anything but 40 for? Come on up and congratulate me
what it’s very dear. But now my army and reward me for the good fight I've
of dear ones is deserting, and so I'm  put up—I’ve just stolen this dress from
going to see him. [He approaches the my wife in there and I'm taking it to
door.] But the door’s opening. There’s my mistress. This is a fine way to cheat
Menaechmus—he’s coming out. [ #ith- 45 this clever guardian of mine. An excel-
draws.) lent job, an honest job, an elegant job,
ACT ONE. SCENE II a workmanlike ]Ob! I risked my life and
robbed my wife, and the thing’s going
CEnter Menaechmus I from his house, to be a total loss. But I got the spoils
wearing a dress of his wife’s under his own so from the enemy and didn’t lose a
cloak. He calls back to his wife inside.] man.
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Brush: [Accosting him.] Hey, young Menaechmus 1: What do you say we

fellow, is any of that stuff for me? find a place away from my wife where
Menaechmus I: It’s all over. I've fal-  we can have a funeral—and then we
len into a trap. burn up the day?
Brush: Oh no, sir, just into protective 5 Brush: [Enthusiastically.] Wonder-
custody. Don’t be alarmed. ful!l Let’s get going. How soon do 1
Menaechmus I: Who are you? light the pyre? The day’s already dead
Brush: Myself. up to the waist.

Menaechmus I: [ Turning.] Why, you Menaechmus I: You'll wait if you in-
sight for sore eyes, you chance that 1o terrupt me.

comes once in a lifetime! Good morn- Brush: Knock my eye out, Menaech-

ing. mus, if I say a word except when you
Brush: Good morning. tell me.
Menaechmus I: What are you do- Menaechmus I: Come over here away

ing? 15 from the door.
Brush: I’'m shaking hands with my Brush: Sure.

best friend. Menaechmus I: Farther still.
Menaechmus I: You couldn’t have Brush: All right.

come at a better time than this. Menaechmus I: Now come boldly
Brush: That’s just like me: I'm quite 20 away from the lion’s den.

an expert on opportune moments. Brush: Say there, I’ve got an idea
Menaechmus I: Want to see some- you’d make a good racing driver.

thing gorgeous? Menaechmus I: How come?

Brush: What cook cooked it? I’ll Brush: Well, you’re always looking
know if he slipped up when I see what’s 25 back to see that your wife isn’t following
left. you.

Menaechmus I: Say, did you ever see Menaechmus I: But what do you
the painting on the temple wall where say—
the eagle steals Ganymede, or where Brush: What do I say? Why, any-
Venus gets away with Adonis? 30 thing you want, my friend.

Brush: Plenty of times. But what Menaechmus I: 1 wonder if you could
have those pictures got to do with me? make a guess from the odor of a thing if

Menaechmus I: [Revealing the dress.]  you smelt it.

Take a look at me. Do I look like them Brush: .. 2 if you got the whole

at all? | 35 staff.
Brush: What's that outfit you’re Menaechmus I: Well, take a sniff of

wearing? this dress I’ve got. How does it smell?
Menaechmus I: Say I'm a clever Don’t hang back.

fellow. Brush: You ought to smell the top of
Brush. When do we eat? 40 a woman’s dress; the smell down there
Menaechmus I. You just say what I is awful.

tell you. Menaechmus I: Then smell here,
Brush. All right. “Clever Fellow.” Brush. How dainty you are!
Menaechmus I: Can’t you add any- Brush: This is better.

thing of your own? 45 Menaechmus I: How about it? What
Brush: Well—life of the party. does it smell like? Tell me.
Menaechmus 1: Go on, go on. Brush: A moocher, a mistress, and a

Brush: 1 certainly will not go on un- meal! ..
less I know.what I’m going to get out of Menaechmus I: Now I'll take this to
it. You’ve had a quarrel with your wife 5o
and I’'m staying on the safe side. L There is a short lacuna in the text here.
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my lady Erotium here, and I'll order him, you’d have bitten his nose off with
dinner for all three of us. kisses.
Brush: Swell! Menaechmus I: Hold this, Brush.
Menaechmus I: After that we'll drink  [Handing him his cloak.] 1 want to make
right through till daylight tomorrow. g5 the offering I have vowed.

Brush: Swelll You’ve said a mouth- Brush: Let’s have it. But please,
ful. Do I knock now? dance with that dress on like that.

Menaechmus I1: Go ahead. Or wait a Menaechmus 1: Me dance? You're as
minute. crazy as they come.

Brush: Oh, you’re holding up ourio Brush: Maybe you’re the crazy one.
drinking a mile. But if you won’t dance, take the thing

Menaechmus I1: Knock softly. off.

Brush: 1 suppose you’re afraid the Menaechmus 1: [Removing dress.] 1
door is made of Samian ware. took a big chance stealing this—bigger

Menaechmus I: Wait, for heaven’s 15 than Hercules did, I guess, when he
sake, wait! Look. She’s coming out her- stole Hippolyta’s girdle. [[Handing the
self. Do you see how dim the sun is com-  dress to Erotium.] Here, my dear. You're
pared to the splendour of her beauty?  the only one who really understands

me.
20 Erotium: That’s how true lovers
ACT ONE. SCENE III should feel.
Brush: [Aside.] At least ones who are

[Enter Erotium from her house.] on their way to the poorhouse.

Erotium: Good morning, Menaech- Menaechmus I: That cost me four
mus, my sweet. 25 minae last year when I bought it for my

Brush: How about me? wife.

Erotium: You don’t count with me. Brush: [Aside.] Four minae goneto

Brush: That’s what usually happens the devil, when you add up your ac-
to the reserves in an army. counts.

Menaechmus I: I'd like you to dojo Menaechmus I: Do you know what I
something for him and me over at your want you to do?
house—get ready a battle. Erotium: Tell me; I'll do anything

Erotium: It shall be done. you wish.

Menaechmus I: And we’ll both drink Menaechmus I: Then have a dinner
in this battle, and which is the better 35 for the three of us at your house. And
battler will be found by the bottle. get some fine food at the market—

You’re head of the army, and you’ll de- The son of a glandule of pork,
cide which of us—you’ll spend the night The son of a fattened ham,
with. O my heart’s delight, how 1 de- Or the jowl of a hog—
test my wife when I set my eyes on 40 Some food of that sort
you! Which set on the table
Erotium: [Noticing the dress.] Still, Will tickle my palate
you can’t keep from wearing her clothes. And give me the gorge of a kite.
What’s this? And hurry up.
Menaechmus I: Your dress and my4s5  Erotium: Very well.
wife’s undress, rosebud. Menaechmus I: We'll go on down-
Erotium: You’re an easy winner over town, but we’ll be back soon. While the
all the others who possess me. dinner’s being cooked, we’ll pass the

Brush: [Aside.] The woman flatters 'time drinking.
him as long as she sees what he’s stolen. 50 Erottum: Come whenever you wish;
[To Erotium.] Now, if you really loved everything will be ready.
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Menaechmus I: Hurry now. [To Messenio: Is this search ever going
Brush.] You follow me. to end? It’s six years now that we’ve
Brush: I'll watch you and follow you, spent on it. We’ve seen em all—Istri-
all right. I wouldn’t lose you for all the ans, Iberians, the people of Marseilles,
wealth of heaven. [Menaechmus and glllyrians, the whole Adriatic, all of
Brush depart.] Magna Graecia, the whole Italian sea-
Erotium: [To those inside.] You in  coast. If you’d been hunting for a needle
there, call out my cook Cylindrus at you’d have found it long ago, if there

once. had been one. We're looking for a dead
1oman among the living; if he were alive

you’d have found him long ago.
ACT ONE. SCENE 1V Menaechmus I1: 1f 1 can find some-
[Enter Cylindrus.] body who can prove that, who can say

he knows for certain that my brother is
15 dead, then I shall seek no further. But
otherwise I shall go on as long as I live;

I know how dear he is to my heart.
Messenio: You might as well try to
find a knot in a bulrush. Let’s clear out

Erotium: Take a basket and some
money. Here are three nummi.

Cylindrus: Yes, ma’am.

Erotium: Go and get some provisions.
See that there’s enough for three, not

too little and not too much. fh 4 h o .
Cylindrus: What kind of people will 200 her€ anc go home. ©.r are we gomng
they be? {; wlr:lt’??a book—*“Our Trip around the
or !

Erotium: Menaechmus and his para- Menacchmus I1: You do what you're

site and 1. hat's o
Cylindrus: That makes ten, then, be- told, ;ake “{)Iat ngw’en you, and kle’ep
cause a parasite does as well as eight 25 0ut Of trouble. Lont annoy me. I'm
running this, not you.

ordinary men. . .
Erotium: I've told you the guests; Messenio: [A‘mi’.'] Hm-m, that puts
take care of the rest me in my place all right. Neat, complete;
Cvlindrus: All right. E hing’s it can’t be beat. But just the same, here
e nighe, Lveryrhing's 301 go again. [Aloud.] Look at our purse,

done. Tell them dinner is served. ) .
Erotium: Hurry back. [Shke goes into Men;u?chmus;.our money 1s feeling the
heat: it’s getting as thin as a summer

her house.) hire. I don’ h b
Cylindrus: U'm practically back now. SMIt; f you dont go home, youll be
[Cylinidrus departs.] hunting for that blessed brother of yours

35 without a cent to bless yourself with.
That’s what Epidamnus is like, full of
ACT TWO. SCENE 1 rakes and tremendous drinkers; a lot of
. swindlers and spongers live here, and
[Enter Menaechmus I1, and his slave everybody know;; tlfeir women are the
M.” Sento carrying 4 bag, followed by 4omost seductive in the whole world.
sailors with luggage.] That’s why the place is called Epi-
Menaechmus 1I: 1 think, Messenio, damnus; scarcely anybody can come
that there is no greater joy for sea here without getting damned.
travellers than sighting land. Menaechmus I11: I'll take care of that:
Messenio: Yes, but i1t’s still better if 45 just hand the purse over to me.
it’s your own larid. Why, I ask you, have Messenio: What for?

we come here—why Epidamnus? We Menaechmus 11: What you say makes
might as well be the ocean: we never me worried—about you.
miss a single island. * Messenio: Makes you worried ?

Menaechmus 11: [Sadly.] We areso  Menaechmus I1: That you may get
searching for my twin brother. yourself damned in Epidamnus. You are



118 SIMPLER TYPES

very fond of the ladies, Messenio, and I  crazy, what’s-your-name, to be bother-
have a bad temper andglose it very ing a perfect stranger like me.

casily. So if I have the money, you get Cylindrus: “What’s-your-name”’!
double protection: your foot doesn’t slip, Don’t you remember me? I’'m Cylindrus.
and my temper doesn’t either. 5 Menaechmus I1: The devil take you,
Messenio: [Handing it over.] Take it, whether your name is Cylinder or
keep it; it’s all right with me. Colander. I don’t know you, and I don’t
want to.
Cylindrus: [Persisting.] Your name
ACT TWO. SCENE II1 rois Menaechmus.

. . . Menaechmus 11: You're in your right
[Enter Cylindrus the cook, with his . " b you call me by ane, aﬁy-
market-basket.] way. But where did you ever see me
Cylindrus: [To himself.] I’ve done a  before?
good job of marketing—just what I like 15 Cylindrus: Where did I ever see you
myself. I'll give the company a fine before—when my mistress, Erotium, is
dinner.—Glory, there’s Menaechmus! your mistress?
Now I’m in for it! Here are the guests at Menaechmus II: Confound it, she’s
the door before I’'m back from the not my mistress, and I don’t know you,
market. I’ll go up and speak to him. z0 either.
[To Menaechmus 11.] Good day, Me- Cylindrus: All the drinks I’ve poured

naechmus. for you in the house here, and you don’t
Menaechmus 11: Why, thank you. know me?
[To Messenin.] He seems to know my Messenio: 1 wish I had something to
name. Who is he? 25 break his head with.
Messenio: 1 don’t know. Menaechmus I1: You pour my drinks
Cylindrus: Where are the other for me, do you? When I've never set
guests? foot in Epidamnus before today and
Menaechmus I1: What guests? never even seen the place?

Cylindrus: [Grinning.] Your parasite. 30 Cylindrus: You deny it?
Menaechmuse 11: [ To Messenio.] My Menaechmus 11: Of course I deny it.

parasite? The man’s crazy. Cylindrus: Don’t you live in that
Messenio: Didn’t I tell you there were  house over there?

a lot of swindlers here? Menaechmus II: The devil take the
Menaechmus II: [To Cylindrus.]3s people that do!

What do you mean “my parasite,” Cylindrus: [ Aside.] If he curses him-

young man? self like this, ke’s crazy. [Aloud.]
Cylindrus: Why, “Brush.” Menaechmus!
Messenio: [Peering into the hag.] Non- Menaechmus I1: Well?

sense, I have your brush safe right here 40  Cylindrus: If you ask me, you ought

in the bag. to take that drachma you—promised me

Cylindrus: You are a little early for a minute ago and order yourself a pig,
dinner, Menaechmus; I’m just backfrom  because your head isn’t on straight
the market. either, you know, if you curse your own

Menaechmus I1: Tell me, young man: 45 self.
how much do pigs cost here? Grade A Menaechmus I11: Confound your
pigs, for sacrifice. cheek, you chatterbox! [ Turns away.]

Cylindrus: A drachma. Cylindrus: [ Aside.] He likes to joke

Menaechmus 11: Well, here’s a  with me like this. Always full of laughs
drachma; go get yourself cured at my 50 —when his wife’s not there! [To Me-
expense. Because you certainly must be  naechmus 11.] Well, sit—{ No response.]
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Well, sit— Menaechmus II turns.] Is  hear the door opening. Let’s see who
this enough for the three of you—you, comes out.
the parasite, and the lady—or shall I get Messenio: [ Putting down the bag.] I'll
some more? set this down then. You sailors, keep an
Menaechmus I1: What “ladies”? seye on the luggage.
What “parasites”?
Messenio: [To Cylindrus.] Here,
what’s the matter with you? Why are ACT TWO. SCENE III
you pestering the gentleman?

Cylindrus: Who are you, and what’s 10 [Enter Erotium from her house.]

it to you? I'm talking to Aim; hc's a Erotium: [ To slaves within.]

friend of mine. Go in, and do not close the door,
Messenio: You’re cracked, that’s cer- I want it left just so.

tain. See what there is to do inside

Cylindrus: [To Menaechmus I1.] U'll1s And do it all—now go.
get these things into the pot right away, The couches must be spread, and per-

so don’t wander off too far from the fumes burned:

house. Anything else I can do for Neatness entices lovers, I have learned.

you? Splendour to lovers’ loss, to our gain is
Menaechmus 11: Yes. Go to the devil. 20 turned. [Coming forward.]
Cylindrus: Oh, better that you should  But where is the man they said was be-

—go inside and make yourself comfort- fore my door?

able on your couch, while Vulcan is  Ah, there he is; he’s been of use before;
getting violent with the food. I'll go in  Yet is, as he deserves, my governor.
and tell Erotium that you’re here. 125’ll go and speak to him myself.—My

know she’d rather take you in than make dear,

you wait outside. [ He goes into the house I am amazed to see you standing here;

of Erotium.] My home is always yours when you
Menaechmus I1I: Is he gone? Good, appear.

Whew! I see there was a lot in what you 3o Now all you ordered is prepared,

said. The doors are opened wide,
Messenio: Yes, but look out. I think Your dinner’s cooked, and when you

one of those fancy women lives here, just like

as that crackpot said. Come take your place inside.
Menaechmus I1: All the same, I won-35  Menaechmus I1: [To Messenio.]

der how he knew my name. Who’s this woman talking to?
Messenio: Nothing strange in that; Erotium: To you!

it’s just the way these women have. Menaeckmus II: But why? We've

They send their maids and slave-boys to  never—
the harbour; and if a foreign ship comes 40  Erotium: Because it is the will of
in, they find out the name of the owner  Venus that I exalt you above all others;
and where he’s from, and then, bingo! and so I should, because you’re the ene
they fasten onto him and stick to him  who keeps me blooming with your lov-
like glue. If he falls for it, they send him  ing favours.
home a ruined man. [Pointing to house 45 Menaechmus 11: [ To Messenio.] This
of Erotium.] Now in that harbour rides woman is either insane or drunk, Mes-
a pirate craft, of which we must beware.  senio. Such language, to a perfect
Menaechmus I1: That’s good advice.  stranger!
Messenio: Yes, but it’s no good unless Messenio: [To Menaechmus 11.]
you take it. [ The door starts to open.] 50 Didn’t I tell you that was the way here?
Menaechmus I1: Quiet a minute; I  Why, these are just falling leaves; stay
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here a couple of days, and there’ll be Erotium: Why do you make fun of
trees falling on you. These women look  me, and deny what you did?
like pick-ups, but they’re not; they’re Menaechmus 11: Well, what did I do?

just stick-ups.—Let me talk to her. [To Erotium: You gave me a dress of your
Erotium.] Listen, lady— 5 wife’s today.
Erotium: What? Menaechmus II: 1 still deny it. I
Messenio: Where did you get so fa- haven’t got a wife and I never had one,
miliar with the gentleman? and I never set foot in this house before.

Erotium: In the same place where he I had dinner on the boat, came ashore,
got so familiar with me—here, in Epi- 10 walked by here, and ran into you.

damnus. Erotium: [ Frightened.] Oh, my good-
Messenio: In Epidamnus? He never ness, what boat?

set so much as his foot in the place until Menaechmus 11:

today. A wooden boat—oft sprung, oft plugged,
Erotium: Oh, what a ravishing sense 15 oft struck with maul, ~

of humour! [To Menaechmus 11.] Me- And peg lies close by peg, as in a fur-

naechmus dear, won’t you come in? We rier’s frame.

can straighten this out so much better Erotium: Oh, please stop joking and

inside. come in.

Menaechmus I1: [To Messenio.] And 20 Menaechmus 11: But madam, you are
now she calls me by name too. What’s looking for somebody else, not me.

going on here? Erotium: Do you think I don’t know
Messenio: [To Menaechmus I1.] She’s Menaechmus, son of Moschus, born at
got a whiff of that purse of yours. Syracuse in Sicily where Agathocles was

Menaechmus I1: [To Messenio.] 25 king, and then Phintia, and then Liparo,
You’re probably right. Here, take it. who left it to Hiero, who is king now?
[Hands him the purse.] Now I’ll see Menaechmus I1: That’s all correct.

which she loves, me or the money. Messenio: [ To Menaechmus I11.] Good
Erotium: Let’s go in to dinner. lord, the woman can’t be from there her-
Menaechmus I1: You are very kind, joself, can she! She certainly has you
but [backing away] no, thank you. down pat.
Erotium: But you just told me to fix a Menaechmus I11: [Weakening.] You
dinner for you. know, I don’t see how I can refuse. [He
Menaechmus I1: 1 told you to? starts towards the door.]
Erotium: Why, yes, for you and your 35  Messenio: Don’t! If you go in there,
parasite. you’re done for!
Menaechmus 11: What parasite, con- Menaechmus I1: Be quiet. Things are
found it? [To Messenio.] She’s crazy. going nicely. Whatever she says, I'll
Erotium: Brush. agree to it, and see if I can pick up some

Menaechmus I11: What is this brush 40 entertainment! [7To Erotium.] I’ve had
you all keep talking about? You mean a reason for contradicting you all this
my shoe-brush? time: I was afraid this man would tell

Erotium: No, of course I mean the my wife about the dress and the din-
Brush who came with you when you ner. But now let’s go in, anytime you
brought me the dress you had stolen 45 want.

from your wife. Eretium: Are you going to wait for
Menaechmus 11: What? I gave you a  the parasite any longer?
dress that I had stolen from my wife? Menaechmus I1: No! I don’t give a

You’re out of your mind! [ To Messenio.] rap for him, and if he comes I don’t want
Why, this woman dreams standing up, 50 him let in.
like a horse. Erotium: That’s quite all right with
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me. But there’s something I wish you’d
do for me, will you? ACT THREE. SCENE I
me{llenaechmu.r I1I: Anything; command [ Enter Brush from the forum.)
Erotium: That dress you just gave 5 Brush: [To himself.] Here I am over
me—take it to the place where they do thirty years old, but I never got into a
that lovely gold embroidery and get worse mess than I did today. I pushed
them to fix it up and put on some new into the middle of the assembly, like a
trimming. darn fool, and while I was watching
Menaechmus I1: Splendid idea! And 10 things, Menaechmus sneaked away from
that’ll keep my wife from recognising it, me. He probably went off to his mistress

if she sees it on the street. and didn’t want to take me.—Damn the
Erotium: You can take it with you man who first got the idea of holding
when you go. assemblies and taking up the time of
Menaechmus I1: 1 certainly will! 15 busy men! Why couldn’t they pick peo-
Erotium: Let’s go in. ple who aren’t tied up for this sort of

Menaechmus I1: Tl be right with you.  thing, and then if they didn’t show up
1 just want to speak to this man a min- when the roll was called, they could pay
ute. [Erotium goes into her house.] Hi a fine right off? There are plenty of

there, Messenio, come here. 20men who only eat once a day and never
Messenio: What's going on here? get asked out to dinner or ask anyone
Come to your senses! else in. They’re the ones who ought to
Menaechmus 11: What for! have the job of sitting in assemblies and
Messenio: Because— law courts. If things were run that way,
Menaechmus II: Oh, I know, don’t 25 I wouldn’t have lost my dinner today.
say it. As sure as I’m alive, he would have
Messenio: So much the worse. given it to me.—I’ll go on, anyway.

Menaechmus II: The booty is as good Maybe there’ll be something left, and
as in my hands right now; the siege has  just the idea makes my mouth water.
just begun! [Pointing to the sailors.]30[ Enter Menaechmus II from Erotium’s
Come on now, hustle these men off to  house, carrying the dress, very drunk.]
an inn somewhere, and then come back  But what’s this? There’s Menaechmus

for me here before sunset. coming out with a wreath on. The din-
Messenio: Master, you don’t know ner’s over, and I’ve come just in time to
what these women are! 35 take him home. I’ll see what he’s up to,

Menaechmus I1: None of that! If I do  and then go and speak to him. [ He with-
anything foolish, it’s my loss, not yours.  draws.]
This woman is a silly fool. The way

things look so far, there’s booty to be ACT THREE E
had! [He goes into the house of Ero-40 ¢ - SCENE II
tium.] Menaechmus I1.[ To Erotium within.]

Messenio: God help mel [Calling after  Oh, can’t you keep quiet? I'll have it
Menaechmus 11.] Sicl [To himself.] God  nicely fixed for you, all right, and I’ll
help him, too! The pirate ship has got  bring it back on time. I bet you won’t
the pinnace steered straight on the 45 recognise it, it’ll be so different.
rocks! But I’m a fool to expect to con- Brush: [ Aside.] He’s taking the dress
trol my master. He bought me to obey to the embroiderer’s. He’s finished his
him, not to give him orders. [To the dinner, drunk his wine, and shut his
satlors.] Come along you, so I can come parasite outside. I'll get even for this
back and pick him up in time. Orders is 50 trick, all right, or my name’s not Brush!
orders! [ They depart.] Just watch what’s coming to him!
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Menaechmus I1: [To himself.] Gods Menaechmus I1: I wouldn’t deny it if
above, did you ever give more luck ina I did.
single day to a man who didn’t expect it? Brush: You don’t know your own
I wined and dined with the woman, and  parasite?
got away with this thing [indicating the 5 Menaechmus I1: 1 think you’re not all
dress], and she won’t ever see it again. there, young fellow.

Brush: 1 can’t hear what he’s saying Brush: Answer me this: did you steal
from over here. Is he full of food and that dress from your wife today and
talking about me and my dinner? give it to Erotium?

Menaechmus I1: She said 1 stole this 1o Menaechmus 11: Damn it, 1 haven’t
from my wife and gave it to her. The got any wife, and I didn’t give any dress
moment I saw she was wrong, I began to Erotium or steal one.
to agree with her, as if we’d had some Brush: Are you all there? [Aside.]
sort of deal. Whatever the woman said, This thing’s done for! [To Menaech-
I said too. Why waste words? I never 15 mus I1.] Didn’t I see you come out of
had a better time at less expense. there with a dress on?

<
Brush: ’'m going up to the fellow. Menaechmus 11: Go to the devil! Do
I’'m itching to smack him one. you think everybody is a rotter just be-
Menaechmus II: Who's this coming  cause you are? Do you mean to say that
towards me? 201 had a dress on?
Brush: What are you talking about, Brush: 1 do, all right.
you feather-weight, you scum, you Menaechmus 11: Why don’t you go

crook, you disgrace to humanity, you where you belong, or else get yourself
sneak, you bum? What did I ever do to  purified, you imbecile?
you that you should wipe me out? So25  Brush:[Furious.] By God, no one will
you sneaked away from me downtown a  ever stop me from telling your wife the
while ago, did you? And you had the whole business, just the way it hap-
funeral of the dinner when I wasn’t pened. All your insults will come back
there? How did you have the nerve, on you. I’ll see to it that you don’t get
when it was mine as much as it was 30 away with eating that dinner. [He goes
yours? into house of Menaechmus 1.]
Menaechmus I1: See here, young Menaechmus I1: What's the matter?
fellow, what’s the idea of going around  Why is it that everyone I meet makes
and insulting a perfect stranger like me?  fun of me? But I hear the door opening.
Are you an idiot? Or do you want to get 35

beaten up for your words? o
Brush: Huh! After the beating you’ve ACT THREE. SCENE IIL

already given me! . .
L [Enter Maid from house of Erotium
Menaechmus 11: Tell me, young fel- with a bracelet in her hand.]

low, what’s your name?
Brush: Are you making fun of me too, Maid: Menaechmus, Erotium says
as if you didn’t know my name? she would like to have you take this
Menaechmus II: Well, as far as 1 bracelet along to the jeweler’s. She wants
know, I never saw you or knew of you you to have an ounce of gold added to it
before today. But let me tell you, who- 45 and have it done over.

ever you are, if you want to do the right Menaechmus 11: Tell her I’ll tend to

thing, don’t make a nuisance of yourself. it and anything else she wants tended
Brush: Menaechmus, wake up! to, anything at all. [He takes the brace-
Menaechmus [1: Damn it, I am awake  let.]

as far as I know. 50 Maid: Do you know what bracelet

Brush: You don’t know me? this is?
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Menaechmus I1: Only that it’s a gold

one. eth ACT FOUR. SCENE I
Maid: 1t’s the one you said .

stole from your wifc’syjewel-lbozf‘ce vos LEnter Wife and Brush from house of
Menaechmus I1: 1 never did. 5 Menacchmus I.]

Maid: Come on, don’t you remember? Wife: How can I put up with married
Give the bracelet back if you don’t life any longer? My husband sneaks off
remember. with anything there is in the house and

Menaechmus I1: Wait a minute. Why,  carries it off to his mistress.
of course I remember. It must be the 1o  Brusk: Oh, keep quiet. I’ll show you
one I gave her. That’s it. Where are the how to catch him with the goods. He

armlets I gave her with it? had on a wreath, he was reeling drunk,
Maid: You never gave her any. and he was taking the dress he stole
Menaechmus I1: Right you are; this  from you today to the embroiderer’s.
was all I gave her. 15 But look, there’s the wreath. Now will

Maid: I'll say you'll tend to it, then?  you believe me? See, this is the way he
Menaechmus I1: Yes, it'll be tended  went, if you want to track him down.
to. I’ll see that the dress and the bracelet [ Looking down the street.] Well, for

are brought back together. heaven’s sake, there he is now, coming
Maid: [Coaxingly.] Please, Menaech- zo0 back. But he hasn’t got the dress.

mus dear, give me some earrings. Have Wife: What’ll I do to him now?

them made to weigh two nummi. Then Brush: The same as usual—treat him

I'll be glad to see you when you come rough. That’s my advice. Let’s get over

to see us. here and hide from him.[ They step aside.]

Menaechmus 11: Surely. Give me the 25
gold and I'll pay for the work.

Maid: Oh, please, you give the gold, ACT FOUR. SCENE II
an(I‘MInlL]aanh):n}zu });.ckleter};ou give it. [Enter Menaechmus I from the forum.] '
Later I’ll pay you back double. 30 Menaechmus I: It’s a very silly fash-

Maid: 1 haven’t got any. ion and an awful nuisance, too,

Menaechmus I1: Well, when you get That all of us obey, especially the well-
some, give it to me then. to-do.

Maid: Anything else, sir? We want a lot of hangers-on, who may

Menaechmus II: Tell her I'll tend to 35 be good or bad:
the things, [to himself, as the Maid goes  Reputation doesn’t matter when there’s

inside] and scll ’em for all they’ll bring. money to be had.

Has she gone in? Yes; the door’s shut.  You may be poor and honest—as a fool
The gods are certainly supporting and you’re sent away.

supplying and sustaining me. But what 40 But if you’re rich and wicked, you’re a
am I waiting for when [’ve got a good worthy protége.

chance to get away from this woman’s  The lawless man, who when he’s trusted
place? Hurry up, Menaechmus. For- with a thing will swear

ward, march! I'll take off this wreath He never saw it—that’s the man for
and throw it away towards the left; 45 whom we patrons care:

then if they follow me, they’ll think The contentious man, the trickster, who
I’ve gone that way. I’ll go and find my by means of perjury

slave, if I can, and tell him myself about  Or bribes supports a life of lawsuits,
the luck the gods are giving me. [ He de- greed, and luxury.

parts in the direction of the harbour.] 50 But the patron has no holiday when law-
davs are decreed;



124 SIMPLER TYPES

He must defend the guilty man and see Wife: That’s a fine thing to ask me!
that he is freed. Menaechmus I: Do you want me to
In just this way was I detained today by  ask him, then? [He attempts to fondle
one poor sinner, Wife.]
And now I’ve missed my mistress, tosay 5 H#ife: Cut out the pawing!
nothing of my dinner. Brush: Keep after him, ma’am!
I spoke before the aediles to allay their Menaechmus I: Why are you angry
just suspicions, at me?
And proposed 2a set of intricate and tor- Wife: You ought to know.
tuous conditions 10 Brush: He does, the scum, but he’s
Which, if we could have proved ’em, making out he doesn’t.
would have surely won the case. Menaechmus I: What’s the matter?
But then this brainless boob brought in Wife: A dress.
a bondsman to the place! Menaechmus I: A dress?
I’'m sure I never saw a man more clearly 15 Wife: A dress that someone—
caught than he: Brush: What are you shakiqg about?
Three witnesses were there who swore Menaechmus I1: I’m not shaking about
to all his deviltry. anything.
May heaven destroy the man who’s Brush: Only this: the dress does im-
made a ruin so complete 20 press!—You would sneak away from me
Of all my day—and me, who in the law-  and eat dinner! [To #ife.] Keep after
courts set my feet! the fellow!
As soon as it was possible, I came di- Menaechmus I: Won’t you shut up?
rectly here. Brush: No, by George, I will not shut
I’ve ordered dinner, and she’s waiting 25 up. [ 7o #ife.] He’s shaking his head at
for me; yet I fear me to shut up.
She’s mad at me now. Menaechmus I: 1 am not, or winking
But the dress ought to move her either.
That I stole from my wife Wife: Oh dear, I am an unhappy
And took to my lover. 30 woman!
Brush: [ Aside to Wife.] What have Menaechmus I: Why unhappy? Tell
you got to say now?! me about it.
Wife: ’'m blessed with a bad mar- Brush: What a nerve! Why, he won’t
riage and a bad husband. admit a thing is so when you can see
Brush: Do you hear what he’s saying 35 it is.
all right? Menaechmus I: By Jupiter and all the
Wife: 1 should say so. gods (Is that enough for you, dear?) I

Menaechmus I: Now the best thing swear I didn’t shake my head at
for me to do is to go in here where I can  him.
have a good time. [He starts towards 40  Brush: She’ll believe you about that.

Erotium’s door, but Brush stops him.] Now get back to business.
Brush: Just a minute. You'll have a Menaechmus I: What business?

bad time first. Brush: Oh, maybe the embroiderer’s.
Wife: You'll pay interest on what you  And give back the dress.

stole, I promise you. 45  Menaechmus I: What dress are you
Brush: Now he’s getting it. talking about?

Wife: So you thought you could get Brush: Oh, I give up! He can’t even
away with all that crooked business, did remember his own affairs.
you? Menaechmus I: (To Wife.] Has one
Menaechmus I: What'’s the matter, 50 of the slaves been cutting up? Are the
dear? maids or the menservants answering
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back? Tell me. They won’t get away Wife: As if you didn’t know! A dress

with it. has been stolen from me out of the house.
Wife: Nonsensel Menaechmus I: A dress has been
Menaechmus I: She’s really mad. I  stolen from you?

don’t like this much— s Wife: Are you asking me?
Wife: Nonsense! Menaechmus I: Well, 1 certainly
Menaechmus I: You must be angry  wouldn’t be asking you if I knew.

with one of the servants. Brush: Look at the man! What a
Wife: Nonsense! snake in the grass! You can’t hide any-
Menaechmus I: Well, are you angry 10 thing; she knows the whole story. I

with me, then? spilled everything, all right.
Wife: Now that’s not nonsense. Menaechmus 1: [To Wife.] What's
Menaechmus I: What the devill I the matter?

haven’t done anything. Wife: Well, since you’re not ashamed
Wife: More nonsense again! 15 and won’t own up yourself, listen and
Menaechmus I: Tell me, my dear, learn. I'll explain what I’'m angry about

what’s upsetting you? and what he told me. A dress has been
Brush: Apple-sauce! stolen from me out of the house.
Menaechmus I: Can’t you quit bother- Menaechmus I: A dress has been

ing me? Do you think I'm talking to zo stolen from me?

you? [He goes to Wife.] Brush: [To Wife.] See how the fel-
Wife: Take away your hand. low’s trying to catch you. [ To Menaech~

Brush: Now you’re getting it. Go and  mus 1.] It was stolen from her, not from
eat dinner without me, will you? Then  you. Now if it had really been stolen
come out drunk, with a wreath on your 25 from you—it wouldn’t be all right.

head, and make fun of me in front of the Menaechmus I: I’'m not dealing with
house, will you? you. [To Wife.] What have you got to
Menaechmus I: What the devill I say, madam?
haven’t had dinner or set foot in that Wife: A dress, 1 tell you, is gone from
house today. 30 the house.
Brush: Do you mean to say that? Menaechmus I: Who stole it?
Menaechmus I: 1 certainly do. Wife: 1 expect the person who stole it
Brush: This fellow’s the worst yet. knows that.
Didn’t I just see you standing here in Menaechmus I: Who is this person?
front of the house with a wreath on?35 Hife: Somebody named Menaechmus.
You said I wasn’t all there and you Menaechmus I: It’s a dirty trick. But
didn’t know me and you were a for- who is this Menaechmus?
eigner. Wife: You, I tell you.
Menaechmus I: See here, since I left Menaechmus I: Me?

you, I haven’t been home until just now. g0 Hife: Yes, you.
Brush: Oh, I know you. You didn’t Menaechmus I: Who says so?
think I had any way of getting even Wife: 1 do.
with you. All right for you—I’ve told Brush: So do 1. And you took the
everything to your wife. thing over to your friend Erotium
Menaechmus [: What did you tell her? 45 Menaechmus I: What? I gave it to
Brush: 1 don’t know; ask her yourself.  her?
Menaechmus I: [To Wife.] What’s Wife: Yes, you, you, I say.
the matter, dear? What stories has he Brush: Do you want us to get an owl
been telling you? What is it? Why don’t  to keep on saying, ““ You, you!” to you?
you say something? Why don’t you tell so We're getting tired, you see.
me what’s the matter? Menaechmus I: By Jupiter and all the



126 SIMPLER TYPES

gods (Is that enough for you, my dear?)  you know what I’'ve come to see you

I swear I didn’t give— for?

Brush: All right, and we swear we’re Erotium: Why, of course: to enjoy
not lying. yourself with me.

Menaechmus I: But I didn’t giveitto 5  Menaechmus I: Noj it’s that dress I
her; I only lent it. gave you this morning. Be a good girl

Wife: Maybe you did, but I certainly  and give it back to me. I'll buy you any
never lend your dress suit or your over- dress you want, twice as expensive.
coat to anybody. It’s the wife’s business Erotium: Why, I just gave it to you to
to lend her clothes, and the husband’s 1o take to the embroiderer’s. 1 gave you
to lend his. Now go and bring that dress  the bracelet, you know, too, to take to
back home. the jeweler’s to be done over.

Menaechmus I: I'll get it back. Menaechmus I: How could you have

Wife: Well, you’d better. You won’t given me the dress and the bracelet? I
get into this house again unless you 15 gave you the dress just a little while ago
bring my dress with you. I'm going and went downtown, and this igthe first

home. time I’ve come back and seen you since
Brush: What do 1 get for going to so  then.
much trouble for you? Erotium: Oh, I see your game. You’re

Wife: You'll be repaid when some- 20 trying to cheat me out of what I let you
thing is stolen from your house. [She take.
goes inside.] Menaechmus I: No, no, I’m not ask-
Brush: That'll never happen; I ing for the dress to cheat you. I tell you,
haven’t got anything at home to lose. ~my wife’s found out about it.
Damn the husband and the wife, tool 25  Erotium: [ Angrily.] And I didn’t ask
I'll go along downtown. I can see I'm  you to give it to me in the first place.
done with this family. [He departs.] You brought it to me yourself, and you
Menaechmus I: [ To himself.] My wife ~ gave it to me for a present. And now
thinks she’s punished me by shutting you want it back. All right. Have the
me out—as if I didn’t have a better 300ld thing. Take it. Wear 1t yourself, or
place to go where they’d let me in. If let your wife wear it, or lock it up in a
you don’t like me, that’s your hard luck; trunk if you want to. After today you
Erotium here likes me. She won’t shut ~ won’t set foot inside this house again—
me out from her; she’ll shut me in with  don’t fool yourself. You trifler with the
her. Now I’ll go and ask her to give back 35 affections of an innocent woman! Unless
that dress I gave her this morning. I'll you bring me money, you haven’t got a
buy her a better one. [Knocking at chance to see me again. Now go and find
Erotium’s door.] Hey, there, where’s the some other poor girl you can deceive.
doorman? Open the door, somebody, [She goes into her house.]
and call Erotium outside. 40 Menaechmus I: Say, she’s really mad
this time. [Rushing to her door.] Hey
there, wait a minute, I tell you. Come
ACT FOUR. SCENE III back. Won’t you stay? Won’t you please
come back for my sake? [To himself.]

CEnser Erotium from her house.] 45 She’s gone in and closed the door. Now

Erotium: Who is asking for me? I am the most shut out of men! They
Menaechmus I: More of an enemy to  won’t believe anything I say at home or
himself than to your tender years. at my mistress’s. I’ll go and see what

Erotium: Menaechmus, my love, why my friends think I’d better do about
are you standing out there? Come on in. so this. [He departs in the direction of the
Menaechmus I: In just a minute. Do forum.)
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Menaechmus 11: Get a divorce. As far

ACT FIVE. SCENE 1 as I care, you can stay single till hell
freezes over.

,, LEnter Menacchmus 11 along the streeti ™ pyig,. [ Pointing to the dress.] And a

e still has the dress.] s minute ago you denied you stole this

Menaechmus I11: [To himself.] That from me, and now you dangle it under

was a fool thing I did a while ago, giving my very nose. Haven’t you any shame?

Messenio the purse with all my money Menaechmus I1I: My God, woman,

in it. He’s landed himself in a clip-joint  you certainly have an awful nerve. 1

somewhere, for sure. [Enter Wife from 1odidn’t steal this dress from you. An-

her house.] other woman gave it to me; she wanted
Wife: [ To herself JI'll just have alook me to get it made over for her.
outside; that husband of mine should be Wife: That settles it! I’'m going to

back soon. Ah ha, there he is. And he’s  send for my father and tell him how out-
bringing back the dress. That’s just 15rageously you behave. [Calls into the
fine. house to a slave.] Decio! Go find my
Menaechmus I1: [ To himself.] 1 won-  father and bring him here to me. Tell
der where Messenio can be headed now. him it’s important! [To Menaechmus
Wife: [To herself.] T'll step up and  I1.]D’ll tell him how outrageous you are.
give him the welcome he deserves.z0 Menaechmus II: Are you insane?
[A4loud.] You scoundrel, how dare you What do you mean, outrageous?

come into my sight with that dress? Wife: You steal dresses and jewelry
Menaechmus I1: Huh? What’s the from your wife and take them to your

matter, lady, seen a ghost? mistress! And that’s not babbling,
Wife: Impudence, how dare you 25 either!

utter one single syllable? How dare you Menaechmus I1: I wish you’d tell me

speak to me? some good medicine for me to take
Menaechmus II: Here, what have I against that tongue of yours! I don’t

done? Why shouldn’t I? know who you think I am, but I don’t
Wife: You ask me! The cheek, the im- 30 know you from Hercules’ wife’s grand-

pudence of the man! father.

Menaechmus I1: 1 suppose you know Wife: [ Pointing down the street.] You
why the the Greeks used to call Hecuba may make fun of me, but not of him—

the bitch? my father! Here he comes. Look at him.
Wife: No! 35 Do you know him?
Menaechmus I11: Because she acted Menaechmus 11: Oh yes, 1 remember

just like you: she showered abuse on meeting the two of you the same day I
everybody in sight. That’s how she got met Methuselah.
to be called the bitch—and she deserved Wife: You deny you know me? And

it, too. 40 my father too?

Wife: This is outrageous! I won’t Menaechmus I1I: And your grand-
stand for it! No husband is worth it. It’s  father too, if you want to drag him in.
outrageous! Wife: You’re impossible and always

Menaechmus I1: What’s it to me?  were.
You can’t stand marriage, you're go-45
ing to leave your husband-—-wha; gs ACT FIVE. SCENE 1II
it, the custom of the country to bab-
bl’e this kind of nonsense t}(': perfect [Enter Father.]
strangers? Father: As fast as my age will permit
Wife: Babble? I won’t stand for this 5o and this business requires, I’'m get-
a minute longer. I'll get a divorce.. ting along,
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But if some of you think that it’s easy about? Why is he standing off from you
for me, very briefly I'll prove that angry? The two of you have had a fight.
you’re wrong. Tell me, which of you is in the wrong?

My body’s a burden, my nimbleness But be brief about it: no long speeches.
gone, and of strength I’ve anotable 5  #ife: I haven’t done anything, not a

lack, thing, believe me. But I can’t live here,

I'm quite overgrown with my years—oh, I just can’t stand it. Take me away!
confounded old age is a curse on the Father: Eh, what’s this?
back! Wife: He makes a laughingstock of me.

Why, if I were to tell all the terrible to  Father: Who does?
evils that age, when it comes, brings Wife: The man you entrusted me to—
along, my husband!

I'm certain as certain can be that past Father: Tch, tch, tch! A squabble!
suitable limits I'd lengthen this How many times have I told you not to
song. 15 come to me with your complaints, either

However, my mind is a little disturbed  of you? <
at this thing, for it seems a bit Wife: How can 1 help it, father?
queer Father: You ask me that!

That my daughter should suddenly send Wife: [Timidly.] Yes.
to my house with directions for me 20  Father: I've told you often enough—

to come here. humour your husband; don’t always
And how this affair is related to me, she have your eye on what he’s doing, where
has not let me know up to now; he’s going, what he’s up to.
But I'm a good guesser, and I’m pretty Wife: But he has a mistress, right next
sure that her husband and she’ve 25 door!
had a row. Father: Sensible man. And the more

That’s what usually happens when men  you make of it, the more he’ll love her.
are enslaved by their wives and No doubt of it.
must come when they call; Wife: And he drinks there too.

And then it’s the wives who are mostly 30  Father: Suppose it’s there, suppose it’s
to blame, while the husbands aren’t  somewhere else: can you stop him? Con-
guilty at all. found your impudence! Why not forbid

him to go out to dinner, or to have his
friends in for a meal? Do you want

35 husbands to be slaves? You might as

well give him piecework, and make him

sit with the maids and card wool.
Wife: Father, I brought you here to

be my lawyer, not his; but now you’re

40 arguing on his side instead of mine.
Father: If he’s been at fault in any

way, I'll be much harder on him that I
was on you. But he keeps you in clothes
and jewelry, and gives you proper food
It’s just as I suspected. I'll start with 45 and service, and so you oughtn’t to be
her. so fussy about things, my girl.
Wife: [To herself.] T'll go to meet Wife: But he steals my jewelry and
him. [ To father.] How do you do, father.  dresses right out of the house! He takes
Father: How d’ye do, how d’ye do. all my nice things and sneaks them off
Now what’s this how d’ye do? Why did 50 to his mistress!
you send for me? What are you so sad Father: If he’s up to that, he’s up to

And yet there are bounds, which we all
must observe, to the things that a
wife can endure,

And a woman won’t call in her father un-
less the offence of her husband is sure.

But I think very soon the suspense will
be over, and then I'll know what is
the matter—

But look, there’s my daughter in front
of the door, and her husband; he’s
not looking at her.
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no good; if he’s not up to that, you're Wife: [Frightened, to Father.] Look at
up to no good; that would be slander. the green in his eyes! He's getting green
Wife: But, father, he has the dress in the face! See how his eyes glitter!
this very minute, and the bracelet he Menaechmus I1: [Aside.] Fine! They
took her, too; he’s bringing them back 5say I’'m crazy: I'll pretend I am, and

because I found out. scare them away! [He starts a mad-
Father: 1 must have his account of it scene.]
now. I'll speak to him. [To Menaech- Wife: See how he stretches and gapes!

mus I1.] Tell me, Menaechmus, what What shall I do, father?

are you two quarreling for! What are1o  Father: Come over here, child; keep

you so sad about? Why is she standing  as far away from him as you can.

off from you angry? Menaechmus I1: Hola, hola, Bromius!
Menaechmus 11: [In legal style.J Old  You call me to the forest, to the hunt?

man, whoever you may be, by highest I hear; but I cannot leave this place: I

Jupiter and the gods I swear— 15am beset upon the left by this rabid
Father: Well sworn. But what? bitch-woman, and behind her is that
Menaechmus 11: —firstly, that I have  stinking goat who ruins innocent citi-

done no wrong to this your daughter who  zens with perjury.

accuses me of stealing and purloining Father: Woe to your head!

from her house this dress— 20 Menaechmus 11: Lol Apollo from his
Wife: Perjury! oracle bids me burn her eyes out with
Menaechmus II: —and secondly, if I  flaming torches!

have ever set my foot within the house Wife: Help, father! He’s threatening

in which she lives, I pray that I may be to burn my eyes out!

the most miserable of miserable men. 25 Menaechmus II: [Aside.] Ha, they
Father: That’s a fool’s prayer, if you think I'm crazy, but they’re the crazy

deny you ever set foot in the house you ones.

live in, you utter madman. Father: Psst! Daughter!
Menaechmus I1: Old man, do you say Wife: What?

I live in that house? 30  Father: What shall we do? Suppose I
Father: Do you deny it? get some slaves. Yes, they can grab him
Menaechmus 11: 1 deny it and that’s  and chain him up in the house before he

the truth. raises any more commotion.

Father: No, no, you deny it and it’s Menaechmus I1: [ Aside.] Caught! If
not the truth. Unless, of course, you’ve 35 I don’t work fast, they’ll have me
moved since yesterday. [To Wife.] carried into the house with them.
Come here, daughter. Tell me, you [4loud.]Yes, Apollo? I must punch her

haven’t moved, have you? face in with my fists unless she gets the
Wife: For goodness’ sake, what for, hell out of my sight? I’ll do your orders!
and where to? 40 Father: Run home as fast as you can,
Father: 1 don’t know. or he’ll smack you.
Wife: He’s playing games with you. Wife: [ Retreating to her house.] Please,
Don’t you see? father, watch him, don’t let him get
Father: Menaechmus, that’s enough away! That I should live to hear such
joking. Now get down to business. 45 language! Poor me! [She goes into her
Menaechmus I11: [Hotly.] What busi-  house.]
ness have we got to get down to?! Who Menaechmus I1: [Aside] I fixed her

are you, anyway? You haven’t got any-  all right! Now for the other one. [ 4loud.]
thing on me, and neither has that Now this dirty wretch, this bearded
daughter of yours; and besides, she’s a 5o tremulous Tithonus, this son of Cycnus;
first-class pest. you want me to take that staff he has
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and beat him to pieces, joint from joint for the doctor to be free. He didn’t

and bone from bone and limb from limb?  want to leave his patients; I had a hard
Father: [ Retreating.] If you touch me time persuading him to come. He says

or come a step closer, there’ll be trouble.  he set a broken leg for Aesculapius and
Menaechmus I1: T'll do your orders: 5a broken arm for Apollo.! Have I got a

I’ll take a double axé and hack this old  doctor, I wonder, or a joiner? Here he

fellow’s guts to mincemeat, down to comes now. Get along, you ant!

the very bone.

Father: Then I must beware and take
care of myself. The way he threatens me, 10 ACT FIVE. SCENE IV
I’m afraid he will do me harm. [ Enter the Doctor.]

Menaechmus II: New commands,
Apollo! Now I am to yoke my wild un-
governable horses and mount my char-
iot, to trample down this stinking old
toothless lion! Now I stand in the
chariot; now I have the reins; now the
goad is in my hand. Forward, my
steeds! Ring out the clatter of your
hoofs! Fleet feet, speed swift with tire- zo
less tumult!

Father: Threaten me with a chariot!

Menaechmus I1: Another charge at
him, Apollo, to the death? [ Pretending
to have a change of fit.] But who is this 25 I
who drags me from the chariot by the
hair? O edict of Apollo, thy command is
maimed! [He falls and is still.]

Father: [To himself.] A violent and
severe disease! . ..! The gods preserve 30
us from the like. See now, how strong he
was a moment since, and now is mad ACT FIVE. SCENE V
with sudden access of disease. I'll go .
and get a doctor, as fast as I can. [He [Enter Menaechmus I, not seeing the
departs.] 35 others.]

Menaechmus 11: [Rising.] Are they Menaechmus I: [ To himself.] What a
out of sight, I wonder, these people that  day! Everything going wrong, and get-
make me pretend I’'m crazy? I'd better ting me in wrong! 1 thought I was
get back to the ship while the going is  getting away with something; but that
good. [To the audience.] Please, all of 40 parasite of mine has let it all out and
you, if the old man comes back, don’t made a quaking criminal of me—the
tell him which way I went. [He departs.  smart alec, biting the hand that feeds
Considerable time is supposed to elapse  him. Sure as I live, it’ll cost him his life.

Doctor: Tell me, sir, what did you say
was his disease? Has he hallucinations,
or madness! Pray inform me. Has he
the lethargy, or the subcutaneous hu-
mours? N

Father: That’s what 1 brought you
here for: to tell me what’s wrong with
him, and cure him.

Doctor: Ah, that is quite simple. He
shall be cured, I promise you.

Father: 1 want a careful treatment for
him; spare no pains.

Doctor: No pains shall be spared; why,
will spend at least six hundred sighs

-
[

Father: [Seeing Menaechmus I ap-
proaching.] Here he comes himself. Let’s
watch him.

before the next scene.] I’'m a fool to call it Ais life though; it’s
smine: he lives on me and what I feed
ACT FIVE. SCENE III him. Well then, I'll cut his greedy

throat. My mistress was just as bad;

CEnter F_ath’."] these girls are all alike. When I asked for
Father: I've got pains in my back and

pains in my eyes, waiting and watching 50 1 This is all the more amusing, since both

1 There is a short lacuna in the text here.  Aesculapius and Apollo were gods of healing.
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the dress so I could take it back to my I’ve paid my bills! [ Losing his temper.]
wife, she pretended she’d given it to me Oh, the devil take you and all your
already. Ugh! I certainly lead a miser- questions!

able life! Doctor: [ To Father.] The madness is
Father: [To Doctor.] Can you hear 5 beginning. You hear the way he talks;
what he’s saying? be careful. ‘
Doctor: He says he is miserable. Father: Why he’s talking like a per-
Father: Go on up to him. fect Nestor now, compared to the way

Doctor: [Complying.] Good afternoon, he was a little while ago. Just a few min-
Menaechmus. Tch, tch, why do you 1o utes ago he called his wife a rabid bitch.

leave your arm uncovered like that? Menaechmus I: 1 said what?

Don’t you know how bad that is for a Father: You were raving, I say.

man in your condition? Menaechmus I: I was raving?
Menaechmus I: Go hang yourself! Father: Yes, you. And you threatened

[ The Doctor retreats.] 15 to run over me with a chariot. I saw you;
Father: Notice anything? I accuse you.
Doctor: Notice anything! This case Menaechmus I: [Furious.] And you

will take an acre of hellebore,! at least! stole a wreath out of the temple of
[Returning to Menaechmus I.] Now, Jupiter, I know, and you were thrown

Menaechmus— 20into jail for it, I know, and after you
Menaechmus 1: Well? were let out of there you were strung up
Doctor: Just a few questions, please.  and whipped, I know, and you murdered

Do you drink red wine or white wine? your father and sold your mother into

Menaechmus I: Why not ask about slavery, I know. Right back at you with
the bread I eat, if it’s purple, pink, or 25 your dirty insults! I’m sane enough for
scarlet? Or whether I eat scaly birds and  that, all right.
feathered fish? Father: For God’s sake, doctor, hurry!

Father: My goodness, hear the way he  Whatever you're going to do, do it.
raves! Hurry up and give him some med- Don’t you see the man is raving?
icine before he goes completely crazy. 30  Doctor: The best thing for you to do

Doctor: Just a minute; I want to finish  is to have him taken to my house.
my questions. Father: You think so?

Father: You talk a man to death. Doctor: Definitely. Then I'll have a

Doctor: [ To Menaechmus 1.] Tell me, free hand with his treatment.
are you ever troubled with a hardening 35  Father: Just as you like.

of the eyes? Doctor: [Gloatingly, to Menaechmus 1.]
Menaechmus I: What, you idiot! Do I'll have you drinking hellebore for
you take me for a lobster? something like three weeks!

Doctor: Tell me this: are you subject Menaechmus I: [Savagely.] And T'll
to rumbling of the bowels—as far as you 40 have you strung up and jabbed with ox-

know? goads for a month!
Menaechmus I: After a good meal, no; Doctor: [ To Father.] Get some men to
but if I’'m hungry, then they do. bring him there.

Doctor: [ Aside.] Nothing crazy in that Father: How many?
answer. [To Menaechmus 1.] Do. you4S Doctor: Judging by the extent of his
sleep soundly all night? Do you fall madness, four; no less.
asleep readily on retiring? Father: They’ll be right here. [Starts
Menaechmus I: 1 sleep like a log—if 0 go.] Watch him, doctor.
Doctor: [Hurriedly.] No, no; I must
1 Hellebore was used by the ancients as a 50 g0 back and get things ready. Tell the
remedy for insanity. slaves to bring him to me.
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Father: T'll have him there right

away.
Doctor: I'm on my way. [ The Doctor
hurries down the street.])

SIMPLER TYPES

can take the easy way if they want to;
I’ll take the hard way. I’ll keep out of
trouble by worrying about being on the
spot wherever my master needs me.

Father: Good-bye. [The Father de- 5Slaves who worry while they’re out of

parts.]
Menaechmus I: [ To himself.] Father-

in-law gone, doctor gone; now I’m alone.
Good God, why do these people say I'm
crazy? All my life I’ve never had a day’s
illness; I don’t lose my head and pick
fights, or law-suits either. I lead a
normal life with normal people; I recog-
nise my friends, and talk to them. Must
be that they’re crazy, the ones that say
I am. What do I do now? I want to go
home, but my wife won’t have it. And I
can’t get in here. [He points to the house
of Erotium.] A nice situation! I’ll be

trouble are the ones that serve their
masters best: because the ones who
don’t worry then still have plenty to
worry about when they’re i trouble,

10 but then the harm’s done. But I don’t

have to worry much—my master will
reward me before long. Beware of a
beating, that’s my motto. I’ve left the
baggage and the slaves at an inn as he

15 ordered, and now I’m back to meet him.

I’ll knock and let him know I’ here,
in hopes I’'m in time to get him safely
out of this pirate lair. But I’'m afraid the
fight may be over already. [He goes

stuck here forever! Well, maybe I'll get 20 toward Erotium’s door.]

in at home by nightfall.

ACT FIVE. SCENE VI
[Enter Messenio.]

Messenio: [To himself, not seeing
Menaechmus 1.]
It’s a proof of an excellent slave,
If, his master’s belongings to save,
He’ll use as much care
When his master’s not there
As when master is watching the slave.

ACT FIVE. SCENE VII

[Enter Father with Slaves. Messenio
withdraws to one side.]

Father: [ To slaves.] Now by all that’s
holy, don’t bungle your orders. I repeat:
pick that man up and carry him to the

sodoctor’s, or your shanks and sides will

smart for it. Pay no attention to his
threats. Why do you stand there? What
are you waiting for? You should have
had him up and off already. I’'m going

For his back and his shins he must fear, 35 to the doctor’s; I’ll be there when you

The demands of his stomach not hear,
And the punishment know
Of the slothful and slow—

This servant whose conscience is clear.

There are beatings, and chains, and the
mills,
Hunger, weariness, terrible chills—
The reward of the lazy;
But since I’'m not crazy
I’m good, and avoid all these ills.

I can stand a tongue-lashing, but I don’t
like a whip-lashing; and I'd rather eat

the meal than turn the mill. So I obey 50

my master; it’s worth my while. Others

come. [He departs.] .
Menaechmus I: [Finding himself sur-

rounded.] Good lord, what’s going on

here? Why are these men making for

40me? What do you want? What are you

after? Why are you surrounding me?
Why are you grabbing me? Where are
you taking me? Murder! Help! Good
folk of Epidamnus, help! Let me go!

Messento: Great heaven, what is this
I see? A gang of strangers carrying off
my master! Shame!

Menaechmus I: Doesn’t anybody dare
help me?

Messenio: 1 do master, I dare most
daringly! [ To the audience.]
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Oh! What an outrageous crime I see!
Epidamnians, this man was free,

My master, when he came today;

And now they’re carrying him away,
While you’re at peace, by light of day!
[ To the Slaves.] Let go of him!

Menaechmus  I: 1 implore you,
stranger, help me! Make them stop this
criminal outrage!

Messenio: You bet I willl I’ll be your
helper, your defender, your ally! I won’t
let them murder you; better me than
you. That one who has you by the
shoulder, gouge out his eye. I’ll garden
up these fellows’ faces and plant my
fists there. [General scuffle.] Try to kid-
nap him, would you? This is what you
get for it! Hands off him!

Menaechmus I:1've got him by theeye.

Messenio: Gouge it out! [To Slaves.]
Villains! Robbers! Bandits!

Slaves: Murder! Stop, for God’s sake!

Messenio: Then let go of him! [ The
Slaves drop Menaechmus 1.]

20
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Messenio: Then if you say I don’t be-
long to you, let me go free.

Menaechmus I: So far as I am con-
cerned, I declare you free to go any-

5 where you want.

Messenio: My Patron! “Congratula-
tions on your freedom, Messenio.”
“Thank you.” But please, Patron, I’'m
still at your service just as much as

10 when I was your slave. I’ll live with you

and go with you when you go back home.
Menaechmus I: [ To himself.] 1 guess
not!
Messenio: I'll go to the inn now and

15 get your baggage and the money. The

purse and the passage-money are sealed
up safely in your bag. I’ll have it all here
right away.

Menaechmus I: Do, by all means.

Messenio: T’ll give it back to you all
safe, just as you gave it to me. Wait for
me here. [He departs.)

Menaechmus I: [ To himself.] A lot of
strange things have certainly been hap-

Menaechmus I: Take your hands off 25 pening to me today in strange ways.

me! [ To Messenio.] Keep on hoeing with
those fists.

Messenio: Go, beat it! Get the devil
out of here! Here’s a prize for you, for

People denying that I am I, and locking
me out of the house; and then this fellow
saying he was my slave, and I set him
free; and now he says he’ll bring me a

being the last to go! [ The Slaves run off.] 30 bag of money. If he does, I’ll tell him

I mapped out those faces pretty well, 1
think! Well, master, I got here just in
time, didn’t I?

Menaechmus I: May heaven reward

he’s free to go wherever he wants, so
that when he comes to his senses he
won’t try to get the money back. And
my father-in-law and the doctor saying

you, young man. If it hadn’t been for 35 I was insane! Heavens knows what it all

you, I’d never have lived to see the sun
go down today.

Messenio: Well then, if you did the
right thing, you’d set me free.

Menaechmus I: I’d set you free?

Messenio: Yes, master, because I
saved your life.

Menaechmus I: What is this? Young
man, you are mistaken.

Messenio: What do you mean?

Menaechmus I: By father Jupiter, I
swear | am not your master.

Messenio: You're joking!

Menaechmus I: No, I mean it. And no

means; it all seems like a dream.—Well,
I'll try at Erotium’s again. I suppose
she’s still angry at me, but I’ve got to
try to get that dress and take it home.

4o [ He goes into the house of Erotium.]

ACT FIVE. SCENE VIII
[Enter Menaechmus Il with Mes-
sento.]

Menaechmus II: You brazen rascal,
you dare tell me you’ve seen me any-
where today since I told you to come

slave of mine ever served me as well as 5o here?

you have.

Messenio: Why, I rescued you just a
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few minutes ago, when four men were Menaechmus 1.] This is the man I know,
carrying you off bodily, right in front of of course, this is my master. I'm his
this very house. You were yelling for slave, but I thought I was. that other
help to all heaven and earth, and I ran man’s. [To Menaechmus 1.] 1 thought
up and rescued you with my fists, in 5he was you, and bothered him. [To Me-
spite of them. And you set me free, be- naechmus I1.] Please excuse me if I said
cause I saved your life. I said I’d get the anything foolish without realising it.

money and the luggage, and then you Menaechmus I1: You must be crazy.
doubled round the block so you could Don’t you remember leaving the ship
meet me and deny the whole thing! 10 with me today?
Menaechmus I1: 1 set you free? Messenio: [To Menaechmus I1.] You
Messenio: You did. are right. Yox are my master. [To

Menaechmus II: I'd turn slave my- Menaechmus 1.] You must look for an-
self sooner than free you. And that’s otherslave. [ To Menaechmus 11.7]Greet-

that! 151ing to you. [ To Menaechmus 1.] Good-
bye to you. [Pointing to Menaechmus
ACT FIVE. SCENE IX 11.] 1 say this mari;is Menaechmus.
Menaechmus I: .
[Entfr Menaechmus I from the house Menzzc:zu; III: thVIEaS:);sIt?:i‘; non-
of Erotium.] 20sense! You Menaechmus?
Menaechmus I: [To those within.] Menaechmus I: Yes; Menaechmus,
Swear by your eyes if you want to, but  son of Moschus.
you did not give ‘me the dress or the Menaechmus II: The son of my
bracelet either, you trollops! father?
Messenio: Immortal gods, what’s this 25  Menaechmus I: No, sit, mine, not
1 see! yours. You may have your father; I
Menaechmus I1: What do you see? don’t want to deprive you of him.
Messenio: Your mirror! Messenio: [To himself.] Immortal
Menaechmus 11: What's this? gods, fulfil this unhoped-for hope! Un-
Messenio: He's the very image of you, 30 less my mind has failed me, these are the
as like as can be. two twin brothers! Both of them claim

Menaechmus I1: Welll He’s certainly  the same father and country. I'll tell my
not unlike me, now that I take stock of master about it first. [Aloud.] Me-
myself. naechmus!

Menaechmus I: [Catching sight of 35 Menaechmus I and II: [Together.]
Messenio.] Oh, the young man who Whatisit?
saved my life. How are you? Messenio: 1 don’t want both of you;

Messenio: Please sir, if you don’t just the one that came with me on the
mind, tell me what your name is, for boat.

goodness’ sake! 40 Menaechmus I: 1 didn’t.
Menaechmus I: Indeed I don’t mind, Menaechmus I1: 1 did.

after what you did for me. My name is Messenio: Then it’s you I want.

Menaechmus. [Drawing him to one side.] Come over

Menaechmus I1: No, that’s my name.  here.
Menaechmus I: 1 am a Sicilian, from 45 Menaechmus 11: Well, what is it?

Syracuse. Messenio: That man is either a
Menaechmus I1: That’s where I come  swindler or your twin brother! I never
from. saw two men look so much alike. You’re
Menaechmus I: What’s that? as hard to tell apart as two drops of

Menaechmus I1: That’s the truth. 5o water or two drops of milk. And besides,
Messenio: [ Pointing to the wrong man, he claims the same father and the same
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country. We'd better ask him about Menaechmus 11: God save us!

this. Messenio: [ To Menaechmus I11.JWhat
Menaechmus I1: That’s good advice, are you shouting for? Be quiet. [ To Me-

and thanks! Keep on helping, do! If you  naechmus 1.] How old were you when

prove he is my brother, you shall be a 5 you went on this trip with your father?

free man. Menaechmus I: Seven: 1 was just be-
Messenio: That’s what I hope. ginning to lose my teeth. I never saw my
Menaechmus 11: 1 hope so too. father again.
Messenio: [To Menaechmus 1.] You, Messenio: Now then: how many sons
sir: you said your name was Menaech- 10 did your father have at this time?
mus, I believe. Menaechmus I: To the best of my
Menaechmus I: Yes, it is. recollection, two.
Messenio: His name is Menaechmus Messenio: Which was the older, you

too. You said you were born at Syracuse  or the other one?
in Sicily; that’s where he was born. 15 Menaechmus'I: Both the same age.

Moschus was your father, you said; his Messenio: How is that possible?
too. Now both of you can help me, and Menaechmus I: We were twins.
help yourselves too. Menaechmus I11: Thank God!

Menaechmus I: I am in your debt; Messenio: [To Menaechmus I11.] If

ask me whatever you want, and you 20you interrupt, I’ll stop.

shall have it. I’'m at your service, just as Menaechmus I11: No, no, I’ll be quiet.

if you had bought and paid for me. Messenio: [To Menaechmus 1.] Tell
Messenio: 1 hope to prove that you me, did you both have the same name?

two are twin brothers, born on the same Menaechmus I: Oh, no. 1 was the one

day to the same father and mother! 25 who was called Menaechmus then, as I
Menaechmus I: Amazing! I certainly still am. His name was Sosicles.

wish you could prove that. Menaechmus 11: That’s proof enough!
Messenio: 1 can. But come now, both  No more delay! O my own twin brother,

of you, answer my questions. come to my arms! I am Sosicles!
Menaechmus I: Ask away, I'll answer; 30 Menacchmus I: [Doubting.] Then how

I won’t conceal anything I know. does it come you’re named Menaech-
Messenio: [Questioning each in turn.] mus?

Your name is Menaechmus? Menaechmus 11: After we got the
Menaechmus I: It is. news that you were lost . . . ! and that
Messenio: And yours too? 35our father was dead, our grandfather
Menaechmus I1: Yes. changed my name and gave me yours.
Messenio: You say you are the son of Menaechmus I: 1 believe you. But one

Moschus? more question.
Menaechmus I: Quite so. Menaechmus I1: Ask it.
Menaechmus II: So am 1. 40  Menaechmus I: What was the name
Messenio: You are from Syracuse? of our mother?
Menaechmus I: Yes. Menaechmus I1: Teuximarcha.
Messenio: And you? Menaechmus I: [Convinced.] Exactly
Menaechmus 11: Of course. so! Oh, welcome, beyond all hope, after
Messenio: It checks very well so far. 45 all these years!

Now to proceed : what is the earliest thing Menaechmus II: Welcome, dear

you can remember of your life in Sicily?  brother! Sought with such misery and
Menaechmus I: Going with my father  toil, and found with joy at last! [ They

to the market in Tarentum; and then embrace.]

getting separated from him in theso

crowd, and being brought here. 1 There is a lacuna of one verse here.
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Messenio: [To Menaechmus I1.] So  that everything has turned out the way
that’s why the woman here called you we wanted, let’s both go back to Syra-
by name! She took you for him, and cuse.
asked you to dinner. Menaechmus I: Agreed! I'll have an

Menaechmus I: Yes, I told her to sauction and sell all my Epidamnus
have a dinner for me there today (put- property. In the meantime, brother,
ting one over on my wife), and I gave won’t you come in?

her a dress that I'd stolen from my wife Menaechmus 11: Good. [They move
too. towards the house of Menaechmus 1.]

Menaechmus 11: [ Producing thedress.J 10 Messenio: Do me a favour!

Do you mean this dress? Menaechmus I: What is it?

Menaechmus I: That’s the one! How Messenio: Give me the job of auc-
did you get it? tioneer.

Menaechmus 11: The woman dragged Menaechmus I: You shall have it.
me 1n to dinner and said the dress was 15 Messenio: You want the auction cried
mine, I’d given it-to her. So after some at once? ©
excellent wine, women, and song, I took Menaechmus I: Yes, for a week from
it away with me, and a gold bracelet too.  today. [ The brothers go into the house.]

Menaechmus I: She thought she was Messenio:
getting me in, of course. But I’'m cer-zo0 EXTRAORDINARY AUC—TION
tainly glad I got you fixed up so well. WEEK FROM TODAY

Messenio: 1 suppose you’re still will- MENAECHMUS SELLS HIS PROPERTY
ing to set me free as you promised? CASH AND NO DELAY

Menaechmus I: A very good and fair ALL MUST GO—HOUSE AND LOT
request, brother; grant it for my sake. 25 SLAVES AND FURNITURE

Menaechmus I11: [Complying, with the WIFE GOES TOO IF ANY ONE
correct legal formula.] 1 declare you free. TAKES A FANCY TO HER

Menaechmus I: Congratulations on
your freedom, Messenio. He'll be lucky if he gets a quarter of a

Messenio: 1 hope it lasts better this 30 million for the whole lot. [ To the audi-
time. ence.] And now, spectators, fare ye well,

Menaechmus 11: Well, brother, now and lustily applaud us all.

NOTES ON THE TWIN MENAECIHMI

Since Plautus’s play is, like Wilde’s Lady Windermere’s Fan, a *“ comedy,”
we naturally think first of all of the differences between the two. In both
plays we have witty remarks, characters in difficult and embarrassing situa-
tions, domestic difficulties, and a “happy ending.” But at the same time
it 1s obvious that, despite his use of the comic mode, there 1s a wide differ-
ence between the two plays and that Wilde has vastly more serious inten-
tions than Plautus. What we can observe at the outset, therefore, is that
even some similarity in materials and method does not mean similarity of
plays; we can learn the important fact that the author’s attitude to his
materials is what ultimately gives any play its distinctive character. What
is the difference between Wilde’s attitude and Plautus’s will appear in the
course of the discussion of The Menaechmi.

At the same time, it may be very helpful to make some comparison be-
tween The Menaechmi and Everyman, since both are relatively simple and



PLAUTUS, THE TWIN MENAECHMI 137

even primitive plays. But the very dissimilarity between them should be
enlightening.

Everyman 1s primarily concerned with an idea and subordinates plot and
character to that: The Twin Menaechmi deals entirely in amusing situa-
tions, is little concerned with character, and not at all with ideas. Thus each
play makes only a partial use of all the means available to drama. Ironically,
however, Everyman looks very simple but turns out to have some complexity
in its method, whereas Plautus’s play, which looks very confused and com-~
plicated, is at bottom a quite simple thing.

I. THE NATURE OF FARCE

The Twin Menaechmi is as we have said an example of farce, a simple
comic type always popular. When we say that it is concerned only with
““amusing situations,” what do we mean? Precisely what makes it farce?

1. The whole action springs from the mistaking of identical twins—clearly
an ‘“‘external” and a trivial situation. Since the plot demands that the
twins be completely alike, not only in superficial appearance but also in
character and personality, the whole problem of characterization is avoided.
Plautus prefers the amusing confusions which he can get from the total
identification of one twin with the other to the psychological problems
which might be derived from other characters’ perceiving the underlying
differences between two people who happen to look alike. Thus, he does
the simplest thing possible.

2. Note what Plautus does with the central dramatic problem of
focusing, the problem of keeping some main theme, character, or charac-
ters in the foreground. We speak of a play’s belonging to a character
(““Hamlet’s play,” “Lady Windermere’s play”), but The Menaechmi
belongs to nobody. Our attention is focused mainly on the state of con-
fusion into which all the characters fall. In other words, there is no main
“conflict”” but rather a series of minor differences. We see each person for
only a short time, in flashes, not in a continuous action which, because it
reveals the character and by revealing the character, becomes significant.
The student will come to see, by the way, that one way to measure the
relative maturity of various plays is to notice the degree to which the author’
of each play has succeeded in avoiding a scrambled and diffuse effect by a
subordination of the characters which leaves the main action centered in
one character alone. The Menaechmi, measured by this standard, lacks
focus as compared with Lady Windermere's Fan, where, in spite of a larger
number of characters, there is much better subordination to a central
character. Everyman, whatever its deficiencies, also does excellently in re-
lating everything to its central characters.

3. In The Menaechmi, the characters (since they are not very fully de-
veloped for us) cannot determine or influence the course of events: the
action of the play progresses not because of what the characters do, but
because of what happens to the characters. The characters themselves are



138 SIMPLER TYPES

passive. To call attention to this fact is not, of course, to demand that every
play must show man as the “master of his fate.” Doubtless most of us,
whether in drama or in life, are only to a degree masters of our fate. But in
any significant drama, the characters must show some signs of struggle or
else seem rather uninteresting. Even at the level of comedy, we expect men
to use their wills, to attempt to use their intelligence, instead of merely
_getting knocked about by events toward which they can exhibit only a
bewildered surprise. Everyman, as we have already observed, is a rather
primitive play without very full character development. In it one might
expect that the character Everyman, suddenly called by Death, would
have to be regarded as the victim of an outer force. Yet even in this play,
the drama hinges, not upon what fate does to Everyman, but on Every-
man’s efforts to cope with fate—to meet it satisfactorily. Everyman is not
a merely passive character.

4. Thus, we may observe, the situations in farce do not mean anything:
confusion and embarrassment are exhibited for their own sake. A charac-
ter suffers embarrassment, not primarily because of what he is or does, but
because his embarrassment is supposed to be amusing in itself. When
Everyman, on the other hand, is upset by the summons of Death, his
shocked surprise is not meant to be embarrassing in itself: it is dramatically
effective because it represents the typical response of human beings to
completely unforeseen predicaments. In Lady Windermere's Fan the con-
flict between Mrs. Erlynne and Lady Windermere is symbolic in the sense
that it embodies a vast conflict between conventional society and an un-
conventional individual; it is meaningful because it involves much more
than the single case. But a conflict between either Menaechmus and Erotium
means merely that one Menaechmus has been mistaken for the other. That
is all: there is no suggested or secondary value. The thing tends to be one-
dimensional.

5. In fact, all farce is by its own nature one-dimensional. It exploits
situations. Now when situations devoid of content demand our attention,
howdo they get it? By their variety, novelty, uniqueness—by being “differ-
ent.” Plautus’s play depends on an extraordinary set of circumstances:
identical twins who do not know each other are brought into proximity.
We have to have the disappearance of a child, the hunt for him, the remark-
able discovery of the needle in the haystack. The author trades in the rare,
the unusual, the improbable.

He has to. If he started working in terms of character, he would be deal-
ing in recognizable patterns of conduct, and the play would begin to veer
from the unique to the universal. Aristotle insisted on the need of the
“probable” in drama, that is, fidelity to human patterns as we under-
stand them; the playwright, he said, should be concerned with what may
happen. Thisis the universal. When an author decides to write farce and thus
rules out the possibility of concentrating, by the treatment of character,
wide ranges of human experience into the actions of an individual, he
automatically commits himself to the novel, the untypical.
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To return to comparison. Everyman, unlike The Menaechmsi, deals with
the universal—the human being’s facing of death and consequent re-
examination of his values. This does not inevitably make the play great,
for Everyman has obvious faults—for instance, lack of sufficient indi-
vidualization. Merely to introduce the universal is not enough; what is
finally important is the author’s method, the form which his conception
takes. And here we come to a basic truth concerning all literary genres.

Any farce (and The Menaechmi is a good example) fails, by being funda-
mentally off-center, to challenge greatness or even seriousness. Of course,
the opposite method, dealing with the central, as in Everyman, is not of
itself enough. The conclusion to be drawn from this comparison—and it
may seem paradoxical at first glance—is this: a work of finest quality must
be universal and individual at the same time. In a good author’s work, says
Samuel Johnson, “familiar things are made new,” and events must be
““surprising, and yet natural.” The “surprising,” however, is not the unex-
pectedness of farce, for we do have expectation in good literary work (see
Motivation in the Glossary); it is the “gripping’’ quality of a new but pro-
found revelation. The theme of widest applicability and significance must
be embodied in a unique form with sharply defined characters and situa-
tion which entirely escape triteness; its quality is evinced in its coming
across to us with a fine sense of freshness, even of uniqueness. There is a
combination of novelty and expectation. An excellent theme, of course,
may be treated so dully and stodgily as to be less successful than an un-
pretentious but lively farce. Shakespeare’s Hamlet embodies a great theme
and succeeds in turning it into powerful drama. The situation in Hamlet
is certainly as unusual as that of The Menaechmi; but on the other hand,
whereas Menaechmus speaks only for himself, Hamlet is a sort of Every-
man, painfully gaining insight into a complex wor]d of good and evil.

The student, at this point, may be inclined to say: “ Well, when Menaech-
mus is mistreated or confused, he becomes angry; and surely that is uni-
versal enough.” To a degree, of course, this is true. For the figures of even
the simplest farce must be, in some sense, universally human in their actions
and responses. The characters could not be recognizably human unless
they represented in some faint degree at least the basic patterns of human
behavior. Literally, we overstate the case a little, perhaps, when we say
that farce is absolutely one-dimensional. But the relative lack of another
dimension in farce becomes clear enough when we realize that the actions
of Menaechmus (either I or II—it does not matter) lack any but the thin-
nest relevance to universal human nature. Menaechmus is not developing
nor is he learning anything. He responds to a stimulus, only—one is
tempted to say—automatically, like an eyelid that closes when something
is waved in front of the eye. The response reveals nothing. Nothing is
implied. There is no symbolic situation.

Thus, in spite of the fact that farce makes use of uncommon materials,
farce is really commonplace. Serious drama is concerned with the common,
but serious drama wins its title to seriousness, and when successful, to
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greatness, by avoiding, through its sharpness of insight and through its
individuality of presentation, the commonplace.

6. The student should also note, as another aspect of the mechanical
response which the characters of Plautus make to the situation, that they
seem never to reason about what happens; they never use their heads. Like
so many automatons, they register wonderment, anger, surprise, disgust,
and so on, but they never make rational, adult inquiries. In Act III. 1,
Menaechmus II accepts easily one incredible event after another; and the
author does not even attempt to exploit, as a possible explanation of his
credulity, the fact that he is too drunk to realize fully what is going on.

In general, the characters in farce tend to be abnormally insensitive to
clues (cf. mystery melodramas, where one finds abnormal sensitiveness and
abnormal insensitiveness side by side). This lack of normal inquisitiveness
is an aspect of the rather sketchy characterization which the author has
accorded them. If the characters in a typical farce did reason about events,
the action of the farce would quickly come to an end. Thus, we may say
that in farce the author must depend upon unalert, commonplace people
in order to maintain his unusual situations.

2. THE QUALITY OF PLAUTUS’S FARCE

Yet, granted the limitations which inhere in the very nature of farce, how
well has Plautus done within these limitations? How has he secured enough
liveliness and tension—if he has in fact secured them—to keep his audience
interested?

Since the very nature of farce precludes any significant study of charac-
ter, that ordinarily rich source of interest is out of the question. As a sub-
stitute for it, and, indeed, in order to distract his audience from the lack
of it, Plautus, in general, has attempted to play up the qualities of gusto,
high animal spirits, and the sense of rapid movement. The incidents are
exploited for their own sake with a boisterous and earthy humor, and we
are hurried on to another surprising situation before the first situation has
had time to pall on us or we have had time to raise embarrassing questions
as to its general plausibility. One must remember too, that the liveliness
and the successfulness of farce depend also on the ability of the comic
actor to develop the humor fully with his facial expression, mimicry, and
gesture. By such devices, as we know, an able comedian can frequently
make very funny a part which in itself may seem rather wooden and flat.
‘We may be sure that Plautus knew what he was doing, and that some of
the rather obvious humor of the text was given point and meaning by the
more able comic actors of the period, even as some such farce roles in the
moving pictures are occasionally given point and meaning by the witty
and talented comedian of today. But though the dramatist has a perfect
right to depend upon the actor who has such devices at his command, it
ought to be clear that his comedy, in so far as it does depend upon such
devices, is moving away from drama proper and into the realm of pan-
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tomime, vaudeville, and musical comedy. It is with drama proper that this
book is concerned. It is fair, therefore, to consider The Menaechmi with a
full sense of its limitations as a drama, though this is not to forget that the
other forms, such as pantomime, are worth having and may in their own
right be thoroughly amusing.

Conventions. We have already remarked upon the need in this play to
distract the audience from types of questions which ordinarily would arise
with disastrous effect. But there are other problems—among them the
problem of keeping a rather complicated plot moving smoothly without
too much confusion in the minds of the audience. Here, by the way,
Plautus’ problem is greatly simplified by certain conventions of the Roman
stage (see the section on Conventions in the Glossary). The stage regularly
represented a street on which the houses of the principals could be repre-
sented as close together and where everyone could meet everyone else;
thus, the whole logic of place was settled in advance, and the author had
no problem such as those which arise for Wilde in Act III of Lady Winder-
mere’s Fan.

Exposition, too, was managed largely by conventional devices—the use
of prologue; a character’s introducing himself to the audience (I. i, L. ii,
II1. i, and 1V.1i); asides (I. 1, I. iii ff.). Even when Plautus does use dialogue
for exposition as in Act II. ii, he simply has the character give the desired
information without bothering much about the dramatic logic involved.
Since convention permitted characters not to see or hear other characters
present on the stage, the usual problem of getting the stage free for neces-
sary conversations is in this play perceptibly lessened; and since it was
understood that one of the stage-exits led to the harbor, the other *down-
town,” the disposal of characters off-stage was pretty well predetermined.

In fairness to Plautus, the student should know and take into account
the theatrical conventions which obtained in his day. Yet the student
should also observe, in passing, that the greater the allowance which we
have to make for theatrical conventions, the greater is our sense of the
author’s limitations. While some such allowances always have to be made,
the fact is that one measure of artistic excellence is the ability of the artist
to rise above the limitations of his own time and place, or else his ability
to work through them to effects which transcend the mere fashions of his
era. Plautus, in order to be acceptable to us, for example, demands a
greater knowledge of his theater than do Sophocles and Shakespeare.

Yet, though his reliance on certain conventions is a measure of his rela-
tive weakness as a dramatist, the conventions, once apprehended, do give
him a great freedom: he can devote nearly all his attention to securing the
movement, liveliness, and variety that make for good farce, in which he is
not unsuccessful. Note the following aspects of his method:

Variety. Plautus is careful to avoid monotony; he constantly shifts the
characters on the stage, employing the introduction of the new charac-
ter to give a new twist to the situation. If one runs through Acts I, II, and
II1, he will see how each new scene adds some novelty designed to main-
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tain the curiosity of the audience. Note too that Plautus makes still greater
use of variety later on—shifting from Menaechmus II to Menaechmus I,
getting the latter into trouble with both his wife and Erotium, and then
rapidly bringing in the father, the doctor, the insanity motif, the attempted
arrest, the rescue by Messenio, and the issue of Messenio’s emancipation.
Plautus has no lack of inventiveness; but his method is to develop his
situations, not by concentration, but by pursuing as many ramifications as
possible. Note that in neither Everyman nor in Lady Windermere’s Fan do
we find mere variety for variety’s sake; in Everyman, for example, the
author uses variety as a means of making more effective what he has
to say.

Climactic Arrangement. Plautus skillfully begins with a relatively mild
confusion, that between Menaechmus II and Cylindrus in Act II, ii. In
this case the mistake in identity is of very little consequence, and without
too much strain it introduces the reader to the dominant theme of confu-
sion. The next mistake in identity, however, that made by Erotium (II,
1), has more serious repercussions: and the confusion which involves
Menaechmus II and Brush is more serious still; for, in his anger at what
he regards as a slight, Brush brings in the wife of Menaechmus 1. Indeed,
relations become more and more confused until finally everybody is em-
broiled.

In connection with the crescendo of confusions, and as a factor which in
itself contributes to the effect of crescendo, one should note that in Acts IV
and V, the rapid shift of character and situation, plus the intensification of
the feelings of the characters and their consequent tendency to express
themselves more sharply and forcefully, gives an impression of much
quicker movement than in the comparatively leisurely first part of the
play. This change is called a change in “‘tempo” or an “increase in tempo,”
and it is obviously a factor which contributes to the total effect of the
play. (See the section on Tempo in the Glossary.) Tempo can be heightened,
too, by sudden decisions—impulsive leaps into action which can easily
occur in a type of action which is not much concerned with motivation.
As an example, notice the suddenness with which Menaechmus II (V, ii)
decides to feign madness.

Language. As the excellent translation of this play makes clear, the
characters of Plautus use a rapid-fire, colloquial, slangy speech suited to
farce. Their speech is racy and even violent; farce depends, one remembers,
on strong feelings, not thoughtfulness. Their wit takes the form of puns
and word-play (pick-ups and stick-ups, Act IL. iii; Cylinder, Colander,
Act II. 1), which, because they depend on resemblances in sound rather
than on double meaning, have the triviality appropriate to farce. Compare
this wit with the kind found in the plays of Sheridan and Wilde.

Probability. Because of his plot Plautus has the difficult problem of
keeping his audience from thinking, “I don’t believe it.”” He is not dealing
with character; hence he must achieve probability without using the best
source of the probable.
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First of all, he knows that the confusion of identity cannot last very
long; so he represents it as lasting but a short time. In fact, the play comes
very close to having the ideal “unity of time” which Renaissance critics
called for—identity of the time of performance with the time of the actions
represented.

Second, Plautus knows that he must make us accept the characters’
initial failure to sense, or suspect, or do anything about the situation, and
their subsequent acquiescence in incredible situation after incredible situa-
tion without any intelligent, mature effort to do something about it. If he
can secure our assent at thé start, his biggest battle is won; for, if we
accept the situation as the author first presents it, we are, as it were, com-
mitted to it, and we tend to go along without undue questioning. So, as
Plautus recognizes, II. ii and II. iii are crucial for the play, and the
problem they present to the author is extremely difficult, for the author
1s faced with this dilemma: if Menaechmus really uses his head, there will
be no plot: if he does not use his head at all, the situation will be wholly
incredible.

Plautus gets out of the dilemma by having Menaechmus use his head,
but use it to make the wrong inference: Menaechmus believes that he is the
victim of a “racket.” To strengthen this bid for our acceptance, Plautus
spends most of Act II stressing the evil reputation of Epidamnus. The
character of the city is skillfully built up before there has been any con-
fusion, so that Messenio’s speech. “Didn’t I tell you there were a lot of
swindlers here?” (II. i) comes in logically, not as a clumsy after-thought.
Besides, this comment is made very early in the scene so as to set Menaech-
mus’s mind working immediately in the wrong direction.

(Has Plautus tried hard enough to convince us of Menaechmus’s error?
Should Messenio have a greater part in the scene? Why is Menaechmus
surprised when Erotium addresses him in II. iii? Should he be presented as
thinking that she is a part of the “racket”? Would this view justify his
unquestioningly spending considerable time with her?)

Third, Plautus obviously must keep the brothers apart until the end of
the play, and he must make us feel that their failure to run into each other
1s logical, is not merely the result of his own manipulation. Otherwise, we
shall be the less willing to accept the play. Plautus has a good start here
in that the speed and bustle and confusion of farce tend to distract our at-
tention from weak connections and unsatisfactory causations. In a room
full of noise and activity one is not likely to notice things that in calm and
order would be easily apparent. Indeed, in farce (and melodrama) what we
call motivation is generally subordinate to the quest for action, excitement,
surprise, etc.

In stage terms, keeping the brothers apart is a matter of exits and en-
trances, and our problem, then, is to see how logical these are, how well
motivated. The student might make a careful check of entrances and exits,
to see whether on examination the brothers’ movements are reasonably
accounted for. Consider especially such a matter as Menaechmus I’s not
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showing up for dinner on schedule. Before you begin, consult the section
of the Glossary which discusses motivation. Remember that, since Plautus
is not concerned with character, the problem of motivation is centered in
his handling of technical matters of the sort we have discussed.

This should be very useful study: it should give the student some insight
into a technical problem which every dramatist must face.

CONCLUSION

We have said that in various ways The Menaechms is founded upon a
basic improbability. One could go further and point out that the play is
“unscientific”: in view of the differingenvironments, the complete similarity
of the twins is impossible. But this is not a relevant criticism of the play,
for it is not the business of literature to be scientific. A work of litgrature
makes its statements in its own way, which may or may not happen to be
consistent with the scientific beliefs of the day (Milton, for instance, chose
in Paradise Lost to run counter to astronomical knowledge). Aristotle said
approximately this in his paradox-laden remark that in drama “the
probable impossible” is preferable to the “possible improbable.” A piece
of literature may work quite successfully, for instance, in terms of fantasy,
which has nothing at all to do with a scientific or a possible world, but which
may achieve probability enough, as in Gulliver’s Travels. The legitimate
criticism of The Menaechmi is not that the twins are impossibly identical
but that they do not behave like probable human beings.

The student may say, ‘“ Why should they be probable? Why should they
be representative characters? Why should the play mean anything? Why
should there be a ‘symbolic situation’? It’s fast and lively and amusing.
Why not let it go at that? What if it is trivial, as you say?”

Well, all that is true enough, and we need not condemn Plautus for not
being Congreve. But it is important to be able to distinguish Plautus from
Congreve and Shakespeare, and it is with this general distinction that this
analysis has been largely occupied. And doubtless there is a place for the
enjoyment of Plautus and other writers of farce: the important thing is to
know that it is farce and not to mistake it for high comedy. In seeing the
movies one must especially be aware of this distinction.

But can one merely stop at a certain level and console himself with the
thought that he can recognize the level for what it is? Can one be contented
very long at the extremely unsophisticated level of farce? (It is worth
noting, in fairness to Plautus, that his farces are less unsophisticated
than a comparable group of Hollywood productions. There are, of course,
the same simple characters, the same plot types, the same happy endings;
but Plautus was far less restricted in the materials with which he could
deal. He could cover a wider range of experience. Modern taboos have
greatly increased the already considerable simplicity of farce.) To enjoy
farce one has to make all sorts of allowances and concessions; one can
rarely expect characters to be intelligent, discriminating, sensitive or repre-



PLAUTUS, THE TWIN MENAECHMI 145

sentative—one can look for no meaning or significance. That is, one has to
eliminate a great deal of one’s power of perception; only a few of one’s
faculties are functioning. So one really gives up adult status. And whereas
it may be delightful and healthfully refreshing to go slumming occasionally
or to take a critical holiday, to habituate oneself to the naive is to become
naive oneself.

QUESTIONS

1. What problems of exposition does the author eliminate by his use
of the prologue?

2. Can you find any justification for Plautus’s giving the last scene
to Messenio? What effect is he striving for when he has Messenio speak
commandingly to the brothers?

3. What similarities do you find between this play and modern theatri-
cal performances? Musical plays?

4. How much use does Plautus make of coincidence? Is this consistent
with the tone and manner of farce?

5. How early in the play is the tone of levity established?

6. Does Plautus give us any clues which would lead us to expect
Brush’s betrayal of his patron?

7. Can you find any evidence of dialogue which seems to be presented
for immediate amusement rather than for advancing the action of the play?

8. Note the continuing use of military metaphor in Act I. What is ac-
complished by this?

9. In Act II. iii what is gained by the careful handing back and forth of
the purse?

10. What contribution is made to the plot by Menaechmus II’s deciding,
at the end of Act II, to see what “booty” he can get in Epidamnus?

11. Does Menaechmus’s drunkenness help characterize him at all?Oris it
just introduced for whatever comic effect it may have?

12. Is the plot helped by the maid’s coaxing Menaechmus II for a gift
in Act III. 1i1?

13. Is there any evidence that the wife’s quarrel with her husband is the
result of real moral conviction on her part? Or is it just tossed in as a con-
ventional comic device? How can you tell? Consider, in this connection,
Menaechmus I’s evasion of her in Act IV. i1

14. Note the various quick turns at the climax of Act IV. ii. Are these
characteristic of farce?

15. Is the double lockout of Menaechmus I in Act IV. iii effective? Why?

16. Why, in more serious plays, do we rarely find a main character in-
troduced as late as Menaechmus I’s father-in-law is introduced (IV. ii)?

17. How does Plautus keep the father-in-law from being a too obvious
character?

18. In Act V. v does Plautus show any psychological insight which sug-
gests a comic level better than that of farce?

19. We have seen (under Probability) how Plautus carefully prepares for
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Menaechmus II’s mistaken inference about his experiences. In Lady
Windermere's Fan Lady W.’s mistaken inference about her husband’s con-
duct was also important. Compare the efforts of the two dramatists to

motivate these mistakes.
20. Does Plautus’s play seem to be more or less “well-made” than

Wilde’s?
FOR FURTHER STUDY

See the analysis of and the questions on Shakespeare’s Comedy of Errors
in Appendix A.

4, George Lillo. The London
Merchant; or the History
of George Barnwell

HEN we turn from The Menaechmito The London Mer-

\; \/ chant, we find a very sharp difference in mood;

whereas Plautus wanted only to provide a gay en-

tertainment, it is clear from the first scene that Lillo has very serious inten-

tions. Indeed, he is aiming at tragedy, and in terms of the theater he was
once very successful. After its first presentation in 1731 the play remained
popular for a century; it even had some influence on French and German
drama. In reading the play, the student will find it useful to try to discover
the reason why the play is no longer the popular theater piece it once was.

THE LONDON MERCHANT;

OR,
THE HISTORY OF GEORGE BARNWELL

DRAMATIS PERSONZAE

TrorowGoOD BLunt
BarnweLL, Uncle to George MaARIA
GEORGE BARNWELL MiLLwoop
TRUEMAN Lucy

Officers with their Attendants, Keeper, and Footmen

[Scene: London, and an adjacent Village.]
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PROLOGUE

The tragic muse, sublime, delights to
show
Princes distressed, and scenes of royal
woe;
In awful pomp, majestic, to relate
The fall of nations or some hero’s fate,
That sceptered chiefs may by example
know 5
The strange vicissitude of things below;
What danger on security attend;
How pride and cruelty in ruin end;
Hence Providence supreme to know; and
own
Humanity adds glory to a throne. 10
In ev'ry former age, and foreign

tongue,

With native grandeur thus the goddess
sung.

Upon our stage indeed with wished suc-
cess

You’ve sometimes seen her in a humbler
dress,

Great only in distress. When she com-
plains 15

In Southerne’s, Rowe’s, or Otway’s
moving strains

The brilliant drops that fall from each
bright eye,

The absent pomp with brighter gems
supply. 18

Forgive us then, if we attempt to show

In artless strains a tale of private woe.

A London prentice ruined is our theme,

Drawn from the famed old song that
bears his name.

We hope your taste is not so high to
scorn

A moral tale esteemed e’er you were
born,

Which for a century of rolling years 25

Has filled a thousand-thousand eyes
with tears.

If thoughtless youth to warn and shame
the age

From vice destructive well becomes the
stage,

If this example innocence secure, 29

Prevents our guilt, or by reflection cure,

If Millwood’s dreadful guilt, and sad
despair,

Commend the virtue of the good and
fair,

Though art be wanting, and our num-
bers fail,

Indulge th’ attempt in justice to the
tale.

ACT 1

A room in Thorowgood’s

[Scene I.
house.]

[Enter Thorowgood and Trueman.]

Trueman: Sir, the packet from Genoa
is arrived. [Gives letters.]

Thorowgood: Heaven be praised, the
storm that threatened our royal mistress,
pure religion, liberty, and laws is for a
time diverted; the haughty and revenge-
ful Spaniard, disappointed of the loan on
which he depended from Genoa, must
now attend the slow return of wealth
from his new world to supply his empty
coffers, €’er he can execute his purposed
invasion of our happy island; by which

10

means time is gained to make such prep-
arations on our part as may, heaven
concurring, prevent his malice or turn
the meditated mischief on himself.
s Trueman: He must be insensible in-
deed who is not affected when the safety
of his country is concerned.—Sir, may [
know by what means,—if I am too
bold—

Thorowgood: Your curiosity is laud-
able; and I gratify it with the greater
pleasure because from thence you may
learn how honest merchants, as such,
may sometimes contribute to the safety

15 of their country as they do at all times

to its happiness; that if hereafter you
should be tempted to any action that
has the appearance of vice or meanness
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in it, upon reflecting on the dignity of worthy her who confers it, and well
our profession, you may with honest worth our acceptance. Sir, have you
scorn reject whatever is unworthy of it.  any commands for me at this time?
Trueman: Should Barnwell or I, who Thorowgood: Only to look carefully
have the benefit of your example, by our 5 over the files to see whether there are
ill conduct bring any imputation on that any tradesmen’s bills unpaid; and if
honorable name, we must be left with- there are, to send and discharge ’em.
out excuse. We must not let artificers lose their
Thorowgood: You compliment, young  time, so useful to the public and their
man—{ Trueman bows respectfully.] Nay, 10 families, in unnecessary attendance.
I’m not offended. As the name of mer- [Exit Trueman.]
chant never degrades the gentleman, so
by no means does it exclude him; only
take heed not to purchase the character Scene I1
of complaisant at the expense of your 15
sincerity.—But to answer your ques-
tion,—the bank of Genoa had agreed, at Thorowgood: Well, Maria, have you
excessive interest and on good security, given orders for the entertainment? I
to advance the King of Spain a sum of would have it in some measure worthy
money sufficient to equip his vast 20 the guests. Let there be plenty, and of
armada, of which our peerless Elizabeth  the best, that the courtiers, though they
(more than in name the mother of her should deny us citizens politeness, may
people), being well informed, sent Wals-  at least commend our hospitality.
ingham,! her wise and faithful secretary, Maria: Sir, | have endeavored not to
to consult the merchants of this loyal 25 wrong your well-known generosity by
city, who all agreed to direct their sev- an ill-timed parsimony.
eral agents to influence, if possible, the Thorowgood: Nay, ’twas a needless
Genoese to break their contract with caution; I have no cause to doubt your
the Spanish court. "Tis done, the state  prudence.
and bank of Genoa, having maturely 30 Maria: Sir! I find myself unfit for
weighed and rightly judged of their true  conversation at present. I should but in-
interest, prefer the friendship of the «crease the number of the company,
merchants of London to that of a mon-  without adding to their satisfaction.
arch who proudly styles himself King Thorowgood: Nay, my child, this
of both Indies. 35 melancholy must not be indulged.
Trueman: Happy success of prudent Maria: Company will but increase it.
councils. What an expense of blood and I wish you would dispense with my ab-
treasure is here saved!—Excellent sence; solitude best suits my present
queen! O how unlike to former princes, temper.
who made the danger of foreign enemies 40 Thorowgood: You are not insensible
a pretense to oppress their subjects, by  that it is chiefly on your account these
taxes great and grievous to be borne. noble lords do me the honor so fre-
Thorowgood: Not so our gracious quently to grace my board; should you
queen, whose richest exchequer is her be absent, the disappointment may
people’s love as their happiness her 45 make them repent their condescension
greatest glory. and think their labor lost.
Trueman: On these terms to defend Maria: He that shall think his time
us, is to make our protection a benefit or honor lost in visiting you, can set no
real value on your daughter’s company,
1 Sir Francis Walsingham (c. 1530-1590), 5° whose only merit is that she is yours.
Elizabeth’s secretary of state. The man of quality, who chooses to con-

[ Thorowgood and Maria, who ¢nters.]
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verse with a gentleman and merchant your happiness is so immediately con-
of your worth and character, may confer  cerned.
honor by so doing, but he loses none. Maria: Whether from a want of that

Thorowgood: Come, come, Maria, I just ambition that would become your
need not tell you that a young gentle- gdaughter or from some other cause I
man may prefer your conversation to know not; but I find high birth and
mine, yet intend me no disrespect at all; titles don’t recommend the man who
for though he may lose no honor in my owns them, to my affections.
company, 'tis very natural for him to Thorowgood: 1 would not that they
expect more pleasure in yours. I re-1oshould, unless his merit recommends
member the time when the company of him more. A noble birth and fortune,
the greatest and wisest man in the king-  though they make not a bad man good,
dom would have been insipid and tire- yet theyare a real advantage to aworthy
some to me, if it had deprived me of an  one, and place his virtues in the fairest
opportunity of enjoying your mother’s. 15 light.

Maria: Yours no doubt was as agree- Maria: I cannot answer for my incli-
able to her; for generous minds know nations, but they shall ever be sub-
no pleasure in society but where ’tis mitted to your wisdom and authority;
mutual. and as you will not compel me to marry

Thorowgood: Thou know’st I have no 20 where 1 cannot love, so love shall never
heir, no child, but thee; the fruits of make me act contrary to my duty. Sir,
many years’ successful industry must all  have I your permission to retire?
be thine. Now it would give me pleasure Thorowgood: I'll see you to your
great as my love, to see on whom you chamber. [ Exeunt.]
would bestow it. I am daily solicited by 25
men of the greatest rank and merit for
leave to address you, but I have hitherto [Scene III. A room in Millwood’s
declined it, in hopes that by observa- house.]
tion I should learn which way your in-

clination tends; for as I know love to be 30 [Discovered Millwood. Lucy waiting.]

essential to happiness in the marriage Millwood: How do I look today,
state, 1 had rather my approbation Lucy?

should confirm your choice than di- Lucy: O, killingly, madam!—A little
rect it. more red, and you’ll be irresistible!—

Maria: What can I say? How shall I 35 But why this more than ordinary care of
answer as 1 ought this tenderness, so your dress and complexion? What new
uncommon even in the best of parents; conquest are you aiming at?
but you are without example; yet had Millwood: A conquest would be new
you been less indulgent, I had been most indeed!
wretched. That I look on the crowd of 0  Lucy: Not to you, who make ’em
courtiers that visit here with equal es- every day,—but to me.—Well! tis what
teem but equal indifference you have I’'m never to expect,—unfortunate as I
observed, and I must needs confess; yet am:—DBut your wit and beauty—
had you asserted your authority, and Millwood: First made me a wretch,
insisted on a parent’s right to be obeyed, 45 and still continue me so.—Men, however
I had submitted, and to my duty sacri- generous or sincere to one another, are
ficed my peace. all selfish hypocrites in their affairs with

Thorowgood: From your perfectobedi- us. We are no otherwise esteemed or re-
ence in every other instance, I feared as  garded by them, but as we contribute
much; and therefore would leave you soto their satisfaction.
without a bias in an affair wherein Lucy: You are certainly, madam, on
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the wrong side in this argument. Is not Lucy: About—

the expense all theirs? And I am sure it Millwood: Eighteen—

is our own fault if we haven’t our share Lucy: Innocent, handsome, and about
of the pleasure. eighteen.—You’ll be vastly happy.—

Millwood: We are but slaves to men. 5 Why, if you manage well, you may keep
Lucy: Nay, ’tis they that are slaves him to yourself these two or three years.
most certainly; for we lay them under Millwood: If 1 manage well, I shall
contribution. have done with him much sooner; hav-
Millwood: Slaves have no property; ing long had a design on him, and meet-
no, not even in themselves.—All is the 10 ing him yesterday, I made a full stop

victor’s. and, gazing wishfully on his face, asked
Lucy: You are strangely arbitrary in  him his name. He blushed, and bowing
your principles, madam. very low, answered, George Barnwell.

Millwood: 1 would have my conquests I begged his pardon for the freedom I had
complete, like those of the Spaniards in 15 taken, and told him that he was the per-
the New World, who first plundered the son I had long wished to seey and to
natives of all the wealth they had, and whom I had an affair of importance to
then condemned the wretches to the communicate ata proper time and place.
mines for life to work for more. He named a tavern; I talked of honor

Lucy: Well, I shall never approve of 20 and reputation, and invited him to my
your scheme of government. I should house. He swallowed the bait, promised
think it much more politic, as well as to come, and this is the time I expect
just, to find my subjects an easier em- him. [Knocking at the door.] Somebody
ployment. knocks,—d’ye hear? I am at home to

Millwood: It’s a general maxim 25nobody today, but him.—[Exit Lucy.]
among the knowing part of mankind
that a woman without virtue, like a
man without honor or honesty, is capable Scene IV
of any action, though never so vile; and .
yet what pains will they not take, what 30 Millwood
arts not use, to seduce us from our in- Millwood: Less affairs must give way
nocence and make us contemptible and  to those of more consequence; and I am
wicked even in their own opinions! strangely mistaken if this does not prove
Then is it not just, the villains, to their  of great importance to me and him, too,
cost, should find us so?—But guilt 35 before I have done with him.—Now,
makes them suspicious, and keeps them after what manner shall I receive him?
on their guard; therefore we can take Let me consider—What manner of per-
advantage only of the young and inno- son am I to receive’—He is young, in-
cent part of the sex, who, having never nocent, and bashful; therefore I must
injured women, apprehend no injury 4o take care not to shock him at first.—
from them. But then, if I have any skill in physiog-

Lucy: Ay, they must be young indeed. nomy, he is amorous, and, with a little

Millwood: Such a one, I think, [ have assistance, will soon get the better of
found.—As I’ve passed through the his modesty.—I’ll trust to nature, who
City, I have often observed him receiv- 45 does wonders in these matters.—If to
ing and paying considerable sums of seem what one is not, in order to be the
money; from thence I conclude he is better liked for what one really is; if to
employed in affairs of consequence. speak one thing, and mean the direct

Lucy: Is he handsome? contrary, be art in a woman, I know -

Millwood: Ay, ay, the stripling is well 50 nothing of nature.
made.



GEORGE LILLO, THE LONDON MERCHANT

SceNe V

[Enter to her, Barnwell bowing very
low, and Lucy at a distance.)

Millwood: Sir, the surprise and joy !—

Barnwell: Madam.—

Millwood: This is such a favor,—{ Ad-
vancing.)

Barnwell: Pardon me, madam,—

Millwood: So unhoped for,—{ Still ad-
vances. Barnwell salutes her, and retires
in confusion.]

Millwood: To see you here—Excuse
the confusion—

Barnwell: I fear I am too bold.—

Millwood: Alas, sir! All my appre-
hensions proceed from my fears of your
thinking me so.—Please, sir, to sit.—I

151

Barnwell: 1f you mean the love of
women, I have not thought of it [at] all.
—My youth and circumstances make
such thoughts improper in me yet. But

g if you mean the general love we owe to

mankind, I think no one has more of it
in. his temper than myself.—I don’t
know that person in the world whose
happiness I don’t wish, and wouldn’t

10 promote, were it in my power.—In an

especial manner I love my uncle, and
my master, but above all my friend.
Millwood: You have a friend then
whom you love?
Barnwell: As he does me, sincerely.
Millwood: He is, no doubt, often
blessed with your company and conver-
sation.—
Barnwell: We live in one house to-

am as much at a loss how to receive this 20 gether, and both serve the same worthy

honor as I ought, as I am surprised at
your goodness in conferring it.

Barnwell: 1 thought you had expected
me.—] ‘promised to come.

merchant.

Millwood: Happy, happy youth!—
Who €’er thou art, I envy thee, and so
must all who see and know this youth.—

Millwood: That is the more surprising; 2 What I have lost, by being formed a
few men are such religious observers of ~woman!—I hate my sex, myself.—Had

their word.
Barnwell: All who are honest are.
Millwood: To one another:—But we

I been a man, I might, perhaps, have
been as happy in your friendship as
he who now enjoys it:—But as it is,—

silly women are seldom thought of con- 30 Oh!—

sequence enough to gain a place in your
remembrance. [ Laying her hand on his,
as by accident.]

Barnwell: [ Aside.] Her disorder is so

Barnwell: [ Aside.] 1 never observed
women before, or this is sure the most
beautiful of her sex.—You seem dis-
ordered, madam! May I know the

great, she don’t perceive she has laid her 35 cause?

hand on mine.—Heaven! how she

trembles!—What can this mean!
Millwood: The interest I have in all

that relates to you (the reason of which

Millwood: Do not ask me.—I can
never speak it, whatever is the cause;—
I wish for things impossible;—I would
be a servant, bound to the same master

you shall know hereafter) excites my 40as you are, to live in one house with

curiosity; and, were I sure you would
pardon my presumption, I should desire
to know your real sentiments on a very
particular affair.

you.
Barnwell: [ Aside.] How strange, and
yet how kind, her words and actions are!

—And the effect they have on me is as

Barnwell: Madam, you may com-4sstrange.—I feel desires I never knew

mand my poor thoughts on any subject;
—I have none that I would conceal.
Millwood: You’ll think me bold.
Barnwell: No, indeed.
Millwood: What then
thoughts of love?

before;—I must be gone, while I have
power to go. [To Millwood.}—Madam,
I humbly take my leave.—

Millwood: You will not sure leave me

are your 5050 soon!

Barnwell: Indeed I must.
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Millwood: You cannot be so cruel!—I
have prepared a poor supper, at which I Scene VI
promised myself your company.

Barnwell: 1 am sorry I must refuse the [Enter to them Blunt.]
honor that you designed me;—but my s  Blunt: Madam, supper’s on the table.
duty to my master calls me hence.—I Millwood: Come, sir, you’ll excuse all
never yet neglected his service. He is so  defects. My thoughts were too much
gentle and so good a master that should employed on my guest to observe the
I wrong him, though he might forgive entertainment. [Exeunt Millwood and
me, I never should forgive myself. 10 Barnwell.]

Millwood: Am 1 refused, by the first

man, the second favor I ever stooped to

ask’—Go then, thou proud, hard- ~ Scexe VII
hearted youth.—But know, you are the
only man that could be found, wha1g [Manent Lucy and Blunt.]
would let me sue twice for greater Blunt: What! is all this preparation,
favors. this elegant supper, variety of wines
Barnwell: [ Aside.] What shall I do!—  and music, for the entertainment of that
How shall I go or stay! young fellow!
Millwood: Yet do not, do not, leavez0  Lucy: So it seems.
me. I wish my sex’s pride would meet Blunt: What, is our mistress turned

your scorn; but when I look upon you, fool at last! She’s in love with him, I

when I behold those eyes,—oh!spare my  suppose.

tongue, and let my blushes speak. This Lucy: 1 suppose not, but she’designs

flood of tears to that will force their 25to make him in love with her if she

way, and declare—what woman’s mod- can. *

esty should hide. Blunt: What will she get by that? He
Barnwell: Oh, heavens! she loves me, seems under age, and can’t be supposed

worthless as I am; her looks, her words, to have much money.

her flowing tears confess it. And can 30 Lucy: But his master has; and that’s

leave her then? O, never, never! the same thing, as she’ll manage it.

Madam, dry up those tears. You shall Blunt: 1 don’t like this fooling with a

command me always; 1 will stay here handsome young fellow; while she’s en-

for ever, if you’d have me. deavoring to ensnare him, she may be
Lucy: [Aside.] So! she has wheedled 35 caught herself.

him out of his virtue of obedience al- Lucy: Nay, were she like me, that

ready and will strip him of all the rest would certainly be the consequence;—
one after another till she has left him as  for, I confess, there is something in

few as her ladyship or myself. youth and innocence that moves me
Millwood: Now you are kind, indeed; 40 mightily.
but I mean not to detain you always: I Blunt: Yes, so does the smoothness

would have you shake off all slavish and plumpness of a partridge move a
obedience to your master;—but you mighty desire in the hawk to be the
may serve him still. destruction of it.

Lucy: Serve him stilll—Aye, or he’ll 45 Lucy: Why, birds are their prey, as
have no opportunity of fingering his men are ours; though, as you observed,
cash, and then he’ll not serve your end, we are sometimes caught ourselves. But
I'll be sworn. that, I dare say, will never be the case

with our mistress.
50 Blunt: 1 wish it may prove so; for
you know we all depend upon her.
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Should she trifle away her time with a
young fellow that there’s nothing to be
got by, we must all starve.

Lucy: There’s no danger of that, for I
am sure she has no view in this affair
but interest.

Blunt: Well, and what hopes are there
of success in that?

Lucy: The most promising that can
be.—’Tis true, the youth has his scru-
ples; but she’ll soon teach him to answer
them, by stifling his conscience.—0, the
lad is in a hopeful way, depend upon’t.
[Exeunt.]

[Scenge VIII. Another room in Mill-

wood’s house.]

[Discovered Barnwell and Millwood at

an entertainment.]

Barnwell: What can I answer! All
that 1 know is, that you are fair and I
am miserable.

Millwood: We are both so, and yet the
fault is in ourselves.

Barnwell: To ease our present an-
guish, by plunging into guilt, is to buy
a moment’s pleasure with an age of pain.

Millwood: 1 should have thought the
joys of love as lasting as they are great.
If ours prove otherwise, ’tis your in-
constancy must make them so.

30

153

Barnwell: The law of heaven will not
be reversed; and that requires us to
govern our passions.

Millwood: To give us sense of beauty

5 and desires, and yet forbid us to taste
and be happy, is cruelty to nature. Have
we passions only to torment us!

Barnwell: To hear you talk, tho’ in
the cause of vice, to gaze upon your

10 beauty, press your hand, and see your

snow-white bosom heave and fall, en-
flames my wishes; my pulse beats high,
my senses all are in a hurry, and I am
on the rack of wild desire; yet for a

15 moment’s guilty pleasure, shall I lose

my innocence, my peace of mind, and
hopes of solid happiness?

Millwood: Chimeras all,—

Come on with me and prove,

20 No joy’s like woman, kind, nor heaven

like love.
Barnwell: 1 would not, yet I must on.
Reluctant thus, the merchant quits his
ease

25 And trusts to rocks and sands and

stormy seas;

In hopes some unknown golden coast to
find,

Commits himself, tho’ doubtful, to the
wind,

Longs much for joys to come, yet mourns

those left behind. [Exeunt.]

QUESTIONS ON ACT I

1. What does Lillo appear to be doing in Scene I? Could the scene be

omitted without loss?

2. Where does the exposition first get under way? Is it gracefully done?

3. Does Lillo inadvertently convict Thorowgood of snobbery?

4. In Scene i1, why does Lillo have Thorowgood say, “Thou know’st I
have no heir, no child but thee, etc.”? Is the speech convincing?

5. Note the abstract, generalized words and forms of expression used by
Maria in her last two speeches in Scene ii. How do such words influence the

effectiveness of what she says?

6. In Scene iii, would Lillo gain anything by having Barnwell mentioned

earlier in the scene?

7. Is there any awkwardness in the way in which Lillo carries out his

intentions in Scene iii?

8. Could you make a case for having the first part of the play deal with a
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Barnwell who has already seen Millwood and is struggling with tempta-
tion? How might this reduce some of the difficulties faced in Scene v?

ACT 11

[ScenE I. A room in Thorowgood’s

house.]
[Enter Barnwell.]

Barnwell: How strange are all things
round me! Like some thief, who treads
forbidden ground, fearful I enter each
apartment of this well-known house. To
guilty love, as if that was too little, al-
ready have I added breach of trust. A
thief! Can I know myself that wretched
thing, and look my honest friend and in-

last? Or rather what have you done, and
why are you thus changed, for I am still
the same?

Barnwell: [ Aside.] What have I done

5indeed?

Trueman: Not speak nor look upon
me.

Barnwell: [ Aside.] By my face he will
discover all I would conceal; methinks

10 already I begin to hate him.

Trueman: 1 cannot bear this usage
from a friend, one whom till now I ever
found so loving, whom yet I love,
though this unkindness strikes at the

jured master in the face? Though hy- 15 root of friendship, and might destroy it

pocrisy may a while conceal my guile, at
length it will be known, and public
shame and ruin must ensue. In the
meantime, what must be my life? Ever
to speak a language foreign to my heart;
hourly to add to the number of my
crimes in order to conceal ’em. Sure,
such was the condition of the grand
apostate, when first he lost his purity;

like me disconsolate he wandered, and 25

while yet in Heaven, bore all his future
hell about him. [Enter Trueman.]

Scene 11

[ Barnwell and Trueman.]

Trueman: Barnwell! O how I rejoice
to see you safe! So will our master and

20

30

in any breast but mine.

Barnwell: I am not well. [ Turning to
him.] Sleep has been a stranger to these
eyes since you beheld them last.

Trueman: Heavy they look indeed,
and swollen with tears; now they o’er-
flow; rightly did my sympathizing heart
forebode last night when thou wast ab-
sent something fatal to our peace.

Barnwell: Your friendship engages
you too far. My troubles, whate’er they
are, are mine alone; you have no interest
in them, nor ought your concern for me
give you a moment’s pain.

Trueman: You speak as if you knew
of friendship nothing but the name. Be-
fore I saw your grief I felt it. Since we
parted last I have slept no more than
you, but, pensive in my chamber, sat

his gentle daughter, who during your 35 alone and spent the tedious night in

absence often inquired after you.
Barnwell: [Aside.] Would he were

gone, his officious love will pry into the

secrets of my soul.

wishes for your safety and return; e’en

now, though ignorant of the cause, your

sorrow wounds me to the heart.
Barnwell: *Twill not be always thus.

Trueman: Unless you knew the pain 40 Friendship and all engagements cease, as

the whole family has felt on your ac-

count, you can’t conceive how much
you are beloved. But why thus cold and

silent? When my heart is full of joy for
your return, why do you turn away? 45

Why thus avoid me? What have I done?

How am I altered since you saw me

circumstances and occasions vary; and
since you once may hate me, perhaps it
might be better for us both that now
you loved me less.

Trueman: Sure I but dream! Without
a cause would Barnwell use me thus?
Ungenerous and ungrateful youth, fare-
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well.—I shall endeavor to follow your sire to know more than I am willing to
advice,—{Going.] Yet stay, perhaps I reveal.

am too rash, and angry when the cause Trueman: *Tis hard, but upon any
demands compassion. Some unforeseen conditions I must be your friend.
calamity may have befallen him, too s Barnwell: Then, as much as one lost

great to bear. to himself can be another’s, I am yours.
Barnwell: [Aside.] What part am Ire- [ Embracing.]

duced to act; ’tis vile and base to move Trueman: Be ever so, and may

his temper thus, the best of friends and  Heaven restore your peace.

men. 10 Barnwell: Will yesterday return? We

Trueman: I am to blame, prithee for- have heard the glorious sun, that till
give me, Barnwell. Try to compose your  then incessant rolled, once stopped his
ruffled mind, and let me know the cause  rapid course and once went back. The
that thus transports you from yourself, dead have risen; and parched rocks
my friendly counsel may restore your 15 poured forth a liquid stream to quench
peace. a people’s thirst. The sea divided and

Barnwell: All that is possible for man  formed walls of water while a whole
to do for man, your generous friend- nation passed in safety through its sandy
ship may effect; but here even that’s in  bosom. Hungry lions have refused their
vain. 20 prey; and men unhurt have walked

Trueman: Something dreadful is la- amidst consuming flames; but never yet
boring in your breast. O give it vent and  did time once past, return.

let me share your grief! "Twill ease your Trueman: Though the continued
pain should it admit no cure and makeit  chain of time has never once been broke,
lighter by the part I bear. 25 nor ever will, but uninterrupted must

Barnwell: Vain supposition! My woes  keep on its course till lost in eternity it
increase by being observed; should the ends there where it first begun; yet as
cause be known they would exceed all Heaven can repair whatever evils time

bounds. can bring upon us, he who trusts heaven
Trueman: So well I know thy honest 30 ought never to despair. But business re-
heart, guilt cannot harbor there. quires our attendance, business the
Barnwell: [Aside.] O torture insup- youth’s best preservative from ill, as
portable! idleness [is] his worst of snares. Will

Trueman: Then why am I excluded?  you go with me?
Have I a thought I would conceal from 35  Barnwell: I'll take a little time to re-
you? flect on what has past, and follow you.
Barnwell: If still you urge me on this [ Exit Trueman.]
hated subject, I’ll never enter more be-
neath this roof, nor see your face again. Scene III
Trueman: *Tis strange. But I have 40

done; say but you hate me not. Barnwell
Barnwell: Hate you!—I am not that Barnwell: 1 might have trusted True-
monster yet. man to have applied to my uncle to
Trueman: Shall our friendship still have repaired the wrong I have done my
continue? 45 master; but what of Millwood? Must I

Barnwell: It’s a blessing I never was  expose her too? Ungenerous and base!
worthy of, yet now must stand on terms; Then heaven requires it not. But
and upon conditions can confirm it. heaven requires that I forsake her. What!

Trueman: What are they? Never see her more! Does heaven require

Barnwell: Never hereafter, though sothat! I hope I may see her, and heaven
you should wonder at my conduct, de- not be offended. Presumptuous hope!



156

Dearly already have I proved my frailty;
should I once more tempt heaven, I may
be left to fall never to rise again. Yet
shall I leave her, forever leave her, and
not let her know the cause? She who
loves me with such a boundless passion?
Can cruelty be duty? I judge of what
she then must feel, by what I now en-
dure. The love of life and fear of shame,
opposed by inclination strong as death
or shame, like wind and tide in raging
conflict met, when neither can prevail,
keep me in doubt. How then can I de-
termine? [ Enter Thorowgood.]

Scene IV
[ Thorowgood and Barnwell.]

Thorowgood: Without a cause as-
signed, or notice given, to absent your-
self last night was a fault, young man,
and I came to chide you for it, but hope
I am prevented. That modest blush, the
confusion so visible in your face, speak
grief and shame. When we have offended
heaven, it requires no more; and shall
man, who needs himself to be forgiven,
be harder to appease? If my pardon or
love be of moment to your peace, look
up, secure of both.

Barnwell: [ Aside.] This goodness has
o’ercome me.—Q sir! You know not the
nature and extent of my offence; and I
should abuse your mistaken bounty to

receive em. Though I had rather die 35

than speak my shame; though racks

could not have forced the guilty secret

from my breast, your kindness has.
Thorowgood: Enough, enough! What-
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the slave of sense. The state of youth is
much to be deplored, and the more so
because they see it not; they being then
to danger most exposed, when they are

5 least prepared for their defence.

Barnwell: It will be known, and you
recall your pardon and abhor me.

Thorowgood: 1 never will; so heaven
confirm to me the pardon of my

10 offences. Yet be upon your guard in this

gay, thoughtless season of your life; now,
when the sense of pleasure’s quick, and
passion high, the voluptuous appetites,
raging and fierce, demand the strongest

15 curb; take heed of a relapse. When vice

becomes habitual, the very pewer of
leaving it is lost.

Barnwell: Hear me, then, on my knees
confess.

Thorowgood: 1 will not hear a syllable
more upon this subject; it were not
mercy, but cruelty, to hear what must
give you such torment to reveal.

Barnwell: This generosity amazes and

25 distracts me.

Thorowgood: This remorse makes thee
dearer to me than if thou hadst never
offended; whatever is your fault, of this
I’m certain, ’twas harder for you to

30 offend than me to pardon. [ Exit Thorow-

good.]
SceNe V
[ Barnwell.]
Barnwell: Villain, villain, villain!

basely to wrong so excellent a man.
Should I again return to folly?—de-
tested thought!—But what of Millwood

e’er it be, this concern shows you’re 40 then? Why, I renounce her; I give her

convinced, and I am satisfied. How pain-
ful is the sense of guilt to an ingenuous
mindl—some youthful folly, which it
were prudent not to enquire into. When

up; the struggle’s over, and virtue has
prevailed. Reason may convince, but
gratitude compels. This unlooked for
generosity has saved me from destruc-

we consider the frail condition of human- 45 tion. [Going.]

ity, it may raise our pity, not our
wonder, that youth should go astray;
when reason, weak at the best when
opposed to inclination, scarce formed,

and wholly unassisted by experience, so

faintly contends, or willingly becomes

Scene VI
[To kim a Footman.]

Footman: Sir, two ladies, from your
uncle in the country, desire to see you.
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Barnwell: [Aside.] Who should they Millwood: It must be so; yet think not,

be? Tell them I’ll wait upon ’em. that time or absence ever shall put a
period to my grief or make me love you
Scene VII less; though I must leave you, yet con-

demn me not.
[ Barnwell.] } Barnwell: Condemn you? No, I ap-
Barnwell: Methinks I dread to see prove your resolution, and rejoice to
’em. Guilt, what a coward hast thou hear it; "tis just, ’tis necessary. I have
made me? Now everything alarms me. well weighed, and found it so.

[Exit.] 10 Lucy: [A4side.] I'm afraid the young
Scene VIII man has more sense than she thought
he had.
[Another room in Thorowgood’s Barnwell: Before you came I had de-
house.] termined never to see you more.
[Discovered Millwood and Lucy, and vs  Millwood: [ Aside.] Confusion!
t0 them enters a Footman.] Lucy: [ Aside.] Ay! we are all out; this
Footman: Ladies, he’ll wait upon you is a turn so unexpected, that I shall
immediately. make nothing of my part; they must
Millwood: *Tis very well. I thank you.  e’en play the scene betwixt them-
[Enter Barnwell.] 20 selves.
Millwood: *Twas some relief to think,
Scene IX though absent, you would love me still;

. but to find, though fortune had been
LBarnwell, Millwood, and Lucy.] kind, that you, more cruel and incon-
Barnwell: Confusion! Millwood! 25 stant, had resolved to cast me off. This,
Millwood: That angry look tells me as I never could expect, I have not

that here I’'m an unwelcome guest; I learnt to bear.

feared as much,—the unhappy are so Barnwell: 1 am sorry to hear you

everywhere. blame in me a resolution that so well
Barnwell: Will nothing but my utter 30 becomes us both.

ruin content you? Millwood: 1 have reason for what I
Millwood: Unkind and cruel! lost my-  do, but you have none.

self, your happiness is now my only care. Barnwell: Can we want a reason for
Barnwell: How did you gain admis-  parting, who have so many to wish we

sion? 35 never had met?

Millwood: Saying we were desired by Millwood: Look on me, Barnwell; am
your uncle to visit and deliver a mes- I deformed or old, that satiety so soon
sage to you, we were received by the succeeds enjoyment? Nay, look again;
family without suspicion, and with am I not she whom yesterday you
much respect directed here. 40 thought the fairest and the kindest of

Barnwell: Why did you come at all?  her sex, whose hand, trembling with

Millwood: 1 never shall trouble you ecstasy, you pressed and molded thus,
more; I’m come to take my leave for- while on my eyes you gazed with such
ever. Such is the malice of my fate, I go  delight, as if desire increased by being
hopeless, despairing ever to return. This 45 fed?
hour is all T have left me. One short hour Barnwell: No more! Let me repent my
is all I have to bestow on love and you, former follies, if possible, without re-
for whom I thought the longest life too membering what they were.
short. Millwood: Why?

Barnwell: Then we are met to partso  Barnwell: Such is my frailty that ’tis
forever? dangerous.
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Millwood: Where is the danger, since  wish you well; why will you thus expose

we are to part?! yourself to needless troubles?
Barnwell: The thought of that al- Lucy: Nay, there’s no help for it. She
ready is too painful. must quit the town immediately, and the

Millwood: If it be painful to part, 5kingdom as soon as possible; it was no
then I may hope at least you do not small matter, you may be sure, that

hate me? could make her resolve to leave you.
Barnwell: No,—no,—I never said I Millwood: No more, my friend; since
did1—O my heart! he for whose dear sake alone I suffer, and
Millwood: Perhaps you pity me? 10 am content to suffer, is kind and pities
Barnwell: 1 do, I do, indeed, I do, me. Where’er I wander through wilds
Millwood: You’ll think upon me? and deserts, benighted and forlorn, that
Barnwell: Doubt it not while I can  thought shall give me comfort.
think at all. Barnwell: For my sake! O tell me
Millwood: You may judge an embrace 15 how; which way am I so cursed as to
at parting too great a favor, though it  bring such ruin on thee? ~
would be the last? [He draws back.] A Millwood: No matter, I am contented
look shall then suffice,—farewell forever.  with my lot.
[Exeunt Millwood and Lucy.] Barnwell: Leave me not in this incer-
20 tainty.
Scene X Millwood: 1 have said too much.
Barnwell: How, how am I the cause of
[ Barnwell.] your undoing?
Barnwell: If to resolve to suffer be to Millwood: *Twill but increase your
conquer, I have conquered. Painful 25 troubles.
victory! Barnwell: My troubles can’t be
greater than they are.
SceNe XI Lucy: Well, well, sir, if she won’t sat-
. isfy you, I will.
(Barnwell; Millwood and Lucy who o~ "po 0. T am bound to you beyond

return.] expression.
Millwood: One thing I had forgot. 1 Millwood: Remember, sir, that I de-

never must return to my own house sired you not to hear it.

again. This I thought proper to let you Barnwell: Begin, and ease my racking
know, lest your mind should change, and 35 expectation.
you should seek in vain to find me there. Lucy: Why you must know, my lady

Forgive me this second intrusion; I only  here was an only child; but her parents
came to give you this caution, and that, dying while she was young, left her and

perhaps, was needless. her fortune, (no inconsiderable one, I
Barnwell: I hope it was, yet it is kind, 40 assure you) to the care of a gentleman
and I must thank you for it. who has a good estate of his own.

Millwood: My friend, your arm. [ To Millwood: Ay, ay, the barbarous man
Lucy.]Now I am gone forever. [Going.] is rich enough;—but what are riches
Barnwell: One thing more;—sure, when compared to love?
there’s no danger in my knowing where 45 Lucy: For a while he performed the
you go? If you think otherwise— office of a faithful guardian, settled her
Millwood: Alas! [Weeping.] in a house, hired her servants;—but you
Lucy: [Aside.] We are right I find, have seen in what manner she lived, so
that’s my cue.—Ah; dear sir, she’s going I need say no more of that.
she knows not whither; but go she must. g0 Millwood: How I shall live hereafter,
Barnwell: Humanity obliges me to  heaven knows.
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Lucy: All things went on as one could Lucy: Now I advised her, sir, to com-
wish, till, some time ago, his wife dying, ply with the gentleman, that would not
he fell violently in love with his charge, only put an end to her troubles, but
and would fain have married her. Now make her fortune at once.
the man is neither old nor ugly, but a 5  Barnwell: Tormenting fiend, away!—
good, personable sort of a man, but I I had rather perish, nay, see her perish,
don’t know how it was, she could never than have her saved by him; I will my-
endure him, that he brought in an ac- self prevent her ruin, though with my
count of his executorship, wherein he own. A moment’s patience, I'll return

makes her debtor to him.— 1o immediately.—[ Exit.]
Millwood: A trifle in itself, but more

than enough to ruin me, whom, by this Scene XII

t:f]_(l;l:; account, he had stripped of all [ Mitiwood and Lucy.]

Lucy: Now she having neither money 15 Lucy: *Twas well you came, or, by
nor friend, except me, who am as un- what I can perceive, you had lost him.
fortunate as herself, he compelled her to Millwood: That, I must confess, was a
pass his account, and give bond for the danger I did not foresee; I was only
sum he demanded; but still provided afraid he should have come without
handsomely for her and continued his 20 money. You know a house of entertain-
courtship, till, being informed by his ment like mine, is not kept with nothing.
spies (truly I suspect some in her own Lucy: That’s very true; but then you
family) that you were entertained at her  should be reasonable in your demands;
house, and stayed with her all night, he ’tis pity to discourage a young man.
came this morning raving, and storming 25 [ Enter Barnwell.]
like a2 madman, talks no more of mar-
riage (so there’s no hopes of making up Scene XIII

matters that way) but vows her ruin, .
unless she’ll allow him the same favor [Barnwell, Millwood, and Lucy.]

that he supposes she granted you. 30 Barnwell: [Aside.] What am I about
Barnwell: Must she be ruined, or find  to do! Now you, who boast your reason
her refuge in another’s arms? all sufficient, suppose yourselves in my

Millwood: He gave me but an hour to  condition, and determine for me,
resolve in, that’s happily spent with whether it’s right to let her suffer for my
you;—and now I go.— 35 faults, or, by this small addition to my

Barnwell: To be exposed to all the guilt, prevent the ill effects of what is
rigors of the various seasons; the sum-  past.
mer’s parching heat, and winter’s cold; Lucy: [Aside.] These young sinners
unhoused to wander friendless through  think everything in the ways of wicked-
the unhospitable world, in misery and 4o ness so strange,—but I could tell him
want; attended with fear and danger, that this is nothing but what’s very
and pursued by malice and revenge, common; for one vice as naturally be-
wouldst thou endure all this for me, and  gets another, as a father a son. But he’ll
can I do nothing, nothing to prevent it? find out that himself, if he lives long

Lucy: *Tis really a pity, there can be 45 enough.
no way found out. Barnwell: Here take this, and with it

Barnwell: O where are all my resolu- purchase your deliverance; return to
tions now? Like early vapors, or the your house, and live in peace and safety.
morning dew, chased by the sun’s warm Millwood: So 1 may hope to see you
beams they’re vanished and lost, assothere again.
though they had never been. Barnwell: Answer me not,—but fly,—
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lest, in the agonies of my remorse; I take and generosity were my motives. Is

again what is not ntine_to give, and  virtue inconsistent with itself, or are
abandon th¥e.to want and-mygery. vice and virtue only empty names? Or
Millwood: Say but you’ll cofte.— do they depend on accidents beyond om

Barnwell: You are my.fate, my<s power to produce, or to prevent, wherein
heaven, or my hell. Only leave m¥now, We have no part, and yet must be de-
dispose of me hereafter as you please. termined by the event’—But why

[Exeunt Millwood and Lucy.] should I attempt to reason? All is con-
fusion, horror, and remorse;—1 find I
Scene XIV 10am lost, cast down from all my late

erected hopes and plunged again in
CBarnwell. ] guilt, yet scarce know how or why—
What have I done? Were my resolu-

tions founded on reason, and sincerely ~Such undistinguished horrors make my

made? why then has heaven suffered me 15 brain,
to fall? I sought not the occasion; and, Like hell, the seat of darknes® and of
if my heart deceives me not, compassion pain. [ Exit.]

QUESTIONS ON ACT II

1. Note Thorowgood’s last speech in Scene iv. Why does it make for a
sentimental effect?

2. What effect is produced by the method which Lucy and Millwood
use in Scene xi to win back Barnwell?

3. Study Barnwell’s next-to-last speech in Scene ii. How successful is
Lillo in conveying Barnwell’s feelings? Is the method right?

4. In Thorowgood’s first speech in Scene iv, what is the matter with his
use of the phrase, “When we have offended Heaven” ? With his heavy use,
in later speeches, of such abstract nouns as folly, reason, pleasure, etc.?

5. Do Barnwell’s soliloquies in Scenes i, iii, and xiv accomplish what the
author intends? Why?

6. What does Lillo intend to indicate by the near-quarrel in Scene ii?
Is the embrace the proper outcome for this scene? How can we account for
the author’s using such an ending? .

7. In this act we see the extremes to which an old style of breaking up
the act was carried: with each change of persons on the stage, a new
scene is indicated. What is the objection to this method of division?

reason and the nature of things. How 1t
ACT 11 has promoted humanity, as it has opened
and yet keeps up an intercourse between
nations far remote from one another in
[Enter Thorowgood and Trueman.] s situation, customs, and religion; pro-
Thorowgood: Methinks I would not moting arts, industry, peace and plenty,
have you only learn the method of mer- by mutual benefits diffusing mutual love
chandize and practise it hereafter from pole to pole.
merely as a means of getting wealth. Trueman: Something of this I have
*Twill be well worth your pains to study 1o considered, and hope, by your assist-
it as a science. See how it is founded in ance, to extend my thoughts much

Scene 1
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farther. I have observed those countries
where trade is promoted and encouraged
do not make discoveries to destroy, but
to improve mankind by love and friend-
ship, to tame the fierce, and polish the
most savage, to teach them the advan-
tages of honest trafhic by taking from
them with their own consent their use-
less superfluities, and giving them in
return what, from their ignorance in
manual arts, their situation, or some
other accident they stand in need of.
Thorowgood: *Tis justly observed. The
populous east, luxuriant, abounds with
glittering gems, bright pearls, aromatic
spices, and health-restoring drugs. The
late found western world glows with un-
numbered veins of gold and silver ore.
On every climate, and on every country,
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fixed and collected in itself, with indif-
ference beholds the united force of earth
and hell opposing. Such souls are raised
above the sense of pain, or so supported
sthat they regard it not. The martyr
cheaply purchases his heaven. Small are
his sufferings, great is his reward; not so
the wretch who combats love with duty,
when the mind, weakened and dissolved

10 by the soft passion, feeble and hopeless

opposes its own desire. What is an hour,
a day, a year of pain, to a whole life of
tortures, such as these? [Enter True-
man.]

15

Scene IIT

[ Trueman and Maria.]
Trueman: O, Barnwell! O, my friend,

heaven has bestowed some good peculiar 20 how art thou fallen!

to itself. It is the industrious merchant’s
business to collect the various blessings
of each soil and climate, and, with the
product of the whole, to enrich his na-
tive country.

Well! I have examined your accounts.
They are not only just, as I have always
found them, but regularly kept, and
fairly entered. I commend your dili-

gence. Method in business is the surest 30

guide. He who neglects it frequently
stumbles, and always wanders per-
plexed, uncertain, and in danger. Are
Barnwell’s accounts ready for my in-

Maria: Ha! Barnwell! What of him?
Speak, say what of Barnwell?

Trueman: "Tis not to be concealed.
I’ve news to tell of him that will afflict

25 your generous father, yourself, and all

who knew him.
Maria: Defend us, Heaven!
Trueman: 1 cannot speak it.—See
there. [Gives a letter, Maria reads.]
Maria:
Trueman,
I know my absence will surprise my
honored master, and yourself; and the
more, when you shall understand that

spection? He does not use to be the last 35 the reason of my withdrawing, is my

on these occasions.

Trueman: Upon receiving your orders
he retired, I thought in some confusion.
If you please, I’ll go and hasten him. I

having embezzled part of the cash with
which 1 was entrusted. After this, ’tis
needless to inform you that I intend
never to return again. Though this

hope he hasn’t been guilty of any 40 might have been known by examining

neglect.

Thorowgood: I’'m now going to the
Exchange; let him know, at my return,
I expect to find him ready. [ Exeunt.]

Scene 11

[Enter Maria with a book; she sits and

reads.]

45

my accounts; yet, to prevent that un-
necessary trouble, and to cut all fruitless
expectations of my return, I have left
this from the lost
George Barnwell.

Trueman: Lost indeed! Yet how he
should be guilty of what he there charges
himself withal, raises my wonder equal
to my grief. Never had youth a higher

Maria: How forcible is truth! The sosense of virtue. Justly he thought, and

weakest mind, inspired with love of that,

as he thought he practised; never was
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life more regular than his; an under-
standing uncommon at his years; an
open, generous, manliness of temper; his
manners easy, unaffected and engaging.

Maria: This and much more you
might have said with truth.—He was
the delight of every eye, and joy of
every heart that knew him.

Trueman: Since such he was, and was
my friend, can I support his loss? See,
the fairest and happiest maid this
wealthy city boasts, kindly condescends
to weep for thy unhappy fate, poor,
ruined Barnwell!

Maria: Trueman, do you think a soul
so delicate as his, so sensible of shame,
can €’er submit to live a slave to vice?

Trueman: Never, never! So well I
know him, I’'m sure this act of his, so

SIMPLER TYPES

that.—In the meantime, I’ll conceal his
absence from your father, or find such
excuses for it, that the real cause shall
never be suspected.

s Maria: In attempting to save from
shame, one whom we hope may yet re-
turn to virtue, to heaven and you, the
judges of this action, I appeal, whether
I have done anything misbecoming my

10 sex and character.

Trueman: Earth must approve the
deed, and heaven, I doubt not, will re-
ward it.

Maria: If heaven succeed it, I am

15 well rewarded. A virgin’s fame is sullied

by suspicion’s slightest breath; and
therefore as this must be a secret from
my father and the world for Barnwell’s
sake; for mine, let it be so to him.

contrary to his nature, must have been 20

caused by some unavoidable necessity.
Maria: Is there no means yet to pre-
serve him?
Trueman: O! that there were!—But

few men recover reputation lost, a mer- 25

chant never. Nor would he, I fear,
though I should find him, ever be
brought to look his injured master in
the face.

Scene IV

[Millwood’s house.]
[Discovered Lucy and Blunt.]
Lucy: Welll what do you think of
Millwood’s conduct now?
Blunt: I own it is surprising. I don’t
know which to admire most, her feigned,
or his real passion, though I have some-

Maria: 1 fear as much,—and there- 30 times been afraid that her avarice would

fore would never have my father know it.
Trueman: That’s impossible.
Maria: What’s the sum?
Trueman: ’Tis considerable.—I’ve

discover her:—But his youth and want
of experience make it the easier to im-
pose on him.

Lucy: No, it is his love. To do him

marked it here, to show it, with the 35 justice, notwithstanding his youth, he

letter, to your father, at his return.
Maria: 1f 1 should supply the money,
could you so dispose of that, and the
account, as to conceal this unhappy
mismanagement from my father?
Trueman: Nothing more easy.—But
can you intend it? Will you save a help-
less wretch from ruin? Oh!’twere an act
worthy such exalted virtue as Maria’s.

don’t want understanding; but you men
are much easier imposed on in these
affairs than your vanity will allow you
to believe. Let me see the wisest of you

40 all as much in love with me as Barnwell

is with Millwood, and I’ll engage to
make as great a fool of him.

Blunt: And all circumstances con-
sidered, to make as much money of

—Sure, heaven in mercy to my friend 45 him, too.

inspired the generous thought!

Maria: Doubt not but I would pur-
chase so great a happiness at a much
dearer price.—But how shall he be
found?

Trueman: Trust to my diligence for

Lucy: 1 can’t answer for that. Her
artifice in making him rob his master at
first, and the various stratagems, by
which she has obliged him to continue in

sothat course, astonish even me, who

know her so well.
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Blunt: But then you are to consider
that the money was his master’s.

Lucy: There was the difficulty of it.
Had it been his own, it had been noth-
ing. Were the world his, she might have
it for a smile. But these golden days are
done; he’s ruined, and Millwood’s hopes
of farther profits there are at an end.

Blunt: That’s no more than we all ex-
pected.

Lucy: Being called by his master to
make up his accounts, he was forced to
quit his house and service, and wisely
flies to Millwood for relief and enter-
tainment.

Blunt: I have not heard of this before!
How did she receive him?

Lucy: As you would expect. She won-
dered what he meant, was astonished at
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with lawless anarchy prevailed, and rea-
son was in the raging tempest lost, the
cruel, artful Millwood prevailed upon
the wretched youth to promise what I

5 tremble but to think on.

Blunt: I am amazed! What can it be?

Lucy: You will be more so to hear it is
to attempt the life of his nearest rela-
tion, and best benefactor.

Blunt: His uncle, whom we have often
heard him speak of as a gentleman of a
large estate and fair character in the
country where he lives? ‘

Lucy: The same. She was no sooner

15 possessed of the last dear purchase of his

ruin, but her avarice, insatiate as the
grave, demands this horrid sacrifice,
Barnwell’s near relation; and unsus-
pected virtue must give too easy means

his impudence, and, with an air of 20 to seize the good man’s treasure, whose

modesty peculiar to herself swore so
heartily that she never saw him before
that she put me out of countenance.

Blunt: That’s much indeed! But how
did Barnwell behave?

Lucy: He grieved, and at length, en-
raged at this barbarous treatment, was
preparing to be gone; and, making
toward the door, showed a bag of money,

blood must seal the dreadful secret, and

prevent the terrors of her guilty fears.
Blunt: Is it possible she could per-

suade him to do an act like that! He is,

25 by nature, honest, grateful, compas-

sionate, and generous. And though his
love and her artful persuasions have
wrought him to practise what he most
abhors; yet we all can witness for him

which he had stolen from his master,— 3o with what reluctance he has still com-

thelast he’s ever like to have from thence.
Blunt: But then Millwood ?
Lucy: Aye, she, with her usual ad-
dress, returned to her old arts of lying,

plied! So many tears he shed o’er each

offence, as might, if possible, sanctify

theft, and make a merit of a crime.
Lucy: "Tis true, at the naming the

swearing, and dissembling. Hung on his 35 murder of his uncle, he started into rage;

neck, and wept, and swore ’twas meant
in jest, till the easy fool, melted into
tears, threw the money into her lap,
and swore he had rather die than think
her false.

Blunt: Strange infatuation!

Lucy: But what followed was stranger
still. As doubts and fears followed by
reconcilement ever increase love where

and, breaking from her arms, where she
till then had held him with well dis-
sembled love and false endearments,
called her cruel monster, devil; and told

40 her she was born for his destruction. She

thought it not for her purpose to meet
his rage with rage, but affected a most
passionate fit of grief, railed at her fate,
and cursed her wayward stars, that still

the passion is sincere, so in him it caused 45 her wants should force her to press him

so wild a transport of excessive fondness,
such joy, such grief, such pleasure, and
such anguish, that nature in him seemed
sinking with the weight, and the

to act such deeds as she must needs
abhor as well as he; but told him
necessity had no law and love no bounds;
that therefore he never truly loved, but

charmed soul disposed to quit his breast so meant in her necessity to forsake her.

for hers.— Just then, when every passion

Then kneeled and swore, that since by
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his refusal he had given her cause to would not be involved in the guilt of
doubt his love, she never would see him  that for all the world.
more, unless, to prove it true, he robbed Lucy: Nor 1, heaven knows; therefore
his uncle to supply her wants and let us clear ourselves by doing all that is
murdered him to keep it from discovery. 5in our power to prevent it. I have just
Blunt: 1 am astonished! What said he?  thought of a way that, to me, seems
Lucy: Speechless he stood; but in his  probable. Will you join with me to de-
face you might have read that various tect this cursed design?
passions tore his very soul. Oft he in an- Blunt: With all my heart. How else
guish threw his eyes towards heaven, roshall I clear myself? He who knows of a
and then as often bent their beams on  murder intended to be committed and
her; then wept and groaned and beat his  does not discover it in the eye of the law
breast; at length, with horror not to be  and reason is a murderer.
expressed, he cried, “Thou cursed fair! Lucy: Let us lose no time; I’ll ac-
have I not given dreadful proofs of love? 15 quaint you with the particulars as we go.
What drew me from my youthful inno-
cence to stain my then unspotted soul
but love? What caused me to rob my
gentle master but cursed love! What [A walk at some distance from a
makes me now a fugitive from his serv-20 county seat.]
ice, loathed by myself, and scorned by
all the world, but love? What fills my (Enter Barnwell.]
eyes with tears, my soul with torture, Barnwell: A dismal gloom obscures
never felt on this side death before? the face of day; either the sun has
Why love, love, love! And why, above 25 slipped behind a cloud, or journeys
all, do I resolve (for, tearing his hair, he down the west of heaven with more than
cried, I do resolve!) to kill my uncle?”” common speed to avoid the sight of what
Blunt: Was she not moved? It makes I’m doomed to act. Since I set forth on
me weep to hear the sad relation. this accursed design, where’er I tread,
Lucy: Yes, with joy that she had jo methinks, the solid earth trembles be-
gained her point. She gave him no time neath my feet. Yonder limpid stream,
to cool, but urged him to attempt it in- whose hoary fall has made a natural cas-
stantly. He’s now gone; if he performs cade, as I passed by, in doleful accents
it and escapes, there’s more money for seemed to murmur, “Murder.”” The
her; if not, he’ll ne’er return, and then 35 earth, the air, the water, seem con-

SceNE V

she’s fairly rid of him. cerned; but that’s not strange, the world
Blunt: *Tis time the world was rid of is punished, and nature feels the shock
such a monster.— when Providence permits a good man’s

Lucy: If we don’t do our endeavors to  fall! Just heaven! Then what should I
prevent this murder, we are as bad as 4o be! for him that was my father’s only
she. brother, and since his death has been to

Blunt: ’'m afraid it is too late. me a father, who took me up an infant,

Lucy: Perhaps not. Her barbarity to  and an orphan, reared me with tenderest
Barnwell makes me hate her. We’ve run  care, and still indulged me with most
too great a length with her already. I 45 paternal fondness; yet here I stand
did not think her or myself so wicked, avowed his destined murderer!—TI stiffen
as I find upon reflection we are. with horror at my own impiety; ’tis yet

Blunt: *Tis true, we have all been too  unperformed. What if I quit my bloody
much so. But there is something so purpose and fly the place! [Going, then
horrid in murder that all other crimes 50 st0ps.J—But whither, O whither, shall I
seem nothing when compared to that. I  fly! My master’s once friendly doors are
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ever shut against me; and without
money Millwood will never see me more,
and life is not to be endured without her!
She’s get such firm possession of my
heart, and governs there with such des-
potic sway! Aye, there’s the cause of all
my sin and sorrow. “Tis more than love;
’tis the fever of the soul and madness of
desire. In vain does nature, reason, con-
science, all oppose it; the impetiious
passion bears down all before it, and
drives me on to lust, to theft, and mur-
der.—Oh conscience! feeble guide to vir-
tue, who only shows us when we go
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passion and desire cease or sicken at the
view! The mind scarce moves; the blood,
curdling and chilled, creeps slowly
through the veins, fixed, still, and mo-
s tionless, like the solemn object of our
thoughts. We are almost at present
what we must be hereafter, till curiosity
awakes the soul, and sets it on inquiry.—

Scene VII

[Uncle; enter George Barnwell at a dis-
tance.]

Uncle: O death, thou strange mys-

astray, but wants the power to stop us 15 terious power, seen every day, yet never
in our course—Ha! in yonder shady understood but by the incommunicative
walk I see my uncle. He’s alone. Now dead, what art thou? The extensive
for my disguise. [Plucks out a visor.] mind of man, that with a thought circles
This is his hour of private meditation. the earth’s vast globe, sinks to the
Thus daily he prepares his soul for 5o center, or ascends above the stars; that

heaven, whilst I—but what have I to do

with heaven!—Ha! No struggles, Con-

science.—

Hence! Hence remorse,
thought that’s good;

The storm that lust began must end in
blood.

[ Puts on the visor, and draws a pistol.]

and ev'ry

Scene VI

[A close walk in a wood.]
[Enter Uncle.]

worlds exotic finds, or thinks it finds,
thy thick clouds attempts to pass in
vain; lost and bewildered in the horrid
gloom, defeated she returns more doubt-

25 ful than before; of nothing certain, but

of labor lost. [During this speech, Barn-
well sometimes presents the pistol, and
draws it back again; at last he drops it,—
at which his uncle starts, and draws his

30 .rword.]

Barnwell. Oh, ’tis impossible!

Uncle: A man so near me, armed and
masked!

Barnwell: Nay, then there’s no re-

Uncle: If I was superstitious, I should 55 treat. [Plucks a poinard from lu.r bosom,

fear some danger lurked unseen, or
death were nigh. A heavy melancholy
clouds my spirits; my imagination is
filled with gashly! forms of dreary

and stabs him.]

Uncle: Oh! 1 am slain! All gracious
heaven, regard the prayer of thy dying
servant! Bless with thy choicest bless-

graves, and bodies changed by death, j0ings my dearest nephew, forgive my

when the pale lengthened visage attracts
each weeping eye, and fills the musing
soul at once with grief and horror, pity
and aversion. I will indulge the thought.

The wise man prepares himself for death 4

by making it familiar to his mind. When
strong reflections hold the mirror near,
and the living in the dead behold their

future selves, how does each inordinate

1 Ghastly.

murderer, and take my fleeting soul to
endless mercy. [ Barnwell throws off his
mask, runs to him, and, kneeling by him,
raises and chafes him.]

Barnwell: Expiring saint! Oh, mur-
dered, martyred uncle! Lift up your dy-
ing eyes, and view your nephew in your
murderer. O do not look so tenderly
upon me! Let indignation lighten from

soyour eyes, and blast me ere you die.

By heaven, he weeps in pity of my
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woes. Tears, tears, for blood! The mur-
dered, in the agonies of death, weeps for
his murderer! O, speak your pious pur-
pose, pronounce my pardon then, and
take me with youl—He would, but
cannot. O why, with such fond affection
do you press my murdering hand!—
What! will you kiss me! [ Kisses him.—
Uncle groans and dies.] He’s gone for-
ever, and oh! I follow.—{ Swoons away
upon his uncle’s dead body.] Do 1 still
live to press the suffering bosom of the
earth? Do I still breathe, and taint with
my infectious breath the wholesome air?

SIMPLER TYPES

stands on record from the birth of time,
and must to its last final period, as ac-
cursed, slew a brother favored above
him. Detested Nero, by another’s hand,

s dispatched a mother, that he feared and

hated. But I, with my own hand, have
murdered a brother, mother, father, and
a friend; most loving and beloved. This
execrable act of mine’s without a par-

10 allel.—O may it ever stand alone!—the

last of murders, as it is the worst.—

The rich man thus, in torment and de-
spair,

Let heaven, from its high throne, in 15 Preferred his vain, but charitable prayer.

justice or in mercy, now look down on
that dear murdered saint, and me the
murderer. And, if his vengeance spares,
let pity strike and end my wretched

The fool, his own soul lost, would fain
be wise

For others’ good; but heaven his suit
denies.

being.—Murder the worst of crimes, 20 By laws and means well known we stand

and parricide the worst of murders, and
this the worst of parricides! Cain, who

or fall,
And one eternal rule remains for all.

QUESTIONS ON ACT III

1. Would there be any advantage, from the point of view of play con-
struction, of having Barnwell murder Thorowgood, whom the reader
knows, instead of an unknown uncle? Would this justify giving the victim
the amount of space the uncle has in Scenes vi and vii?

2. Is the Lucy-Blunt dialogue in Scene iv a piece of subtle and well-

managed exposition?

3. What is the effect of Blunt’s last speech in Scene iv? Does such a plan
of action make for tragic or melodramatic effects?

4. In Scene v, what is the effect of Barnwell’s speaking of himself in
such terms as “doomed”’ to commit murder? Of his deciding to go on with
the murder because he has nowhere to go?

5. Compare Barnwell’s dropping the gun in Scene vii with Lady Winder-
mere’s dropping the fan in Act II of Wilde’s play. Which is more dramat-

ically effective? Why?
6. How relevant is Scene 1?

+ 7. Does Scene iv suggest to you any dramatic possibilities that Lillo

missed ?

8. Is there any motivation for Millwood’s demanding the “horrid
sacrifice” that we learn about in Scene iv?
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Maria: How does the unhappy youth

ACT 1V defeat all our designs to serve him! Yet

I can never repent what we have done.

Scene 1 Should he return, "twill make his recon-
[Thorowgood’s house.] 5 ciliation with my father easier, and pre-
[Enter Maria] serve him from future reproach from a

malicious, unforgiving world.
Maria: How falsely do they judge who
censure or applaud, as we’re afflicted or

rewarded here! I know I am unhappy, 10 Scene III

yet cannot charge myself with any crime

more than the common frailties of our [Enter 1o them Thorowgood and Lucy.]
kind that should provoke just heaven to Thorowgood: This woman here has

mark me out for sufferings so uncom- given me a sad, (and bating some cir~
mon and severe. Falsely to accuse our- 15 cumstances) too probable account of
selves, heaven must abhor; then it is Barnwell’s defection.

just and right that innocence should Lucy: 1 am sorry, sir, that my frank
suffer, for heaven must be just in all its  confession of my former unhappy course
ways. Perhaps by that they are kept of life should cause you to suspect my
from moral evils, much worse than 20 truth on this occasion.

penal, or more improved in virtue; or Thorowgood: It is not that; your con-
may not the lesser ills that they sustain, fession has in it all the appearance of
be the means of greater good to others?  truth. [7o them.] Among many other
Might all the joyless days and sleepless  particulars, she informs me that Barn-
nights that I have passed, but purchase 25 well had been influenced to break his

%eace for thee— trust, and wrong me, at several times, of
hou dear, dear cause of all my griefand  considerable sums of money; now, as I
pain, know this to be false, I would fain doubt

Small were the loss, and infinite the gain:  the whole of her relation, too dreadful to
Tho’ to the grave in secret love I pine, 30 be willingly believed.

So life, and fame, and happiness were Maria: Sir, your pardon; I find myself
thine. [Enter Trueman.] on a sudden so indisposed, that I must
retire.— Aside.] Providence opposes all
Scene 1II attempts to save him.—Poor ruined
. B 11—W ! ial—
[ Trueman and Maria] 35 : Ea;?tw:l o retched lost Manal
Maria: What news of Barnwell?
Trueman: None.—I have sought him ScenE 1V
:v;fxl: the greatest diligence, but all in o [ Thorowgood, Trueman and Lucy.]
Maria: Doth my father yet suspect Thorowgood: How am I distressed on
the cause of his absenting himself? every side! Pity for that unhappy youth,
Trueman: All appeared so just and fear for the life of a much valued friend
fair to him, it is not possible he ever —and then my child—the only joy and

should; but his absence will no longer be 45 hope of my declining life. Her melan-
concealed. Your father’s wise; and choly increases hourly and gives me
though he seems to hearken to the painful apprehensions of her loss.—O
friendly excuses, I would make for Trueman! this person informs me, that
Barnwell, yet, I am afraid, he regards your friend, at the instigation of an im-
’em only as such, without suffering them 50 pious woman, is gone to rob and murder
to influence his judgment. his venerable uncle.
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Trueman: O execrable deed! I am
blasted with the horror of the thought. Scene IX
Lucy: This delay may ruin all. [Millwood’s house.]
Thorowgood: What to do or think I .
know not; that he ever wronged me, I s CEnter Millwood. ]
know is false; the rest may be so too, Millwood: 1 wish I knew the event of
there’s all my hope. his design; the attempt without success
Trueman: Trust not to that, rather would ruin him. Well! what have I to
suppose all true than lose 2 moment’s apprehend from that? I fear too much.
time; even now the horrid deed may be 10 The mischief being only intended, his
a-doing—dreadful imagination! or it friends, in pity of his youth, turn all
may be done, and we are vainly debat- their rage on me. I should have thought
ing on the means to prevent what is al-  of that before. Suppose the deed done;
ready past. then, and then only, I shall be secure;
Thorowgood: [Aside.] This earnest- 15or what if he returns without attempt-
ness convinces me that he knows more ing it at all?
than he has yet discovered. What ho!
Without there! who waits?

Scene X
Scene V 20 [Millwood, and Barnwell bloody.]
[Enter to them a Servant.] Millwood: But he is here, and 1 have

Thorowgood: Order the groom to sad-  done him wrong; his bloody hands show
dle the swiftest horse, and prepare him-  he has done the deed, but show he wants
self to set out with speed. An affair of 25 the prudence to conceal it.
life and death demands his diligence. Barnwell: Where shall I hide me?
{ Exit Servant.] Whither shall I fly to avoid the swift

unerring hand of justice?
Scene VI Millwood: Dismiss those fears; though
30 thousands had pursued you to the door,
yet being entered here, you are safe as

Thorowgood: For you, whose behavior  innocence; I have such a cavern, by art
on this occasion I have no time to com-  so cunningly contrived, that the piercing
mend as it deserves, I must engage your eyes of jealousy and revenge may search
farther assistance.—Return and observe 35 in vain, nor find the entrance to the safe
this Millwood till I come. I have your retreat. There will I hide you if any
directions, and will follow you as soon danger’s near.

[ Thorowgood, Trueman and Lucy.]

as possible. [ Exit Lucy.] Barnwell: O hide me from myself if it
be possible, for while I bear my con-
Scene VII 4oscience in my bosom, tho’ I were hid

where man’s eye never saw, nor light
e’er dawned, ’twere all in vain. For that

Thorowgood: Trueman, you, I am inmate, that impartial judge, will try,
sure, would not be idle on this occasion.  convict, and sentence me for murder;

[ Thorowgood and Trueman.]

[ Exit Thorowgood.] 45 and execute me with never-ending tor-
ments. Behold these hands all crimsoned
Scene VIII o’er with my dear uncle’s blood! Here’s

a sight to make a statue start with hor-
[Trueman.] ror or turn a living man into a statue.

Trueman: He only who is a friend can 50 Millwood: Ridiculous! Then it seems

judge of my distress. [Exit.] you are afraid of your own shadow; or
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what’s less than a shadow, your con-
science. Scene XI
Barnwell: Though to man unknown I
did the accursed act, what can we hide
from heaven’s omniscient eye? s Millwood: Fetch me an officer and
Millwood: No more of this stuff; what  seize this villain; he has confessed him-
advantage have you made of his death, self a murderer. Should I let him escape,
or what advantage may yet be made of I justly might be thought as bad as he.
it? Did you secure the keys of his [Exit Servant.]
treasure! Those no doubt were about 10
him? What gold, what jewels, or what Scene XII
else of value have you brought me? .
Barnwell: Think you I added sacrilege [Millwood and Barnwell.}
to murder? Oh! had you seen him as his Barnwell: O Millwood! sure thou dost
life flowed from him in a crimson flood, 15 not, cannot mean it. Stop the messenger,
and heard him praying for me by the upon my knees I beg you, call him back.
double name of nephew and of murderer; ’Tis fit I die indeed, but not by you. 1
alas, alas! he knew not then that his  will this instant deliver myself into the
nephew was his murderer; how would hands of justice; indeed I will, for death
you have wished as I did, tho’ you had 20 s all I wish. But thy ingratitude so tears
a thousand years of life to come, to have my wounded soul, ’tis worse ten thou-
given them all to have lengthened his sand times than death with torture!
one hour. But being dead, I fled the Millwood: Call it what you will, I am
sight of what my hands had done, nor willing to live; and live secure; which
could I, to have gained the empire of the 25 nothing but your death can warrant.
world, have violated by theft his sacred Barnwell: If there be a pitch of
corpse. wickedness that seats the author beyond
Millwood: Whining preposterouscant- the reach of vengeance, you must be se-
ing villain! to murder your uncle, rob cure. But what remains for me but a
him of life, nature’s first, last, dear pre- 30 dismal dungeon, hard-galling fetters, an
rogative, after which there’s no injury—  awful trial, and ignominious death,
then fear to take what he no longer justly to fall unpitied and abhorred?—
wanted! and bring to me your penury After death to be suspended between
and guilt. Do you think I'll hazard my  heaven and earth, a dreadful spectacle,
reputation, nay my life, to entertain 35the warning and horror of a gaping
you? crowd. This I could bear, nay wish not
Barnwell: Oh!—Millwood !—This  to avoid, had it but come from any hand
from thee?—But I have done, if you but thine—{Enter Blunt, Officer and
hate me, if you wish me dead; then are  Aitendants.]
you happy,—for oh! ’tis sure my grief 40
will quickly end me. Scene XIII
Millwood: [ Aside.] In his madness he .
will discover all, and involve me in his [Millwood, Barnwell, Blunt, Offcer
ruin; we are on a precipice from whence and Atsendants. ]
there’s no retreat for both.—Then to45 Millwood: Heaven defend me! Con-
preserve myself—{ Pauses.] There is no ceal a murderer! Here, sir, take this
other way;—’tis dreadful, but reflection  youth into your custody; I accuse him
comes too late when danger’s pressing, of murder and will appear to make good
and there’s no room for choice. It must my charge. [ They seize him.]
be done. [Stamps.] 50 Barnwell: To whom, of what, or how
shall I complain? I’ll not accuse her; the

[Enter to them a Servant.]
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hand of heaven is in it, and this, the Millwood: Well, you have found her
punishment of lust and parricide! Yet then. I am Millwood.
heaven, that justly cuts me off, still Thorowgood: Then you are the most

suffers her to live, perhaps to punish impious wretch that e’er the sun beheld.
others. Tremendous mercy! So friends 5  Millwood: From your appearance I
are cursed with immortality to be the should have expected wisdom and mod-

executioners of heaven— eration, but your manners belie your

Be warned, ye youths, who see my sad  aspect. What is your business here? I
despair, know you not.

Avoid lewd women, false as they are fair; 1o Thorowgood: Hereafter you may know

By reason guided, honest joys pursue; me better; I am Barnwell’s master.

The fair, to honor, and to virtue true, Millwood: Then you are master to a

Just to herself, will ne’er be false to villain, which, I think, is not much to
you. your credit.

By my example learn to shun my fate, 15 Thorowgood: Had he been as much
(How wretched is the man who’s wise above thy arts as my credit issuperior

too late!) to thy malice, I need not blush to own
Ere innocence, and fame, and life be lost,  him.
Here purchase wisdom cheaply, at my Millwood: My arts? I don’t under-
cost. [Exeunt.] 20stand you, sir! If he has done amiss,
what’s that to me? Was he my servant,
Scene XIV or yours? You should have taught him
better.

[Manent Millwood and Blunt.] Thorowgood: Why should I wonder to
Millwood: Where’s Lucy? Why is she 25 find such uncommon impudence in one

absent at such a time? arrived to such a height of wickedness!
Blunt: Would I had been so too, thou When innocence is banished, modesty
devil! soon follows. Know, sorceress, I’m not
Millwood: Insolent! This to me? ignorant of any of your arts by which

Blunt: The worst that we know of the 30 you first deceived the unwary youth. 1
devil is, that he first seduces to sin, and  know how, step by step, you’ve led him
then betrays to punishment. [Exit on, reluctant and unwilling, from crime

Blunt.] to crime to this last horrid act which you
Scene XV contrived and by your cursed wiles even
. 35 forced him to commit, and then be-

[Mtllwood.:] trayed him.

Millwood: They disapprove of my Millwood: [ Aside.] Ha! Lucy has got
conduct, and mean to take this oppor- the advantage of me, and accused me
tunity to set up for themselves. My ruin  first; unless I can turn the accusation,
is resolved; I see my danger, but scorn 40 and fix it upon her and Blunt, I am lost.

both it and them. I was not born to fall Thorowgood: Had I known your cruel
by such weak instruments. [ Enter Thor-  design sooner, it had been prevented. To
owgood.] ’ see you punished as the law directs, is all

SceNe XVI . that now remains. Poor satisfaction, for

. 45 he, innocent as he is compared to you,
L Thorowgood and M 1llwooa'.:|' must suffer too. But heaven, who knows
Thorowgood: Where is the scandal of our frame, and graciously distinguishes

her own sex, and curse of ours? between frailty and presumption, will
Millwood: What means this insolence? make a difference, though man cannot,
Who do you seek? so who sees not the heart, but only judges

Thorowgood: Millwood. ’ by the outward action.
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Millwood: 1 find, sir, we are both un-
happy in our servants. I was surprised
at such ill treatment, from a gentleman
of your appearance without cause, and
therefore too hastily returned it, for
which I ask your pardon. I now perceive
you have been so far imposed on, as to
think me engaged in a former corre-
spondence with your servant, and, some
way or other, accessory to his undoing.

Thorowgood: 1 charge you as the
cause, the sole cause of all his guilt, and
all his suffering, of all he now endures,
and must endure, till a violent and
shameful death shall put a dreadful
period to his life and miseries together.

Millwood: ’Tis very strange; but
who’s secure from scandal and detrac-
tion? So far from contributing to his
ruin, I never spoke to him till since that
fatal accident, which I lament as much
as you. "Tis true, I have a servant, on
whose account he has of late frequented
my house; if she has abused my good

10
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Thorowgood: 1 do, and of betraying
him when it was done.
Millwood: That which you call be-
traying him, may convince you of my
5 innocence. She who loves him, though
she contrived the murder, would never
have delivered him into the hands of
justice, as I, struck with the horror of his
crimes, have done.

Thorowgood: [ Aside.] How should an
unexperienced youth escape her snares?
The powerful magic of her wit and form
might betray the wisest to simple dotage
and fire the blood that age had froze

15 long since. Even I, that with just preju-

dice came prepared, had, by her artful
story, been deceived, but that my strong
conviction of her guilt makes even a
doubt impossible.—Those whom subtly

20 you would accuse, you know are your

accusers; and what proves unanswer-
ably, their innocence, and your guilt—
they accused you before the deed was
done, and did all that was in their power

opinion of her, am I to blame? Hasn’t 25 to have prevented it.

Barnwell done the same by you?
Thorowgood: 1 hear you; pray go on.
Millwood: 1 have been informed he

had a violent passion for her, and she

for him; but I always thought it inno- 30

cent; I know her poor and given to ex-
pensive pleasures. Now who can tell but
she may have influenced the amorous
youth to commit this murder, to supply

her extravagancies? It must be so.1 now 35

recollect a thousand circumstances that
confirm it. I’'ll have her and a man serv-
ant that 1 suspect as an accomplice,
secured immediately. I hope, sir, you

Millwood: Sir, you are very hard to be
convinced; but I have such a proof,
which, when produced, will silence all
objections. [ Exit.]

Scene XVII

[ Thorowgood, and enter Lucy, True-
man, Blunt, Officers, $J¢.]

Lucy: Gentlemen, pray place your-
selves, some on one side of that door,
and some on the other; watch her en-
trance, and act as your prudence shall
direct you.—This way—{to Thorowgood]

will lay aside your ill-grounded sus-40and note her behavior; I have observed

picions of me, and join to punish the
real contrivers of this bloody deed. [Of-

fers to go.]
Thorowgood: Madam, you pass not

this way. I see your design, but shall 45

protect them from your malice.
Millwood: 1 hope you will not use

your influence and the credit of your

name to screen such guilty wretches.

her, she’s driven to the last extremity,
and is forming some desperate resolu-
tion.—I guess at her design.—

Scene XVIII

[Enter to them, Millwood with a pistol,
—Trueman secures her.]

Trueman: Here thy power of doing

Consider, sir, the wickedness of persuad- so mischief ends, deceitful, cruel, bloody

ing a thoughtless youth to such a crime.

woman!
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Millwood: Fool, hypocrite, villainl—
Man! thou can’st not call me that.

Trueman: To call thee woman were to
wrong the sex, thou devil!

Millwood: That imaginary being is an
emblem of thy cursed sex collected. A
mirror, wherein each particular man
may see his own likeness and that of all
mankind!

Trueman: Think not, by aggravating
the fault of others, to extenuate thy own,
of which the abuse of such uncommon
perfections of mind and body is not the
least.

Millwood: If such I had, well may I
curse your barbarous sex, who robbed
me of ’em, ere I knew their worth, then
left me, too late, to count their value by
their loss! Another and another spoiler
came, and all my gain was poverty and
reproach. My soul disdained, and yet
disdains, dependence and contempt.
Riches, no matter by what means ob-
tained, I saw, secured the worst of men
from both; I found it therefore necessary
to be rich; and, to that end, I summoned
all my arts. You call ’em wicked; be it
so, they were such as my conversa-
tion with your sex had furnished me
withal.

Thorowgood: Sure none but the worst
of men conversed with thee.

Millwood: Men of all degrees and all
professions I have known, yet found no

SIMPLER TYPES

With them, not to be guilty is the worst
of crimes; and large fees privately paid
is every needful virtue.
Thorowgood: Your practice has suffi-
g ciently discovered your contempt of
laws, both human and divine; no won-
der then that you should hate the offi-
cers of both.
Millwood: 1 hate you all, I know you,

10and expect no mercy; nay, I ask for

none; I have done nothing that I am
sorry for; I followed my inclinations and
that the best of you does every day. All
actions are alike natural and indifferent

15 to man and beast, who devour, or are

devoured, as they meet with others

weaker or stronger than themselves.
Thorowgood: What pity it is, a mind

so comprehensive, daring and inquisi-

20 tive, should be a stranger to religion’s

sweet, but powerful charms.

Millwood: 1 am not fool enough to be
an atheist, though I have known enough
of men’s hypocrisy to make a thousand

25 simple women so. Whatever religion is

in itself, as practised by mankind, it has
caused the evils you say it was designed
to cure. War, plague, and famine have
not destroyed so many of the human

3o race, as this pretended piety has done,

and with such barbarous cruelty, as if

the only way to honor heaven were to

turn the present world into hell.
Thorowgood: Truth is truth, though

difference, but in their several capacities; 35 from an enemy and spoke in malice.
all were alike wicked to the utmost of You bloody, blind, and superstitious

their power. In pride, contention, ava-
rice, cruelty, and revenge, the reverend
priesthood were my unerring guides.

bigots, how will you answer this?
Millwood: What are your laws, of
which you make your boast, but the

From suburb-magistrates, who live by 40 fool’s wisdom and the coward’s valor;

ruined reputations, as the unhospitable
natives of Cornwall do by shipwrecks, I
learned that to charge my innocent
neighbors with my crimes was to merit

the instrument and screen of all your
villainies, by which you punish in others
what you act yourselves, or would have
acted, had you been in their circum-

their protection; for to screen the guilty, 45 stances? The judge who condemns the

is the less scandalous, when many are
suspected, and detraction, like darkness
and death, blackens all objects and
levels all distinction. Such are your venal

poor man for being a thief had been a
thief himself had he been poor. Thus you
go on deceiving and being deceived,
harassing, plaguing, and destroying one

magistrates, who favor none but such as, so another; but women are your universal

by their office, they are sworn to punish.

prey.
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Women, by whom you are, the source
of joy,

With cruel arts you labor to destroy.

A thousand ways our ruin you pursue,

Yet blame in us those arts, first taught
by you.

O may, from hence, each violated maid,

By flattering, faithless, barb’rous man
betrayed; 6

Whent robbed of innocence and virgin

fame

From your destruction raise a nobler
name;

To right their sex’s wrongs devote their
mind,

And future Millwoods prove to plague
mankind. 10

QUESTIONS ON ACT 1V

1. The striking thing about Scene x is the irony; there is a relatively
small amount of direct homily. Does Lillo serve his purpose, which is to
teach a lesson, more or less effectively in this scene?

2. Comment on Thorowgood’s first speech in Scene xvi.

3. How dramatic is the soliloquy in Scene i?

4. Point out the irony in Scene ii. Is it effective?

5. Does Scene iv accomplish anything?

6. Is there anything in Scene x which might lead you to think that Lillo

may
purpose, how well does he succeed?

have been modeling Millwood on Lady Macbeth? If that was his

7. Is Lillo on the right track in Barnwell’s speech in Scene xiii?
8. In Scene xviii Lillo is about as far as possible from tragic effect. Study
the scene with care. What is wrong with the various speeches of Thorow-

good, especially the last?

ACT V

Scene 1
[A room in a prison.]
[Enter Thorowgood, Blunt and Lucy.]

Thorowgood: 1 have recommended to
Barnwell a reverend divine whose judg-
ment and integrity I am well acquainted
with; nor has Millwood been neglected,
but she, unhappy woman, still obstinate,
refuses his assistance.

Lucy: This pious charity to the af-

Barnwell’s youth and modest deport-
ment as he passed drew tears from every
eye. When placed at the bar and ar-
raigned before the reverend judges, with

smany tears and interrupting sobs he

confessed and aggravated his offences,
without accusing, or once reflecting on,
Millwood, the shameless author of his
ruin, who, dauntless and unconcerned,

10stood by his side, viewing with visible

pride and contempt the vast assembly,
who all with sympathizing sorrow wept
for the wretched youth. Millwood, when
called upon to answer, loudly insisted

flicted well becomes your character; yet 15 upon her innocence, and made an artful

pardon me, sir, if I wonder you were not
at their trial.

Thorowgood: 1 knew it was impossible
to save him, and I and my family bear

and a bold defence; but finding all in
vain, the impartial jury and the learned
bench concurring to find her guilty, how
did she curse herself, poor Barnwell, us,

so great a part in his distress, that to 2o her judges, all mankind; but what could

have been present would have aggra-
vated our sorrows without relieving his.
Blunt: It was mournful, indeed.

that avail? She was condemned, and is
this day to suffer with him.
Thorowgood: The time draws on; I am
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going to visit Barnwell, as you are Mill-  forgive this last unwilling disrespect,—
wood. indeed I saw you not.

Lucy: We have not wronged her, yet I Thorowgood: ’Tis well. 1 hope you
dread this interview. She’s proud, im- were better employed in viewing of your-
patient, wrathful, and unforgiving. To s self; your journey’s long, your time for
be the branded instruments of venge- preparation almost spent. I sent a rev-
ance, to suffer in her shame, and sym- erend divine to teach you to improve it
pathize with her in all she suffers, is the and should be glad to hear of his success.

tribute we must pay for our former ill- Barnwell: The word of truth, which
spent lives, and long confederacy with 10 he recommended for my constant com-
her in wickedness. panion in this my sad retirement, has at

Thorowgood: Happy for you it ended length removed the doubts I labored
when it did. What you have done against  under. From thence I've learned the in-
Millwood, I know, proceeded from a just finite extent of heavenly mercy; that my
abhorrence of her crimes, free from in- 15 offences, though great, are not unpar-
terest, malice, or revenge. Proselytes to  donable; and that ’tis not my“interest
virtue should be encouraged. Pursue only, but my duty, to believe and to
your proposed reformation, and know rejoice in that hope. So shall heaven re-

me hereafter for your friend. ceive the glory, and future penitents the
Lucy: This is a blessing as unhoped 20 profit of my example.

for as unmerited, but heaven, that Thorowgood: Go on. How happy am

snatched us from impending ruin, sure I who live to see this!

intends you as its instrument to secure Barnwell: *Tis wonderful that words

us from apostasy. should charm despair, speak peace and

Thorowgood: With gratitude to im- 25 pardon to a murderer’s conscience; but
pute your deliverance to heaven is just.  truth and mercy flow in every sentence,
Many, less virtuously disposed than attended with force and energy divine.
Barnwell was, have never fallen in the How shall I describe my present state
manner he has done,—may not such of mind? I hope in doubt, and trembling
owe their safety rather to Providence 3o I rejoice. I feel my grief increase, even as
than to themselves? With pity and com- my fears give way. Joy and gratitude
passion let us judge him. Great were his now supply more tears than the horror
faults, but strong was the temptation. and anguish of despair before.
Let his ruin learn us difidence, hu- Thorowgood: These are the genuine
manity and circumspection; for we, 35 signs of true repentance, the only pre-
who wonder at his fate, perhaps had we paratory, certain way to everlasting
like him, been tried,—like him, we had  peace. O the joy it gives to see a soul
fallen, too. . formed and prepared for heaven! For

this the faithful minister devotes himself
40 to meditation, abstinence, and prayer,

shunning the vain delights of sensual

joys, and daily dies that others may live
. [ Enter Thorowgood, to Barnwell read- fofcver. For this he turns the szcred
ing.] volumes o’er, and spends his life in pain-

Thorowgood: See there the bitter fruits 45 ful search of truth. The love of riches
of passion’s detested reign and sensual and the lust of power, he looks on with
appetite indulged. Severe reflections, just contempt and detestation; who
penitence, and tears! only counts for wealth the souls he wins,

Barnwell: [Rising.] My honored, in- and whose highest ambition is to serve
jured master, whose goodness has cov- 5o mankind. If the reward of all his pains
ered me a thousand times with shame, be to preserve one soul from wandering

Scene 11

[A dungeon, a table and lamp.]
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or turn one from the error of his ways,

how do;s he then r;jloice and own his Scene V
little labors over-pai
Barnwell: What do I owe for all your (Barnwell and Trueman.]
generous kindness! But though I cannot, 5§ Barnwell: Trueman,—my friend,
heaven can, and will, reward you. whom I so wished to see, yet now he’s
Thorowgood: To see thee thus is joy here I dare not look upon him. [Weeps.]
too great for words. Farewelll Heaven Trueman: O Barnwell! Barnwelll
strengthen thee! Farewell! Barnwell: Mercy! Mercy! gracious

Barnwell: Oh, sir, there’s something I 10 heaven! for death, but not for this, was
could say, if my sad swelling heart I prepared!
would give me leave. Trueman: What have I suffered since
Thorowgood: Give it vent a while and I saw you last!—What pain has absence
. given me! But oh! to see thee thus!
Barnwell: 1 had a friend (’tis true 115  Barnwell: I know it is dreadful! I feel
am unworthy) yet methinks your gen- the anguish of thy generous soul,—but
erous example might persuade—could I I was born to murder all who love me.
not see him once before I go from [Both weep.]
whence there’s no return? Trueman: I came not to reproach you;
Thorowgood: He’s coming, and as20—1I thought to bring you comfort,—but
much thy friend as ever; but I’ll not I’m deceived, for I have none to give;—
anticipate his sorrow. [Aside.] Too I came to share thy sorrow, but cannot
soon he’ll see the sad effect of his con- bear my own.
tagious ruin. This torrent of domestic Barnwell: My sense of guilt, indeed,
misery bears too hard upon me; I must 25 you cannot know; ’tis what the good and
retire to indulge a weakness I find im- innocent like you can ne’er conceive; but
possible toovercome.—Much loved—and  other griefs at present I have none but
much lamented youth,—farewell!Heaven =~ what I feel for you. In your sorrow I
strengthen thee! Eternally farewell! read you love me still, but yet methinks
Barnwell: The best of masters and of 30’tis strange, when I consider what I
men, farewell—While I live, let me not am.
want your prayers! Trueman: No more of that. I can re-
Thorowgood: Thou shalt not;—thy member nothing but thy virtue, thy
peace being made with Heaven, death’s honest, tender friendship, our former
already vanquished; bear a little longer 35 happy state and present misery. O had
the pains that attend this transitory you trusted me when first the fair se-
life, and cease from pain forever. [Exit.] ducer tempted you, all might have been
prevented!
Scene 111 Barnwell: Alas, thou know’st not what
40 a wretch I’ve been! Breach of friendship
[ Barnwell.] was my first and least offence. So far
Barnwell: 1 find a power within that was I lost to goodness,—so devoted to
bears my soul above the fears of death, the author of my ruin,—that had she in-
and, spite of conscious shame and guilt, sisted on my murdering thee,—I think,
gives me a taste of pleasure more than 45 —1I should have done it.
mortal. Trueman: Prithee, aggravate thy
Scene 1V faults no more.
Barnwell: 1 think I should! Thus
good and generous as you are, I should
Keeper: Sir, there’s the prisoner. so have murdered you!
[Ex:t.] Trueman: We have not yet embraced,

t.

[Enter to him Trueman and Keeper.]
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and may be interrupted. Come to my
arms.

Barnwell: Never, never will I taste
such joys on earth; never will I so
soothe my just remorse. Are those hon-
est arms and faithful bosom fit to em-
brace and to support a murderer? These
iron fetters only shall clasp and flinty
pavement bear me. [ Throwing himself on
the ground.] Even these too good for
such a bloody monster!

Trueman: Shall fortune sever those
whom friendship joined! Thy miseries
cannot lay thee so low, but love will find
thee. [Lies down by him.] Upon this
rugged couch then let us lie, for well it
suits our most deplorable condition.
Here will we offer to stern calamity, this
earth the altar, and ourselves the sacri-
fice. Our mutual groans shall echo to
each other through the dreary vault.
Our sighs shall number the moments as
they pass,—and mingling tears com-
municate such anguish as words were
never made to express.

Barnwell: Then be it so. Since you
propose an intercourse of woe, pour all
your griefs into my breast,—and in ex-
change take mine. [ Embracing.] Where’s

SIMPLER TYPES

Scene VII

[ Barnwell and Trueman.]

Barnwell: Must you leave me? Death
would soon have parted us forever.

Trueman: O, my Barnwell, there’s yet
another task behind :—Again your heart
must bleed for others’ woes.

Barnwell: To meet and part with you,
I thought was all I had to do on earth!
What is there more for me to do or
suffer?

Trueman: 1 dread to tell thee, yet it

15 must be known.—Maria—

Barnwell: Our master’s fair and vir-
tuous daughter!

Trueman: The same.

Barnwell: No misfortune, I hope, has

20 reached that lovely maid! Preserve her,

Heaven, from every ill, to show mankind
that goodness is your care.

Trueman: Thy, thy misfortunes, my
unhappy friend, have reached her.

25 Whatever you and I have felt, and

more, if more be possible, she feels for you.

Barnwell: [Aside.] 1 know he doth
abhor a lie, and would not trifle with his
dying friend.—This is, indeed, the bit-

now the anguish that you promised? 30 terness of death!

You’ve taken mine, and make me no
return.—Sure peace and comfort dwell
within these arms, and sorrow can’t ap-
proach me while I’'m here! This, too, is

Trueman: You must remember, for
we all observed it, for some time past, a
heavy melancholy weighed her down.
Disconsolate she seemed, and pined and

the work of Heaven, who, having before 35 languished from a cause unknown; till

spoke peace and pardon to me, now
sends thee to confirm it. O take, take
some of the joy that overflows my
breast!

hearing of your dreadful fate, the long
stifled flame blazed out. She wept, she
wrung her hands, and tore her hair, and
in the transport of her grief discovered

Trueman: I do, I do. Almighty Power, 40 her own lost state, whilst she lamented

how have you made us capable to bear,
at once, the extremes of pleasure and
pain?

Scene VI

[ Enter to them, Keeper.)
Keeper: Sir.

Trueman: I come. [ Exit Keeper.]

yours.

Barnwell: Will all the pain I feel re-
store thy ease, lovely unhappy maid?
[Weeping.] Why didn’t you let me die

45 and never know it?

Trueman: It was impossible; she
makes no secret of her passion for you,
and is determined to see you ere you die.
She waits for me to introduce her.

so[Exit.]



GEORGE LILLO, THE LONDON MERCHANT 177

§0, indeed. Reason, choice, virtue, all

Scene VIII forbid it. Let women like Millwood if

there be more such women smile in

[ Barnwell.] prosperity and in adversity forsake. Be

Barnwell: Vain busy thoughts be still! 5 it the pride of virtue to repair or to par-
What avails it to think on what I might  take the ruin such have made.

have been. I now am what I’ve made Trueman: Lovely, ill-fated maid! Was
myself. there ever such generous distress be-
fore? How must this pierce his grateful

Scene IX 1o heart and aggravate his woes!

Barnwell: Ere 1 knew guilt or shame,
when fortune smiled, and when my
Trueman: Madam, reluctant I lead youthful hopes were at the highest; if
you to this dismal scene. This is the seat  then to have raised my thoughts to you,
of misery and guilt. Here awful justice 15 had been presumption in me, never to
reserves her public victims. This is the have been pardoned, think how much

[Enter to him, Trueman and Maria.]

entrance to shameful death. beneath yourself you condescend to
Maria: To this sad place, then, no regard me now.
improper guest, the abandoned, lost Maria: Let her blush, who, professing

Maria brings despair; and see! the sub- 20 love, invades the freedom of your sex’s
ject and the cause of all this world of choice and meanly sues in hopes of a
woe! Silent and motionless he stands, as  return. Your inevitable fate hath ren-
if his soul had quitted her abode, and  dered hope impossible as vain. Then why
the lifeless form alone was left behind;  should I fear to avow a passion so just
yet that so perfect, that beauty and 25 and so disinterested?
death, ever at enmity, now seem united Trueman: If any should take occasion
there. from Millwood’s crimes to libel the best
Barnwell: 1 groan, but murmur not.  and fairest part of the creation, here let
Just Heaven, I am your own; do with  them see their error. The most distant
me what you please. 30 hopes of such a tender passion from so
Maria: Why are your streaming eyes  bright a maid might add to the happi-
still fixed below as though thou’dst give ness of the most happy and make the
the greedy earth thy sorrows, and rob greatest proud. Yet here ’tis lavished in
me of my due? Were happiness within  vain. Though by the rich present the
your power, you should bestow it where 35 generous donor is undone, he on whom
you please; but in your misery I must it is bestowed receives no benefit.
and will partake. Barnwell: So the aromatic spices of
Barnwell: Oh! say not so, but fly, ab-  the East, which all the living covet and
hor, and leave me to my fate. Consider esteem, are with unavailing kindness
what you are! How vast your fortune, 40 wasted on the dead.
and how bright your fame! Have pity Maria: Yes, fruitless is my love, and
on your youth, your beauty, and un- unavailing all my sighs and tears. Can
equalled virtue, for which so many noble  they save thee from approaching death,
peers have sighed in vain. Bless with  from such a death? O terrible idea! What
your charms some honorable lord. 45is her misery and distress, who sees the
Adorn with your beauty; and, by your first last object of her love, for whom
example, improve the English court, alone she’d live, for whom she’d die a
that justly claims such merits; so shall thousand, thousand deaths if it were
I quickly be to you as though I had possible, expiring in her arms? Yet she
never been. sois happy, when compared to me. Were
Maria: When 1 forget you, I must be  millions of worlds mine, I'd gladly give
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them in exchange for her condition. The ished! Though short my span of life, and
most consummate woe is light to mine. few my days, yet count my crimes for
The last of curses to other miserable years, and I have lived whole ages.
maids, is all I ask; and that’s denied me.  Justice and mercy are in heaven the
Trueman: Time and reflection cure all 5same. Its utmost severity is mercy to
ills. the whole, thereby to cure man’s folly
Maria: All but this; his dreadful ca- and presumption, which else would
tastrophe virtue herself abhors. To give render even infinite mercy vain and in-
a holiday to suburb slaves; and, passing, effectual. Thus justice in compassion to
entertain the savage herd who, elbowing 10 mankind cuts off a wretch like me,—by
each other for a sight, pursue and press one such example to secure thousands
upon him like his fate. A mind with from future ruin.
piety and resolution armed may smile
on death. But publicignominy! everlast- If any youth, like you, in future

ing shame! shame the death of souls! to 15 times,
die a thousand times and yet survive Shall mourn my fate, though he abhor
even death itself, in never-dying infamy, my crimes;
is this to be endured? Can I, who livein  Or tender maid, like you, my tale shall
him, and must each hour of my devoted hear,
life feel all these woes renewed, can I 20And to my sorrow gives a pitying tear:
endure thisl— To each such melting eye, and throb-
Trueman: Grief has impaired her spir- bing heart,
its; she pants, as in the agonies of death. Would gracious heaven this benefit im-
Barnwell: Preserve her, Heaven, and part,
restore her peace,—nor let her death be 25 Never to know my guilt, nor feel my
added to my crime,—{ Bell tolls.] I am pain;
summoned to my fate. Then must you own, you ought not to
complain;
Scene X Since you nor weep, nor shall I die, in
30 vain.
[Enter to them, Keeper.] [Exeunt Keeper and Barnwell.]
Keeper: The officers attend you, sir.
Mrs. Millwood is already summoned. ScenNe XI

Barnwell: Tell ’em I'm ready. And

now, my friend, farewell. [ Embracing.] 35 [Trueman, Blunt and Lucy.]

Support and comfort the best you can Lucy: Heart-breaking sight! O
this mourning fair. No more. Forget not  wretched, wretched Millwood!
to pray for me. [Turning to Maria.] Trueman: You came from her then—

Would you, bright excellence, permit how is she disposed to meet her Fate?
me the honor of a chaste embrace, the 40  Blunt: Who can describe unalterable
last happiness this world could give were  woe?

mine. [She inclines towards him; they Lucy: She goes to death encompassed
embrace.] Exalted goodness! O turn  with horror, loathing life, and yet afraid
your eyes from earth and me to heaven, to die; no tongue can tell her anguish
where virtue like yours is ever heard. 45 and despair.

Pray for the peace of my departing soul. Trueman: Heaven be better to her
—Early my race of wickedness began, than her fears; may she prove a warning
and soon has reached the summit, ere to others, a monument of mercy in her-
nature has finished her work, and self.

stamped me man. Just at the time that so  Lucy: O sorrow insupportable! Break,
others begin to stray, my course is fin- break, my heart!
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Trueman: In vain
With bleeding hearts and weeping eyes
we show
A human gen’rous sense of others’ woe;

179

Unless we mark what drew their ruin
on,

And by avoiding that, prevent our
own.

EPILOGUE

Written by Colley Cibber, Esq.; and Spoken by Maria

Since Fate has robbed me of the hopeless
youth,

For whom my heart had hoarded up its
truth;

By all the laws of love and honor,
now,

I’'m free again to choose,—and one of
you.

But soft! With caution first I’ll round

me peep;

Maids, in my case, should look before
they leap:

Here’s choice enough, of various sorts,
and hue,

The cit, the wit, the rake cocked up in
cue,

The fair spruce mercer, and the tawny
Jew.

~

Suppose I search the sober gallery.
No, 10
There’s none but prentices,—and
cuckolds all a row;
And these, 1 doubt, are those that
make "em so.

[Points to the boxes.]

*Tis very well, enjoy the jest. But

you,
Fine powdered sparks, nay, I'm told
’tis true,
Your happy spouses—can make cuck-
olds too. 15

*Twixt you and them, the diff’rence this
perhaps,

The cit’s ashamed whene’er his duck he
traps;

But you, when madam’s tripping, let her
fall,

Cock up your hats, and take no shame
at all.

What if some savored poet I could

meet? 20
Whose love would lay his laurels at my
feet?

No,—painted passion real love abhors,—
His flame would prove the suit of cred-
itors.

Not to detain you then with longer

pause,
In short; my heart to this conclusion
draws, 25

I yield it to the hand, that’s loudest
in applause.

QUESTIONS ON ACT V

1. Note the large number of satisfyiig emotional exercises Barnwell is
able to engage in in Act V. How does this fact influence the tragic tone?

2. It has been said that Act V really rewards the criminal, that it is
likely to stimulate people to desire to spend their last days in jail. At what
aspects of the Act is such a criticism aimed?

3. In Scene ix, what is wrong with Maria’s saying, ‘“Let women like
Millwood . . . smile in prosperity, etc.”’?
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4. In Scene ii Barnwell reappears for the first time since Act IV. xiii. Is
his reappearance dramatic? ) ) )

5. Analyze the source of the sentimentality of Barnwell’s last speech in
Scene v.

NOTES ON THE LONDON MERCHANT

Before we have finished reading the play we become aware of two things:
that Lillo is trying to write a tragedy, and that it is not successful. We
realize, of course, that he does improve on the murder-mystery melodrama
(in Appendix A, Exercises on Additional Plays, the student will find an
analysis of a play of this type, Morton’s Speed the Plough); for Lillo’s play
does attempt to deal with character. On the other hand, it definitely falls
short of such well-known English tragedies as Marlowe’s Dr. Faustus and
Shakespeare’s Macbeth, which appeared more than a century earligr, but
with which it may be compared in that the leading characters in all of these
plays go down in pursuit of something that they cannot morally attain.
But, whereas Marlowe and Shakespeare move us strongly, Lillo leaves us
indifferent and, at times, even amused or annoyed. Our business is to find
out why.

I. LACK OF FOCUS

At the outset we can see that Lillo has difficulties in keeping our atten-
tion directed toward Barnwell. His problem is one of focus, which we have
already considered elsewhere. In Lady Windermere's Fan we could see that
Wilde tended, in Acts II and III, to lose sight of both his central theme and
his central character, though we argued that he did eventually succeed in
pulling the play back into focus; in Plautus’s Menaechmi we saw the atten-
tion split up between two main characters and not even held upon them
with consistency. With regard to his difficulty in keeping Barnwell in the
spotlight, Lillo probably falls somewhere between Wilde and Plautus.
Barnwell speaks, as a matter of fact, about 269, of the lines of the play.
Here some comparisons will be useful: Macbeth has about 319, of the lines
of Shakespeare’s play; Everyman, 41% of the lines in Everyman; and
Faustus, 429, of the lines in Marlowe’s play. Though the difference between
the percentage of lines spoken by Barnwell and Macbeth is not large, and
though each appears in about half of the scenes of his play, Macbeth is still
the center of his play in a way that Barnwell is not the center of his.
Macbeth’s life sets the tone for and determines, so to speak, the life of the
other characters; they are so bound up with his fate that their scenes are
really a dramatic amplification of his career. But Barnwell exercises no real
influence on the lives of his associates; he and they, unlike Macbeth and
the Scottish lords, do not share a common political and moral existence; his
friends are merely observers. Therefore, when they have the stage, we do
not feel that we are seeing Barnwell’s influence on a world of which he is
the center, but rather that we are watching somebody—and a not too in-
teresting somebody—watch the main action. Note how Act III. iii and iv
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give the stage over to secondary characters at a crucial time in the main
character’s career. Can you find other scenes of the sort?

In Everyman and Dr. Faustus, on the other hand, the hero is very much
in the spotlight. In each play he has over 409, of the lines; except for two
short passages, Everyman is present throughout the play; Dr. Faustus
appears in ten of the fourteen scenes into which the play is often divided.
Here, clearly, we find situations not unlike that in The London Merchant:
the fate of the hero is less closely interwoven with that of the other charac-
ters than in Macheth. Hence we find a number of characters—such as
Friendship and Kindred in Everyman, and the other Scholars in Dr. Fausius
—who are observers or outsiders, essentially uninfluenced by the hero’s
career. We feel, therefore, that Lillo should have organized his play like
Everyman or Dr. Faustus, for Barnwell’s own struggle is the central issue,
and therefore his role should have received the emphasis which would be
conferred by fuller development. Instead, Lillo makes Barnwell share our
attention with too many other people, none of them essential to our under-
standing of Barnwell. That is, he uses a form more suitable to depicting
the state of a society than the struggles of an individual. Why does he fall
into this error? The following paragraphs will suggest some answers to this
question.

2. MULTIPLICITY OF OBJECTIVES

When we examine the author’s attitude to his material, which is always
a matter of central importance, we find that Lillo was evidently not clear
about what he was doing. In fact, it is obvious that he was trying to do
several things at once and that the different objectives do not fit well to-
gether. The very fact that the different objectives can be identified and
described separately is fairly convincing evidence that the play is not in-
tegrated. Let us notice what these objectives are.

1. There is of course the main problem of the development of Barnwell,
which we shall discuss in detail later. For the time being, we may note that
Lillo makes his greatest effort to center attention on Barnwell in the
soliloquies, which are meant to be Shakespearian, in Act III. v and vii.

2. But Lillo is unable to let Barnwell’s experience speak for itself or to
see that the dramatist’s job properly ends with his showing how Barnwell’s
moral decision has worked out. Instead, he adds, with a nagging pertinacity,
direct, pointed, and wholly unnecessary moral lessons.

a. Most obvious are the moralizing couplets at the end of various scenes.
Lillo actually points up his annoying shift to the undramatic by changing
from prose to meter and rhyme.

b. In Act III.iv Lucy and Blunt are made, practically without motiva-
tion, to turn against Millwood. Lillo wishes, in this way, to stress her
viciousness, a trait which of course might well have been left to speak for
itself. He does try to account for the shift by letting Lucy describe (III. iv)
a Barnwell scene which should be presented directly. Thus he scrimps on
Barnwell’s role and gives the other roles undue prominence; besides, too
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much of the speeches of the other characters is devoted to tedious moraliz-
ing. Act V.1 and xi show his wandering off the track. What by the way
is wrong with Lucy’s last line: “Oh, sorrow insupportable! Break, break,
my heart!”?

c. To stress the moral, Thorowgood, Trueman, and Maria are used to
demonstrate the threefold loss suffered by Barnwell in the realms of busi-
ness, friendship, and love, respectively. Thus their whole function is
didactic (“Crime doesn’t pay’’) and external. Second, Thorowgood is the
good employer, and Trueman the good apprentice, both in contrast with
Barnwell, but Lillo overplays the contrast and makes them too good;
Trueman, especially, becomes an annoying prig instead of an effective foil.
This is what comes of making a point explicitly instead of implicitly
through an exploration of character; the meaning of Barnwell’s acts is
pointed enough, without trite exclamations from Thorowgood and True-
man. Hence their parts are overstuffed (see Acts II. iv, IV. xvi, and thost of
Act V). Note, finally, that Trueman often speaks (for instance, in Act
II1. iii) in the style of the “sentiment” (see the analysis of The School for
Scandal), the kind of generalized remark which suggests that the speaker
has few real feelings but wants to say something “appropriate.”

d. Lillo uses even Millwood to moralize: in Act IV. xviii she defends re-
ligionwhile attacking bad church practices and social conditions! Notice how
this takes the play away from tragedy, which is concerned with the indi-
vidual’s relation to problems of good and evil (see Tragedy in the Glossary),
and into the realm of the problem play, which is concerned with the is-
sues faced by a given society at a given time. Aside from having her make
such undramatic speeches, Lillo uses Millwood in a very obvious way to
illustrate the influence of evil in human life. Note two technical mistakes of
Lillo here: (1) In his eagerness to have a complete record of moral decline
from good life to ignominious death, Lillo includes too much of the relation-
ship between Millwood and Barnwell. He starts too early and thus does

ot have txme enough to trace plaus1bly gradual development in Barnwell
(I. v; L. viii; IL. 1), (2) To show how “one vice . . . begets another,” as Lucy
says, Lillo has Millwood deliberately lead Barnwell on to murder, though
this involves a moral and psychological leap which is simply not motivated.
Perhaps his hesitance to present this step directly (it is given by report)
shows Lillo’s awareness of the difficulty that he runs into here. But Lillo
does know that Millwood must be presented as a human being, not as a
mere personification of evil. Note what qualities he gives her to this end;
note especially how her wit and cleverness suggest a hard reality that
makes her in some ways a more plausible character than Trueman.

3. Besides moralizing, Lillo wants to justify his innovation of basing a
tragedy on middle-class characters instead of on royalty or nobility; one of
the first crusaders for this type of tragedy, he lets his arguments flow over
from preface and prologue, where they may legitimately appear, into the
play itself, where they do not belong. Since, for his middle-class charac-
ters, he picks a merchant and his associates, he lets himself bog down in an
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irrelevant defense of merchandizing. Act I. i is an unconnected discourse
which sounds like a Chamber of Commerce pamphlet; Acts I. ii and III. i
dilute their propaganda with only slight suggestions of dramatic situation.
A subtler damage occurs in that all the talk about commerce somehow
manages to suggest that Barnwell’s deeds are an offense, not so much
against morality, as against good business. One of the dismally anti-
climactic spots in the play is Trueman’s line in Act III. iii, “But few men
recover reputations lost—a merchant never.” The profit motive and
tragedy are irreconcilable.

4. Though he doesn’t recognize it, Lillo allows himself to be further dis-
tracted from tragedy by a kind of scientific or sociological interest. He likes
to work out social processes and social causes in too much detail, as in
tracing the relationship of Millwood and Barnwell. Act 1. iii, for instance,
gives too much attention to Millwood—the means by which the tragic hero
1s to be influenced. Act IV. xvi harps on Millwood as strategist, a subject
which needs no further demonstration at this late point. Worse than that,
Lillo waters down his tragedy when he has Thorowgood accuse Millwood
of being ““sole cause” of Barnwell’s trouble. To evade responsibility and
look for a scapegoat constitutes a muddleheaded flight from the moral
responsibility with which tragedy is concerned. Macbeth, for example, does
not blame Lady Macbeth, nor Faustus, Mephistopheles; Shakespeare and
Marlowe know that the problem is ultimately an inner one. Lillo, however,
carries matters even a step further in Act IV. xviii when he starts absolving
the “sole cause” by blaming society for Millwood’s state. When he gets to
the origins of prostitution, he is writing sociology, or, in literary terms, the
problem play (note, in this connection, certain resemblances between Mill-
wood and Mrs. Erlynne in Lady Windermere’s Fan.) He is scientist rather
than artist when he describes the impact of society on Millwood instead
of exploring the qualitative differences which make her and other women
behave differently in response to the same impact. Thus, he eliminates the
element of choice which we shall see is so essential in Faustus and Macbeth.
The study of Millwood as a social product and a social influence gets away
from the subject and attitude proper to tragedy.

5. Lillo knows, however, that above all his play must work in emotional
terms. The emotional effect should, and in some parts does, come naturally
from the development of Barnwell, but Lillo consciously plays for our
emotions in other ways also. His use of Trueman and Maria constantly
betrays him.

Consider Maria, whom we are supposed to pity and admire. One notices
that, actually, she is extraneous; her situation does nothing in the play.
Compare Shakespeare’s use of Ophelia in Hamlet: through Hamlet’s atti-
tude to her, we learn a great deal about Hamlet. But before Act V Barnwell
shows not the slightest consciousness of Maria’s existence, so that she
becomes merely a little added emotional flavoring. Again, compare her
with Octavia in Shakespeare’s 4ntony and Cleopatra and in Dryden’s All
for Love. In the former, Octavia has a small part, but it is effective: she is
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shown in direct relationship with her husband and is thus an organic part of
the play. In Dryden’s play, Octavia becomes a principal force, appearing
in direct conflict with Cleopatra. But Maria is not a major character nor
is she even a minor character that is integrated with the rest of the play.
Take Act V. ix. Since her emotions are not reciprocated, they and her ap-
pearance in jail both lack dignity; all she can do is talk about her feelings,
an act which combines bad taste with irrelevance. As Barnwell is only a
static listener, the play is out of focus again.

With Trueman, who, in general, is too much the mere observer and com-
mentator (I.1; III. 1), Lillo does a better job, at least in Act II. ii; there is
direct interplay between him and Barnwell, and through him Barnwell’s
state of mind is exhibited. But note the excessive stress on their friendship,
which is meant to be very touching, but which is still a side issue. The
climactic embrace of Barnwell and Trueman produces a wrong effect by
focusing attention on what, considering the seriousness of Barnwell’s
problem, is a triviality. Yet it is supposed to be very heart-warming. For
reasons of this sort the play is often called a “sentimental tragedy.”

Consider Act III. iii. Here the action does advance, but Lillo avoids pre-
senting the advance directly. Instead of sharing in the emotions of Barnwell
as he absconds, we are asked to be moved by the exclamations of Trueman
and Maria. The effect is one of sentimentality (see Glossary) because we are
removed from the source of the emotion. Their praise of Barnwell (*‘a soul
so delicate”) 1s too easy; we see no basis for their enthusiasm. Maria’s
concealment of the theft is totally unrelated to Barnwell’s central problem
but is presented merely in order to emphasize her benevolence—a method
which is always likely to produce a sentimental effect.

3. THE TREATMENT OF BARNWELL

Lillo’s main business, of course, is with Barnwell, to whom he should
have given more space. Not until Act II does Lillo begin to take enough
care in presenting Barnwell’s inner disturbance, and he effectively restrains
his tendency to sentimentalism when he introduces several good ironic
scenes: Act Il. iv, where, from intended kindness, Thorowgood refuses to
hear a confession that might save Barnwell; and Act II. ix-xiv, where
Barnwell returns to Millwood after thinking he has conquered his passion
for her (I1. v). Here, too, Lillo is able to keep his play on the psychological
rather than the didactic level, as Barnwell’s saying he has won a ““painful
victory” indicates.

Lillo makes his strongest effort to get inside Barnwell’s mind at the
time of the murder, Act III. v ff. Yet notice, first of all, the mistakes Lillo
makes here. He gives too much emphasis to the uncle, whom we do not
know, and whose premonitions, apostrophe to death, and prayer are simply
artificial, “theatrical” means for working up an effect. Here we see the
unsteadiness of focus revealing itself again. Lillo becomes preoccupied
with the stock devices of melodrama, such as the disguise, pistol, poniard,
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and sword, and thus allows his dramatic effect to degenerate into triviality.
He falls back into sentimentality by stressing the uncle’s benevolence,
which 1s too simple to be plausible; we need to know that the author does
not consider 2 kindly kiss the only possible or likely response to a death-
blow, or we again accuse him of arrant tear-jerking. He becomes maudlin
by having Barnwell swoon, pointlessly, on his uncle’s body. Compare, for
instance, Juliet’s falling on Romeo’s body as she dies—an act both symbolic
and ironic.

Barnwell’s Language. But aside from this bogging down 1in the circum-
stances surrounding the tragic action, Lillo makes a decided effort to deal
with Barnwell directly, and here we must consider the kind of language
Barnwell speaks. Lillo tries hard to suggest a real struggle: Barnwell’s
speeches are developed with some fullness.

They use specific images (darkness of day, the sound of the stream) and
comparisons (Nero, Cain), though Lillo does not make much effort to unite
these images in a coherent pattern of meaning. But if we go on to compare
Barnwell’s soliloquies with those of Macbeth (I. vii and II. 1), who is also
being impelled to crime by ambition, we find differences. In Shakespeare,
the situation speaks for itself; in Lillo, we have the usual moralizing lines.
Shakespeare uses blank verse, which he controls as a part of the total
means of giving expression to the situation; Lillo appears to be using prose,
but (as in many parts of the play) the actual rhythm is not that of prose
but of blank verse—a fact readily revealed by printing part of the speech
as verse:

A dismal gloom obscures the face of day;

either the sun has slipped behind a cloud,

or journeys down the west of heaven with more
than common speed to avoid the sight of what
I’m doomed to act. Since I set forth on this
accursed design, where’er I tread, methinks,
the solid earth trembles beneath my feet.

The unacknowledged meter serves as an artificial heightening device, a
little like the tears to which Lillo is much addicted.

Moreover, though he makes some effort at concreteness, Lillo gives
Barnwell lines full of abstract and conventional expressions which suggest
a sermon about somone else rather than a setting forth of his own emotions.
He speaks of Virtue, Conscience, nature, and reason; of ‘“madness of desire”
and “impetuous passion.” Compare Shakespeare’s single, original image
for Macbeth’s motive:

I have no spur
To prick the sides of my intent, but only
Vaulting ambition, which o’erleaps itself
And falls on the other—

- .
Or take murder. Barnwell hears a stream “murmur ‘Murder’”; in Act
II1. vii he talks about “murdering hand,” ‘“murdered saint,” “murder the
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worst of crimes,” as if Lillo thought that repetition of the word murder were
enough. Compare Macbeth (11.1):

. . . wither’d Murder,
Alarum’d by his sentinel, the wolf,
Whose how!l’s his watch, thus with his stealthy pace,
With Tarquin’s ravishing strides, towards his design
Moves like a ghost.

And in Act I1. 1i:

“Macbeth does murder sleep,” the innocent sleep,
Sleep that knits up the ravell’d sleave of care, . . .

“Glamis hath murder’d sleep, and therefore Cawdor
Shall sleep no more; Macbeth shall sleep no more.”

Again, Barnwell and Macbeth state certain arguments against the pro-
jected murder—their relationship to, and the character of, the victim.
Then Barnwell says, “I stiffen with horror at my own impiety”’—a con-
ventional and generalized phrase which suggests only that he is trying to
feel horrified. Compare Macbeth on Duncan:

.. . his virtues
Will plead like angels, trumpet-tongu’d, against
The deep damnation of his taking-off;
And pity, like 2 naked new-born babe,
Striding the blast, or heaven’s cherubin, hors’d
Upon the sightless couriers of the air,
Shall blow the horrid deed in every eye,
That tears shall drown the wind. ...

By seeing the situation concretely in terms of the inevitable aftermath,
Macbeth shows real, not merely verbal, horror. Shakespeare develops one
figure into a full, direct, dramatic expression of his idea; Lillo describes it,
talks about it, repeats it, and insists on it—and still stays unconvincingly
outside it. In Act IV. x Millwood really seems more right than Lillo intends
when she calls Barnwell a “whining . . . canting villain,” for whining
describes the effect produced by Lillo’s vast but inept efforts to whip up
horror. When Barnwell says, “Think you I added sacrilege to murder?”
he actually dilutes the sense of evil by the implied praise of his own for-
bearance; we feel that he should have gone on and stolen the money with
a kind of sardonic satisfaction in the increase of his moral debt. Or note the
subtle self-exoneration in “Behold these hands all crimsoned o’er with my
dear uncle’s blood! Here’s a sight to make a statue start with horror, or to
turn a living man into a statue.” The dear stresses his own affectionate
nature, though he should hardly have the presumption to mention it here;
the balanced structure of the second sentence makes it sound like a mere
exercise in public speaking, especially when we realize that Barnwell has
not turned into a statue. Compare Macbeth (II. iii):
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What hands are here? Hal they pluck out mine eyes.
Will all great Neptune’s ocean wash this blood
Clean from my hand? No, this my hand will rather
The multitudinous seas incarnadine,

Making the green one red.

Here is no talk about “dear Duncan” or about what a terrible sight this
is. Instead the blood comes to symbolize a crime too monstrous to be
expunged.

The Problem of Acts IV and V. But these Barnwell-Millwood scenes
(IV. x—=xiv) are good at least to the extent that the outcome of them is
ironic for Barnwell. And his disillusionment, added to his sense of iniquity,
really ends the play. But Lillo’s muddled sense of tragedy, which leads
him to dispose of Millwood at a disproportionate length which gets the
play out of focus again, also leads him into a needless Act V which is full
of the didactic and the sentimental. Scenes i1 and xi are purely didactic,
and Scene ii is largely for edification; Scene ix is devoted to the supposed
pathos of Maria—all sheer loss. Two other scenes demand attention.

Scenes v—vii show how gushing emotions, which are not the right ones
and which come too easily, produce a terribly maudlin effect. Barnwell’s
moral anguish is barely suggested; instead we have large doses of forgive-
ness and lovingkindness and such an ecstatic relish of friendly love that
this seems to be an end in itself. The embracing on the ground is bathos:
its lack of dignity and restraint is wholly incompatible with tragic effect.
All the tears are too easy; we feel that the characters are actually relishing
their emotions rather than that the emotions spring naturally from the
situation. For a really guilty man, Barnwell is too happy in friendship. By
insisting that he would have murdered Trueman, Barnwell takes easy
credit for a sense of guilt; but he shows no authenticating repulsion.
Trueman’s insistence on an embrace shows Lillo’s misguided determination
to present an emotional act that is unnecessary and overdone. Barnwell’s
rolling on the ground is an easy, showy way of suggesting abasement; a
more real and hard way would have been to refuse to see Trueman or to
accept his affection. So what we have is an emotional orgy: a frantic ““re-
vival” scene, so to speak, but no real conversion.

In Scene x, Barnwell’s speech has the set quality of a commencement
address; he loses dramatic reality both by showing no real feelings and by
joining the audience in pointing at himself (for a real sense of what goes on
in the mind of a condemned man we must go to the end of Faustus or the
banquet scene in Macbeth). The embraces are again irrelevant emotional
acts, especially his embracing Maria; to introduce the symbol of an emo-
tional state when the state does not exist is sentimental. Maria, of course,
is in love, but under the circumstances she seems to lack both dignity and
good taste.
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CONCLUSION

Lillo’s constant tendency to wander into the extraneous is illustrated,
finally, by the way in which Barnwell’s fate comes to be identified with
trial and hanging: note the contents of Acts IV.xii, V. i, and V. ix, and the
staging of a needless Act V in a dungeon. Greek and Shakespearian tragedy,
by contrast, are not concerned with police courts and jails, which belong
to problem plays or to comedy; and on the rare occasions when we do find
such scenes in successful tragedy, external matters are carefully subor-
dinated to meaning. But Lillo has confused the legal and the moral. He bases
Act V on the following assumption: since Barnwell is legally caught up
with and lessons are publicly drawn, evil is properly punished, and we are
free to stress Barnwell’s excellence. It may be said for Lillo that he knows
that the tragic character must be complex, not a mere villain. His daficulty
is that he cannot dramatize the complexity as a whole, in all its difficulty, as
he must do. He breaks it down: he shows the evil and punishes it, and then
goes on to admire the good. This he does by having Barnwellis acquaint-
ances come to jail to show great friendliness and grief. The result is thor-
oughly sentimental:

1. To stress one side of the bero upsets the psychological effect of tragedy.
If, as Aristotle says, the tragic incidents evoke pity and terror, the trouble
here is that all the stress falls on pity: we do not have the balance or fusion
of the two (just as we do not have the fusion of the different sides of
Barnwell) that is essential (compare sentimental comedy, where the stress
is rather on virtuous conduct than on the folly which is to be satirized.)

2. The hero’s merits can be stressed here only by having other people
insist on them. In fact, throughout the play that is the method: we never
see Barnwell convincingly act the ‘“good” man. Lillo tries to talk an effect
rather than dramatize it—the essence of sentimentality. To praise Barnwell,
Trueman and Maria have to ignore his most significant piece of conduct, so
that, rather than serving as trustworthy witnesses, they seem bent on an
emotional orgy.

3. Finally, it is difficult at best to secure a valid emotional effect in
Act V because no decisive action is taking or can take place. Everything is
settled, and all we have is a loquacious post-mortem. When Lillo, in the
course of that post-mortem, starts using ‘““strong”’ emotional words, we
remain indifferent.

In sum, Lillo is unable to deal adequately with his central problem.
Here, as throughout the play, he shows only a partial conception of what
tragedy is. In trying to do many things he has fallen down. Lamb doubtless
felt something of the sort when he called the play a “nauseous sermon”
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QUESTIONS

1. Some years after its original appearance The London Merchant was
presented with an additional scene which portrayed the place of execution.
A crowd is present and the gallows is visible. Lucy and Blunt talk about the
terrors of death. Most of the lines are spoken by Barnwell, urging Millwood
to repent, and by Millwood refusing to do so. Does it appear to you that
such a scene would be a valuable dramatic addition?

2. Note that in Act V there are constant references to ‘“Millwood’s
crime,” as if she had especial responsibility. What is the effect of such
references?

3. Would Lillo’s efforts to universalize the middle class have greater
likelihood of success if he did not let his play get involved in “propaganda”
for the commercial classes?

4. In point of quantity, at least, Macbeth’s crimes are “worse” than
Barnwell’s; yet there is no moralizing in Macbeth. Would this fact appear
to make Shakespeare a less morally sensitive playwright than Lillo? Could
you defend the position that Macbeth is actually made a more attractive, a
more humanly understandable character than Barnwell?

5. Without pushing the matter too far, we can see that Millwood and
Cleopatra (in Shakespeare’s Antony and Cleopatra) have similarities. Notice,
however, that Millwood moralizes and Cleopatra does not. How does this
fact influence the characterization of each?

6. Note what slight change in stress would be necessary to change the
Maria-Barnwell story into the Maria-Charles story of The School for
Scandal. Are the tendencies toward sentimentality similar?

7. In what passages other than those discussed do you_find Lillo writing
blank verse or something much like it? Does this tendency appear more
strongly in any particular kind of passage?

8. Make a detailed list of the speeches in the play which appear to be
written primarily to glorify the business man. Include not only those which
directly reflect Lillo’s interest in trade but also those in which there are
indirect indications of that interest.

FOR FURTHER STUDY

Look up Morton’s Speed the Plough under Exercises on Additional
Plays. Speed the Plough, like The London Merchant, tries to achieve tragedy
but actually is melodrama. At the same time, it has farcical effects like
those of Plautus’s Menaechmi. As a hodge-podge of various dramatic motifs,
it provides interesting material for study.
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1 « Introduction

those which we have studied in Part Two. Here we find,

in general, that the dramatists have chosen subjects and
methods more likely to lead to successful results at a mature level. This is
not to say that the dramatists to be considered have been uniformly suc-
cessful; the reader will doubtless discover various shortcomings in the
plays to be read. But he will certainly be aware that the dramatists have
had, in general, profounder and more complex objectives than those which
we studied in Part Two. In the latter group of plays we found fairly simple
patterns: the morality play with a relatively uninvolved theme; the farce
with its transparent scheme of making the most of mistakes of identity,
the would-be tragedy in which the author’s own confusion about what he
was doing could hardly obscure from the reader his fundamentally over-
simple conception of the nature of tragedy. In Part Three, however, the
patterns are far less simple.

Sheridan’s School for Scandal is obviously a much more complex comedy
than the Menaechmi; with it, we return to wit and satire of the sort found
in Wilde’s Lady Windermere’s Fan. We shall find that it resembles that
play further in that it seeks, beneath the surface of amusement, to make
certain serious suggestions about human experience. But Sheridan’s mode
of treatment of these matters involves several special complications and will
force us to glance, at least briefly, at that spurious type of comedy which
dominated the period in which Sheridan wrote—*sentimental comedy.”

Ibsen’s Rosmersholm, on the contrary, is an entirely serious play. In one
respect it resembles the ““ problem play” aspect of Lady Windermere’s Fan;
in another aspect, it will compel us to examine again the nature of tragedy
and to develop some of the considerations of this topic already raised by
the study of Everyman and The London Merchant; still another aspect of
the play involves dramatic techniques as such and will afford an opportu-
ity to consider on an even higher level of refinement some of the skills we
have noted already in Wilde.

Shakespeare’s Henry IV, Part I, combines comedy with what will be for
us the new material of historic drama; hence the play brings up an entirely
new kind of problem. Indeed, the comedy element here will itself offer us
new material, for, in contrast with the satirical intentions of Wilde and
Sheridan, Shakespeare is primarily concerned with the comedy inherent in
character.

PART three presents more mature types of the drama than
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Congreve’s Way of the World provides a climax to our study of comedy
since it offers the most polished example we have of the comedy of man-
ners. Yet The Way of the World is much more than merely a brilliant ex-
ample of a special mode. We shall find it to be one of the most complex plays
which we are studying, and, as such, a “serious” play as well as an en-
tertaining comedy. -

2. Sheridan, The School for Scandal

THE SCHOOL FOR SCANDAL, 1777, ante-dates Lady Winder-

mere’s Fan by 115 years. Yet the plays are in some

respects markedly similar—in their_satire of society,
their use of witty dialogue, their employment of large numbers of charac-
ters. Even here, however, the reader will discern some difference—the differ-
ence of effect that results, for instance, from the contrast between Wilde’s
attitudes to the two chief antagonists in his play, Lady Windermere and
Mrs. Erlynne, and Sheridan’s attitude toward the Surface brothers, the
corresponding pair in his play. If the student will give attention to this
contrast as he reads, he will find some of the main clues to what Sheridan
is doing.

In pursuing thé contrast between the two, the student will also come
upon one of the matters which do reflect a significant difference growing out
of the difference in time between the two plays. For in the latter elgbteenth
century, when Sheridan wrote, dramatists were less concerned with satire
than with what is called “sentimental comedy,” the method of which, in
general, was to praise good rather than ridicule folly. So the tendency was to
stress the characters that were amiable and admirable rather than those
who were laughable, the pfays ended frequently in scenes of reform and
reward, and the tone Was more likely to be edifying than amusing.

This revulsion against the traditional function of comedy did not occur
unchallenged. Yet the spirit of the times was on the side of the sentimental
comedy. The rise of the middle classes, the reaction against the brilliant
comedy of the Restoration, the attempt to refine manners and improve
morals—all tended to favor the praise of virtue and the cultivation of
sentiment.

" In the latter part of the eighteenth century, Goldsmith and Sheridan

rried out a conscious attack on the sentimental comedy, though not with
unqualified success. “With regard to The School for Scandal, therefore,
this question arises: has Sheridan succeeded in completely freeing himself
from the limitations of sentimental comedy? More specifically, has
Sheridan tended to focus our attention on the ought-to-be, on rewards,
on edification rather than on the ridicule of folly?



SHERIDAN, THE SCHOOL FOR SCANDAL

195

THE SCHOOL FOR SCANDAL

DRAMATIS PERSONZE

Sk PETER TEAZLE

SiR OLIVER SURFACE
JosepH SURFACE
CHARLES SURFACE
CRABTREE

SiR BENJAMIN BACKBITE
RowLEy

MosEs

Trip

SNAKE
CARELESS
Sir Tosy BuMmPER

Lapy TEazLe
Maria

LADY SNEERWELL
Mrs. CaNDOUR

PROLOGUE

WRITTEN BY MR. GARRICK

A school for scandal! tell me, I beseech
you,

Needs there a school this modish art to
teach you?

No need of lessons now, the knowing
think;

We might as well be taught to eat and
drink.

Caused by a dearth of scandal, should
the vapors

Distress our fair ones, let them read the
papers;

Their powerful mixtures such disorders
hit,

Crave what you will,—there’s guantum
sufficit. '

“Lord!” cries my Lady Wormwood,
who loves tattle

And puts much salt and pepper in her
prattle, )

Just risen at noon, all night at cards
when threshing

Strong tea and scandal,—“Bless me,
how refreshing!

Give me the papers, Lisp,—how bold
and free! [Sips.]

Last night Lord L. [sips] was caught
with Lady D.

For aching head what charming sal
volatile! [Sips.]

If Mrs. B. will still continue flirting, 16

We hope she’ll draw, or we’ll undraw the
curtain.

Fine satire, poz!! In public all abuse it,

But by ourselves [sips] our praise we
can’t refuse it.

Now, Lisp, read you,—there at that
dash and star.” 20

“Yes, ma’am. A certain lord has best be-
ware,

W ho lives not twenty miles from Grosvenor
Square,

For, should he Lady W. find willing,

Wormwood is bitter—" “Oh! that’s me!
the villain!

Throw it behind the fire and never more

Let that vile paper come within my

door.” 26

Thus at our friends we laugh, who feel
the dart;

To reach our feelings, we ourselves must
smart. ’

Is our young bard so young to think
that he

Can stop the full spring-tide of calumny?

Knows he the world so little, and its
trade? 31

Alas! the devil’s sooner raised than laid.

So strong, so swift, the monster there’s
no gagging;

Cut Scandal’s head off, still the tongue
is wagging.

Proud of your smiles once lavishly be-
stowed, 33

1 Positively.
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Again our young Don Quixote takes the Lady Sneerwell: She certainly has tal-

road; ents, but her manner is gross.
To show his gratitude he draws his pen Snake: *Tis very true. She generally
And seeks this hydra, Scandal, in his designs well, has a free tongue and a
den. 5 bold invention; but her coloring is too
For your applause all perils he would dark and her outlines often extravagant.
through,— She wants that delicacy of tint and mel-
He'll fight (that’s write) a cavalliero  lowness of sneer which distinguish your
true, ladyship’s scandal.
Till every drop of blood (that’s ink) is 10  Lady Sneerwell: You are partial,
spilt for you. Snake.

Snake: Not in the least; everybody al-
ACT 1 lows that Lady Sneerwell can do more
with a word or look than many can with
[Scenk 1. Lady Sneerwell’s house.] 15 ;he most latilmed de‘t'aill, even }\:Jhen t::ey
. appen to have a little truth“n their

[ Discovered, Lady Sneerwell at the

dressing table; Snake drinking chocolate.] s‘%;g;gﬁfzg;ﬁ; Yes, my dear Snake;

Lady Sneerwell: The paragraphs, you and I am no hypocrite to deny the satis-
say, Mr. Snake, were all inserted? 20 faction I reap from the success of my
Snake: They were, madam; and as I efforts. Wounded myself in the early
copied them myself in a feigned hand, part of my life by the envenomed tongue
there can be no suspicion whence they of slander, I confess I have since known

came. no pleasure equal to the reducing others
Lady Sneerwell: Did you circulate the 25 to the level of my own reputation.

report of Lady Brittle’s intrigue with Snake: Nothing can be more natural.

Captain Boastall? But, Lady Sneerwell, there is one affair

Snake: That’s in as fine a train as your  in which you have lately employed me,
ladyship could wish. In the common wherein, I confess, I am at a loss to guess
course of things, I think it must reach 30 your motives.

Mrs. Clackitt’s ears within four-and- Lady Sneerwell: 1 conceive you mean
twenty hours; and then, you know, the with respect to my neighbor, Sir Peter
business is as good as done. Teazle, and his family?

Lady Sneerwell: Why, truly, Mrs. Snake: 1 do. Here are two young men
Clackitt has a very pretty talent and a 35 to whom Sir Peter has acted as a kind of
great deal of industry. guardian since their father’s death, the

Snake: True, madam, and has been eldest possessing the most amiable char-
tolerably successful in her day. To my acter and universally well spoken of,
knowledge, she has been the cause of six ~ the youngest, the most dissipated and
matches being broken off and three sons 40 extravagant young fellow in the king-
being disinherited; of four forced elope- dom, without friends or character; the
ments and as many close confinements; former an avowed admirer of your lady-
nine separate maintenances and two di- ship and apparently your favorite; the
vorces. Nay, 1 have more than once latter attached to Maria, Sir Peter’s
traced her causing a téte-d-t7te in the 45 ward, and confessedly beloved by her.
Town and Country Magazine ' when the Now, on the face of these circumstances,
parties, perhaps, had never seen each it is utterly unaccountable to me why
other’s face before in the course of their  you, the widow of a city knight,? with a
lives. good jointure, should not close with the

1 This magazine ran “imaginary” charac- 50 ? A merchant, knighted because of an
ter sketches, often scandalous in tone. office which he held.
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passion of a man of such character and
expectations as Mr. Surface; and more
so, why you should be so uncommonly
earnest to destroy the mutual attach-
ment subsisting between his brother
Charles and Maria.

Lady Sneerwell: Then at once to un-
ravel this mystery, I must inform you
that love has no share whatever in the
intercourse between Mr. Surface and me.

Snake: No!

Lady Sneerwell: His real attachment
1s to Maria, or to her fortune; but find-
ing in his brother a favored rival, he has
been obliged to mask his pretensions
and profit by my assistance.

Snake: Yet still I am more puzzled
why you should interest yourself in his
Success.

Lady Sneerwell: Heavens! how dull 20

you are! Cannot you surmise the weak-
ness which I hitherto, through shame,
have concealed even from you? Must I
confess that Charles, that libertine, that

extravagant, that bankrupt in fortune 2s

and reputation,—that he it is for whom
I am thus anxious and malicious, and to
gain whom I would sacrifice everything?

Snake: Now, indeed, your conduct

Servant: Mr. Surface.

Lady Sneerwell: Show him up. [Exit
Servant. Enter Joseph Surface.]

Joseph Surface: My dear Lady Sneer-

5 well, how do you do today? Mr. Snake,

your most obedient.

Lady Sneerwell: Snake has just been
rallying me on our mutual attachment;
but I have informed him of our real

10 views. You know how useful he has been

to us, and, believe me, the confidence is
not ill placed.

Joseph Surface: Madam, it is impos-
sible for me to suspect a man of Mr.

15 Snake’s sensibility and discernment.

Lady Sneerwell: Well, well, no com-
pliments now; but tell me when you saw
your mistress, Maria,—or what is more
material to me, your brother.

Joseph Surface: I have not seen either
since 1 left you; but I can inform you
that they never meet. Some of your
stories have taken a good effect on
Maria.

Lady Sneerwell: Ah, my dear Snake,
the merit of this belongs to you. But do
your brother’s distresses increase?

Joseph Surface: Every hour. I am told

he has had another execution in the

appears consistent; but how came you 30 house yesterday. In short, his dissipa-

and Mr. Surface so confidential?

Lady Sneerwell: For our mutual in-
terest. I have found him out a long time
since. I know him to be artful, selfish,

tion and extravagance exceed anything
I have ever heard of.
Lady Sneerwell: Poor Charles!
Joseph Surface: True, madam, not-

and malicious,—in short, a sentimental 35 withstanding his vices, one can’t help

knave, while with Sir Peter, and indeed
with all his acquaintance, he passes for
a youthful miracle of prudence, good
sense, and benevolence.

feeling for him. Poor Charles! I’'m sure
I wish it were in my power to be of any
essential service to him, for the man who
does not share in the distresses of a

Snake: Yes! Yet Sir Peter vows he has 40 brother, even though merited by his

not his equal in England; and, above all,

he praises him as a man of sentiment.
Lady Sneerwell: True; and with the

assistance of his sentiment and hy-

pocrisy he has brought Sir Peter entirely 45

into his interest with regard to Maria,
while poor Charles has no friend in the
house, though I fear he has a powerful
one in Maria’s heart, against whom we

own misconduct, deserves—

Lady Sneerwell: O lud! you are going
to be moral and forget that you are
among friends.

Joseph Surface: Egad, that’s true! I’ll
keep that sentiment till I see Sir Peter.
However, it is certainly a charity to
rescue Maria from such a libertine, who,
if he is to be reclaimed, can be so only

must direct our schemes. [Enter Serv- 50 by a person of your ladyship’s superior

ant.]

accomplishments and understanding.
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Snake: 1 believe, Lady Sneerwell, wit loses its respect with me when I see
here’s company coming. I’ll go and copy it in company with malice. What do you
the letter I mentioned to you. Mr. Sur-  think, Mr. Surface?
face, your most obedient. Joseph Surface: Certainly, madam.

Joseph Surface: Sir, your very de- 5 To smile at the jest which plants a thorn
voted.—[ Exit Snake.] Lady Sneerwell, in another’s breast is to become a prin-
I am very sorry you have put any farther  cipal in the mischief.
confidence in that fellow. Lady Sneerwell: Psha, there’s no

Lady Sneerwell: Why so? possibility of being witty without a little

Joseph Surface: 1 have lately detected 10 ill nature. The malice of a good thing is
him in frequent conference with -old the barb that makes it stick. What'’s
Rowley, who was formerly my father’s  your opinion, Mr. Surface?

steward and has never, you know, been Joseph Surface: To be sure, madam,
a friend of mine. that conversation where the spirit of
Lady Sneerwell: And do you think he 15 raillery is suppressed will ever appear
would betray us? tedious and insipid.
Joseph Surface: Nothmg more likely. Maria: Well, I’ll not debate how far

Take my word for ’t, Lady Sneerwell, scandal may be allowable; but in a man,
that fellow hasn’t virtue enough to be I am sure, it is always contemptible.
faithful even to his own villainy. Ah, 20 We have pride, envy, rivalship, and a

Maria! [ Enter Maria.] thousand motives to depreciate each
Lady Sneerwell: Maria, my dear, how  other; but the male slanderer must
do you do? What’s the matter? have the cowardice of a woman be-

Maria: Oh! there’s that disagreeable fore he can traduce one. [Enter Serv-
lover of mine, Sir Benjamin Backbite, 25 anz.]

has just called at my guardian’s with his Servant: Madam, Mrs. Candour is be-
odious uncle, Crabtree; so I slipped out low and, if your ladyship’s at leisure,
and ran hither to avoid them. will leave her carriage.

Lady Sneerwell: Is that all? Lady Sneerwell: Beg her to walk in.

Joseph Surface: If my brother Charles 30[ Exit Servant.] Now, Maria, here is a
had been of the party, madam, perhaps character to your taste, for though Mrs.
you would not have been so much Candour is a little talkative, everybody
alarmed. allows her to be the best natured and

Lady Sneerwell: Nay, now you are too  best sort of woman.
severe, for I dare swear the truth of the 35 Maria: Yes, with a very gross affecta-
matter is, Maria heard you were here. tion of good nature and benevolence,
But, my dear, what has Sir Benjamin  she does more mischief than the direct
done that you should avoid him so? malice of old Crabtree.

Maria: Oh, he has done nothing; but Joseph Surface: 1’ faith that’s true,
’tis for what he has said. His conversa- 40 Lady Sneerwell. Whenever I hear the
tion is a perpetual libel on all his ac- current running against the characters
quaintance. of my friends, I never think them in

Joseph Surface: Ay, and the worst of such danger as when Candour under-
it 1s, there is no advantage in not know- takes their defence.
ing him, for he’ll abuse a stranger just 45 Lady Sneerwell: Hush!—Here she is.
as soon as his best friend; and his [Enter Mrs. Candour.]
uncle’s as bad. Mrs. Candour: My dear Lady Sneer-

Lady Sneerwell: Nay, but we should well, how have you been this century?
make allowance; Sir Benjamin is a wit  Mr. Surface, what news do you hear,—
and a poet. sothough indeed it is no matter, for I

Maria: For my part, I own, madam, think one hears nothing else but scandal.
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Joseph Surface: Just so, indeed,
ma’am.

Mrs. Candour: Oh, Maria, child!
What, is the whole affair off between
you and Charles? His extravagance, I
presume—the town talks of nothing else.

Maria: 1 am very sorry, ma’am, the
town is not better employed.

Mrs. Candour: True, true, child; but
there’s no stopping people’s tongues. 1
own I was hurt to hear it, as I indeed
was to learn from the same quarter that
your guardian, Sir Peter, and Lady
Teazle have not agreed lately as well as
could be wished.

Maria: *Tis strangely impertinent for
people to busy themselves so.

Mrs. Candour: Very true, child, but
what’s to be done! People will talk;
there’s no preventing it. Why, it was
but yesterday I was told that Miss Gad-
about had eloped with Sir Filigree Flirt.
But, Lord, there’s no minding what one
hears, though, to be sure, I had this
from very good authority.

Maria: Such reports are highly scan-
dalous.

Mrs. Candour: So they are, child,—
shameful, shameful! But the world is so

199

Mrs. Candour: To be sure they are;
tale bearers are as bad as the tale
makers. "Tis an old observation and a
very true one; but what’s to be done, as

51 said before? How will you prevent
people from talking? Today, Mrs.
Clackitt assured me Mr. and Mrs.
Honeymoon were at last become mere
man and wife like the rest of their ac-

1o quaintance. She likewise hinted that a

certain widow in the next street had got
rid of her dropsy and recovered her
shape in a most surprising manner. And
at the same time Miss Tattle, who was

15 by, affirmed that Lord Buffalo had dis-

covered his lady at a house of no ex-
traordinary fame; and that Sir H[arry]
Boquet and Tom Saunter were to meas-
ure swords on a similar provocation.

20 But, Lord, do you think I would report

these things! No, no! Tale bearers as I
said before, are just as bad as the tale
makers.

Joseph Surface: Ah! Mrs. Candour, if

25 everybody had your forbearance and

good nature!

Mrs. Candour: I confess, Mr. Surface,
I cannot bear to hear people attacked
behind their backs; and when ugly cir-

censorious, no character escapes. Lord, 30 cumstances come out against our ac-

now who would have suspected your
friend, Miss Prim, of an indiscretion?
Yet such is the ill nature of people that
they say her uncle stopped her last week

quaintance, I own I always love to think
the best. By the by, I hope ’tis not true
that your brother is absolutely ruined.

Joseph Surface: 1 am afraid his cir-

just as she was stepping into the York 35 cumstances are very bad indeed, ma’am.

diligence with her dancing master.
Maria: Ill answer for ’t there are no
grounds for that report.
Mrs. Candour: Ah, no foundation in

Mrs. Candour: Ah, 1 heard so; but
you must tell him to keep up his spirits.
Everybody almost is in the same way.

Lord Spindle, Sir Thomas Splint, Cap-

the world, I dare swear; no more prob- 40 tain Quinze, and Mr. Nickit,—all up,® 1

ably than for the story circulated last
month of Mrs. Festino’s affair with
Colonel Cassino,—though, to be sure,
that matter was never rightly cleared
up.
Joseph Surface: The license of inven-
tion some people take is monstrous in-
deed.

Maria: ’Tis so; but in my opinion

45

hear, within this week; so, if Charles is
undone, he’ll find half his acquaintance
ruined too; and that, you know, is a
consolation.

Joseph Surface: Doubtless, ma’am, a
very great one. [ Enter Servant.]

Servant: Mr. Crabtree and Sir Benja-
min Backbite. [ Exit.]

Lady Sneerwell: So, Maria, you see

those who report such things are equally 50

culpable.

3 Arrested for debt.
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your lover pursues you. Positively you Crabtree: No, ma’am, that’s not it.
shan’t escape. [Enter Crabtree and Sir Miss Nicely is going to be married to
Benjamin Backbite.] her own footman.

Crabtree: Lady Sneerwell, I kiss your Mys. Candour: Impossible!
hand. Mrs. Candour, I don’t believe you 5  Crabtree: Ask Sir Benjamin.
are acquainted with my nephew, Sir Sir Benjamin: *Tis very true, ma’am.
Benjamin Backbite? Egad, ma’am, he Everything is fixed and the wedding
has a pretty wit and is a pretty poet too, liveries bespoke.
isn’t he, Lady Sneerwell? Crabtree: Yes; and they do say there
Sir Benjamin: Oh, fie, uncle! 10 were pressing reasons for it.
Crabtree: Nay, egad, it’s true; I back Lady Sneerwell: Why, 1 have heard
him at a rebus or a charade against the something of this before.
best rhymer in the kingdom. Has your Mrs. Candour: It can’t be—And I
ladyship heard the epigram he wrotelast  wonder anyone should believe such a
week on Lady Frizzle’s feather catching 15 story of so prudent a lady as Miss
fire’—Do, Benjamin, repeat it, or the Nicely.
charade you made last night extempore Sir Benjamin: O lud!ma’am, that’s the
at Mrs. Drowzie’s conversazione. Come,  very reason 'twas believed at once. She
now, your first is the name of a fish, your  has always been so cautious and so re-
second a great naval commander, and— zo served that everybody was sure there
Sir Benjamin: Uncle, now, prithee— was some reason for it at bottom.

Crabtree: I’ faith, ma’am, *twould sur- Mrs. Candour: Why, to be sure, a tale
prise you to hear how ready he is at all  of scandal is as fatal to the credit of a
these sort of things. prudent lady of her stamp as a fever is

Lady Sneerwell: 1 wonder, Sir Benja- 25 generally to those of the strongest con-
min, you never publish anything. stitutions. But there is a sort of puny,

Sir Benjamin: To say truth, ma’am, sickly reputation that is always ailing,
’tis very vulgar to print; and, as my little  yet will outlive the robuster characters
productions are mostly satires and lam-  of a hundred prudes.
poons on particular people, I find they 30  Sir Benjamin: True, madam, there
circulate more by giving copies in con- are valetudinarians in reputation as well
fidence to the friends of the parties. as in constitution, who, being conscious
However, I have some love elegies, of their weak part, avoid the least breath
which, when favored with this lady’s of air and supply their want of stamina
smiles, I mean to give the public. [Bow- 35 by care and circumspection.
ing to Maria.] Mrs. Candour: Well, but this may be

Crabtree: 'Fore heaven, ma’am, they’ll  all a mistake. You know, Sir Benjamin,
immortalize you—You will be handed very trifling circumstances often give
down to posterity like Petrarch’s Laura  rise to the most injurious tales.
or Wallet’s Sacharissa. 40 Crabtree: That they do, I'll be sworn,

Sir Benjamin: Yes, madam, I think ma’am. Did you ever hear how Miss
you will like them when you shall see Piper came to lose her lover and her
them on a beautiful quarto page, where character last summer at Tunbridge?
a neat rivulet of text shall meander Sir Benjamin, you remember it?
through a meadow of margin. ’Fore gad 45  Sir Benjamin: Oh, to be sure,—the
they will be the most elegant things of most whimsical circumstance.

their kind! Lady Sneerwell: How was it, pray?
Crabtree: But, ladies, that’s true— Crabtree: Why, one evening at Mrs.
Have you heard the news? Ponto’s assembly the conversation hap-

Mrs. Candour: What, sir, do you so pened to turn on the breeding of Nova
mean the report of— Scotia sheep in this country. Says a
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young lady in company, “I have known he entertains his friends he will sit down
instances of it, for Miss Letitia Piper, a  to dinner with a dozen of his own securi-
first cousin of mine, had a Nova Scotia ties, have a score of tradesmen waiting
sheep that produced her twins.” in the antechamber, and an officer be-
“What,” cries the Lady Dowager Dun- 5 hind every guest’s chair.

dizzy, who, you know, is as deaf as a Joseph Surface: This may be enter-
post, ‘““has Miss Piper had twins?” This  taining to you, gentlemen, but you pay
mistake, as you may imagine, threw the  very little regard to the feelings of a
whole company into a fit of laughter. brother.

However, ’twas next morning every-10 Maria: [Aside.] Their malice is in-
where reported, and in a few days be- tolerablel—Lady Sneerwell, I must wish
lieved by the whole town, that Miss you a good morning; I’'m not very well.
Letitia Piper had actually been brought [ Exit.]

to bed of a fine boy and a girl; and in less Mrs. Candour: O dear, she changes
than a week there were some people who 15 color very much!

could name the father and the farm- Lady Sneerwell: Do, Mrs. Candour,
house where the babies were puttonurse.  follow her. She may want assistance.
Lady Sneerwell: Strange, indeed! Mrs. Candour: That I will, with all

Crabtree: Matter of fact, I assure you. my soul, ma’am. Poor dear girl, who
—O lud, Mr. Surface, pray is it true that 20 knows what her situation may be!
your uncle, Sir Oliver, is coming home? [ Exit.]

Joseph Surface: Not that I know of, Lady Sneerwell: *Twas nothing but
indeed, sir. that she could not bear to hear Charles

Crabtree: He has been in the East reflected on, notwithstanding their dif-
Indies a long time. You can scarcely re- 25 ference.

member him, I believe? Sad comfort, Sir Benjamin: The young lady’s pen-
whenever he returns, to hear how your  chant is obvious.
brother has gone on. Crabtree: But, Benjamin, you must

Joseph Surface: Charles has been im-  not give up the pursuit for that. Follow
prudent, sir, to be sure; but I hope no 30 her and put her into good humor. Re-
busy people have already prejudiced Sir  peat her some of your own verses.
Oliver against him. He may reform. Come, I'll assist you

Sir Benjamin: To be sure, he may. Sir Benjamin: Mr. Surface, I did not
For my part, I never believed him to be  mean to hurt you; but depend on ’t your
so utterly void of principle as people say; 35 brother is utterly undone.

and, though he has lost all his friends, I Crabtree: O lud, ay! Undone as ever
am told nobody is better spoken of by man was! Can’t raise a guineal
the Jews. Sir Benjamin: And everything sold,

Crabtree: That’s true, egad, nephew. I’'m told, that was moveable.
If the Old Jewry was a ward, I believe 40  Crabtree: 1 have seen one that was at
Charles would be an alderman. No man  his house. Not a thing left but some
is more popular there, ’fore gad! I hear empty bottles that were overlooked and
he pays as many annuities as the Irish  the family pictures, which I believe are
tontine 4; and that whenever he is sick, framed in the wainscots.
they have prayers for the recovery of his45  Sir Benjamin: And I’'m very sorry

health in all the synagogues. also to hear some bad stories against
Sir Benjamin: Yet no man lives in  him. [Going.]
greater splendor. They tell me that when Crabtree; Oh, he has done many mean

* Government loans based upon the sale things, tha!:’s (.:ertain. ,
of annuities, so named because invented by 50 Sir Benjamin: Bl.lt, however, as he’s
the Italian banker, Tonti. your brother— [Going.]
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Crabtree: We'll tell you all another Rowley: Oh, Sir Peter, your servant!
opportunity. [ Execunt Crabtree and Sir How is it with you, sir?
Benjamin.] Sir Peter: Very bad, Master Rowley,

Lady Sneerwell: Hal ha!’tis very hard  very bad. I meet with nothing but
for them to leave a subject they have not s crosses and vexations.

quite run down. Rowley: What can have happened to
Joseph Surface: And 1 believe the trouble you since yesterday?

abuse was no more acceptable to your Sir Peter: A good question to a mar-

ladyship than Maria. ried man!

Lady Sneerwell: 1 doubt her affections 10 Rowley: Nay, I’'m sure your lady, Sir
are firther engaged than we imagine. Peter, can’t be the cause of your uneasi-
But the family are to be here this eve- ness.
ning; so you may as well dine where you Sir Peter: Why, has anybody told you
are and we shall have an opportunity of she was dead?
observing farther. In the meantime, I'll 15 Rowley: Come, come, Sir Peter, you
go and plot mischief and you shall study love her, notwithstanding your*tempers
sentiment. [ Exeunt.] don’t exactly agree.

Sir Peter: But the fault is entirely

hers, Master Rowley. I am myself the

[Scene II. Sir Peter’s house.] 20 sweetest tempered man alive and hate a
teasing temper; and so I tell her a hun-

[Enter Sir Peter.] dred times a day.
Sir Peter: When an old bachelor mar- Rowley: Indeed!
ries a young wife, what is he to expect? Sir Peter: Ay; and what is very ex-

*Tis now six months since Lady Teazle 25 traordinary in all our disputes she is
made me the happiest of men,—and I always in the wrong. But Lady Sneer-
have been the most miserable dog ever well and the set she meets at her house
since! We tiffed a little going to church  encourage the perverseness of her dispo-
and fairly quarreled before the bells had  sition. Then, to complete my vexation,
done ringing. I was more than once 30 Maria, my ward, whom I ought to have
nearly choked with gall during the the power over, is determined to turn
honeymoon and had lost all comfort in  rebel too and absolutely refuses the man
life before my friends had done wishing whom I have long resolved on for her
me joy. Yet I chose with caution,—a girfl  husband, meaning, I suppose, to bestow
bred wholly in the country, who never 35 herself on his profligate brother.
knew luxury beyond one silk gown nor Rowley: You know, Sir Peter, I have
dissipation above the annual gala of a  always taken the liberty to differ with
race ball. Yet she now plays her part in  you on the subject of these two young
the extravagant fopperies of the fashion gentlemen. I only wish you may not be
and the town with as ready a grace as if 40 deceived in your opinion of the elder.
she never had seen a bush or a grass-plot ~ For Charles, my life on ’t, he will re-
out of Grosvenor Square. I am sneered retrieve his errors yet. Their worthy
at by all my acquaintance and para- father, once my honored master, was
graphed in the newspapers. She dissi- at his years nearly as wild a spark;
pates my fortune and contradicts all my 45 yet when he died, he did not leave
humors; yet the worst of it is, I doubt' a more benevolent heart to lament his
I love her, or I should never bear all this.  loss.
However, I'll never be weak enough to Sir Peter: You are wrong, Master
own it. [Enter Rowley.] Rowley. On their father’s death, you
soknow, I acted as a kind of guardian to
1 Fear. them both till their uncle Sir Oliver’s



SHERIDAN, THE SCHOOL FOR SCANDAL 203

liberality gave them an early independ- Rowley: Most strictly. He means, be-
ence. Of course, no person could have fore it is known, to make some trial of
more opportunities of judging of their their dispositions.
hearts, and I was never mistaken in my Sir Peter: Ah! There needs no art to
life. Joseph is indeed a model for the 5 discover their merits. He shall have his
young men of the age. He is 2 man of way; but, pray, does he know I am
sentiment and acts up to the sentiments married?
he professes; but for the other, take my Rowley: Yes, and will soon wish you
word for ’t, if he had any grain of virtue joy.
by descent, he has dissipated it with the 10 Sir Peter: What, as we drink health
rest of his inheritance. Ah! my old friend  to a friend in a consumption? Ah! Oliver
Sir Oliver will be deeply mortified when  will laugh at me. We used to rail at
he finds how part of his bounty has been  matrimony together, and he has been
misapplied. steady to his text. Well, he must be soon
Rowley: I am sorry to find you so vio- 15 at my house, though—I’ll instantly
lent against the young man, because this  give orders for his reception. But,
may be the most critical period of his Master Rowley, don’t drop a word that
fortune. I came hither with news that Lady Teazle and I ever disagree.

will surprise you. Rowley: By no means.
Sir Peter: What!? Let me hear! 20 Sir Peter: For 1 should never be able
Rowley: Sir Oliver is arrived and at to stand Noll’s jokes; so I’ll have him

this moment in town. think, Lord forgive me! that we are a
Sir Peter: How! You astonish me! I very happy couple.

thought you did not expect him this Rowley: 1 understand you; but then

month. 25 you must be very careful not to differ
Rowley: 1 did not; but his passage has  while he is in the house with you.

been remarkably quick. Sir Peter: Egad, and so we must,—

Sir Peter: Egad, I shall re_101ce tosee and that’s impossible. Ah! Master
my old friend. *Tis fifteen years since we  Rowley, when an old bachelor marries
met. We have had many a day together. 30a young wife, he deserves—No, the
But does he still enjoin us not to inform  crime carries its punishment along with
his nephews of his arrival? it. [Exeunt.]

QUESTIONS ON ACT 1

1. Reread the section entitled “Exposition” in the discussion which
follows Act I of Lady Windermere’s Fan. Does Sheridan manage his ex-
position as successfully as Wilde? Consider especially the early part of
Scene i.

2. How rapidly does characterization proceed in Scene 1i?

3. What is the advantage of using certain terms from art to discuss
gossip in Scenel, p. 196 b, 3 ff.? Analyze the phrase ‘“mellowness of sneer,”
as well as Lady Sneerwell’s remark to Joseph (p. 197 b, 43) “O lud! you
are going to be moral, and forget that you are among friends.”

4. What is the dramatic function of Joseph’s remark to Lady Sneerwell
about Charles and old Rowley (p. 198 a, 7 ff.)? Of the reference to Sir
Oliver’s return in Scene ii (p. 203 a, 21-22)?

5. What is the source of the wit in Joseph’s remark that Sir Benjamin
will “abuse a stranger just as soon as his best friend”” (p. 198 a, 45)?
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6. Who is the winner in the little interchange between Lady Sneerwell
and Sir Benjamin which begins “I wonder, Sir Benjamin. . . .” (p. 200 a,
27 fF)?

7. Do you find any puns in Scene i?

8. By what means is Charles characterized in Scene i?

9. Keeping in mind the skillful way in which Wilde makes all of his
first act lead up to and focus our attention on the contents of Act II, de-
termine whether Sheridan is equally successful in initiating action and in
pointing ahead.

Lady Teazle: And am I now to blame,

ACT 11 Sir Peter, because flowers are dear in
cold weather? You should find fault with
[Scexne I. Sir Peter’s house.] the climate, and not with me. For my

. art, I’m sure I wish it was spring all

[Enter Sir Peter and Lady Teazle.] the year round and that roses grew

Sir Peter: Lady Teazle, Lady Teazle, under our feet!

I’ll not bear it! Sir Peter: Oons, madam! If you had

Lady Teazle: Sir Peter, Sir Peter, you been born to this, I shouldn’t wonder at
may bear it or not as you please; but I 10 your talking thus; but you forget what
ought to have my own way in every- your situation was when I married you.
thing, and, what’s more, I will, too. Lady Teazle: No, no, I don’t.’I'was a
What though I was educated in the very disagreeable one, or I should never
country, I know very well that women have married you.
of fashion in London are accountable to15  Sir Peter: Yes, yes, madam, you were
nobody after they are married. then in somewhat a humbler style,—

Sir Peter: Very well, ma’am, very the daughter of a plain country squire.
well; so a husband is to have no influ- Recollect, Lady Teazle, when I saw you
ence, no authority? first, sitting at your tambour? in a

Lady Teazle: Authority! No, to be 20 pretty figured linen gown with a bunch
sure! If you wanted authority over me, of keys at your side, your hair combed
you should have adopted me and not smooth over a roll and your apartment
married me. I am sure you were old hung round with fruits in worsted of
enough. your own working. .

Sir Peter: Old enough! Ay, there it is. 25 Lady Teazle: Oh, yes! I remember it
Well, well, Lady Teazle, though my life  very well, and a curious life I led. My
may be made unhappy by your temper, daily occupation to inspect the dairy,
I’ll not be ruined by your extravagance. superintend the poultry, make extracts

Lady Teazle: My extravagance! I'm  from the family receipt-book, and comb
sure I'm not more extravagant than a 3o my Aunt Deborah’s lap-dog.

woman of fashion ought to be. Sir Peter: Yes, yes, ma’am, "twas so
Sir Peter: No, no, madam, you shall indéed.
throw away no more sums on such un- Lady Teazle: And then you know, my

meaning luxury. *Slife! to spend as much  evening amusements! To draw patterns
to furnish your dressing-room with 35 for ruffles, which I had not materials to
flowers in winter as would suffice to make up; to play Pope Joan ® with the
turn the Pantheon! into a greenhouse curate; to read a sermon to my aunt; or
and give a féte champétre at Christmas. to be stuck down to an old spinet to

1 A concert hall, a favorite resort of the 2 Embroidery frame. 3 An old game of
fashionable world at this time. cards.
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strum my father to sleep after a fox-
chase.

Sir Peter: I am glad you have so good
a memory. Yes, madam, these were the
recreations I took you from; but now
you must have your coach,—vis-g-vis,—
and three powdered footmen before your
chair, and in the summer a pair of white
cats ® to draw you to Kensington Gar-
dens. No recollection, I suppose, when
you were content to ride double behind
the butler on a docked coach-horse.

Lady Teazle: No—1I swear I never did
that. I deny the butler and the coach-
horse.

Sir Peter: This, madam, was your
situation; and what have I done for you?

I have made you a woman of fashion, of

fortune, of rank,—in short, I have made
you my wife.

Lady Teazle: Well, then, and there is
but one thing more you can make me to
add to the obligation, that is—

Sir Peter: My widow, I suppose?

Lady Teazle: Hem! hem!

Sir Peter: 1 thank you, madam; but
don’t flatter yourself; for, though your ill
conduct may disturb my peace, it shall
never break my heart, I promise you.

205

Lady Teazle: That’s very true, in-
deed, Sir Peter; and, having married
you, I should never pretend to taste
again, I allow. But now, Sir Peter, since

5 we have finished our daily jangle, I pre-
sume I may go to my engagement at
Lady Sneerwell’s.

Sir Peter: Ay, there’s another precious

circumstance! A charming set of ac-

10 quaintance you have made there!

Lady Teazle: Nay, Sir Peter, they are
all people of rank and fortune and re-
markably tenacious of reputation.

Sir Peter: Yes, egad, they are tena-

15 cious of reputation with a vengeance,

for they don’t choose anybody should
have a character but themselves! Such a
crew! Ah, many a wretch has rid on a
hurdle ¢ who has done less mischief than

20 these utterers of forged tales, coiners of

scandal, and clippers of reputation.
Lady Teazle: What, would you re-
strain the freedom of speech!
Sir Peter: Ah! they have made you

25 just as bad as any one of the society.

Lady Teazle: Why, I believe I do bear
a part with a tolerable grace. But I vow
I bear no malice against the people I
abuse. When I say an ill-natured thing,

However, I am equally obliged to you 30 tis out of pure good humor; and I take

for the hint.

Lady Teazle: Then why will you en-
deavor to make yourself so disagreeable
to me and thwart me in every little ele-
gant expense?

Sir Peter: *Slife, madam, I say; had
you any of these little elegant expenses
when you married me?

Lady Teazle: Lud, Sir Peter, would
you have me be out of the fashion?

Str Peter: The fashion, indeed! What
had you to do with the fashion before
you married me?

Lady Teazle: For my part, 1 should

35

40

it for granted they deal exactly in the
same manner with me. But, Sir Peter,
you know you promised to come to Lady
Sneerwell’s, too.

Sir Peter: Well, well, I’ll call in just
to look after my own character.

Lady Teazle: Then, indeed, you must
make haste after me, or you’ll be too
late. So good by to yel [Exit.]

Sir Peter: So I have gained much by
my intended expostulation! Yet with
what a charming air she contradicts
everything I say, and how pleasantly
she shows her contempt for my author-

think you would like to have your wife 45 ity! Well, though I can’t make her love

thought a woman of taste.

Sir Peter: Ay! There again! Taste!
Zounds, madam, you had no taste when
you married me!

4 A coach in which the occupants sat so as
to face one another. 5 Ponies.

me, there is great satisfaction in quarrel-
ing with her; and I think she never
appears to such advantage as when she
is doing everything in her power to
plague me. [ Exit.]

¢ Rail.
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opportunity of speaking to me before

[ScenE II. At Lady Sneerwell’s.] Sir Peter came.
Mrs. Candour: Now, I'll die; but you
CEnter Lady Sueerwell, Mrs. Candour, are so scandalous I'll f’”orswear your so-

Crabtree, Sir Benjamin Backbite, and 5 ciety.

Joseph Surface.] Lady Teazle: What's the matter, Mrs.
Lady Sneerwell: Nay, positively, we Candour?

will hear it. Mrs. Candour: They’ll not allow our
Joseph Surface: Yes, yes, the epigram,  friend Miss Vermilion to be handsome.

by all means. 10 Lady Sneerwell: Oh, surely she is a
Sir Benjamin: O plague on it, uncle!  pretty woman.

’Tis mere nonsense. Crabtree: 1 am very glad you think so,
Crabtree: No, no! ’Fore gad, very ma’am.

clever for an extempore! Mrs. Candour: She has a charming,
Sir Benjamin: But, ladies, you should 15 fresh color.

be acquainted with the circumstance. Lady Teazle: Yes, when it is ffesh put

You must know that one day last week on.
as Lady Betty Curricle was taking the Mrs. Candour: Oh, fie! I'll swear her

dust in Hyde Park in a sort of duo- color is natural. I have seen it come and
decimo phaéton, she desired me to write 20 go.

some verses on her ponies, upon which I Lady Teazle: 1 dare swear you have,
took out my pocketbook and in one ma’am; it goes off at night and comes
moment produced the following:— again in the morning.

Sir Benjamin: True, ma’am, it not
Sure never were seen two such beautiful ;5 only comes and goes; but what’s more,

0 l}""“ie:" i but th egad, her maid can fetch and carry it!
tr:;ies“ses are clowns, but these maca- Mrs. Candour: Ha, ha, ha! How I hate
To give.them this title I'm sure can’t be t? hea.r you talk so! But surely, now, her
wrong sister is, or was, very handsome.
3]
Their legs are so slim and their tails are so 30 Crabtree: wh‘)? Mrs.. Evergreen? O
long. Lord! She’s six-and-fifty if she’s an hour!

Mrs. Candour: Now positively you

Crabiree: There, ladies, done in the wrong her; fifty-two or fifty-three in the

smack of a whip and on horseback too! utmost,—and 1 don’t think she looks
Josepk Surface: A very Pheebus 35 more.

mounted! Indeed, Sir Benjamin! Sir Benjamin: Ah! There’s no judging

Sir Benjamin: Oh, dear sir! Trifles, by her looksunlessone could see her face.

trifles. [Enter Lady Teazle and Maria.] Lady Sneerwell: Well, well, if Mrs.

Mrs. Candour: 1 must have a copy.  Evergreen does take some pains to re-
Lady Sneerwell: Lady Teazle, I hope 4o pair the ravages of time, you must allow
we shall see Sir Peter? she effects it with great ingenuity; and
Lady Teazle: 1 believe he’ll wait on  surely that’s better than the careless
your ladyship presently. manner in which the widow Ochre

Lady Sneerweil: Maria, my love, you chalks her wrinkles.
look grave. Come, you shall sit down to 45  Sir Benjamin: Nay, now, Lady Sneer-

piquet with Mr. Surface. well, you are severe upon the widow.
Maria: 1 take very little pleasure in  Come, come, ’tis not that she paints so
cards; however I’ll do as you please. ill; but, when she has finished her face,

Lady Teazle: [Aside.] I am surprised  she joins it so badly to her neck that she
Mr. Surface should sit down with her; I 50 looks like a mended statue in which the
thought he would have embraced this connoisseur may see at once that the
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head’s modern though the trunk’s an- much pains to get rid of it, you ough}

tique. not to reflect on her.
Crabtree: Ha! hal hal Well said, Lady Sneerwell: That’s very true, in-
nephew! deed.

Mrs. Candour: Ha! hal hal Well, you 5 Lady Teazle: Yes, I know she almost
make me laugh; but I vow I hate you for  lives on acids and small whey; laces her-
it. What do you think of Miss Simper? self by pulleys; and often in the hottest

Sir Benjamin: Why, she has very noon in summer you may see her on a
pretty teeth. little squat pony, with her hair plaited

Lady Teazle: Yes; and on that ac- 10 up behind like 2 drummer’s and puffing
count, when she is neither speaking nor round the Ring 2 on a full trot.
laughing, which very seldom happens, Mrs. Candour: 1 thank you, Lady
she never absolutely shuts her mouth, Teazle, for defending her.

but leaves it always on a-jar, as it were; Sir Peter: Yes, a good defence, truly.

thus—{ Shows her teeth.] 15 Mrs. Candour: Truly, Lady Teazledis
Mrs. Candour: How can you be so ill  as censorious as Miss Sallow.

natured? Crabtree: Yes, and she is a curious be-

Lady Teazle: Nay, I allow even that’s  ing to pretend to be censorious, an awk-
better than the pains Mrs. Prim takesto  ward gawky without any one good point
conceal her losses in front. She draws her 20 under heaven.
mouth till it positively resembles the Mrs. Candour: Positively you shall
aperture of a poor’s-box,! and all her not be so very severe. Miss Sallow is a
words appear to slide out edgewise, as  near relation of mine by marriage, and,
it were; thus: How do you do, madam? as for her person, great allowance is to
Yes, madam. 25 be made; for, let me tell you, a woman

Lady Sneerwell: Very well, Lady labors under many disadvantages who
Teazle. I see you can be a little severe. tries to pass for a girl of six-and-

Lady Teazle: In defence of a friend it thirty.

is but justice. But here comes Sir Peter Lady Sneerwell: Though, surely, she
to spoil our pleasantry. [Enter Sir3ois handsome still; and for the weakness
Peter.] in her eyes, considering how much she

Sir Peter: Ladies, your most obedient. reads by candlelight, it is not to be
—{ 4side.] Mercy on me, here is the wondered at.
whole set! A character dead at every Mrs. Candour: True, and then as to
word, I suppose. 35 her manner; upon my word, I think it is
Mrs. Candour: 1 am rejoiced you are particularly graceful, considering she
come, Sir Peter. They have been so cen-  never had the least education; for you
sorious, and Lady Teazle as bad as any  know her mother was a Welsh milliner
one. and her father a sugar-baker at Bristol.
Sir Peter: That must be very dis-40 Sir Benjamin: Ah! you are both of
tressing to you, Mrs. Candour, I dare you too good natured!
swear. Sir Peter: [ Aside.] Yes, damned good
Mrs. Candour: Oh, they will allow natured! This their own relation! Mercy
good qualities to nobody, not even good  on me!

nature to our friend Mrs. Pursy. 45 Mrs. Candour: For my part, I own I
Lady Teazle: What, the fat dowager cannot bear to hear a friend ill spoken of.
who was at Mrs. Quadrille’s last night? Sir Peter: No, to be sure!
Mrs. Candour: Nay, her bulk is her Sir Benjamin: Oh, you are of a moral

misfortune; and, when she takes so turn. Mrs. Candour and I can sit for an

L A collection box with a slit in the top. 3 In Hyde Park.
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hour and hear Lady Stucco talk senti- Sir Peter: Ah, madam, true wit is

ment. more nearly allied to good nature than
Lady Teazle: Nay, I vow Lady Stucco  your ladyship is aware of.

is very well with the dessert after dinner, Lady Teazle: True, Sir Peter. 1 be-

for she’s just like the French fruit one s lieve they are so near akin that they can
cracks for mottoes, made up of paint never be united.
and proverb. Sir Benjamin: Or rather, madam,
Mrs. Candour: Well, I never will join  suppose them to be man and wife be-
in ridiculing a friend; and so I constantly  cause one seldom sees them together.
tell my cousin Ogle, and you all know 1o Lady Teazle: But Sir Peter is such an
what pretensions she has to be critical enemy to scandal I believe he would
on beauty. have it put down by parliament.
Crabtree: Oh, to be sure, she has her- Sir Peter:’For heaven, madam, if they
self the oddest countenance that ever were to consider the sporting with repu-
whs seen; ’tis a collection of features 15 tation of as much importance as poach-
from all the different countries of the ing on manors and pass an actYor the

globe. preservation of fame,‘I believe I would
Sir Benjamin: So she has, indeed! An  thank them for the bill.

Irish front— Lady Sneerwell: O lud, Sir Peter,
Crabtree: Caledonian locks— 20 would you deprive us of our privileges?
Sir Benjamin: Dutch nose— Sir Peter: Ay, madam; and then no
Crabtree: Austrian lips— person should be permitted to kill char-
Sir Benjamin: Complexion of a Span-  acters and run down reputations but

iard— qualified old maids and disappointed
Crabtree: And teeth g la Chinoise— 25 widows.

Sir Benjamin: In short, her face re- Lady Sneerwell: Go, you monster!
sembles a table d’hote at Spa,—where no Mrs. Candour: But, surely, you would
two guests are of a nation— not be quite so severe on those who only

Crabtree: Or a congress at the close of report what they hear!
ageneral war,—wherein all themembers, 30  Sir Peter: Yes, madam, I would have
even to her eyes, appear to have a dif- law merchant 3 for them, too; and in all
ferent interest, and her nose and chin ¢ases of slander currency, whenever the
are the only parties likely to join issue.  drawer of the lie was not to be found, the

Mrs. Candour: Ha! ha! hal injured parties should have a right to
Sir Peter: [ Aside.] Mercy on my life! 35 come on any of the indorsers.
A person they dine with twice a week! Crabiree: Well, for my part, I believe
Lady Sneerwell: Go, go! You are a  there never was a scandalous tale with-
couple of provoking toads. out some foundation.
Mrs. Candour: Nay, but I vow you Sir Peter: O, nine out of ten of the
shall not carry the laugh off so, for give 40 malicious inventions are founded on
me leave to say that Mrs. Ogle— some ridiculous misrepresentation.

Sir Peter: Madam, madam, I beg your Lady Sneerwell: Come, ladies, shall
pardon. There’s no stopping these good  we sit down to cards in the next room?
gentlemen’s tongues. But when I tell [Enter Servant, who whispers Sir Peter.]
you, Mrs. Candour, that the lady they 45  Sir Peter: [To Servant.] I’ll be with
are abusing is a particular friend of mine,  them directly. [ Exit Servant. Aside.]J’ll
I hope you’ll not take her part. get away unperceived.

Lady Sneerwell: Hal hal hal Well said, Lady Sneerwell: Sir Peter, you are not
Sir Peter! But you are a cruel creature, going to leave us?

—too phlegmatic yourself for a jest, and 5o
too peevish to allow wit in others. 3 Commercial law.
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Sir Peter: Your ladyship must excuse Joseph Surface: Nay, but, Maria, do
me; I'm called away by particular busi- not leave me with a frown. By all that’s
ness. But I leave my character behind honest I swear—{Kneels. Enter Lady
me. [ Exit.] Teazle. Aside.] Gad’s life, here’s Lady

Sir Benjamin: Well—certainly, Lady 5 Teazle—You must not—no, you shall
Teazle, that lord of yours is a strange not—for though I have the greatest re-
being. I could tell you some stories of gard for Lady Teazle—
him would make you laugh heartily if he Maria: Lady Teazle!
were not your husband. Joseph Surface: Yet were Sir Peter to

Lady Teazle: Oh, pray don’t mind 1o suspect—| Lady Teazle comes forward.]
that; come, do let’s hear them. [ Joins Lady Teazle: [Aside.] What is this,
the rest of the company going into the next  pray? Does he take her for me?—Child,
room, who exeunt, except Joseph Surface you are wanted in the next room. [ Exit

and Maria.] Maria.] What is all this, pray?
Joseph Surface: Maria, I see you have 15 Joseph Surface: Oh, the most unlucky
no satisfaction in this society. circumstance in nature! Maria has some-

Maria: How is it possible I should? how suspected the tender concern I have
If to raise malicious smiles at the in- for your happiness and threatened to
firmities or misfortunes of those who acquaint Sir Peter with her suspicions,
have never injured us be the province of 20 and I was just endeavoring to reason
wit or humor, Heaven grant me a double  with her when you came in.
portion of dulness! Lady Teazle: Indeed! but you seemed

Joseph Surface: Yet they appear more  to adopt a very tender mode of reason-
ill-natured than they are; they have no ing. Do you usually argue on your
malice at heart. 25 knees?

Maria: Then is their conduct still Joseph Surface: Oh, she’s a child and
more contemptible; for, in my opinion, I thought a little bombast—But, Lady
nothing could excuse the intemperance Teazle, when are you to give me your
of their tongues but a natural and un- judgment on my library, as you prom-
controllable bitterness of mind. 301sed?

Joseph Surface:Undoubtedly, madam; Lady Teazle: No, no; I begin to think
and it has always been a sentiment it would be imprudent, and you know I
of mine that to propagate a mali- admit you as a lover no farther than
cious truth wantonly is more despica- fashion sanctions.
ble than to falsify from revenge. But3s  Joseph Surface: True—a mere Pla-
can you, Maria, feel thus for others tonic cicisbeo,*—what every wife is en-
and be unkind to me alone? Is hope to titled to.

be denied the tenderest passion? Lady Teazle: Certainly, one must not
Maria: Why will you distress me by  be out of the fashion. However, I have
renewing this subject? 40s0 many of my country prejudices left

Joseph Surface: Ah, Maria, you would  that, though Sir Peter’s ill humor may
not treat me thus and oppose your vex me ever so, it shall never provoke
guardian, Sir Peter’s will, but that I see  me to—

that profligate Charles is still a favored Joseph Surface: The only revenge in

rival. 45 your power. Well, I applaud your mod-
Maria: Ungenerously urged! But eration.

whatever my sentiments are for that un- Lady Teaszle: Go! You are an insinu-

fortunate young man, be assured I shall ating wretch! But we shall be missed.
not feel more bound to give him up be- Let us join the company.

cause his distresses have lost him the 50

regard even of a brother. 4 Gallant.
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Josepk Surface: But we had best not not to be prejudiced against my nephew
return together. by such, I promise you. No, no; if
Lady Teazle: Well, don’t stay, for Charles has done nothing false or mean,
Maria shan’t come to hear any more of I shall compound for his extravagance.
your reasoning, I promise you. [Exit.] 5 Rouley: Then, my life on ’t, you will
Joseph Surface: A curious dilemma  reclaim him. Abh, sir, it gives me new life
my politics have run me into! I wanted to find that your heart is not turned
at first only to ingratiate myself with  against him and that the son of my good
Lady Teazle that she might not be my old master has one friend, however,
enemy with Maria; and I have, I don’t 10 left.
know how, become her serious lover. Sir Oliver: What! Shall I forget,
Sincerely I begin to wish I had never Master Rowley, when I was at his years
made such a point of gaining so very myself! Egad, my brother and I were
good a character, for it has led me into  neither of us very prudent youths; and
so many cursed rogueries that I doubt 15 yet I believe you have not seen many
I.shall be exposed at last. [ Exit.] better men than your old mastef was?
Rowley: Sir, ’tis this reflection gives
[Scene III. Sir Peter Teazle’s house.] me assurance that Charles may yet be

[Enter Rowley and Sir Oliver Surface.] gir";’g;;rf" his family. Bue here comes

Sir Oliver: Hal hal hal so my old Sir Oliver: Egad, so he does. Mercy
friend is married, hey? A young wife on me, he’s greatly altered and seems
from the country! Ha! ha! ha! that he tohave a settled, married look! One may
should have stood bluff ! to old bachelor  read Ahusband in his face at this distance.
so long and sink into a husband at last! 25 [ Enter Sir Peter.]

Rowley: But you must not rally him Sir Peter: Ha! Sir Oliver, my old
on the subject, Sir Oliver; ’tis a tender  friend! Welcome to England a thousand
point, I assure you, though he has been  times!
married only seven months. Sir Oliver: Thank you, thank you, Sir

Sir Oliver: Then he has been just half 30 Peter! And 1’ faith I am glad to find you
a year on the stool of repentance! Poor  well, believe me!

Peter! But you say he has entirely given Sir Peter: Oh, ’tis a long time since
up Charles—never sees him, hey? we met,—fifteen years, I doubt, Sir

Rowley: His prejudice against him is  Oliver, and many a cross accident in

astonishing, and I am sure greatly in- 35 the time.
creased by a jealousy of him with Lady Sir Oliver: Ay, I have had my share.
Teazle, which he has industriously been  But, what! I find you are married, hey?
led into by a scandalous society in the Well, well, it can’t be helped; and so—I
neighborhood who have contributed not  wish you joy with all my heart!
a little to Charles’s ill name. Whereas 40  Sir Peter: Thank you, thank you, Sir
the truth is, I believe, if the lady is par- Oliver. Yes, I have entered into—the
tial to either of them, his brother is the happy state; but we’ll not talk of that
favorite. now.

Sir Oliver: Ay, I know there are a set Sir Oliver: True, true, Sir Peter. Old
of malicious, prating, prudent gossips, 45 friends should not begin on grievances
both male and female, who murder char-  at first meeting. No, no, no.

acters to kill time and will rob a young Rowley: [ Aside to Sir Oliver.] Take
fellow of his good name before he has care, pray, sir.
years to know the value of it. But I am Sir Oliver: Well, so one of my neph-

50 ews is a wild fellow, hey?
! Firm. Sir Peter: Wild! Ah, my old friend, I
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grieve for your disappointment there.
He’s a lost young man, indeed. However,
his brother will make you amends;
Joseph is, indeed, what a youth should
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directly. But, however, don’t mistake
me, Sir Peter; I don’t mean to defend
Charles’s errors; but before I form my
judgment of either of them, I intend to

be,—everybody in the world speaks 5make a trial of their hearts; and my old

well of him,

Sir Oliver: 1 am sorry to hear it; he
has too good a character to be an honest
fellow. “ Everybody speaks well of him!”’

Psha! then he has bowed as low to 1o

knaves and fools as to the honest dig-
nity of genius and virtue.

Sir Peter: What, Sir Oliver! Do you
blame him for not making enemies?

Sir Oliver: Yes, if he has merit enough
to deserve them.

Sir Peter: Well, well,—you’ll be con-
vinced when you know him. Tis edifica-
tion to hear him converse; he professes
the noblest sentiments.

Sir Oliver: Oh, plague of his senti-
ments! If he salutes me with a scrap of
morality in his mouth, I shall be sick

friend Rowley and I have planned some-
thing for the purpose.

Rowley: And Sir Peter shall own for
once he has been mistaken.

Sir Peter: Oh, my life on Joseph’s
honor!

Sir Oliver: Well, come, give us a
bottle of good wine, and we’ll drink the
lads’ health and tell you our scheme.

Sir Peter: Allons, thenl

Sir Oliver: And don’t, Sir Peter, be so
severe against your old friend’s son.
Odds, my life! I am not sorry that he
has run out of the course a little. For

20 my part, 1 hate to see prudence clinging

to the green suckers of youth; ’tis like
ivy round a sapling and spoils the
growth of the tree. [ Exeunt.]

QUESTIONS ON ACT II

1. Is the disagreement between the Teazles in Scene i supposed to be
comic simply because a husband and wife disagree? Or does the reader see
more in it than the mere quarrel? Does it contain any irony? Any satire?

2. Analyze the influence of the wit upon the total impression which we

have of the gossips. If we consider them the

“villains” of the piece, does

their wit tend to make them more simple or more complex characters?
3. Do the exit and re-entry of Lady Teazle, near the end of Scene i,
seem adequately motivated? Why does Sheridan want Lady T. back on

the stage at this particular point?

4. How much sense of progression does Act II give you? Note how
Scene iii points ahead to a future action. Does this have the same effective-
ness as the way in which Wilde’s Act I leads up to his Act 11?

5. See the analysis of Act II of Wilde’s play and then decide whether
Sheridan’s Act II has a comparable rhythm and tightness of structure.
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ACT 1II

[SceNnE 1. Sir Peter Teazle’s house.]

[Enter Sir Peter Teazle, Sir Oliver
Surface, and Rowley.]

Sir Peter: Well, then, we will see this
fellow first and have our wine after-
wards. But how is this, Master Rowley?
I don’t see the jet ! of your scheme.

Rowley: Why, sir, this Mr. Stanley,
whom I was speaking of, is nearly re-
lated to them by their mother. He was
once a merchant in Dublin but has been
ruined by a series of undeserved mis-
fortunes. He has applied by letter to
both Mr. Surface and Charles. From the
former he has received nothing but
evasive promises of future service, while
Charles has done all that his extrava-
gance has left him power to do; and he
is at this time endeavoring to raise a
sum of money, part of which, in the
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where is the fellow whom you brought
for Sir Oliver to examine relative to
Charles’s affairs?
Rowley: Below, waiting his com-
5 mands, and no one can give him better
intelligence. This, Sir Oliver, i1s a
friendly Jew, who, to do him justice,
has done everything in his power to
bring your nephew to a proper sense of

10 his extravagance.

Sir Peter: Pray, let us have him
in.

Rowley: [Apart to Servant.] Desire
Mr. Moses to walk upstairs.

15 Sir Peter: But, pray, why should you

suppose he will speak the truth?™
Rowley: Oh, 1 have convinced him

that he has no chance of recovering

certain sums advanced to Charles but

20 through the bourty of Sir Oliver, who,

he knows, has arrived, so that you may
depend on his fidelity to his own inter-
ests. I have also another evidence in my
power, one Snake, whom I have detected

midst of his own distresses, I know hez5in a matter little short of forgery and

intends for the service of poor Stanley.
Sir Oliver: Ah! he is my brother’s son.
Sir Peter: Well, but how is Sir Oliver
personally to—

Rowley: Why, sir, I will inform 30

Charles and his brother that Stanley has
obtained permission to apply personally
to his friends; and, as they have neither
of them ever seen him, let Sir Oliver

assume his character and he will have a 35

fair opportunity of judging at least of
the benevolence of their dispositions.
And, believe me, sir, you will find in the
youngest brother one who, in the midst

shall speedily produce him to remove
some of your prejudices.

Sir Peter: 1 have heard too much on
that subject.

-Rowley: Here comes the honest Israel-
ite. [Enter Moses.] This is Sir Oliver.

Sir Oliver: Sir, I understand you have
lately had great dealings with my nephew
Chailes.

Moses: Yes, Sir Oliver, I have done
all I could for him; but he was ruined
before he came to me for assistance.

Sir Oliver: That was unlucky, truly,
for you have had no opportunity of

of folly and dissipation, has still, as our 40 showing your talents.

immortal bard expresses it,—

a heart to pity and a hand,
Open as day for melting charity.?

Moses: None at all. I hadn’t the
pleasure of knowing his distresses till he
was some thousands worse than nothing.

Sir Oliver: Unfortunate, indeed! But

Sir Peter: Psha! What signifies his 451 suppose you have done all in your

having an open hand or purse either
when he has nothing left to give? Well,
well, make the trial, if you please. But

power for him, honest Moses?

Moses: Yes, he knows that. This very
evening I was to have brought him a
gentleman from the city who does not

1 Point.  Slightly misquoted from Henry 50 know him and will, I believe, advance

1V, Parnt 2, 1V, iv, 31-32.

him some money.
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Sir Peter: What, one Charles has Moses: If you ask him no more than
never had money from before! that, you’ll be discovered immediately.

Moses: Yes. Mr. Premium, of Sir Oliver: Hey! what, the plague! how
Crutched Friars, formerly a broker. much then?

Sir Peter: Egad, Sir Oliver, a thought 5 Moses: That depends upon the cir-
strikes me! Charles, you say, does not cumstances. If he appears not very
know Mr. Premium? anxious for the supply, you should re-

Moses: Not at all. quire only forty or fifty per cent.; but if

Sir Peter: Now then, Sir Oliver, you you find him in great distress and want
may have a better opportunity of satis- 10 the moneys very bad, you may ask
fying yourself than by an old, romancing  double.

tale of a poor relation. Go with my friend Sir Peter: A good honest trade you’re
Moses and represent Premium, and learning, Sir Oliver!

then, I'll answer for it, you’ll see your Sir Oliver: Truly, I think so,—and
nephew in all his glory. 15 not unprofitable.

Sir Oliver: Egad, I like this idea better Moses: Then you know, you haven’t
than the other, and I may visit Joseph the moneys yourself but are forced to
afterwards as old Stanley. borrow them of an old friend.

Sir Peter: True,—so you may. Sir Oliver: Oh! I borrow it of a friend,

Rowley: Well, this is taking Charles zodo I?
rather at a disadvantage, to be sure. Moses: And your friend is an uncon-
However, Moses, you understand Sir scionable dog; but you can’t help that.
Peter and will be faithful? Sir Oliver: My friend an unconscion-

Moses: You may depend upon me. able dog, is he?
This is near the time I was to have gone. 25 Moses: Yes, and he himself has not
Sir Oliver: I'll accompany you as soon  the moneys by him but is forced to sell
as you please, Moses. But hold! I have stock at a great loss.

forgot one thing,—how the plague shall Sir Oliver: He is forced to sell stock

I be able to pass for a Jew? at a great loss, is he? Well, that’s very
Moses: There’s no need. The principal 30 kind of him.

is Christian. Sir Peter: I’ faith, Sir Oliver—Mr.

Sir Oliver: Is he? I’'m very sorry to  Premium, I mean—you’ll soon be master
hear it; but then, again, an’t I rather too  of the trade. But, Moses, would not you
smartly dressed to look like a money- have him run out a little against the

lender? 35 annuity bill? # That would be in char-
Sir Peter: Not at all; "twould not be acter, I should think.

out of character, if you went in your own Moses: Very much.

carriage, would it, Moses? Rowley: And lament that a young
Moses: Not in the least. man now must be at years of discretion
Sir Oliver: Well, but how must I talk? 40 before he is suffered to ruin himself?

There’s certainly some cant of usury Moses: Ay, great pity!

and mode of treating that I ought to Sir Peter: And abuse the public for

know. allowing merit to an act whose only

Sir Peter: Oh, there’s not much to object is to snatch misfortune and im-
learn. The great point, as I take it, is to 45 prudence from the rapacious gripe of
be exorbitant enough in your demands. usury and give the minor a chance of
Hey, Moses? inheriting his estate without being un-

Moses: Yes, that’s a very great point. done by coming into possession.

Sir Oliver: I’ll answer for 't I'll not be
wanting in that. I’ll ask him eight or ten 50 3 Designed to protect minors against the
per cent. on the loan at least. sellers of annuities. It was passed in 1777.
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Sir Oliver: So, so—Maoses shall give Sir Peter: Well, well, pity him as much
me farther particulars as we go to- as you please, but give your heart and
gether. hand to a worthier object.

Sir Peter: You will not have much Maria: Never to his brother.
time, for your nephew lives hard by. 5 Sir Peter: Go, perverse and obstinate!

Sir Oliver: Oh, never fear! My tutor  But take care, madam; you have never
appears so able that though Charles yet known what the authority of. a

“lived in the next street, it must be my  guardian is. Don’t compel me to in-
own fault if I am not a complete rogue  form you of it.
before I turn the corner. [Exit with 10 Maria: 1 can only say, you shall not
Moses.] have just reason. ’Tis true, by my

Sir Peter: So, now, I think Sir Oliver  father’s will I am for a short period
will be convinced. You are partial, bound to regard you as his substitute,
Rowley, and would have prepared but must cease to think you so when

Charles for the other plot. 15 you would compel me to be miserable.
Rowley: No, upon my word, Sir Peter. [ Exit.]
Sir Peter: Well, go bring me this Sir Peter: Was ever man so crossed as

Snake, and I’ll hear what he has to say I am, everything conspiring to fret me!
presently. I see Maria and want tospeak I had not been involved in matrimony
with her. [Exit Rowley.] I should be 20 a fortnight before her father, a hale and
glad to be convinced my suspicions of  hearty man, died, on purpose, I believe,
Lady Teazle and Charles were unjust.  for the pleasure of plaguing me with the
I have never yet opened my mind on  care of his daughter—But here comes
this subject to my friend Joseph. I am  my helpmate! She appears in great good
determined I will do it; he will give me 25 humor. How happy I should be if I could
his opinion sincerely. [Enter Maria.]So,  tease her into loving me, though but a
child, has Mr. Surface returned with  little! [Enter Lady Teazle.]

you? Lady Teazle: Lud, Sir Peter, I hope
Maria: No, sir, He was engaged. you haven’t been quarreling with Maria?

Sir Peter: Well, Maria, do you not 30 It is not using me well to be ill-humored
reflect the more you converse with that  when I am not by.
amiable young man what return his Sir Peter: Ah, Lady Teazle, you
partiality for you deserves? might have the power to make me good

Maria: Indeed, Sir Peter, your fre-  humored at all times.
quent importunity on this subject dis- 35 Lady Teazle: I am sure I wish I had,
tresses me extremely. You compel me  for I want you to be in a charming,
to declare that I know no man who has  sweet temper at this moment. Do be
ever paid me a particular attention good humored now and let me have two
whom I would not prefer to Mr. Surface.  hundred pounds, will you?

Sir Peter: So—here’s perverseness! 40  Sir Peter: Two hundred pounds!
No, no, Maria, ’tis Charles only whom  What, ain’t I to be in a good humor
you would prefer. *Tis evident his vices  without paying for it? But speak to me
and follies have won your heart. thus and, 1’ faith, there’s nothing I could

Maria: This is unkind, sir. You know  refuse you. You shall have it, but seal
I have obeyed you in neither seeing or 45 me a bond for the repayment.
corresponding with him. I have heard Lady Teazle: Oh, no! There,—my note
enough to convince me that he is un- of hand will do as well. [Offering her
worthy my regard. Yet I cannot think it  4and.]
culpable, if, while my understanding Sir Peter: And you shall no longer re-
severely condemns his vices, my heart so proach me with not giving you an in-
suggests some pity for his distresses. dependent settlement. I mean shortly
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to surprise you. But shall we always live
thus, hey?

Lady Teazle: If you please. I’'m sure I
don’t care how soon we leave off quar-

reling provided you’ll own you were s

tired first.
Sir Peter: Well, then let our future
contest be who shall be most obliging.
Lady Teazle: 1 assure you, Sir Peter,

are going on. You don’t perceive, my
life, that you are just doing the very
thing which you know always makes me
angry.

Lady Teazle: Nay, you know if you will
be angry without any reason, my dear—

Sir Peter: There, now you want to
quarrel again.

Lady Teazle: No, I’'m sure I don’t;

good nature becomes you. You look 1o but if you will be so peevish—

now as you did before we were married,
when you used to walk with me under
the elms and tell me stories of what a
gallant you were in your youth and

Sir Peter: There now! Who begins
first?
Lady Teazle: Why, you to be sure. I

said nothing; but there’s no bearing your

chuck me under the chin and ask me if 15 temper.

I thought I could love ar old fellow who

would deny me nothing—didn’t you?
Sir Peter: Yes, yes, and you were as

kind and attentive— -

Lady Teazle: Ay, so I was, and would 20

always take your part when my ac-
quaintance used to abuse you and turn
you into ridicule.

Sir Peter: Indeed!

Lady
cousin Sophy has called you a stiff,
peevish old bachelor and laughed at me
for thinking of marrying one who might
be my father, I have always defended

Sir Peter: No, no, madam! The fault’s
in your own temper.

Lady Teazle: Ay, you are just what
my cousin Sophy said you would be.

Sir Peter: Your cousin Sophy is a
forward, impertinent gipsy.

Lady Teazle: You are a great bear,
I’'m sure, to abuse my relations.

Sir Peter: Now may all the plagues

Teazle: Ay, and when my 25of marriage be doubled on me if ever I

try to be friends with you any more!
Lady Teazle: So much the better.
Sir Peter: No, no, madam. "Tis evi-

dent you never cared a. pin for me and I

you and said I didn’t think you so ugly 30 was a madman to marry you,—a pert,

by any means; and I dared say you’d
make a very good sort of husband.

Sir Peter: And you prophesied right;
and we shall now be the happiest
couple—

Lady Teazle: And never differ again?

Sir Peter: No, never. Though at the
same time, indeed, my dear Lady Teazle,
you must watch your temper very seri-

rural coquette that had refused half the

honest squires in the neighborhood.
Lady Teazle: And I am sure I was a

fool to marry you,—an old dangling

35 bachelor, who was single at fifty only

because he never could meet with any-
one who would have him.

Sir Peter: Ay, ay, madam; but you
were pleased enough to listen to me.

ously, for in all our quarrels, my dear, if 40 You never had such an offer before.

you recollect, my love, you always be-
gan first.

Lady Teasle: 1 beg your pardon, my
dear Sir Peter. Indeed you always gave
the provocation.

Sir Peter: Now see, my angel! Take
care! Contradicting isn’t the way to
keep friends.

Lady Teazle: Then don’t you begin it,
my love.

Sir Peter: There, now, you—you—

Lady Teazle: No? Didn’t I refuse Sir
Tivy Terrier, who everybody said would
have been a better match, for his estate
is just as good as yours and he has broke

45 his neck since we have been married?

Sir Peter: 1 have done with you,
madam! You are an unfeeling, ungrate-
ful—But there’s an end of everything.
I believe you capable of everything that

sois bad. Yes, madam, I now believe the

reports relative to you and Charles,
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madam. Yes, madam, you and Charles
are, not without grounds—

Lady Teaule: Take care, Sir Peter!
You had better not insinuate any such
thing! I’ll not be suspected without
cause, I promise you.

Sir Peter: Very well, madam, very
well! A separate maintenance as soon as
you please. Yes, madam, or a divorce!
I’l make an example of myself for the
benefit of all old bachelors. Let us sepa-
rate, madam.

Lady Teazle: Agreed, agreed! And
now, my dear Sir Peter, we are of a
mind once more, we may be the happiest
couple and never differ again, you know.
Ha, ha, ha! Well, you are going to be in
a passion, I see, and I shall only inter-
rupt you; so bye, bye! [Exit.]
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gentlemen. He has company and can’t
speak with you yet.

Sir Oliver: If he knew who it was
wanted to see him, perhaps he would not

5 send such a message?

Trip: Yes, yes, sir; he knows you are
here. I did not forget little Premium.
No, no, no.

Sir Oliver: Very well; and I pray, sir,

10 what may be your name?

Trip: Trip, sir; my name is Trip, at
your service.
Sir Oliver: Well, then, Mr. Trip, you

have a pleasant sort of place here, I

15 guess.

Trip: Why, yes. Here aretthree or
four of us pass our time agreeably
enough; but then our wages are some-
times a little in arrear, and not very

Sir Peter: Plagues and tortures! Can’t 20 great either, but fifty pounds a year

I make her angry either? Oh, I am the
most miserable fellow! But I’ll not bear
her presuming to keep her temper. No!
She may break my heart, but she shan’t
keep her temper. [ Exit.]

[SceNE I1. Charles Surface’s house.]

[Enter Trip, Moses, and Sir Oliver
Surface.]

Trip: Here, Master Moses! If you’ll
stay a moment, I'll try whether—
What’s the gentleman’s name?

Sir Oliver: [Aside to Moses.] Mr.
Moses, what is my name?

Moses: Mr. Premium.

Trip: Premium. Very well. [Ex,
taking snuff.]

Sir Oliver: To judge by the servants,

and find our own bags and bouquets.!
Sir Oliver: [Aside.] Bags and bou-
quets! Halters and bastinadoes!
Trip: And a propos, Moses, have you

25 been able to get me that little bill dis-

counted?

Sir Oliver: [Aside.] Wants to raise
money too! Mercy on me! has his dis-
tresses too, 1 warrant, like a lord and

30 affects creditors and duns.

Moses: *Twas not to be done, indeed,
Mr. Trip.

Trip: Good lack, you surprise me! My
friend Brush has indorsed it, and I

35 thought when he put his name at the

back of a bill twas the same as cash.
Moses: No, ’twouldn’t do.
Trip: A small sum,—but twenty
pounds. Harkee, Moses, do you think

one wouldn’t believe the master was 40 youcouldn’t getit me by way of annuity?

ruined. But what! Sure, this was my
brother’s house?

Moses: Yes, sir; Mr. Charles bought
it of Mr. Joseph, with the furniture,

Sir Oliver: [ Aside.] An annuity! Ha,
ha! A footman raise money by way of
annuity! Well done, luxury, egad!

Moses: Well, but you must insure

pictures, &c., just as the old gentleman 45 your place.

left it. Sir Peter thought it a piece of

extravagance in him.

Sir Oliver: In my mind, the other’s
economy in selling it to him was more
reprehensible by half. [ Enter Trip.]

Trip: My master says you must wait,

50

Trip: Oh, with all my heart! I’ll in-
sure my place and my life too, if you
please.

1 Provide their own bag wigs and shoulder
bouquets, worn by footmen.
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Sir Oliver: [Aside.] It’s more than I  the course by keeping him from corn?

would your neck. For my part, egad, I am never so suc-
Moses: But is there nothing you could  cessful as when I am a little merry. Let

deposit? me throw on a bottle of champagne
Trip: Why, nothing capital of my 5 and I never lose.

master’s wardrobe has dropped lately; Careless: At least I never feel my

but I could give you a mortgage on losses, which is exactly the same thing.

some of his winter clothes with equity 2d Gentleman: Ay, that I believe.

of redemption before November; or you Charles: And then, what man can

shall have the reversion of the French 1o pretend to be a believer in love who is
velvet or a post-obit on the blue and an abjurer of wine? ’Tis the test by
silver. These I should think, Moses, with  which the lover knows his own heart.
a few pairs of point ruffles as collateral  Fill a dozen bumpers to a dozen beauties
security—Hey, my little fellow? and she that floats atop is the maid that
Moses: Well, well. [ Bell rings.] 15 has bewitched you.
Trip: Egad, I heard the bell! I be- Careless: Now then, Charles, be hon-
lieve, gentlemen, I can now introduce est and give us your real favorite.
you. Don’t forget the annuity, little Charles: Why, I have withheld heronly
Moses. This way, gentlemen; I’ll insure  in compassion to you. If I toast her, you

my place, you know. 20 must give a round of her peers, which is
Sir Oliver: [ Aside.] If the man be a  impossible—on earth.
shadow of the master, this is a temple of Careless: Oh, then, we’ll find some
dissipation indeed. [ Exeunt.] canonized vestals or heathen goddesses
that will do, I warrant!
[Scene III. Another room.] 25 Charles: Here, then, bumpers, you

! ! 1a! 1
[Charles .Surffzce, Careless, 8c., ¢, rog;;st gol;;l]pgi;n%ifl;&x:rxg o?
at a table with wine, Ye.] Charles: Oh, damn the surname! *Tis
Charles: ’Fore heaven, ’tis true! too formal to be registered in love’s
There’s the great degeneracy of the age. 30 calendar. But now, Sir [Toby], beware!
Many of our acquaintance have taste, We must have beauty superlative.
spirit, and politeness; but, plague on’t, Careless: Nay, never study, Sir
they won’t drink. [Toby]. We’ll stand to the toast though
Careless: It is so, indeed, Charles. your mistress should want an eye and
They go into all the substantial luxuries 35 you know you have a song will excuse
of the table and abstain from nothing you.
but wine and wit. Oh, certainly society Sir [Toby]: Egad, so I have, and I'll
suffers by it intolerably, for now instead  give him the song instead of the lady.
of the social spirit of raillery that used [Sings.]
to mantle over a glass of bright Bur-40
gundy, their conversation is become just  Here’s to the maiden of bashful fifteen;
like the Spa-water they drink, which Here’s to the widow of fifty;
has all the pertness and flatulency of Here's to the flaunting, extravagant quean,
champagne without the spirit or flavor. CAnd here’s tltj the housewife that’s thrifty.
Ist Gentleman: But what are they to 45 HORUS. et the toast pass,

. Drink to the lass,—
do who love play better than wine? I’ll warrant she’ll prove an excuse for the

Careless: Truel There’s Sir Harry glass|
diets himself for gaming and is now
under a hazard regimen. Here’s to the charmer whose dimples we

Charles. Then he’ll have the worst of 5o prize;
it. What! you wouldn’t train a horse for Now to the maid who has none, sir!
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Here’s to the girl with a pair of blue eyes, I’ll give you a sentiment: here’s Success
And here’s to the nymph with but one, sir!  to usury/ Moses, fill the gentleman a
CHorus. Let the toast pass, &c. bumper.

Moses: Success to usury! [Drinks.]
5 Careless: Right, Moses! Usury is pru-
Here’s to the wife with a face full of woe, dence and industry, and deserves to suc-

And now to the girl that is merry! ceed.
CHORUS. Let the toast pass, &c. Sir  Oliver: Then—here’s—all the
success it deserves! [ Drinks.]
For let ’em be clumsy, or let 'em be slim, 10  Careless: No, no, that won’t do! Mr.

Here’s to the maid with a bosom of snow!
Now to her that’s as brown as a berry!

Young or ancient, I care not a feather; Premium, you have demurred at the

So Aﬁ"dal pint bumper auite up to tf;f brim,  toast and must drink it in a pint bumper.
nd let us e’en toast them together! DA o

Chorus. Let the toast pass, &o. 15t Gentleman: A pint bumper at least!

Moses: Oh, pray, sir, consider! Mr.
All: Bravo! Bravo! [Enter Trip and 15 Premium’s a gentleman.

whispers Charles Surface.] Careless: And therefore 10ves good
Charles: Gentlemen, you must excuse wine.

me a little. Careless, take the chair, will 2d Gentleman: Give Moses a quart

you? glass. This is mutiny and a high con-
Careless: Nay, pr'ythee, Charles, what 20 tempt for the chair.

now? This is one of your peerless beau- Careless: Here, now for ’t! I'll see

ties, I suppose, has dropped in by justice done, to the last drop of my

chance? bottle.

Charles: No, faith! To tell you the Sir Oliver: Nay, pray, gentlemen! I
truth, 'tis a Jew and a broker, who are 25 did not expect this usage.

come by appointment. Charles: No, hang it, you shan’t. Mr.
Careless: Oh, damn it, let’s have the Premium’s a stranger.

Jew in. Sir Oliver: [ Aside.] Odd! I wish I was
15t Gentleman: Ay, and the broker too, ~ well out of their company.

by all means. 30  Careless: Plague on ’em then! If they
2d Gentleman: Yes, yes, the Jew and won’t drink, we’ll not sit down with

the broker! them. Come, Toby, the dice are in the

Charles: Egad, with all my heart! next room. Charles, you'll join us when
Trip, bid the gentlemen walk in. [Exi¢  you have finished your business with the
Trip.] Though there’s one of them a 35 gentlemen?

stranger, I can tell you. Charles: 1 willl I willl [ Exeunt Gentle-
Careless: Charles, let us give them men.] Careless!

some generous Burgundy and perhaps Careless: [ Returning.] Well?

they’ll grow conscientious. Charles: Perhaps I may want you.

Charles: Oh, hang ’em, no! Wine does 40  Careless: Oh, you know I am always
but draw forth a man’s natural qualities; ready. Word, note, or bond, ’tis all the
and to make them drink would only be same to me! [Exit.]
to whet their knavery. [Enter Trip, Sir Moses: Sir, this is Mr. Premium, a
Oliver, and Moses.] gentleman of the strictest honor and

Charles: So, honest Moses! Walk in, 45 secrecy, and always performs what he
pray, Mr. Premium. That’s the gentle- undertakes. Mr. Premium, this is—
man’s name, isn’t it, Moses? Charles: Pshal Have done! Sir, my

Moses: Yes, sir. friend Moses is a very honest fellow but

Charles: Set chairs, Trip.—Sit down, a little slow at expression. He’ll be an
Mr. Premium.—Glasses, Trip.—Sit 5o hour giving us our titles. Mr. Premium,
down, Moses.—Come, Mr. Premium, the plain state of the matter is this: I am
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an extravagant young fellow who wants  uncle, I have heard; but how your ex-
to borrow money; you I take to be a  pectations will turn out is more, I be-
prudent old fellow who have got money lieve, than you can tell.

to lend. I am blockhead enough to give Charles: Oh, no! There can be no
fifty per cent. sooner than not have it; 5 doubt! They tell me I'm a prodigious
and you, I presume, are rogue enough to  favorite and that he talks of leaving me
“take a hundred if you can get it. Now, everything.

sir, you see we are acquainted at once Sir Oliver: Indeed! This is the first

and may proceed to business without I've heard of it.

farther ceremony. 10 Charles: Yes, yes, ’tis just so. Moses
Sir Oliver: Exceeding frank, upon my  knows ’tis true, don’t you, Moses?

word. 1 see, sir, you are not a man of Moses: Oh, yes! I’ll swear to’t.

many compliments. Sir Oliver: [ Aside.] Egad, they’ll per-
Charles: Oh, no, sir! Plain dealing in  suade me presently I’m at Bengal.

business I always think best. 15 Charles: Now 1 propose, Mr. Pre-

Sir Oliver: Sir, | like you the better for  mium, if it’s agreeable to you, a post-
it. However, you are mistaken in one obit on Sir Oliver’s life, though at the
thing. I have no money to lend, but I  same time the old fellow has been so
believe I could procure some of a friend;  liberal to me that I give you my word [
but then he’s an unconscionable dog, 20 should be very sorry to hear that any-

1sn’t he, Moses? thing had happened to him.
Moses: But you can’t help that. Sir Oliver: Not more than I should, I
Sir Oliver: And must sell stock to ac-  assure you. But the bond you mention
commodate you, mustn’t he, Moses? happens to be just the worst security

Moses: Yes, indeed! You know I al-25 you could offer me,—for I might live
ways speak the truth and scorn to tell  to a hundred and never see the principal.
a lie. Charles: Oh, yes, you would! The

Charles: Right! People that speak moment Sir Oliver dies, you know, you
truth generally do. But these are trifles, would come on me for the money.

Mr. Premium. What, I know money 3o  Sir Oliver: Then I believe I should be
isn’t to be bought without paying for ’t!  the most unwelcome dun you ever had

Sir Oliver: Well, but what security in your life.
could you give? You have no land, I Charles: What! 1 suppose you’re
suppose? afraid that Sir Oliver is too good a life?

Charles: Not a mole-hill, nor a twig, 35 Sir Oliver: No, indeed I am not,
but what’s in the bough-pots ! out of the  though I have heard he is as hale and

window! healthy as any man of his years in
Sir Oliver: Nor any stock, I presume?  Christendom.
Charles: Nothing but live stock,— Charles: There, again, now you are

and that’s only a few pointers and 40 misinformed. No, no, the climate has
ponies. But, pray, Mr. Premium, are hurt him considerably, poor uncle
you acquainted at all with any of my Oliver. Yes, yes, he breaks apace, I'm
connections? told, and is so much altered lately that

Sir Oliver: Why, to say truth, I am. his nearest relations don’t know him.

Charles: Then you must know that 145  Sir Oliver: No! Ha, ha, ha! So much
have a devilish rich uncle in the East altered lately that his nearest relations
Indies, Sir Oliver Surface, from whom I  don’t know him! Ha, ha, ha! Egad! Ha,
have the greatest expectations. ha, ha!

Sir Oliver: That you have a wealthy Charles: Ha, ha! You're glad to hear

so that, little Premium?
1 Window-boxes. Sir Oliver: No, no, I’'m not.
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Charles: Yes, yes, you arel Ha, ha, above; and if you have a taste for paint-
ha! You know that mends your chance. ings, egad, you shall have ’em a bargain.
Sir Oliver: But I’'m told Sir Oliver is Sir Oliver: Hey! What the devil? Sure,
coming over. Nay, some say he is actu-  you wouldn’t sell your forefathers, would

ally arrived. s you?

Charles: Pshal sure I must know Charles: Every man of them to the
better than you whether he’s come or  best bidder.
not. No, no, rely on’t, he’s at this mo- Sir Oliver: What! Your great-uncles
ment at Calcutta, isn’t he, Moses? and aunts?

Moses: Oh, yes, certainly. 1o Charles: Ay, and my great-grand-

Sir Oliver: Very true, as you say, you fathers and grandmothers too.
must know better than I, though [ have Sir Oliver: [ Aside.] Now I give him
it from pretty good authority, haven’t up!—What the plague, have you no
I, Moses? bowels for your own kindred? Odd’s life,
Moses: Yes, most undoubted! 15 do you take me for Shylock in the play
Sir Oliver: But, sir, as I understand  that you would raise monew of me on
you want a few hundreds immediately, your own flesh and blood?
is there nothing you could dispose of? Charles: Nay, my little broker, don’t
Charles: How do you mean? be angry. What need you care if you
Sir Oliver: For instance, now, I have 20 have your money’s worth?
heard that your father left behind him Sir Oliver: Well, I'll be the purchaser.
a great quantity of massy old plate. I think I can dispose of the family can-
Charles: O lud! that’s gone long ago.  vas. [Aside.] Oh, I'll never forgive him
Moses can tell you how better than I can.  for this, never! [ Enter Careless.]
Sir Oliver: [ Aside.] Good lack, all the zs  Careless: Come, Charles; what keeps
family race-cups and corporation bowls!?  you?

—Then it was also supposed that his Charles: 1 can’t come yet. I’ faith, we

library was one of the most valuable and  are going to have a sale above stairs.

compact. Here’s little Premium will buy all my
Charles: Yes, yes, so it was,—vastly 30 ancestors.

too much so for a private gentleman. Careless: Oh, burn your ancestors!

For my part, I was always of a com- Charles: No, he may do that after-

municative disposition; so I thought it  wards if he pleases. Stay, Careless, we
a shame to keep so much knowledge to  want you. Egad, you shall be auctioneer;
myself. 35 so come along with us.

Sir Oliver: [ Aside.] Mercy upon me! Careless: Oh, have with you, if that’s
Learning that had run in the family like  the case. Handle a hammer as well as a
an heirloom!—Pray what are become of  dice-box!
the books? Sir Oliver: [ Aside.JOh, the profligates!

Charles: You must inquire of the auc-40  Charles: Come, Moses, you shall be
tioneer, Master Premium, for I don’t appraiser if we want one. Gad’s life,

believe even Moses can direct you. little ‘Premium, you don’t seem to like
Moses: 1 know nothing of books. the business.
Sir Oliver: So, so, nothing of the Sir Oliver: Oh, yes, I do, vastly! Ha,
family property left, I suppose? 45 ha, ha! Yes, yes, I think it a rare joke to

Charles: Not much, indeed, unless sell one’s family by auction. Ha, ha!
you have a mind to the family pictures. [ 4side.] Oh, the prodigal!
I have got a room full of ancestors Charles: To be sure! When a man
wants money, where the plague should
3 Testimonial bowls presented by the city 50 he get assistance if he can’t make free
for distinguished services. with his own relations? [ Exeunt.]
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QUESTIONS ON ACT III

1. In what way does the use of a character like Rowley, in Scene i, con-
siderably ease the problems of the author of the play? Does the use of

Rowley provide too easy solutions?

2. What is the technique by which Sheridan manages to introduce some
satire of money-lending in Scene 1 without our feeling that it is irrelevant?
3. How does the wit of Moses influence the impression which he makes
upon us? How does it influence the tone of the actual money-lending scene?
4. Does the Teazle argument advance the action in any way? Analyze
the effectiveness of Sir Peter’s final remark in Scene i, “I’ll not bear her

presuming to keep her temper.”

5. In the narrow technical sense the scene of Trip’s borrowing money
(Scene i) 1s irrelevant. Is there another sense, however, in which the scene
might be justified? What do we learn through 1t?

6. Why do Charles’s friends in Scene iii insist on having the money-
lenders in? Note the use of irony in the rest of this scene.

7. How does Sheridan endeavor to create a sense of movement forward

at the end of Act III?

ACT 1V

[Scene I. Picture room at Charles’s.]

[Enter Charles Surface, Sir Oliver Sur- 5

face, Moses, and Careless.]

Charles: Walk in, gentlemen, pray
walk in. Here they are, the family of the
Surfaces up to the Conquest.

Sir Oliver: And, in my opinion, a
goodly collection.

Charles: Ay, ay, these are done in the
true spirit of portrait-painting; no volon-

rounded by my family. But come, get
into your pulpit, Mr. Auctioneer; here’s
an old, gouty chair of my grandfather’s
will answer the purpose.

Careless: Ay, ay, this will do. But,
Charles, I haven’t a hammer; and what’s
an auctioneer without his hammer!

Charles: Egad, that’s true! What
parchment have we here? Oh, our gene-

10 alogy in full. Here, Careless, you shall

have no common bit of mahogany;
here’s the family tree for you, you rogue!
This shall be your hammer, and now you
may knock down my ancestors with

tiére grace or expression. Not like the 15 their own pedigree.

works of your modern Raphaels, who
give you the strongest resemblance, yet
contrive to make your portrait inde-
pendent of you, so that you may sink

Sir Oliver: [ Aside.] What an unnat-
ural rogue! An ex post facto parricide!

Careless: Yes, yes, here’s a list of
your generation, indeed. Faith, Charles,

the original and not hurt the picture. 2o this is the most convenient thing you

No, no; the merit of these is the in-
veterate likeness,—all stiff and awkward
as the originals and like nothing in hu-
man nature besides.

Sir Oliver: Ahl We shall never seezs

such figures of men again.

Charles: 1 hope not! Well, you see,
Master Premium, what a domestic char-
acter I am; here I sit of an evening sur-

could have found for the business, for
’twill serve not only as a hammer but a
catalogue into the bargain. Come, begin!
A-going, a-going, a-going!

Charles: Bravo, Careless! Well, here’s
my great-uncle, Sir Richard Raveline, a
marvellous good general in his day, I
assure you. He served in all the Duke
of Marlborough’s wars and got that cut
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over his eye at the battle of Mal- woolsack.? Do let us knock his lordship
plaquet.! What say you, Mr. Premium? down at fifteen.

Look at him. There’s a hero! Not cut out Sir Oliver: By all means.

of his feathers as your modern clipped Careless: Gone!

captains are, but enveloped in wig and 5 Charles: And these are two brothers
regimentals as a general should be. What  of his, William and Walter Blunt, Es-

do you bid? quires, both members of parliament and
Moses: Mr. Premium would have you noted speakers; and what’s very ex-

speak. traordinary, I believe this is the first
Charles: Why, then, he shall have him 10 time they were ever bought or sold.

for ten pounds, and I’m sure that’s not Sir Oliver: That is very extraordinary,

dear for a staff officer. indeed! I’ll take them at your own price
Sir Oliver: [Aside.] Heaven deliver for the honor of parliament.

me! His famous uncle Richard for ten Careless: Well said, little Premium!

pounds!—Very well, sir, I take him at 15 I’ll knock them down at forty.

that. Charles: Here’s a jolly fellow! I don’t

Charles: Careless, knock down my know what relation, but he was mayor
uncle Richard.—Here, now, is a maiden  of Manchester; take him at eight
sister of his, my great-aunt Deborah, pounds.
done by Khneller,? thought to be in his 20  Sir Oliver: No, no; six will do for the
best manner, and a very formidable mayor.
likeness. There she is, you see, a Charles: Come, make it guineas,* and
shepherdess feeding her flock. You shall  T’ll throw you the two aldermen there
have her for five pounds ten,—the sheep  into the bargain.
are worth the money. 25 Sir Oliver: They’re mine.

Sir Oliver: [ Aside.] Ah, poor Deborah, Charles: Careless, knock down the
a woman who set such a value on her- mayor and aldermen. But, plague on ’t,
self!—Five pounds ten—She’s mine. we shall be all day retailing in this

Charles: Knock down my aunt Debo-  manner. Do let us deal wholesale, what
rah! Here, now, are two that were a sort 30 say you, little Premium? Give me three
of cousins of theirs. You see, Moses, hundred pounds for the rest of the
these pictures were done some time ago  family in the lump.
when beaux wore wigs and the ladies Careless: Ay, ay, that will be the best
their own hair. way.

SirOliver: Yes, truly, head-dresses ap- 35 Sir Oliver: Well, well, anything to
pear to have been a little lower in those accommodate you. They are mine.

days. But there is one portrait which you
Charles: Well, take that couple for have always passed over.

the same. Careless: What, that ill-looking little
Moses: *Tis a good bargain. 4o fellow over the settee?
Charles: Careless!—This now, is a Sir Oliver: Yes, sir, I mean that,

grandfather of my mother’s, a learned though I don’t think him so ill-looking
judge, well known on the western circuit.  a little fellow by any means.

What do you rate him at, Moses? Charles: What, that? Oh, that’s my
Moses: Four guineas. 45 uncle Oliver. "Twas done before he went
Charles: Four guineas! Gad’s life, you  to India.

don’t bid me the price of his wig. Mr. Careless: Your uncle Oliver! Gad,

Premium, you have more respect for the 3On which the Lord Chancellor sits in the

House of Lords; hence a symbol here of the
1 Victory won over the French in 1709. 50 legal profession.  The pound is twenty shill-
* Sir Godfrey Kneller (1648-1723). ings; the guinea, twenty-one.
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then you’ll never be friends, Charles.
That, now, is as stern a looking rogue as
ever 1 saw, an unforgiving eye and a
damned disinheriting countenance! An
inveterate knave, depend on’t, don’t
you think so, little Premium?

Sir Oliver: Upon my soul, sir, I do
not. I think it is as honest a looking face
as any in the room, dead or alive. But I
suppose uncle Oliver goes with the rest
of the lumber?

Charles: No, hang it! I’ll not part
with poor Noll. The old fellow has been
very good to me, and, egad, I’ll keep his

10
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Sir Oliver: Yes, yes, I'll send for them
in a day or two.
Charles: But hold! Do, now, send a
genteel conveyance for them, for, I as-
5 sure you, they were most of them used
to ride in their own carriages.
Sir Oliver: 1 will, I will,—for all but
little Oliver.
Charles: Ay, all but the little nabob.
Sir Oliver: You're fixed on that?
Charles: Peremptorily.
Sir Oliver: [Aside.] A dear extrava-
gant rogue!—Good day! Come, Moses.
[Aside.] Let me hear now who dares call

picture while I’ve a room to put itis him profligate! [ Exeunt Sir Oliver and

in.

Sir Oliver: [Aside.] The rogue’s my
nephew after all'—But, sir, I have
somehow taken a fancy to that picture.

Moses.]
Careless: Why, this is the oddest
genius of the sort I ever met with.

Charles: Egad, he’s the prince of

Charles: I'm sorry for’t, for you cer- 20 brokers, I think. I wonder how Moses

tainly will not have it. Oons, haven’t
you got enough of them?

Sir Oliver: [ Aside.] 1 forgive him for
everything!—But, sir, when I take a

got acquainted with so honest a fellow.
Ha! here’s Rowley.—Do, Careless, say
I’ll join the company in a few moments.

Careless: 1 will, but don’t let that old

whim in my head, I don’t value money. 25 blockhead persuade you to squander

I'll give you as much for that as for all
the rest.

Charles: Don’t tease me, master
broker. I tell you I’ll not part with it,
and there’s an end of it.

Sir Oliver: [Aside.] How like his
father the dog is!—Well, well, I have

done. [ Aside.] I did not perceive it be-

fore, but I think I never saw such a

any of that money on old, musty debts
or any such nonsense, for tradesmen,
Charles, are the most exorbitant fellows.

Charles: Very true, and paying them

301s only encouraging them.

Careless: Nothing else.

Charles: Ay, ay, never fear. [caxu
Careless.] So, this was an odd old fel-
low, indeed. Let me see, two-thirds of

striking resemblance.—Here’s a draft 35 this is mine by right, five hundred and

for your sum.

Charles: Why, ’tis for eight hundred
pounds!

Sir Oliver: You will not let Sir Oliver
go?

Charles: Zounds, no! I tell you once
more.

Sir Oliver: Then never mind the dif-
ference, we’ll balance that another time.

thirty odd pounds. ’Fore heaven, I find
one’s ancestors are more valuable rela-
tions than I took them for! [Bowing to
the pictures.} Ladies and gentlemen, your

40 most obedient and very grateful servant.

[Enter Rowley.] Ha, old Rowley! Egad,
you are just come in time to take leave
of your old acquaintance.

Rowley: Yes, 1 heard they were

But give me your hand on the bargain. 45 a-going. But I wonder you can have

You are an honest fellow, Charles—I
beg pardon, sir, for being so free.—
Come, Moses.

Charles: Egad, this is a whimsical old

such spirits under so many distresses.
Charles: Why, there’s the point, my

distresses are so many that I can’t afford

to part with my spirits; but I shall be

fellow!—But hark’ee, Premium, you’ll sorich and splenetic, all in good time.

prepare lodgings for these gentlemen.

However, I suppose you are surprised
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that I am not more sorrowful at parting has parted with his ancestors like old

with so many near relations. To be sure, tapestry.

’tis very affecting; but you see they Rowley: And here he has com-

never move a muscle; so why should I!  missioned me to re-deliver you part of
Rowley: There’s no making you seri- 5 the purchase money. I mean, though, in

ous a moment. your necessitous character of old Stan-
Charles: Yes, faith, I am so now. ley.
Here, my honest Rowley, here get me Moses: Ah, there’s the pity of all; he

this changed directly and takea hundred  is so damned charitable.
pounds of it immediately to old Stanley. 10 Rowley: And left a hosier and two
Rowley: A hundred pounds! Consider tailors in the hall, who, I'm sure, won’t

only— be paid; and this hundred would satisfy
Charles: Gad’s life, don’t talk about them.
it! Poor Stanley’s wants are pressing Sir Oliver: Well, well, I'll pay his

and, if you don’t make haste, we shall 15 debts and his benevolence, too. But
have someone call that has a better now I am no more a broker;*and you

right to the money. shall introduce me to the elder brother
Rowley: Ah, there’s the point! I  asold Stanley.

never will cease dunning you with the Rowley: Not yet awhile. Sir Peter, I

old proverb— 20 know, means to call there about this

Charles: *“Be just before you're gen-  time. [Enter Trip.]
erous.”—Why, so I would if I could; but Trip: Oh, gentlemen, I beg pardon
Justice is an old, lame, hobbling bel- for not showing you out. This way.—
dame, and I can’t get her to keep pace  Moses, a word. [Exit with Moses.]

with Generosity for the soul of me. 25 Sir Oliver: There’s a fellow for youl
Rowley: Yet, Charles, believe me, one Would you believe it, that puppy inter-
hour’s reflection— cepted the Jew on our coming and

Charles: Ay, ay, that’s very true; but  wanted to raise money before he got to
hark’ee, Rowley, while I have, byheaven  his master!
I'll give; so damn your economy. And 30  Rowley: Indeed!

now for hazard! [ Exeunt.] Sir Oliver: Yes, they are now planning
an annuity business. Ah, Master Row-
fScene I1. The parlor.] ley, in my days servants were content

. with the follies of their masters when
UEnter Sir Oliver Surface and Moses.] 35 they were worn a little threadbare, but
Moses: Well, sir, I think, as Sir Peter  now they have their vices like their
said, you have seen Mr. Charles in high  birthday clothes,! with the gloss on.
glory; ’tis great pity he’s so extravagant. [ Excunt.]
Sir Oliver: True, but he would not sell

my picture. 40 [Scene IIL. A library in Joseph
Moses: And loves wine and women so Surface’s house.]
mu.;i}:‘ Oliver: But he would not sell my [Enter Joseph Surface and Seroant.]
picture. Joseph Surface: No letter from Lady
Moses: And games so deep. 45 Teazle?
Sir Oliver: But he would not sell my Servant: No, sir.
picture. Oh, here’s Rowley! [ Enter Row- Joseph Surface: 1 am surprised she
ley.] has not sent if she is prevented from
Rowley: So, Sir Oliver, I find you have  coming. Sir Peter certainly does not
made a purchase— 50 1 Costumes worn for the celebration of the

Sir Oliver: Yes, yes, our young rake birthday.



SHERIDAN, THE SCHOOL FOR SCANDAL

suspect me. Yet 1 wish I may not lose
the heiress through the scrape I have
drawn myself into with the wife. How-
ever, Charles’s imprudence and bad

22§

one? And there’s my friend Lady Sneer-
well has circulated I don’t know how
many scandalous tales of me, and all
without any foundation too. That’s

character are great points in my favor. 5 what vexes me.

[ Knocking heard without.]

Servant: Sir, I believe that must be
Lady Teazle.

Joseph Surface: Hold! See whether it

is or not before you go to the door. I 10

have a particular message for you if it
should be my brother.

Servant: *Tis her ladyship, sir. She
always leaves her chair at a milliner’s in
the next street.

Joseph Surface: Stay, stay! Draw that
screen before the window. That will do.
My opposite neighbor is a maiden lady
of so curious a temper. [ Servant draws

the screen and exit.] 1 have a difficult 20

hand to play in this affair. Lady Teazle
has lately suspected my views on Maria,
but she must by no means be let into
that secret,—at least, till I have her

more in my power. [ Enter Lady Teazle.] 2

Lady Teazle: What, sentiment in so-
liloquy now! Have you been very im-
patient? O lud! don’t pretend to look
grave. I vow I couldn’t come before.

Joseph Surface: O madam, punctual- 30

ity is a species of constancy very un-
fashionable in a lady of quality.

Lady Teazle: Upon my word, you
ought to pity me. Do you know Sir Peter

is grown so ill-natured to me of late, and 35

so jealous of Charles too! That’s the best
of the story, isn’t it?

Joseph Surface: [Aside.] 1 am glad my
scandalous friends keep that up.

Joseph Surface: Ay, madam, to be
sure, that’s the provoking circumstance,
—without foundation. Yes, yes, there’s
the mortification, indeed; for, when a
scandalous story is believed against one,
there certainly is no comfort like the
consciousness of having deserved it.

Lady Teazle: No, to be sure, then I'd
forgive their malice. But to attack me,
who am really so innocent and who
never say an ill-natured thing of any-
body,—that is, of any friend; and then
Sir Peter, too, to have him so peevish
and so suspicious, when I know the
integrity of my own heart,—indeed, ’tis
monstrous!

Joseph Surface: But, my dear Lady
Teazle, ’tis your own fault if you suffer
it. When a husband entertains a ground-
less suspicion of his wife and withdraws
his confidence from her, the original
compact is broken; and she owes it to
the honor of her sex to endeavor to out-
wit him.

Lady Teazle: Indeed! So that, if he
suspects me without cause, it follows
that the best way of curing his jealousy
is to give him reason for it?

Joseph Surface: Undoubtedly,—for
your husband should never be deceived
in you; and in that case it becomes you
to be frail in compliment to his discern-
ment.

Lady Teazle: To be sure, what you say

Lady Teazle: 1 am sure I wish he 40 is very reasonable, and when the con-

would let Maria marry him and then,
perhaps, he would be convinced; don’t
you, Mr. Surface?

Joseph Surface: [Aside.] Indeed I do

sciousness of my innocence—

Joseph Surface: Ah, my dear madam,
there is the great mistake! *Tis this very
conscious innocence that is of the great-

not.—Oh, certainly I do! for then my 45 est prejudice to you. What is it makes

dear Lady Teazle would also be con-
vinced how wrong her suspicions were
of my having any design on the silly girl.

you negligent of forms and careless of
the world’s opinion? Why, the conscious-
ness of your own innocence. What makes

Lady Teazle: Well, well, I'm inclined you thoughtless in your conduct and
to believe you. But isn’t it provoking to so apt to run into a thousand little impru-~
have the most ill-natured things said of dences? Why, the consciousness of your
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own innocence. What makes you im- Servant: 1 beg your pardon, sir, but
patient of Sir Peter’s temper and out- I thoughtyouwould not choose Sir Peter
rageous at his suspicions! Why, the to come up without announcing him.
consciousness of your own innocence. Joseph Surface: Sir Peter! Oons,—the
Lady Teazle: ’Tis very true. 5 devil!
Joseph Surface: Now, my dear Lady Lady Teazle: Sir Peter! O lud! I'm
Teazle, if you would but make a trifling  ruined! I’'m ruined!

faux pas, you can’t conceive how Servant: Sir, "twasn’t I let him in.

cautious you would grow and how ready Lady Teazle: Oh, I’'m quite undone!

to humor and agree with your husband. 1o What will become of me now, Mr.
Lady Teazle: Do you think so? Logic? Oh, he’s on the stairs—I’ll get

Joseph Surface: Oh, I am sure on’t!  behind here, and if ever I'm so impru-
And then you would find all scandal dent again—{Goes behind the screen.]
cease at once, for, in short, your char- Joseph Surface: Give me that book.
acter at present is like a person in a 15[ Sits down. Servant pretends to adjust his
plethora, absolutely dying from too chair.] [Enter Sir Peter Teande.]

much health. Sir Peter: Ay, ever improving himself!
Lady Teazle: So, so; then 1 perceive  Mr. Surface, Mr. Surface—

your prescription is that I must sin in Joseph Surface: Oh, my dear Sir

my own defense and part with my virtue 20 Peter, I beg your pardon. [Gaping,

to preserve my reputation? throws away the book.]1 have been dozing
Joseph Surface: Exactly so, upon my  over a stupid book. Well, I am much

credit, ma’am. obliged to you for this call. You haven’t

Lady Teazle: Well, certainly this is  been here, I believe, since I fitted up
the oddest doctrine and the newest re- 25 this room. Books, you know, are the
ceipt for avoiding calumny! only things [ am a coxcomb in.

Joseph Surface: An infallible one, be- Sir Peter: "Tis very neat indeed. Well,
lieve me. Prudence, like experience, must  well, that’s proper; and you can make

be paid for. even your screen a source of knowledge,
Lady Teazle: Why, if my understand- 30 —hung, I perceive, with maps.

ing were once convinced— Joseph Surface: Oh, yes, 1 find great
Joseph Surface: Oh, certainly, madam, use in that screen.

your understanding should be convinced. Sir Peter: 1 dare say you must, cer-

Yes, yes,—heaven forbid I should per- tainly, when you want to find anything
suade you to do anything you thought 35in a hurry.

wrong. No, no, I have too much honor Joseph Surface: [Aside.] Ay, or to
to desire it. hide anything in a hurry either.
Lady Teazle: Don’t you think we may Sir Peter: Well, I have a little private

as well leave honor out of the question?  business—

Joseph Surface: Ah, the ill effects of go  Joseph: [To Servant.] You need not
your country education, I see, still re- stay.
main with you. Servant: No, sir. [ Exit.]

Lady Teazle: 1 doubt they do, indeed; Joseph Surface: Here’s a chair, Sir
and I will fairly own to you that if I  Peter. I beg—
could be persuaded to do wrong, it4s Sir Peter: Well, now we are alone,
would be by Bir Peter’s ill usage sooner there’s a subject, my dear friend, on
than your honorable logic after all. which I wish to unburden my mind to

Joseph Surface: Then, by this hand, you, a point of the greatest moment to
which he is unworthy of—{ Taking her my peace; in short, my good friend,
hand. Enter Servant.] ’Sdeath, you soLady Teazle’s conduct of late has made
blockhead, what do you want? me very unhappy.
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Joseph Surface: Indeed! I am very frail, and I were to make it public, why,
sorry to hear it. the town would only laugh at me, the
Sir Peter: Ay, ’tis but too plain she foolish old bachelor who had married a
has not the least regard for me; but, girl.
what’s worse, I have pretty good au- 5  Joseph Surface: That’s true, to be
thority to suppose she has formed an sure. They would laugh.

attachment to another. Sir Peter: Laugh, ay! And make bal-
Joseph Surface: Indeed! You astonish  lads and paragraphs and the devil knows
me! what of me.

Sir Peter: Yes, and, between our-1o  Joseph Surface: No, you must never
selves, I think I've discovered the per- make it public.

son. Sir Peter: But then, again, that the
Joseph Surface: How! You alarm me nephew of my old friend, Sir Oliver,

exceedingly. should be the person to attempt such a
Sir Peter: Ay, my dear friend, I knew 15 wrong, hurts me more nearly.

you would sympathize with me! Joseph Surface: Ay, there’s the point.

Joseph Surface: Yes, believe me, Sir  When ingratitude barbs the dart of in-
Peter, such a discovery would hurt me  jury, the wound has double danger in it.
just as much as it would you. Sir Peter: Ay!I that was, in a manner,

Sir Peter: I am convinced of it. Ah, it 20 left his guardian, in whose house he had
is a happiness to have a friend whom we  been so often entertained, who never in
can trust even with one’s family secrets. my life denied him—my advice!

But have you no guess who I mean? Joseph Surface: Oh, ’tis not to be

Joseph Surface: 1 haven’t the most credited! There may be a man capable
distant idea. It can’t be Sir Benjamin 25 of such baseness, to be sure; but, for my

Backbite! part, till you can give me positive
Sir Peter: Oh, no! What say you to  proofs, I cannot but doubt it. However,
Charles? if it should be proved on him, he is no
Joseph Surface: My brother? Impos- longer a brother of mine; I disclaim
sible! 30 kindred with him; for the man who can

Sir Peter: Oh, my dear friend, the break the laws of hospitality and tempt
goodness of your own heart misleads the wife of his friend, deserves to be
you. You judge of others by yourself. branded as the pest of society.

Joseph Surface: Certainly, Sir Peter, Sir Peter: What a difference there is
the heart that is conscious of its own 35 between you! What noble sentiments!

integrity is ever slow to credit another’s Joseph Surface: Yet I cannot suspect
treachery. Lady Teazle’s honor.

Sir Peter: True, but your brother has Sir Peter: 1 am sure I wish to think
no sentiment. You never hear him talk  well of her and to remove all ground of
so. 40 quarrel between us. She has lately re-

Joseph Surface: Yet I can’t but think  proached me more than once with hav-
Lady Teazle herself has too much prin- ing made no settlement on her, and, in
ciple. our last quarrel, she almost hinted that

Sir Peter: Ay, but what is principle she should not break her heart if I was
against the flattery of a handsome, lively 45 dead. Now, as we seem to differ in our
young fellow? ideas of expense, I have resolved she

Joseph Surface: That’s very true. shall have her own way and be her own

Sir Peter: And then, you know, the mistress in that respect for the future;
difference of our ages makes it very im- and, if I were to die, she will find I have
probable that she should have any great sonot been inattentive to her interest
affection for me; and, if she were to be  while living. Here, my friend, are the
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drafts of two deeds, which I wish to oblige me, I entreat you. Before Charles
have your opinion on. By one, she will comes, let me conceal myself some-
enjoy eight hundred a year independent  where; then do you tax him on the point
while I live; and, by the other, the bulk  we have been talking, and his answer
of my fortune at my death. 5 may satisfy me at once.

Joseph Surface: This conduct, Sir Joseph Surface: Oh, fie, Sir Peter!
Peter, is indeed truly generous. [4side.] Would you have me join in so mean a
I wish it may not corrupt my pupil. trick? To trepan my brother too!

Sir Peter: Yes, ] am determined she Sir Peter: Nay, you tell me you are
shall have no cause to complain, though 10 sure he is innocent. If so, you do him the
I would not have her acquainted with  greatest service by giving him an oppor-
the latter instance of my affection yet tunity to clear himself, and you will set

awhile. my heart at rest. Come, you shall not re-
Joseph Surface: [Aside.] Nor I, if I fuse me. Here, behind the screen will be
could help it. 15 —Hey! What the devil! There seems to

Sir Peter: And now, my dear friend, be one listener here already! Yl swear 1
if you please, we will talk over the situ- saw a petticoat!

ation of your hopes with Maria. Joseph Surface: Ha! ha! hal Well, this
Joseph Surface: [Softly.] Oh, no, Sir is ridiculous enough. I’ll tell you, Sir
Peter! Another time, if you please. 20 Peter, though I hold a man of intrigue

Sir Peter: 1 am sensibly chagrined at  to be a most despicable character, yet,
the little progress you seem to make in  you know, it does not follow that one is
her affections. to be an absolute Joseph either.?

Joseph Surface: [Softly.] 1 beg you Hark’ee, ’tis a little French milliner, a
will not mention it. What are my dis- 25 silly rogue that plagues me; and having
appointments when your happinessisin  some character to lose, on your coming,
debate! [A4side.] ’Sdeath, I shall be sir, she ran behind the screen.
ruined every way! Sir Peter: Ah, you rogue,—But, egad,

Sir Peter: And though you are averse  she has overheard all I have been saying
to my acquainting Lady Teazle with 30 of my wife.
your passion for Maria, I'm sure she’s Joseph Surface: Oh, ’twill never go
not your enemy in the affair. any farther, you may depend upon it!

Joseph Surface: Pray, Sir Peter, now Sir Peter: No! Then, faith, let her
oblige me. I am really too much affected  hear it out.—Here’s a closet will do as
by the subject we have been speaking of 35 well.

to bestow a thought on my own con- Joseph Surface: Well, go in there.
cerns. The man who is entrusted with Sir Peter: Sly rogue! Sly rogue! [Go-
his friend’s distresses can never—[ Enter  ing into the closet.]

Servant.] Well, sir? Joseph Surface: A narrow escape, in-

Servant: Your brother, sir, is speaking 40 deed! And a curious situation I’'m in, to
to a gentleman in the street and says he  part man and wife in this manner.

knows you are within. Lady Teazle: [Peeping.] Couldn’t 1
Joseph Surface: ’Sdeath, you block- steal off?

head! I’'m not within. I'm out for the Joseph Surface: Keep close, my angel!

day. 45  Sir Peter: [Peeping.] Joseph, tax him
Sir Peter: Stay—Hold! A thought has  home!

struck me. You shall be at home. Joseph Surface: Back, my dear friend!

Joseph Surface: Well, well, let him up. Lady Teazle: [Peeping.] Couldn’t you
[Exit Servant. Aside.] He'll interrupt lock Sir Peter in?

Sir Peter, however. 50 *See the story of Joseph and Potiphar’s
Sir Peter: Now, my good friend, wife in Genesis, 39.
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Joseph Surface: Be still, my life! sides, you know my attachment to
Sir Peter: [ Peeping.] You’re sure the Maria.
little milliner won’t blab? Joseph Surface: But, sure, brother,

Joseph Surface: In, in, my good Sir even if Lady Teazle had betrayed the
Peter!—'Fore gad, I wish I had a key s fondest partiality for you—
to the door! [ Enter Charles Surface.] Charles: Why, look’ee, Joseph, I hope
Charles: Holla, brother, what has been I shall never deliberately do a dishon-
the matter? Your fellow would not let orable action; but if a pretty woman
me up at first. What, have you had a  was purposely to throw herself in my

Jew or a wench with you? 10 way, and that pretty woman married to
Joseph Surface: Neither, brother, I a man old enough to be her father—
assure you. Joseph Surface: Well?

Charles: But what has made Sir Peter Charles: Why, 1 believe I should be
steal off? I thought he had been with obliged to borrow a little of your moral-
you. 15ity, that’s all. -But, brother, do you

Joseph Surface: He was, brother; but, know now that you surprise me exceed-
hearing you were coming, he did not ingly by naming me with Lady Teazle;
choose to stay. for, i’ faith, I always understood you

Charles: What, was the old gentle- were her favorite.
man afraid I wanted to borrow money 20 Joseph Surface: Oh, for shame,

of him? Charles! This retort is foolish.

Joseph Surface: No, sir; but I am Charles: Nay, I swear I have seen you
sorry to find, Charles, you have lately exchange such significant glances—
given that worthy man grounds for great Joseph Surface: Nay, nay, sir, this is
uneasiness. 25 no jest.

Charles: Yes, they tell me I do that Charles: Egad, I'm serious! Don’t
to a great many worthy men. But how you remember one day when I called
so, pray? here—

Joseph Surface: To be plain with you, Joseph  Surface: Nay, prythee,
brother, he thinks you are endeavoring jo Charles—

to gain Lady Teazle’s affections from Charles: And found you together—
him. Joseph Surface: Zounds, sir, I insist—
Charles: Who, 1? O lud, not I, upon Charles: And another time when your

my word. Ha! ha! ha! ha! so the old servant—
fellow has found out that he has got a35  Joseph Surface: Brother, brother, a
young wife, has he? Or, what’s worse, word with you! [4side.] Gad, I must
Lady Teazle has found out she has an  stop him.

old husband? Charles: Informed, I say, that—
Joseph Surface: This is no subject to Joseph Surface: Hush! I beg your
jest on, brother. He who can laugh— 40 pardon, but Sir Peter has overheard all

Charles: True, true, as you were going  we have been saying. I knew you would
to say— Then, seriously, I never had the clear yourself, or I should not have
least idea of what you charge me with, consented.
upon my honor. Charles: How, Sir Peter! Where is he?

Joseph Surface: [Aloud. I Well, it will 45 Joseph Surface: Softly! There! [ Points
give Sir Peter great satisfaction to hear 1o the closet.]

this. Charles: Oh, ’fore heaven, I'll have
Charles: To be sure, I once thought him out. Sir Peter, come forth!
the lady seemed to have taken a fancy Joseph Surface: No, no—

to me; but, upon my soul, I neverso Churles: 1 say, Sir Peter, come into
gave her the least encouragement. Be- court! [Pulls in Sir Peter.] What! My
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old guardian! What, turn inquisitor and  and so apprehensive of his good name,
take evidence 1ncog.? as he calls it, that I suppose he would as
Sir Peter: Give me your hand, soon let a priest into his house as a
Charles. I believe I have suspected you wench.
wrongfully; but you mustn’t be angry 5  Sir Peter: No, no! Come, come! You
with Joseph. "Twas my plan. wrong him. No, no, Joseph is no rake,
Charles: Indeed! but he is no such saint either, in that re-
Sir Peter: But I acquit you. I promise  spect. [4side.] I have a great mind to
you I don’t think near so ill of you as I  tell him. We should have such a laugh
did. What I have heard has given me 10 at Joseph.

great satisfaction. Charles: Oh, hang him, he’s a very
Charles: Egad, then, ’twas lucky you anchorite, a young hermit.

didn’t hear any more. [ Apart to Joseph.] Sir Peter: Hark’ee, you must not

Wasn’t it, Joseph? abuse him. He may chance to hear of it
Sir Peter: Ah, you -would have re- 15 again, I promise you.

torted on him. Charles: Why, you won’t eIl him?
Charles: Ah, ay, that was a joke. Sir  Peter: No, but—This way.
Sir Peter: Yes, yes, 1 know his honor [ Aside.] Egad, I'll tell him.—Hark’ee.

too well. have you a mind to have a good laugh
Charles: But you might as well have 20 at Joseph?

suspected him as me in this matter, for Charles: 1 should like it, of all things.

all that. [Apart to Joseph.] Mightn’t he, Sir Peter: Then, 1’ faith, we will! I’ll

Joseph? be quit with him for discovering me. He

Sir Peter: Well, well, I believe you. had a girl with him when I called.
Joseph Surface: [Aside.] Would they 25 Charles: What! Joseph? You jest.

were both out of the room! [ Enter Ser- Sir Peter: Hush! A little French mil-

vant and whispers Joseph.] liner, and the best of the jest is she’s in
Sir Peter: And in future, perhaps, we the room now.

may not be such strangers. [Exit Sero- Charles: The devil she is!

ant.] 30 Sir Peter: Hush, I tell you! [Points.]
Joseph Surface: Gentlemen, I beg par- Charles: Behind the screen? ’Slife let’s

don. I must wait on you down stairs. unveil her!

Here is a person come on particular Sir Peter: No, no, he’s coming. You

business. shan’t, indeed!

Charles: Well, you can see him in an- 35  Charles: Oh, egad, we’ll have a peep
other room. Sir Peter and I have not at the little milliner!
met a long time, and I have something Sir Peter: Not for the world! Joseph
to say to him. will never forgive me.
Joseph Surface: [Aside.] They must Charles: I'll stand by you— .
not be left together.—I’ll send this man 40 Sir Peter: Odds, here he is! [ Joseph
away and return directly. [4part to Sir  Surface enters just as Charles Surface
Peter and goes out.] Sir Peter, not aword  throws down the screen.]
of the French milliner. Charles: Lady Teazle, by all that’s
Sir Peter: [Apart to Joseph.] I! Not  wonderful!
for the world.—Ah, Charles, if you asso-45  Sir Peter: Lady Teazle, by all that’s
ciated more with your brother, one damnable!
might indeed hope for your reformation. Charles: Sir Peter, this is one of the
He is a man of sentiment. Well, there is  smartest French milliners 1 ever saw.
nothing in the world so noble asaman of Egad, you seem all to have been divert-
sentiment. . ‘ soing yourselves here at hide and seek,
Charles: Psha, he is too moral by half; and I don’t see who is out of the secret.
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Shall I beg your ladyship to inform me?
Not a word! Brother, will you be pleased
to explain this matter? What! Is moral-
ity dumb too? Sir Peter, though I found
you in the dark, perhaps you are not so
now! All mute!—Well, though I can
make nothing of the affair, I suppose
you perfectly understand one another;
so I’ll leave you to yourselves. [Going.]
Brother, I’m sorry to find you have
given that worthy man grounds for so
much uneasiness. Sir Peter, there’s
nothing in the world so noble as a man
of sentiment! [ Exit Charles. They stand
for some time looking at each other.]
Joseph Surface: Sir Peter, notwith-
standing—I confess, that appearances
are against me,—if you will afford me
your patience, I make no doubt—but I

231
Joseph Surface: [Aside.] ’Sdeath,

madam, will you betray me?
Lady Teazle: Good Mr. Hypocrite, by
your leave, I'll speak for myself.

s Sir Peter: Ay, let her alone, sir; you’ll
find she’ll make out a better story than
you, without prompting.

Lady Teazle: Hear me, Sir Peter! I
came here on no matter relating to your

1o ward and even ignorant of this gentle-

man’s pretensions to her. But I came,
seduced by his insidious arguments, at
least to listen to his pretended passion,
if not to sacrifice your honor to his

15 baseness.

Sir Peter: Now, 1 believe the truth is
coming, indeed.

Joseph Surface: The woman’s mad!

Lady Teazle: No, sir; she has re-

shall explain everything to your satis- 20 covered her senses and your own arts

faction.

Sir Peter: If you please, sir.

Joseph Surface: The fact is, sir, that
Lady Teazle, knowing my pretensions

have furnished her with the means. Sir
Peter, I do not expect you to credit me,
but the tenderness you expressed for me
when I am sure you could not think I

to your ward Maria,—I say, sir, Lady 25 was a witness to it has so penetrated to

Teazle, being apprehensive of the jeal-
ousy of your temper,—and knowing my
friendship to the family,—she, sir, I say
—called here,—in order that—I might

my heart that had I left this place with-
out the same of this discovery my future
life should have spoken the sincerity of
my gratitude. As for that smooth-

explain these pretensions; but on your 30 tongued hypocrite, who would have

coming,—being apprehensive,—as 1
said,—of your jealousy, she withdrew;
and this, you may depend on it, is the
whole truth of the matter.

seduced the wife of his too credulous
friend while he affected honorable
addresses to his ward, I behold him
now in a light so truly despicable that 1

Sir Peter: A very clear account, upon 35 shall never again respect myself for

my word, and I dare swear the lady will
vouch for every particle of it.

Lady Teazle: For not one word of it,
Sir Peter.

having listened to him. [Exit.]

Joseph Surface: Notwithstanding all
this, Sir Peter, heaven knows—

Sir Peter: That you are a villain,

Sir Peter: How! Don’t you think it 40 and so I leave you to your conscience.

worth while to agree in the lie?

Lady Teazle: There is not one syllable
of truth in what that gentleman has
told you.

[Exit.]

Joseph Surface: [ Following Sir Peter.)
You are too rash, Sir Peter. You shall
hear me. The man who shuts out con-

Sir Peter: 1 believe you, upon my 45 viction by refusing to—{ Exit.]

soul, ma’am.
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QUESTIONS ON ACT 1V

1. How does Sheridan avoid oversimplifying the money-lending scenes
in Acts III and IV? Or, to put the question in another way, how is the
tension secured?

2. What is the complexity of meaning implied by the lines spoken by
Sir Oliver just before his exit (p. 224 b, 32 f.)?

3. What is accomplished by Scene ii?

4. In Scene iii what is the technical significance of Joseph’s referring to
a possible call from his brother (p. 225 a, 11-12)?

5. Note the reference to the screen early in the scene. Is the handling of
this in any way comparable to Wilde’s management of the fan?

6. Do you find double entendre in any of Joseph’s remarks during the
screen scene? <

7. Is the means by which Joseph is got out of the room wholly satis-
factory? Why does Sheridan want Joseph out of the room?

8. In movement, concentration, and climactic development, how does
this act compare with the preceding ones?

ever. [Exit.] [Enter Sir Oliver Surface

ACT V and Rowley.]
Sir Oliver: What, does he avoid us?
[ScenE 1. The library.] That was he, was it not?

Rowley: It was, sir. But I doubt you
[Enter Joseph Surface and Servant.] 5 are com}:: a littl,e too abruptly. }I"Iis
Joseph Surface: Mr. Stanley! And why  nerves are so weak that the sight of a
should you think I would see him? You  poor relation may be too much for him.
must know he comes to ask something. I should have gone first to break it to
Servant: Sir, I should not have let him 1o him.
in, but that Mr. Rowley came to the Sir Oliver: Oh, plague of his nerves!
door with him. Yet this is he whom Sir Peter extols as a
Joseph Surface: Psha, blockhead! To man of the most benevolent way of
suppose that I should now be in a temper  thinking.
to receive visits from poor relations!1s  Rowley: As to his way of thinking, I
Well, why don’t you show the fellow up?  cannot pretend to decide; for, to do him
Servant: 1 will, sir. Why, sir, it was  justice, he appears to have as much
not my fault that Sir Peter discovered speculative benevolence as any private
my lady— gentleman in the kingdom, though he is
Joseph Surface: Go, fool! [Exit Serv- 20 seldom so sensual as to indulge himself
ant.] Sure, Fortune never played a man  in the exercise of it.

of my policy such a trick before. My Sir Oliver: Yet he has a string of char-
character with Sir Peter, my hopes with  itable sentiments at his fingers” ends.
Maria, destroyed in a moment! I'min a Rowley: Or, rather, at his tongue’s

rare humor to listen to other people’s 25 end, Sir Oliver, for I believe there is no
distresses. I shan’t be able to bestow sentiment he has such faith in as that
even a benevolent sentiment on Stanley.  “Charity begins at home.”

-—So here he comes and Rowley with Sir Oliver: And his, I presume, is of
him. I must try to recover myself and that domestic sort which never stirs
put a little charity into my face, how- 30 abroad at all.
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Rowley: I doubt you’ll find it so. But  avarice, Mr. Stanley, is the vice of age.
he’s coming. I mustn’t seem to interrupt I will tell you, my good sir, in confidence
you; and you know immediately as you what he has done for me has been a
leave him, I come in to announce your mere nothing, though people I know

arrival in your real character. s have thought otherwise; and, for my
Sir Oliver: True, and afterwards you’ll  part, I never chose to contradict the
meet me at Sir Peter’s. report.
Rowley: Without losing a moment. Sir Oliver: What! Has he never trans-
[Exit.] mitted you bullion, rupees, pagodas? !

Sir Oliver: 1 don’t like the complai-to  Joseph Surface: Oh, dear sir, nothing
sance of his features. [Enter Joseph Sur-  of the kind! No, no, a few presents now
face.] and then,—china, shawls, congou tea,?

Joseph Surface: Sir, 1 beg you ten avadavats,® and Indian crackers,*—lit~
thousands pardons for keeping you a tle more, believe me.
moment waiting. Mr. Stanley, I pre-15  Sir Oliver: [Aside.] Here’s gratitude
sume. for twelve thousand pounds! Avadavats

Sir Oliver: At your service. and Indian crackers!

Joseph Surface: Sir, 1 beg you will do Joseph Surface: Then, my dear sir,
me the honor to sit down.—I entreat you have heard, I doubt not, of the ex-

you, sir. 20 travagance of my brother. There are
Sir Oliver: Dear sir,—there’s no oc- very few who would credit what I have

casion. [ 4side.] Too civil by half. done for that unfortunate young man.
Joseph Surface: 1 have not the pleas- Sir Oliver: [ Aside.] Not I, for one!

sure of knowing you, Mr. Stanley, but I Joseph Surface: The sums I have lent

am extremely happy to see you look so 25 him! Indeed I have been exceedingly to
well. You were nearly related to my blame; it was an amiable weakness;
mother, I think, Mr. Stanley? however, I don’t pretend to defend it;

Sir Oliver: 1 was, sir; so nearly that and now I feel it doubly culpable since
my present poverty, I fear, may do dis- it has deprived me of the pleasure of
credit to her wealthy children, else I 30 serving you, Mr. Stanley, as my heart
should not have presumed to trouble dictates.

you. Sir Oliver: [Aside.] Dissemblerl—
Joseph Surface: Dear sir, there needs  Then, sir, you can’t assist me?
no apology! He that is in distress, Joseph Surface: At present it grieves

though a stranger, has a right to claim 35 me to say I cannot; but whenever I have
kindred with the wealthy. I am sure I  the ability, you may depend upon hear-
wish I was of that class and had it in  ing from me.

my power to offer you even a small re- Sir Oliver: I am extremely sorry—

lief. Joseph Surface: Not more than I, be-
Sir Oliver: If your uncle, Sir Oliver, 40 lieve me. To pity without the power to

were here, I should have a friend. relieve is still more painful than to ask
Joseph Surface: 1 wish he was, sir, and be denied.

with all my heart. You should not want Sir Oliver: Kind sir, your most obedi-

an advocate with him, believe me, sir. ent, humble servant!

Sir Oliver: 1 should not need one; my 45 Joseph Surface: You leave me deeply
distresses would recommend me. But I ~ affected, Mr. Stanley.—William, be
imagined his bounty would enable you ready to open the door.
to become the agent of his charity. Sir Oliver: Oh, dear sir, no ceremony.

Joseph Surface: My dear sir, you were ! The pagoda, like the rupee, is an Indian
strangely misinformed. Sir Oliver is a 5o coin. ? A black, Chinese tea. ? A kind of In-
worthy man, a very worthy man; but  dian song-bird. 4 Small firecrackers.
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Joseph Surface: Your very obedient! am strangely overjoyed at his coming.
Sir Oliger: Sir, your most obsequious! [ Aside.] Never, to be sure, was any-

Joseph Surface: You may depend  thing so damned unlucky!

upon hearing from me whenever I can Rowley: You will be delighted to see
be of service. 5 how well he looks.
Sir Oliver: Sweet sir, you are too Joseph Surface: Ah, 'm overjoyed to
good! hear it.—{ Aside.] Just at this time!
Joseph Surface: In the meantime I Rowley: I'll tell him how impatiently
wish you health and spirits. you expect him.
Sir Oliver: Your ever grateful and 1o  Joseph Surface: Do, do! Pray give him
perpetual humble servant! my best duty and affection. Indeed, I
Joseph Surface: Sir, yours as sin- cannot express the sensations I feel at
cerely! the thought of seeing him. [ Exit Rowley.]
Sir Oliver: [ Aside.] Charles, you are  Certainly his coming just at this time
my heir! [Exit.] 15 is the cruellest piece of ill fortune. [ Exit.]
Joseph Surface: This is one bad effect AN
of a good character; it invites applica- [Scenk II. Sir Peter Teazle’s.]
tion from the unfortunate, and there [Enter Mrs. Candour and Maid.]

needs no small degree of address to gain
the reputation of benevolence withoutzo  Maid: Indeed, ma’am, my lady will
incurring the expense. The silver ore of  see nobody at present.

pure charity is an expensive article in Mrs. Candour: Did you tell her it was
the catalogue of a man’s good qualities, her friend Mrs. Candour?

whereas the sentimental French plate I Maid: Yes, ma’am; but she begs you
use instead of it, makes just as good a 25 will excuse her.

show and pays no tax. [ Enter Rowley.] Mrs. Candour: Do go again. I shall be

Rowley: Mr. Surface, your servant! I glad to see her if it be only for a moment,
was apprehensive of interrupting you, for I am sure she must be in great dis-
though my business demands immediate  tress. [Exit Maid.] Dear heart, how
attention, as this note will inform you. 30 provoking! I’'m not mistress of half the

Joseph Surface: Always happy to see  circumstances! We shall have the whole
Mr. Rowley. [ Reads the letter.] Sir Oliver  affair in the newspapers with the names
Surface! My uncle arrived! of the parties at length before I have

Rowley: He is, indeed; we have just dropped the story at a dozen houses.
parted. Quite well after a speedy voyage 35 [Enter Sir Benjamin Backbite.] Oh, Sir
and impatient to embrace his worthy Benjamin, you have heard, I suppose—
nephew. Sir Benjamin: Of Lady Teazle and

Joseph Surface: 1 am astonished!—  Mr. Surface—

William, stop Mr. Stanley, if he’s not Mrs. Candour: And Sir Peter’s dis-

gone! 40 covery—
Rowley: Oh, he’s out of reach, I be- Sir Benjamin: Oh, the strangest piece
lieve. of business, to be sure!

Joseph Surface: Why did you not let Mrs. Candour: Well, I never was so
me know this when you came in to- surprised in my life. I am so sorry for all
gether? 45 parties, indeed.

Rowley: I thought you had particular Sir Benjamin: Now, I don’t pity Sir
business. But I must be gone to inform  Peter at all; he was so extravagantly
your brother and appoint him here to  partial to Mr. Surface.
meet your uncle. He will be with you in Mrs. Candour: Mr. Surface! Why,
a quarter of an hour. so’twas with Charles Lady Teazle was

Joseph Surface: So he says. Well, I  detected:
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Sir Benjamin: No, no, I tell you; Mr. Sir Benjamin: No? What, no mention
Surface is the gallant. of the duel?

Mrs. Candour: No such thing! Mrs. Candour: Not a word.
Charles is the man. "Twas Mr. Surface Sir Benjamin: Oh, yes. They fought
brought Sir Peter on purpose to discover 5 before they left the room.

them. Lady Sneerwell: Pray let us hear.
Sir Benjamin: 1 tell you I had it from Mrs. Candour: Ay, do oblige us with
one— the duel.
Mrs. Candour: And I have it from Sir Benjamin: “Sir,” says Sir Peter,
one— 10 immediately after the discovery, “you
Sir Benjamin: Who had it from one, are a most ungrateful fellow.”
who had it— Mrs. Candour: Ay, to Charles—
Mrs. Candour: From one immediately. Sir Benjamin: No, no, to Mr. Surface.

But here comes Lady Sneerwell; perhaps  “A most ungrateful fellow; and old as I
she knows the whole affair. [Enter Lady 15 am, sir,” says he, “I insist on immediate

Sneerwell.) satisfaction.”

Lady Sneerwell: So, my dear Mrs. Mrs. Candour: Ay, that must have
Candour, here’s a sad affair of our friend  been to Charles, for ’tis very unlikely
Lady Teazle. Mr. Surface should fight in his own

Mrs. Candour: Ay, my dear friend, 20 house.
who would have thought— Sir Benjamin: Gad’s life, ma’am, not

Lady Sneerwell: Well, there is no at all,—“giving me immediate satis-
trusting appearances, though, indeed, faction!” On this, ma’am, Lady Teazle,
she was always too lively for me. seeing Sir Peter in such danger, ran out

Mrs. Candour: To be sure, her man- 25 of the room in strong hysterics and
ners were a little too free; but then she  Charles after her calling out for harts-

was so young! horn and water; then, madam, they
Lady Sneerwell: And had, indeed, began to fight with swords— [Enter

some good qualities. Crabtree.]
Mrs. Candour: So she had, indeed. 30 Crabtres:  With pistols, nephew,

But have you heard the particulars? pistols! I have it from undoubted au-
Lady Sneerwell: No; but everybody  thority.

says that Mr. Surface— Mrs. Candour: Oh, Mr. Crabtree,
Sir Benjamin: Ay, there, I told you then it is all true? -

Mr. Surface was the man. 35 Crabtree: Too true, indeed, madam,
Mrs. Candour: No, no; indeed, the and Sir Peter is dangerously wounded—

assignation was with Charles. Sir Benjamin: By a thrust in second !
Lady Sneerwell: With Charles? You  quite through his left side—

alarm me, Mrs. Candour! Crabtree: By a bullet lodged in the
Mrs. Candour: Yes, yes; he was the 40 thorax. .

lover. Mr. Surface, to do him justice, Mrs. Candour: Mercy on me! Poor

was only the informer. Sir Peter!

Sir Benjamin: Well, I'll not dispute Crabtree: Yes, madam, though Charles
with you, Mrs. Candour; but, be it would have avoided the matter if he
which it may, I hope that Sir Peter’s 45 could.

wound will not— Mrs. Candour: I knew Charles was
Mrs. Candour: Sir Peter’s wound! Oh,  the person.

mercy! I didn’t hear a word of their Sir Benjamin: My uncle, I see, knows

fighting. nothing of the matter.

Lady Sneerwell: Nor I, not a sylla- so
ble. 1A term denoting a position in fencing.
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Crabtree: But Sir Peter taxed him Crabtree: Oh, this is he, the physician,
with the basest ingratitude— depend on’t.

Sir Benjamin: That I told you, you Mrs. Candour: Oh, certainly, it must
know— be the physician; and now we shall

Crabtree: Do, nephew, let me speak! 5know. [Enter Sir Oliver Surface.]

And insisted on immediate— Crabtree: Well, doctor, what hopes?
Sir Benjamin: Just as I said— Mrs. Candour: Ay, doctor, how’s your
Crabtree: Odd’s life, nephew, allow patient?

others to know something too! A pair of Sir Benjamin: Now, doctor, isn’t it a

pistols lay on the bureau (for Mr. Sur- 10 wound with a smallsword?

face, it seems, had come home the night Crabtree: A bullet lodged in the

before late from Salthill,2 where he had  thorax, for a hundred!

been to see the Montem with a friend Sir Oliver: Doctor? A wound with a

who has a son at Eton) so, unluckily, smallsword? And a bullet in the

the pistols were left charged. 15 thorax?»—QOons, are you mad, good
Sir Benjamin: I heard nothing of this.  people? <
Crabtree: Sir Peter forced Charles to Sir Benjamin: Perhaps, sir, you are
take one, and they fired, it seems, pretty  not a doctor?

nearly together. Charles’s shot took Sir Oliver: Truly, I am to thank you

effect, as I tell you, and Sir Peter’s 20 for my degree, if I am.

missed; but what is very extraordinary, Crabtree: Only a friend of Sir Peter’s,

the ball struck a little bronze Shake- then, I presume. But, sir, you must have
speare that stood over the fireplace, heard of his accident.
grazed out of the window at a right Sir Oliver: Not a word.
angle and wounded the postman, who 25  Crabtree: Not of his being dangerously
was just coming to the door with a  wounded?
double letter 3 from Northamptonshire. Sir Oliver: The devil he is!

Sir Benjamin: My uncle’s account is Sir Benjamin: Run through the
more circumstantial, 1 confess; but I  body—
believe mine is the true one, for all that. 30 Crabtree: Shot in the breast—

Lady Sneerwell: [Aside.] I am more Sir Benjamin: By one Mr. Surface—

interested in this affair than they im- Crabtree: Ay, the younger—

agine and must have better information. Sir Oliver: Hey, what the plague!

[Exit.] You seem to differ strangely in your
Sir Benjamin: Ah, Lady Sneerwell’s 35 accounts; however you agree that Sir

alarm is very easily accounted for. Peter is dangerously wounded.
*Crabtree: Yes, yes, they certainly do Sir Benjamin: Oh, yes, we agree there.

say— But that’s neither here nor there. Crabtree: Yes, yes, I believe there can
Mrs. Candour: But, pray, where is be no doubt of that.

Sir Peter at preseht? 40  Sir Oliver: Then, upon my word, for a

Crabtree: Oh, they brought him home,  person in that situation he is the most
and he is now in the house, though the imprudent man alive, for here he comes,

servants are ordered to deny him. walking as if nothing at all was the
Mrs. Candour: 1 believe so, and Lady  matter. [Enter Sir Peter Teazle.] Odd’s
Teazle, I suppose, attending him. 45 heart, Sir Peter, you are come in good
Crabtree: Yes, yes; and I saw one of  time, I promise you, for we had just
the faculty ¢ enter just before me. given you over.

Sir Benjamin: Hey! Who comes here? Sir Benjamin: [Aside to Crabtree.]
2 A hill near Eton. ® A letter heavy enough Egad, uncle, this is the most sudden

to require double postage fees. 4 Medical pro- recovery !_
fession. Sir Oliver: Why, man, what do you
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out of bed with a smallsword through Sir Peter: Psha, what signifies asking?
your body and a bullet lodged in your Do I ever pass a day without my vex-
thorax? ations?

Sir Peter: A smallsword and a bullet! Rowley: Well, I'm not inquisitive.

Sir Oliver: Ay! These gentlemen 5  Sir Oliver: Well, Sir Peter, I have seen
would have killed you without law or both my nephews in the manner we
physic, and wanted to dub me a doctor  proposed.
to make me an accomplice. Sir Peter: A precious couple they are!

Sir Peter: Why, what is all this? Rowley: Yes, and Sir Oliver is con-

Sir Benjamin: We rejoice, Sir Peter, 10 vinced that your judgment was right,
that the story of the duel is not true and  Sir Peter.

are sincerely sorry for your other mis- Sir Oliver: Yes, I find Joseph is in-
fortune. deed the man, after all.
Sir Peter: [ Aside.] So, so! All over the Rowley: Ay, as Sir Peter says, he is a
town already. 15 man of sentiment.
Crabtree: Though, Sir Peter, you were Sir Oliver: And acts up to the sen-
certainly vastly to blame to marry at timents he professes.
your years. Rowley: It certainly is edification to
Sir Peter: Sir, what business is that of  hear him talk.
yours? 20 Sir Oliver: Oh, he’s a model for the

Mrs. Candour: Though, indeed, as young men of the age! But how’s this,
Sir Peter made so good a husband, he’s  Sir Peter, you don’t join us in your

very much to be pitied. friend Joseph’s praise as I expected?
Sir  Peter: Plague on your pity, Sir Peter: Sir Oliver, we live in a

ma’am! I desire none of it. 25 damned wicked world, and the fewer we
Sir Benjamin: However, Sir Peter, praise the better.

you must not mind the laughing and Rowley: What, do you say so, Sir

jests you will meet with on the occasion.  Peter, who were never mistaken in your
Sir Peter: Sir, sir, 1 desire to be life?

master in my own house. 30 Sir Peter: Psha!l Plague on you both! I
Crabtree: "Tis no uncommon case, see by your sneering you have heard the
that’s one comfort. whole affair. I shall go mad among you!
Sir Peter: 1 insist on being left to my- Rowley: Then, to fret you no longer,
self. Without ceremony, I insist on your  Sir Peter, we are indeed acquainted
leaving my house directly. 35 with it all. I met Lady Teazle coming

Mrs. Candour: Well, well, we are from Mr. Surface’s so humbled that she
going; and depend on’t, we’ll make the deigned to request me to be her advo-

best report of it we can. [ Exit.] cate with you.
Sir Peter: Leave my house! Sir Peter: And does Sir Oliver know
Crabtree: ‘And tell how hardly you’ve 40 all this?

been treated. [ Exit.] Sir Oliver: Every circumstance.
Sir Peter: Leave my house! Sir Peter: What? Of the closet and
Sir Benjamin: And how patiently the screen, hey?

you bear it. [Exit.] Sir Oliver: Yes, yes, and the little

Sir Peter: Fiends! Vipers! Furies! Oh, 45 French milliner. Oh, I have been vastly
that their own venom would choke diverted with the story! Ha! ha! ha!

them! Sir Peter: "Twas very pleasant.
Sir Oliver: They are very provoking Sir Oliver: 1 never laughed more in
indeed, Sir Peter. [Enter Rowley.] my life, I assure you. Ah! ah! ah!

Rowley: T heard high words. What has 0~ Sir Peter: Oh, vastly diverting! Ha!l
ruffled you, sir? hal hal



238

Rowley: To be sure, Joseph with his

sentiments! Ha! ha! ha!
Sir Peter: Yes, yes, his sentiments!
Ha! ha! ha! Hypocritical villain!

Sir Oliver: Ay, and that rogue Charles 5

to pull Sir Peter out of the closet! Ha!

ha! ha!
Sir Peter: Hal ha! "Twas devilish en-

tertaining, to be sure!

MORE MATURE TYPES

Sir Peter: Certainly a little mortifica-
tion appears very becoming in a wife.
Don’t you think it will do her good to let
her pine a little?

Rowley: Oh, this is ungenerous in you!

Sir Peter: Well, I know not what to
think. You remember the letter I found
of hers evidently intended for Charles?

Rowley: A mere forgery, Sir Peter,

Sir Oliver: Ha! ha! ha! Egad, Sir 1olaid in your way on purpose. This is one

Peter, I should like to have seen your
face when the screen was thrown down!
Ha! ha!

Sir Peter: Yes, yes, my face when the

of the points which I intend Snake shall
give you conviction of.

Sir Peter: 1 wish I were once satisfied
of that. She looks this way. What a re-

screen was thrown down! Ha! ha! ha! 15 markably elegant turn of the head she

Oh, I must never show my head again!
Sir Oliver: But come, come, it isn’t

fair to laugh at you neither, my old friend,

though, upon my soul, I can’t help it.

has! Rowley, I'll go to her. *
Rowley: Certainly.
Sir Peter: Though, when it is known
that we are reconciled, people will laugh

Sir Peter: Oh, pray don’t restrain your 2o at me ten times more.

mirth on my account. It does not hurt
me at all. I laugh at the whole affair
myself. Yes, yes, I think being a stand-
ing jest for all one’s acquaintance a very

Rowley: Let them laugh and retort
their malice only by showing them you
are happy in spite of it.

Sir Peter: 1’ faith, so I willl And, if

happy situation. Oh, yes, and then of a 25 I’'m not mistaken, we may yet be the

morning to read the paragraphs about
Mr. S—, Lady T—, and Sir P— will be
so entertaining.

Rowley: Without affectation, Sir

happiest couple in the country.

Rowley: Nay, Sir Peter, he who once
lays aside suspicion—

Sir Peter: Hold, Master Rowley! If

Peter, you may despise the ridicule of 30 you have any regard for me, never let

fools. But I see Lady Teazle going
towards the next room. I am sure you
must desire a reconciliation as earnestly
as she does.

Sir Oliver: Perhaps my being here pre- 35

vents her coming to you. Well, I’ll leave
honest Rowley to mediate between you;
but he must bring you all presently to
Mr. Surface’s, where I am now return-~

me hear you utter anything like a senti-
ment. 1 have had enough of them to
serve me the rest of my life. [ Exeunt.]

[Scene III. The library.]

[Enter Joseph Surface and Lady Sneer-
well.]

Lady Sneerwell: Impossible! Will not

ing, if not to reclaim a libertine, at least 40 Sir Peter immediately be reconciled to

to expose hypocrisy.

Sir Peter: Ah, I'll be present at your
discovering yourself there with all my
heart, though ’tis a vile unlucky place
for discoveries.

Rowley: We'll follow. [ Exit Sir Oliver.]

Sir Peter: She is not coming here, you
see, Rowley.

Rowley: No, but she has left the door

Charles and, of course, no longer oppose
his union with Maria? The thought is
distraction to me!

Joseph Surface: Can passion furnish a

45 remedy?

Lady Sneerwell: No, nor cunning
neither. Oh, I was a fool, an idiot, to
league with such a blunderer!

Joseph Surface: Sure, Lady Sneerwell,

of that room open, you perceive. See, 5o I am the greatest sufferer; yet you see I

she is in tears.

bear the accident with calmness.
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Lady Sneerwell: Because the disap-  of your abilities; only be constant to one
pointment doesn’t reach your heart; roguery at a time. [ Exit.]
your interest only attached you to Joseph Surface: 1 will, I will! So!’Tis
Maria. Had you felt for her what I have  confounded hard, after such bad fortune,
for that ungrateful libertine, neither 5to be baited by one’s confederate in
your temper nor hypocrisy could pre- evil. Well, at all events, my character is
vent your showing the sharpness of so much better than Charles’s that I
your vexation. certainly—Hey! What! This is not Sir

Joseph Surface: But why should your Oliver but old Stanley again. Plague
reproaches fall on me for this disappoint- 1o on’t that he should return to tease me
ment? just now! I shall have Sir Oliver come

Lady Sneerwell: Are you not the and find him here, and—{ Enter Sir
cause of it? Had you not a sufficient field  Oliver Surface.] Gad’s life, Mr. Stanley,
for your roguery in imposing upon Sir why have you come back to plague me
Peter and supplanting his brother but 15 at this time? You must not stay now,
you must endeavor to seduce his wife? upon my word.

I hate such an avarice of crimes. *Tis Sir Oliver: Sir, 1 hear your uncle

an unfair monopoly and never pros- Oliver is expected here and, though he

pers. has been so penurious to you, I'll try
Joseph Surface: Well, I admit I have 20 what he’ll do for me.

been to blame. I confess I deviated from Joseph Surface: Sir, ’tis impossible for

the direct road of wrong, but I don’t you to stay now; so I must beg—Come
think we’re so totally defeated neither. any other time and I promise you, you
Lady Sneerwell: No? shall be assisted.
Joseph Surface: You tell me you have 25  Sir Oliver: No. Sir Oliver and I must
made a trial of Snake since we met and  be acquainted.
that you still believe him faithful to us? Joseph Surface: Zounds, sir! Then I
Lady Sneerwell: 1 do believe so. must insist on your quitting the room
Joseph Surface: And that he has directly.
undertaken, should it be necessary, to3o  Sir Oliver: Nay, sir—
swear and prove that Charles is at this Joseph Surface: Sir, I insist on ’t!—
time contracted by vows and honor to  Here William, show this gentleman out.
your ladyship, which some of his former Since you compel me, sir, not one mo-

letters to you will serve to support? ment—This 1s such insolence! [Going
Lady Sneerwell: This, indeed, might 350 pusk him out.] [Enter Charles Sur-
have assisted. face.]
Joseph Surface: Come, come; it is not Charles: Heyday! What’s the matter

too late yet. [Knocking at the door.] But  now? What the devil? Have you got
hark! This is probably my uncle, Sir hold of my little broker here! Zounds,
Oliver. Retire to that room; we'll con- 40 brother, don’t hurt little Premium.

sult farther when he is gone. What’s the matter, my little fellow?
Lady Sneerwell: Well, but if he should Joseph Surface: So, he has been with
find you out, too? you too, has he?

Joseph Surface: Oh, I have no fear of Charles: To be sure, he has. Why, he’s
that. Sir Peter will hold his tongue for 45 as honest a little—But sure, Joseph, you
his own credit’s sake. And you may have not been borrowing money too,
depend on it I shall soon discover Sir have you?

Oliver’s weak side. Joseph Surface: Borrowing? No! But,

Lady Sneerwell: 1 have no diffidence!  brother, you know we expect Sir Oliver

50 here every—

1 Doubt. Charles: O Gad, that’s true! Noll
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mustn’t find the little-broker here, to be Sir Oliver: Sir Peter, my friend, and

sure! Rowley, too, look on that elder nephew
Joseph Surface: Yet Mr. Stanley in-  of mine. You know what he has already

sists— received from my bounty; and you know
Charles: Stanley! Why his name’s 5 how gladly I would have regarded half

Premium. my fortune as held in trust for him.
Joseph Surface: No, sir, Stanley. Judge then my disappointment in dis-
Charles: No, no, Premium! covering him to be destitute of faith,
Joseph Surface: Well, no matter charity, and gratitude!

which, but— 10 Sir Peter: Sir Oliver, I should be more

Charles: Ay, ay, Stanley or Premium, surprised at this declaration if I had not
’tis the same thing, as you say; for I myself found him to be mean, treach-
suppose he goes by half a hundred erous, and hypocritical.

names besides A. B. at the coffee-house. Lady Teazle: And if the gentleman
[Knocking.] 15 pleads not guilty to these, pray let him
Joseph Surface: ’Sdeath, here’s Sir  call me to his character. <
Oliver at the door! Now, I beg, Mr. Sir Peter: Then, I believe, we need
Stanley— add no more. If he knows himself, he will
Charles: Ay, ay, and I beg, Mr. Pre- consider it as the most perfect punish-
mium— 20 ment that he is known to the world.
Sir Oliver: Gentlemen— Charles: [ Aside.] If they talk this way
Joseph Surface: Sir, by heaven, you to honesty, what will they say to me,
shall go! by and by?
Charles: Ay, out with him, certainly! Sir Oliver: As for that prodigal, his
Sir Oliver: This violence— 25 brother there—
Joseph Surface: Sir, ’tis your own Charles: [ Aside.] Ay, now comes my
fault. turn. The damned family pictures will

Charles: Out with him, to be sure! ruin me!
[ Both forcing Sir Oliver out.] [Enter Joseph Surface: Sir Oliver—uncle, will
Sir Peter and Lady Teazle, Maria, and 30 you honor me with a hearing?
Rowley.] Charles: [Aside.] Now, if Joseph
Sir Peter: My old friend, Sir Oliver—  would make one of his long speeches, 1
Hey! What in the name of wonder? Here  might recollect myself a little.
are two dutiful nephews! Assault their Sir Oliver: [ To Joseph.] 1 suppose you

uncle at a first visit! 35 would undertake to justify yourself en-
Lady Teazle: Indeed, Sir Oliver, ’twas  tirely?
well we came in to rescue you. Joseph Surface: 1 trust I could.

Rowley: Truly it was, for I perceive, Sir Oliver: [ To Charles.] Well, sir, and
Sir Oliver, the character of old Stanley  you could justify yourself, too, I suppose?
was no protection to you. 40 Charles: Not that I know of, Sir Oliver.

Sir Oliver: Nor of Premium either. Sir Oliver: What! Little Premium has
The necessities of the former could not been let too much into the secret, I
extort a shilling from that benevolent suppose?
gentleman; and, now, egad, I stood a Charles: True, sir; but they were
chance of faring worse than my an-45 family secrets and should not be men-
cestors and being knocked down with- tioned again, you know.

out being bid for. Rowley: Come, Sir Oliver, I know you
Joseph Surface: Charles! cannot speak of Charles’s follies with
Charles: Joseph! anger.

Joseph Surface: *Tis now complete! so  Sir Oliver: Odd’s heart, no more I can,
Charles: Very! nor with gravity either. Six Peter, do
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you know the rogue bargained with me Sir Peter: So! Another French milli-
for all his ancestors, sold me judges and ner! Egad, he has one in every room in
generals by the foot and maiden aunts the house, I suppose!
as cheap as broken china? Lady Sneerwell: Ungrateful Charles!
Charles: To be sure, Sir Oliver, I did 5 Well may you be surprised and feel for
make a little free with the family canvas, the indelicate situation your perfidy has
that’s the truth on ’t. My ancestors may  forced me into.
rise in judgment against me, there’s no Charles: Pray, uncle, is this another
denying it; but believe me sincere when  plot of yours? For, as I have life, I don’t
I tell you, and upon my soul I would not 10 understand it.
say so if I was not, that if I do not Joseph Surface: 1 believe, sir, there is
appear mortified at the exposure of my  but the evidence of one person more
follies, it is because I feel at this moment  necessary to make it extremely clear.
the warmest satisfaction in seeing you, Sir Peter: And that person, I imagine,
my liberal benefactor. 15is Mr. Snake. Rowley, you were per-
Sir Oliver: Charles, I believe you. fectly right to bring him with us, and
Give me your hand again. The ill-look- pray let him appear.

ing little fellow over the settee has made Rowley: Walk in, Mr. Snake. [ Enter
your peace. Snake.] I thought his testimony might
Charles: Then, sir, my gratitude to 20 be wanted; however, it happens un-
the original is still increased. luckily that he comes to confront Lady
Lady Teazle: Yet 1 believe, Sir Oliver, Sneerwell, not to support her.
here is one whom Charles is still more Lady Sneerwell: A villain! Treacher-
anxious to be reconciled to. ous to me at last! Speak, fellow, have
Sir Oliver: Oh, I have heard of his 25 you, too, conspired against me?
attachment there; and, with the young Snake: 1 beg your ladyship ten thou-
lady’s pardon, if I construe right, that sand pardons. You paid me extremely
blush— liberally for the lie in question, but I
Sir Peter: Well, child, speak your unfortunately have been offered double
sentiments! 30 to speak the truth.
Maria: Sir, I have little to say, but Sir Peter: Plot and counter-plot, egad!
that I shall rejoice to hear that he is Lady Sneerwell: The torments of

happy. For me, whatever claim I had shame and disappointment on you all!
to his attention, I willingly resign to one Lady Teazle: Hold, Lady Sneerwell!
who has a better title. 35 Before you go, let me thank you for the
Charles: How, Maria! trouble you and that gentleman have
Sir Peter: Heyday! What’s the mys- taken in writing letters from me to
tery now? While he appeared an incor- Charles and answering them yourself;
rigible rake, you would give your hand  and let me also request you to make my
to no one else; and now that he is likely 40 respects to the scandalous college, of
to reform DI’ll warrant you won’t have which you are president, and inform

him! them that Lady Teazle, licentiate, begs
Maria: His own heart and Lady leave to return the diploma they
Sneerwell know the cause. granted her, as she leaves off practice
Charles: Lady Sneerwelll 45 and kills characters no longer.
Joseph Surface: Brother, it is with Lady Sneerwell: You too, madam!

great concern I am obliged to speak on  Provoking! Insolent! May your husband
this point, but my regard for justice live these fifty years! [Exit.]

compels me, and Lady Sneerwell’s Sir Peter: Oons, what a fury!
injuries can no longer be concealed.so Lady Teazle: A malicious creature,
[Opens the door. Enter Lady Sneerwell.] indeed!
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Sir Peter: Hey! Not for her last wish? Maria: For shame, Charles! I protest,

Lady Teazle: Oh, no! Sir Peter, there has not been a word—

Stir Oliver: Well, sir, and what have Str Oliver: Well then, the fewer the
you to say now? better. May your love for each other

Joseph Surface: Sir, I am so con- 5never know abatement!
founded to find that Lady Sneerwell Sir Peter: And may you live as hap-
could be guilty of suborning Mr. Snake pily together as Lady Teazle and I in-
in this manner to impose on us all that tend to do!
I know not what to say. However, lest Charles: Rowley, my old friend, I am
her revengeful spirit should prompt her 10 sure you congratulate me; and I suspect
to injure my brother, I had certainly that I owe you much.
better follow her directly. [ Exit.] Sir Oliver: You do, indeed, Charles.
Sir Peter: Moral to the last drop! Rowley: If my efforts to serve you had
Sir Oliver: Ay, and marry her, Joseph, not succeeded, you would have been in
if you can. Oil and vinegar! Egad you’ll 15 my debt for the attempt; but deserve to

do very well together. be happy and you overpay mef®
Rowley: 1 believe we have no more Sir Peter: Ay, honest Rowley always
occasion for Mr. Snake at present? said you would reform.

Snake: Before 1 go, 1 beg pardon Charles: Why, as to reforming, Sir
once for all, for whatever uneasiness I 20 Peter, I’ll make no promises, and that I
have been the humble instrument of take to be a proof that I intend to set

causing to the parties present. about it. But here shall be my monitor,
Sir Peter: Well, well, you have made my gentle guide. Ah, can I leave the
atonement by a good deed at last. virtuous path those eyes illumine?
Snake: But 1 must request of thez5 Though thou, dear maid, shouldst waive
company that it shall never be known. thy beauty’s sway,

Sir Peter: Hey! What the plague! Are  Thou still must rule, because I will obey.
you ashamed of having done a right An humble fugitive from Folly view,

thing once in your life? No sanctuary near but love and you.
Snake: Ah, sir, consider. I live by the 30 [To the audience.]
badness of my character. I have nothing  You can, indeed, each anxious fear re-
but my infamy to depend on; and, if it move,
were once known that I had been be- For even Scandal dies, if you approve!
trayed into an honest action, I should .
lose every friend I have in the world. 35
Sir Oliver: Well, well, we’ll not tra- EPILOGUE
duc.e you by saying a.nything in your By Mr. CoLMAN
praise, never fear. [ Exit Snake.]
Sir Peter: There’s a precious rogue! Spoken by Laby TeazLe

Lady Teaze: See, Sir Oliver, there4o I, who was late so volatile and gay,
needs no persuasion now to reconcile Like a trade-wind must now blow all

your nephew and Maria. one way,
Sir Oliver: Ay, ay, that’s as it should Bend all my cares, my studies, and my
be; and, egad, we’ll have the wedding VOws,
tomorrow morning. 45 To one dull, rusty weathercock,—my
Charles: Thank you, dear uncle. spouse!
Sir Peter: What, you rogue! Don’t So wills our virtuous bard,—the motley
you ask the girl’s consent first? Bayes

5

Charles: Oh, I have done that a long  Of crying epilogues and laughing plays!

time—a minute ago, and she has looked 50 Old bachelors who marry smart young
yes. wives
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Learn from our play to regulate your
lives;

Each bring his dear to town, all faults
upon her,—

London will prove the very source of
honor. 10

Plunged fairly in, like a cold bath it serves,

When principles relax, to brace the
nerves.

Such is my case; and yet I must deplore

That the gay dream of dissipation’s o’er.

And say, ye fair, was ever lively wife,

Born with a genius for the highest life,

Like me untimely blasted in her bloom,

Like me condemned to such a dismal

doom? 18
Save money, when I just knew how to
waste it!

Leave London, just as I began to taste

it!
Must I then watch the early-crowing

cock,

The melancholy tlckmg of a clock;

In a lone rustic hall forever pounded,!

With dogs, cats, rats, and squalling
brats surrounded? 24

With humble curate can I now retire,

(While good Sir Peter boozes with the
squire)

And at backgammon mortify my soul,

That pants for loo or flutters at a vole? 2

Seven’s near the main!? Dear sound
that must expire,

Lost at hot cockles 4 round a Christmas
fire. 30

1 Confined in a pound. 2Loo, a game of
cards, in which a vole was the taking of all
the tricks. 3 The “point” to be thrown in a
game of dice; to throw seven was, of course,
to lose. ¢ An old game.

NOTES ON
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The transient hour of fashion too soon
spent,

Farewell the tranquil mind, farewell
content! 8

Farewell the pluméd head, the cush-
ioned tzte,

That takes the cushion from its proper

seat!

That spirit-stirring drum! Card drums, I
mean, 35

Spadille, odd trick, pam, basto, king and
queen!

And you, ye knockers that with brazen
throat

The welcome visitors® approach denote,

Farewell all quality of high renown,

Pride, pomp, and circumstance of glori-
ous town!

40
Farewell! Your revels I partake no
more,

And Lady Teazle’s occupation’s o’er!

All this I told our bard; he smiled and
said "twas clear,

I ought to play deep tragedy next
year.

Meanwhile he drew wise morals from
his play, 45

And in these solemn periods stalked
away:—

“Blessed were the fair like you, her
faults who stopped,

And closed her follies when the curtain
dropped!

No more in vice or error to engage

Or play the fool at large on life’s great
stage.” 50

6 Compare the passage which begins here
with Othello, 111, 1ii, 347-357.

THE SCHOOL FOR SCANDAL
At the beginning of the play we suggested two methods of approach to the |

problem offered by Sheridan: first, a comparison of him with Wilde; second, :
an examination of The Schooi for Scandal with especial reference to the
sentimental style of comedy which was very influential at the time. Though
the two methods constantly overlap, we may for the sake of convenience
attempt a partial separation of the two. In making comparisons, also, we
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may profitably include Plautus and other dramatists within the field of
comparison. This two-way comparison should be enlightening.

I. SHERIDAN AND OTHER DRAMATISTS:
STRUCTURE AND MECHANICS

Though we have spoken of both the Wilde and the Sheridan plays as
satirical comedies, a little examination will reveal considerable difference
between them. Wilde, as we saw, is primarily concerned with the conflict
between society and a woman who has violated society’s rules; in com-
menting on that conflict, he found that it suited his purpose to view society
with a satirical eye. His satire, then, occupies a gecondary position, although
it appears throughout a large part of the playé‘;eridan, on the other hand,
clearly begins his play, and develops the greater part of it, with a satirical
intention: most of the first two acts are concerned with the society whose
vices he primarily intends to ridicule. His satire—at least initially—isin
the foreground. T

Theme and Fofm. As a result, Sheridan makes a different selection and
arrangement of his basic materials from that which Wilde adopts: as a
writer whose primary intention is satirical, he sets up a much sharper con-
trast among characters than does Wilde. Wilde’s initial contrast of the
social “ins” and the social “outs’ becomes rapidly dissolved into a picture
of humanity in which the distribution of moral and intellectual qualities
takes no account of who is in and who is out.[ But Sheridan’s primary ar-
rangement of his characters into the “good’’ and the ““bad’’ holds through-
out the play, as it must do in an atmosphere in which satire is dominant
On the one hand we have the “villains”’—the various gossips with thet
special abilities, and Joseph Surface, the hypocrite. (We can easily see to
what extent Sheridan has used exaggeration, which is a regular part of the
technique of satire, in his presentation of these people.) On the other hand
we have Maria, the honest, decent person who sees through the gossips;
Lady Teazle, who, at first deceived by the gossips, later is enlightened an
helps satirize them; Sir Peter, whose role is approximately that of innocer
bystander; and Charles, who is directly contrasted with Joseph. The othex
characters are essentially outside the main conflict, which they serve to
comment upon or to judge. The management of the “good” people and the
commentators sheds further light upon the technique of satire/ One notices
that all the “good” characters are in one way or other, at one time or
another, victims of the ‘““bad”’ characters; this is a standard satirical device,
since our sympathy with the victims always strengthens our detestation of
the victimizers) As for the observers or commentators, they also serve to
heighten the pdint the author is making. (Wilde, by the way, makes use
of no such characters. Sheridan perhaps felt that his point needed the addi-
tional strengthening which such a device would give.)

Characterization. What we have said so far suggests that Sheridan has
Eepended somewhat upon the hard-and-fast segregation of characters ‘nto
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good and bad which we associate with melodrama. There are indeed such
resemblances to melodrama. Sheridan, of course, obviously tries to secure
a redeeming complication of character; in a sense he starts out by saying
that his characters “are not what they seem.” Joseph seems a thoughtful,
generous, honest man; he is actually the opposite. Charles seems an ir-
responsible and loose-lived playboy; but he turns out to possess a redeem-
ing generosity and candor. Thus in one sense both men are complex. Yet
as we go further we realize that this complexity of character is somewhat
synthetic: Joseph’s “good” side is entirely imaginary, and Charles’s “bad”
side is insignificant. One is_plain bad, the other good. Actually, therefore,
it appears that Sheridan’s characters are conceived at a less mature level
than Wilde’s. In Wilde’s play, for example, neither Lady W. nor Mrs. Er-
lynne is wholly justified. In a crude paraphrase of the play such as we have
made here, of course, Sheridan is likely to sound worse than he is; in the
full play, the naiveté implied by this blueprint is to a considerable extent
overcome by Sheridan’s wit and suavity. But our oversimplified blueprint
is justified if it allows us to see how he achieves his effects—and in spite of
what handicaps. ,
Focus. Notice how Sheridan, with almost twice as many characters as
Lillo used in Barnwell, keeps them much better in hand than Lillo. Most of
what happens is centered in the actions of Joseph and Charles, from whom
our attention is not led astray at inopportune moments. The two brothers
even provide most of the materials for the gossips, who are related to the
intention of the play in a far more integral manner than are Barnwell’s
friends in the Lillo play. On the other hand, we notice that Sheridan is not
quite so successful as Wilde in subordinating everything to the principal
characters. He is very fond of complications that have a way of getting out
of hand and befogging the central issues. zloseph is engaged in a variety
of pursuits which constantly need clarifying (see for instance, his speech
which closes Act I1. ii); Lady Sneerwell’s implausible passion for Charles
is an avoidable excrescence; the Teazles tend to get too much into the
limelight; Sir Oliver, Stanley, Moses, and Trim extend our interest in still
other directions. Yet this tendencyr.it must be remarked, is less_of an
esthetic handicap than it would be in tragedy, which by its nature requires
unremitting attention to the mind and soul of the protagonist. Comedy,
as we have seen in our analys1s of Wilde’s play, is concerned primarily with
the operations of society; therefore, having less need of intensity and
depth, it can risk a greater spread of interest than can tragedy. T
Sheridan and Farce. When we compare Sheridan’s play with that of
Plautus, certain obvious differences emerge: Plautus, as we have seen,
keeps our attention focused on the confusion and hurly-burly, whereas
Sheridan focuses our attention on character. As we move from plays in
which farce-elements predominate to ‘those which more truly deserve the
name of comedy, we ascend into the realm of meaningfulness. For example,
compare the marital troubles of Menaechmus with those of the a‘ eazles,
The former result from a mistake and mean nathino:lthe latter nravides an
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index to the social life which Sheridan is satirizing. Sheridan does not ask
‘us to feel amused simply because a husband and wife quarrel with each
|other; the quarrel is amusing, to be sure, but it is amusing, finally, because
it reflects the characters of the two people and the nature of the society
which influences them.

Q‘o illustrate with another comparison, consider the ‘“screen scene”
(IV. iii), which on the face of it certainly depends a good deal on physical
or external situation, that is, upon Plautus’s own favorite device. Sheridan,
it is true, has made some effort to prepare for the various calls upon Joseph
(can you find the evidence?). Yet the fact remains that he has to depend
heavily upon coincidence (1) to get Lady Teazle, Sir Peter, and Charles
all present in the right order; (2) to get Joseph out; (3) to bring Joseph in
again at the climactic moment. Yet the scene as a whole is highly success-
ful—and on the level of comedy rather than that of farce. It will be in-
teresting to try to see why. The wit of the Joseph-Lady Teazle scene, for
one thing, serves to keep us conscious of characters and ideas rather than
of physical movements and, so to speak, of scene-shifting; that is, there is
a minimum of emphasis on the mechanics involved in contriving the scene,
and our attention is rapidly focused on the scene itself. But what serves
more importantly to “save” the scene is its symbolic value: the scene
becomes a perfect embodiment of Joseph’s basic duplicity, of his being all
things to all men. That is, it is meaningful; it is more than an artificial device
meant to bring about the sort of farcical surprises and confusion upon
which Plautus depends. Furthermore, development within the scene, the
movement forward, are the result of the direct interaction of the charac-
ters, .not, as in some other parts of the play, of a third person’s plotting.
Charles’s accusations of Joseph follow quite naturally upon Joseph’s
remarks to him about Lady Teazle; these accusations compel Joseph to
confess that Sir Peter is in hiding; Charles’s high spirits and sense of
humor account plausibly for the disclosure of Sir Peter. Thus, Sheridan
has logically and plausibly brought about the situation necessary for the
climax of the scene. And that climax comes through the character of Sir
Peter rather than through some mechanical device. Finally, any feeling
we might have that all this is contrived is pretty well submerged in our
awareness of the admirable succession of ironies; Sir Peter’s inconsistently
being willing to forgive an irregularity and then discovering something he
can’t forgive; his wanting to play a trick on Joseph but actually bringing
pain to himself; Joseph’s being found guilty of what Charles was suspected
of)Plautus’s farce—and indeed farce in general—fails to make use of such
dramatic irony.

In fact, by virtue of its symbolic significance, Sheridan’s scene is probably
more effective than the corresponding scene in Act 111 of Lady Winder-
mere’s Fan. For Wilde’s scene, as we have said (see p. 64), stresses rather
the threat of discovery than presentation of character.

Melodramatic Tendencies. We have seen, however, that Sheridan does
exhibit some tendency. to use the devices of meledrama. In one respect, for
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instance, he works like Plautus: he depends rather heavily upon the dis-
covery of certain matters of fact. In the screen scene itself there is a rather
mechanical disclosure of information—for instance, that about Sir Peter’s

deed to his wife. Farce and melodrama are always fond of such “dis-

coveries.” The tendency to rely upon discoveries, the manipulation of wills

and deeds, and the like, naturally leads away from character and away,

indeed, from the direct interaction or conflict of character. Even in The

School for Scandal, for all of its admirable quality, this distraction occurs.

The issue between Charles and Joseph is not really settled by a series of
clashes between them comparable to the series of meetings between Mrs.

Erlynne and Lady Windermere, especially to that in Lord D.’srooms; though

they do meet, of course, the conflict is settled largely by the simple decision

of the uncle, an outsider. He makes certain discoveries of fact—examines
the boys’ report cards, as it were—and decides who gets the money. Now,
though Sheridan is able to mitigate the crudeness of procedure stressed by
this paraphrase, to mitigate it by the wit and satirical impact of the last
act (just as he succeeds in mitigating the dependence on sheer coincidence
in the screen scene), we should not lose sight of what he is doing. For is not
Sheridan, after all, resorting to the aid of the old dews ex machina (see
Glossary) of melodrama? We should note, too, that this convenient savior
first comes in disguise—a standard expedient of melodrama.*

él‘o say that there are melodramatic elements in The School for Scandal is
not, of course, finally to condemn the play. But it should indicate that the
author tends to do things superficially rather than profoundly. For it 1s
very easy indeed to have a character like Sir Oliver who not only gets
everything straight but also has the power to set everything straight. It is
certainly easier for the dramatist to do this than to let the characters, as it
were, fight it out among themselves, and to have the outcome determined
entirely by the clash of their minds and personalities. It would be finer
drama still to indicate the inner development of the characters as a result
of the impact of circumstances and conflict upon them. When we consider
these possibilities, we can see that Sheridan’s way of settling matters by
an easy, external device such as the winning of a legacy does not really
settle them at all but rather tends to evade the real issue.

In Wilde’s play, on the other hand, we have seen that matters of fact
(for instance, Mrs. Erlynne’s identity) are subordinated to matters of
understanding (the matter of Mrs. Erlynne’s character and personality).
Wilde offers us direct clashes: between Mrs. Erlynne and the Windermeres.
There is no know-it-all and fix-it-all; there is no easy way out, no master
solution. There is greater complexity, better dramatic logic. This is not to
say, of course, that Wilde always sticks to the strait and narrow path of
character-delineation. As we have seen, he definitely tends, in his third Act,
to deviate from his study of Lady Windermere to a “rescue” of Lady
Windermere, so that the effects are precisely those of melodrama (the

* The student should consult, in Appendix A, the analysis of Morton’s Speed the Plough, a
play which exemplifies the use of typical devices of melodrama.
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situation 1s not unlike Sir Oliver’s rescue of Charles). But Wilde does finally
pull the play back into line, and the final note is upon Lady Windermere’s
growth in wisdoni. Mrs. Erlynne comes out comfortably enough: at least
she is not punished. But Sheridan tends to justify one side completely
(except for a casual renunciation of his former conduct by Charles) and
to reject the other completely.

Despite, however, some reliance on melodramatic method, Sheridan is
much less crude than he might be; if Sir Oliver is the deus ex machina, he is
at least not used to mystify and surprise us. His arrival is prepared for in
I. i; and, as a matter of fact, the announcement functions ironically in that
Joseph refuses to believe a report which might have helped him a good
deal. Here Sheridan certainly relinquishes a standard privilege of melo-
drama. He actually takes us backstage with Sir Oliver and lets us relish
the ironic situations into which Sir Oliver puts other people. Anauthor
content with mere melodrama would keep us in the dark; Sheridan strives
for illuminating ironies. The former is content to shock; the Tatter » wants to
enlight ten. Here the constant wit is his ally; it suggests mental alertness in
the characters rather than the mere susceptibility to sensational effect
“characteristic of melodrama.

Another similarity to melodrama, yet with a difference, is Sheridan’s
Rowley—a too-easy stage standby, the old-faithful servitor, who sees all,
hears all, knows all, and arranges ally he comes from what is called ““intrigue
comedy’’—a kind of comedy of situation. When Rowley enlightens Oliver
on the Surface situation (II. iii) or Sir Peter on his wife’s change of heart
(V. i1), Sheridan is really avoiding the problem—and the more probable
situation—of having characters acquire essential knowledge the hard way,
by themselves (note the means by which Lady Windermere comes to
understand Mrs. Erlynne: there is no intermediary). That would take more
effort and skill, and the tone would be less trivial. But though Sheridan
takes the easy way, he is still unwilling to depend wholly on the easy, but
essentially undramatic, way: Sir Oliver does go on to make his own tests,
however thorough or valid these tests may or may not be.

2. SHERIDAN’S ATTITUDE: THEME: THE
SENTIMENTAL TENDENCY

/I‘he latter half of the play is concerned with the means by which Sir
Oliver tests and %udges his nephews, that is, with his conception of good
and bad conduct.) Hence we must consider what the action implies about
the author’s point of view. This subject will bring us, also, to a considera-
tion of the second general point which we mentioned at the beginning of
this discussion, namely, Sheridan’s relationship to the sentimental drama
which was very popular'in his day.

So far we have been considering Sheridan’s dramatic methods. What
has been already implied in most of this discussion is the fact that he is
writing social satire. When we say this, we automatically say something
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about his point of view: Sheridan is discerning enough to detect, beneath
the accepted normal conduct of society, a pettiness, vindictiveness, and
hypocrisy which he finds desérving of satire. In his satire of Joseph we must’
note the especial use he makes of Joseph’s “sentiments’’—the point at
which he first runs counter to what may be called the “sentimental tradi-
tion.” These sentiments are generalized statements implying a strong sense
of duty or propriety in the speaker; in the drama of the period which
stressed edification, this kind of speech was frequently uttered by the
characters meant to be admired. (We have already noticed the tendency
in The London Merchant.) In giving such speeches to a hypocrite, there-
fore, Sheridan is obviously having a little fun with the sentimental tradi-
tion (Lady Sneerwell calls Joseph a “sentimental knave”). We can go on
to look for other influences of that tradition.

Let us see what Sheridan has to say when he is speaking positively rather
than negatively. A convenient introduction to the subject lies in the way
Sir Oliver expresses his approval or disapproval.

Sir Oliver’s Reward. Sir Oliver says, first of all, that if Charles pleases
him, he will ““compound for his extravagance” (II. iii). Charles has been
counting on Sir Oliver’s money (III. i, IIL iii). Act III is almost entirely
concerned with pecuniary matters. Twice again Sir Oliver speaks of pay-
ing Charles’s- debts (IV. ii, V. 1), and he implies that Joseph is going to be
cut off without a shilling (V. iii). So, although the final note is one of happy
love, the major issue—hypocrisy—is dealt with largely in terms of monetary
loss and gain. Now the effect of this is to give a tone of triviality which all
the wit and satirical insight cannot quite obscure. If, as we are bound to
feel, the author can think only in terms of a money reward, can we take
his judgment of human values very seriously? Is he at the level of comedy
of character or of farce (like the Menaechmsi), where everything depends on
changes in external situation? Again, what conception of human excellence
is it that can be adequately_expressed in terms of a pounds-and-shillings
pay-off? It might be argued that we are taking the matter of inheritance too
literally and that this inheritance should be regarded only as symbol. But
we should have to reply that it is the wrong kind of symbol; it can denote
only a trivial, commercial view of life. Further, it is doubtful whether the
acquisition or loss of money, unless it represents an act of will, can sym-
bolize an inner condition at all. As used in this play, the money simply
shows the attitude of another person (Sir Oliver), who may or may not
be right.

The Treatment of Charles. That brings us to the distinction between the
brothers. In Joseph, Sheridan presents his belief that the proprieties and
conventions may conceal very bad behavior; in Charles, that the absence
of the conventional virtues may not mean the absence of such real virtues
as candor, honesty, “goodness of heart.”

In his presentation of Charles, Sheridan shows his method of dealing
with a problem thatconfronts every satirist: the need of presenting, dfrectly
or by suggestion, his conception of the positive good from which the satire
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works (consider, for instance, the passages in which the authors of two
famous satires, Swift’s 4 Modest Proposal and Pope’s The Rape of the Lock,
indicate what they think are sound values for the societies which they
ridicule). Unless he makes some such indication, the author may seem to
present a despairing or cynical view of a wholly vicious world. He needs a
foil of some kind; it is the main source of his dramatic tension. In dealing
with the gossips Sheridan finds his foil in Maria, who is truthful and sen-
sible; and Sir Peter makes a significant speech insisting on the relationship
between wit and good nature (II. i1). But in dealing with Joseph, Sheridan
not only finds a foil in Charles’s honesty and unpretentiousness, which
would do all that is needed; but he also goes on to give Charles a “good
heart,” which shows itself in fine feelings and generous actions. This appears
especially in his generosity to “Stanley.” Is this convincing? Or does it seem
that the author is manipulating matters to create a sharp, high-lighted con-
trast with Joseph? Does not this bring us to the verge of comedy of situa-
tion? Further, does not this bring us very close to sentimental comedy?
Consider the following matters:

1/ In showing Charles’s generosity and his final “reform,” the author
is directly displaying what is admirable, what is “virtuous,” rather than
keeping our attention upon what is ridiculous)Joseph becomes second-
ary to Charles, instead of Charles’s being secondary to Joseph, as satire
demands \Now this is precisely the pattern of sentimental comedy. Or, to
put it in another way, we might say that this is a case of comedy’s get-
ting out of its relativistic world and endeavoring to make ethical pro-
nouncements of a sort that are esthetically satisfactory only in the wholly
different atmosphere of tragedy (see the section entitled “The Nature of
Comedy” in the analysis of Wilde’s play). Though this whole point may
be very concisely stated, it should not be underemphasized, for it goes to
the heart of the sentimental comedy that has flourished from Richard
Steele in the eighteenth century to Saroyan in the twentieth: we are asked
to admire the good rather than laugh at the bad. In its worst forms this
method leads us into a very simple view of life: ““ Just see how good the
world is after all.” When we speak of a thing as “sentimental” we always
mean, among other things, that it treats matters in entirely too simple a
way.

2. In using this pattern, Sheridan is appealing less to the audience’s
sense of the laughable, less to their good sense, we might say, or, as the
eighteenth century would have said, to their “judgment,” than to their
feelings, to an unconsidered emotional relish of kindness and good-hearted-
ness. This is the psychological pattern that sentimental comedy follows.
In its least restrained form this method results in simply pointing out de-
lightful examples of kindness and goodheartedness and in rejecting any
complexities that might interfere with the zestful inhaling of the fragrance
of the examples. It is possible, indeed, that most sentimentality functions
in this way. Notice that, like farce, it demands that the reader respond to
situations in a very naive way.
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3. Finally, notice that Sheridan makes Charles’s good actions come not
from his reason and will, or from any training or discipline of which we are
aware, but simply from his feelings, which, we must assume, are a sort
of natural gift that functions autonomously. For, though this may seem
rather surprising to the reader, the evidence suggests that/Sheridan actually
distrusts reason and finds the “good heart” a safer guide to action. Notice
that it is Joseph who possesses powers of reason, not Charles; and that
Sheridan makes Joseph use his reason entirely as an aid to selfish and
acquisitive designs. Thus Sheridan says, dramatically, that reason is un-
trustworthy; conversely, by endowing Charles with feelings that on the
whole lead him to pleasing and generous conduct, he demonstrates his
conviction that feelings may be relied on in the conduct of life. This is
what is often called sentimental ethics—which, as we have already seen,
tends to interfere with proper comic effects (this aspect of the play should
be compared with Congreve’s Way of the World, which does not make a
point of admiring, and finding goodness in, unreasonableness). Now when
an author implicitly sets forth a code of conduct, he naturally invites us
to consider the quality of his thought, its thoroughness. We need not at-
tempt, of course, to give a final answer to the question: Are the feelings a
trustworthy guide to conduct? The problem is one of vast philosophical
extent. But we may ask how the quality of the thought affects the play,
and whether Sheridan’s theme is convincing in terms of the play. Con-
sider Charles’s gift to Stanley; suppose, for the sake of argument, that it is
plausible. Still, is it enough to indicate that Charles is fundamentally a
well-conducted person? Is an act of charity a guarantee of general decency?
Does it compensate adequately for other failures in conduct? Or is it a
pleasant gesture misleading us to draw a general conclusion which the
evidence will not support? Is it not possible even to argue that Charles’s
gesture is a piece of self-deception, and that what appears as generosity
may actually be prompted by a relish of sensation which might just as well
lead him into conduct less admirable from a conventional point of view?
What about the feelings which led Charles to spend all his time in drinking
and gambling and getting into debt? Is it not highly likely, also, that these
feelings would prompt the addition of women to a party which, as the play
is written, is so conspicuously restricted to the enjoyment of only wine and
song? By omitting this subject—and consequently all the complications to
which it might lead—Sheridan, we may feel, is taking an overly simple view
of his subject. As for the drinking and gambling, we should of course not
be unduly solemn about them and treat them as though they were irrevoc-
ably vicious. That is not the point. The point is that Charles relies on his
feelings, which for a long time have kept him immersed in youthful follies:
will they be easily changed or eradicated? Will no restraint, no element be-
sides pleasant feelings, be necessary ? Might we fiot expect to find the habit
of youthful follies very strongly upon him? And the happy outcome of his
escapades leading him to feel that he should go right on with youthful fol-
lies? Is Sheridan, then, unconsciously whitewashing Charles?
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Aside from his generosity to Stanley, Charles proves his quality only by

refusing to sell Sir Oliver’s picture. But is not Sir Oliver rather hasty in
reaching conclusions? Is not this actually a case of a “sentiment” as evi-
dence of general probity? Might not Sir Oliver just as reasonably disinherit
Charles because Charles rudely pushes him out in Act V. i1i? In fact, it
appears that Sheridan actually set up, but failed to use, a good opportunity
to satirize Sir Oliver also.
. One of Charles’s key speeches is the next-to-last in Act IV. i, where he
praises Generosity and disparages Justice. Charles’s rather flattering pic-
ture of himself, plus his eagerness ““for hazard,” may leave us in some doubt
about his deserving great plaudits. And will his thinking bear examination?
It happens that just about a decade before the play, Goldsmith had written
The Good-Natured Man, a play which provides some very shrewd commen-
tary on just this theme of Generosity vs. Justice. Goldsmith’s hero is also
in trouble—but decause of his good heart (and lack of sense) and not in
spite of it; and he is also rescued, not because of his good heart, but in spite
of it, and upon his recognition that good sense is an important ingredient
in adult behavior.

So even in his satire of sentimentalism Sheridan is not wholly able to
escape its effects. It influences him just enough to prevent his treating the
subject with completeness and maturity. On the other hand, he is by no
means victimized by sentimentalism; even in the Charles-Joseph action
there is so much wit that some of the less successful parts are concealed. The
appeal of Charles’s witty gaiety is strong, and Joseph’s wit prevents his
being the tritely sinister melodrama-villain. Notice his attempted seduc-
tion of Lady Teazle (IV. iii), where the stress is not on sex nor on her
danger (as it would be in melodrama) but on the extraordinary logic of

Joseph, and where the effect depends upon the brilliantly paradoxical use

of reason in behalf of conduct which reason might be expected to oppose.
Joseph’s cleverness, you will note, draws attention from his intentions to
the working of his mind; his speech on ““ conscious innocence” is itself rather
satirical of a kind of sentimental literature; add his suavity, and you find
Joseph here a character of considerable picaresque appeal, and certainly
one of greater complexity than a “straight” villain.

3. OTHER INFLUENCES ON THE TONE

If the play consisted entirely of the Joseph-Charles action, its reputation
as comedy would certainly be less than it is. But much of the effect depends
upon the treatment of the gossips. True, their connection with the Surface-
plot is not very convincing; the professed passions of Backbite and Lady
Sneerwell are hardly real. But the very unreality of any emotions save love
of gossip is a means of excluding any suggestion of the sentimental and of
keeping a tone of brilliant satire. The gossips determine the tone of all
Act I until, at the end, Rowley’s part suggests the sentimental; but his part
is overshadowed by Sir Peter’s domestic trouble and his ironic cocksureness
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about the Surfaces. Note how irony always acts as an antidote for senti-
mentality. Again, Act II is composed almost entirely of satirical materials,
except for some lines praising Charles. Note how much less effective these
lines are than the anti-Joseph speeches.

Try to decide which parts of the rest of the play tend toward, or work
against, a sentimental effect; note especially the big satirical scenes—of
Joseph’s hypocrisy (IV. ii1) and of the gossips’ lying (V. i1). Note how Sheri-
dan gets speed and drive in the latter scene; how skillfully interruptions
are used to suggest the irresistible pressure of rival minds pushing into an
orgy of gossip. Consider the paradoxical fact that the gossips’ almost dis-
interested, artistic devotion to making a good story gives them a kind of
admirableness, just as, throughout the play, their wit makes them some-
thing more than the simple, hateful villains of melodrama. Thus Sheridan
achieves a kind of balance.

Note the means primarily used to secure the satirical effect of the final
gossip scene (V. i1): (1) It depends upon the reader’s knowledge of the facts
about which the gossips are telling immense lies. We can contrast this with
the method of farce and especially melodrama, which depends largely upon
the reader’s ignorance of the facts. In the present p]ay the reader relishes the
irony of the continuous unfoldmg of the gossips’ mendacity; without
this knowledge he could experience merely a short-lived, and much less
meaningful, shock or surprise, which is characteristic of melodrama and
exists largely for its own sake. We can almost make it a law that for mature
literary effects the author finds a better ally in the reader’s knowledge than
in his ignorance. Coleridge, for example, praises Shakespeare for using
“expectation” rather than “surprise.” (2) When Sneerwell says that she
“must have better information,” she climaxes the satire: the gossips have
been repudiated by one of themselves.

Now, when we put together the fact that we have seen a skillful exposi-
tion of unscrupulous scandalmongering and the contrasting fact that the
scandalmongers have done their job with a captivating zeal and imagina-
tiveness, we see, not an easy black-and-white presentation, but a picture of
such complexity as to explain in considerable part the durability of the
play: or, in other words, the work of an author who combines artistic de-
tachment and moral perceptior and so avoids the opposite extremes of moral-
izing on the one hand and indifference on the other.

Note that, except for several aspects of the treatment of Charles (e.g., his
“reform”), Sheridan keeps Act V. iii on a very firm comic level. Indeed,
Charles appears at his most consistent when he helps Joseph throw out
Sir Oliver instead of “goodheartedly” protecting “little Premium.” Sneer-
well and Joseph are kept consistent;.the former is given a brilliant final
exit, as is Snake, with his paradoxical insistence that his good deed be kept
secret. If Charles “reforms,” at least the others do not.
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SUMMARY

Sheridan, as we have seen, does nof satirize gossip and hypocrisy with
equal succé‘sg.C[n dealing with gossip he is content with the standard comic
method of presenting the vice and implying the opposite virtue. But in
dealing with hypocrisy he tries to present a complete alternative way of
life, that is, to make Charles a ““hero” instead of letting him stay at the
level of suggestion at which we see Maria\Thus he interferes with his tone:
we are asked to admire rather than laugh—the mode of sentimental
comedy. Further, since he is true enough to the nature of comedy to do
Joseph at full-length, Sheridan lacks space in which to present Charles’s
virtue convincingly. Again, the desire to contrast the brothers sharply has
led him to impute to Charles habits which we are not sure, as a matter of
consistency of character, can be so easily dismissed. These matters, plus
the fact that the judgment between Joseph and Charles is made l;rgely in
monetary terms, push Sheridan closer to comedy of situation than to
comedy of character. Unsatisfactory, too, is the fact that the deciding
judgment of Charles is not objective and disinterested; essentially, Sir
Oliver is flattered into deciding that Charles is a fine fellow. Finally, we note
that in so far as there is any mental activity in the play, it is Joseph’s;
Charles functions entirely in terms of feeling. Sheridan comes very close to
stating outright that he does not believe in intelligence.

QUESTIONS

1.,Sir Peter is presented as a comparatively innocent victim of the
gossip circle. But at the same time he is shown as an irascible, dogmatic
husband. Is anything gained by this? What would be the effect if he were
presented as a thoroughly admirable husband?

2. What is the purpose of having Sir Peter mistaken in his judgment of
Joseph and Charles? Is there any relationship between Sir Peter’s function
in this part of the plot and his function in the plot concerned primarily
with the gossips? What is the justification for giving Sir Peter a relatively
large part in the play? Is it too large?

3. Joseph Wood Krutch, the well-known modern critic, has referred to
Sheridan’s treatment of Lady Teazle as a ‘““notorious whitewashing.” Do
you agree with this judgment? Consider her final speech in Act IV as well
as the situation in the latter part of Act V. ii.

4. We have spoken of Sheridan’s satire as having two objectives—gossip
and hypocrisy. There are, of course, various mechanical connections be-
. tween the gossips and the hypocritical Joseph (a study of all these me-
chanical connections will illustrate the complexity of the plot). What more
fundamental relationship is there between them? At the same time, what
different views of life are implied by the conduct of each?

5. Has Sheridan characterized the different gossips sufficiently to permit
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us to make clear distinctions among them? What distinguishing marks can
you find?

6. Throughout Acts I and II there is a sequence of remarks about ill-
nature and good-nature. The regular recurrence of these terms suggests
that they are there for a purpose. How do they contribute to the develop-
ment of the theme?

7. Study Sheridan’s use of soliloquies throughout the play. Do any of
them seem justifiable dramatic devices? Do any of them seem hastily seized
upon as the easiest means of exposition?

8. Does the contrast between Charles and Joseph seem too simple and
symmetrical? Do they represent a logical scheme rather than sufficiently
complex human beings?

9. We have said that Sheridan creates almost no direct clash between
Charles and Joseph. He might have developed such a clash out of a rivalry
for Maria. Why might he have avoided this method ?

10. At different times both Sir Peter and Rowley give Sir Oliver charac-
terizations of his nephews. Aside from the mere fact that they have differ-
ent opinions, how does one such scene of assurance differ from another in
tone?!

11. What is the relationship between the literary satire (in Acts L. i,
I1. 1i, and other scenes where Backbite is present) and the other satirical
parts of the play? Or is the literary satire irrelevant?

12. Note how very late in the play Charles makes his entrance. Major
characters in a play often do not come in at the start. Can you find any
justification for this?

13. The satire of usury in Act III seems rather far removed from the main
issue of the play. Could you, however, make a case for it as related to the
satire of the gossips or of Joseph? Consider the points made by Moses in
Act IIL. 1.

14. Analyze the wit of Sneerwell’s command to Joseph in Act V. in:
‘““only be constant to one roguery at a time.”

15. In Act V. ii note the very minute details with which the gossips
embellish their imaginary tales. Why are these details effective? Analyze
especially Crabtree’s final speech before Lady Sneerwell’s exit. What 1s
Sheridan’s reason for making Candour say what she does just before
Backbite’s entry near the beginning of the scene? (p. 234 b, 31 ff.)

16. What is the dramatic function of Joseph’s extreme politeness in
Act V. 1? Consider how much the effectiveness of this scene depends upon
facts which the reader knows but which Joseph does not know.

17. In the early part of Act V. iii how does Sheridan avoid sentimentality
in the relations between Charles and Stanley (Sir Oliver)? After the ex-
posure, when Charles protests how glad he is to see Sir Oliver and Sir
Oliver believes him, is the reader convinced that Sheridan has actually
presented a cause capable of producing the given effect?

18. Analyze the effectiveness of Snake’s lines at the end.
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3. Ibsen, Ro:mem”/lolm

osMERsHOLM (1886) is an almost immediate contemporary

R of Lady Windermere’s Fan, and the student may there-

fore find it useful to make some rough comparisons as he

reads. We find each play, for instance, depending at least in part on a clash

between an individual and a social group; but—with a diversity of method

that should be interesting to observe—one is comedy, the other moves

toward tragedy. There are, besides, two other respects in which the plays
are eligible for comparison.

Ibsen is often said to have ended the reign of the “well-made” play, by
which, as we saw, Wilde was influenced. That is, he got rid of many arti-
ficial technical devices for advancing action and producing effects, devices
which often seem to us not “well-made” at all. He aspired instead to a more
simple, natural, lifelike presentation of his themes (for instance, he worked
very hard to manage all his exposition without the asides and soliloquies
that we see in both Wilde and Sheridan), and in that respect he was vastly
influential on a great deal of the drama of the subsequent half-century. As
he reads, the student should try to estimate whether Ibsen does seem to
have his play moving ahead in an easier and more plausible way than Wilde.

Again, both plays are often thought of as “problem plays”—that is,
plays that focus attention on some particular problem which especially
concerned the society of the time. There is a sense, of course, in which every
play deals with a problem, and every play must reflect in some degree the
thinking of its time. But the term “ problem play” is used in a more special
sense to denote a topical interest, with the further implication that the
dramatist is using his play as a social and political instrument to direct the
attention of society to its problems and to stir it to adopt a solution. It is
certainly true that under Ibsen’s influence succeedmg dramatists have
tended to give the problem play this narrower meaning.

But we shall do well to consider whether any really profoundly conceived
play exhausts its meaning when it is taken as a mere tract, and whether
any really great play does not have to transcend the framework of ideas of
its own time. Moreover, Ibsen himself disclaimed more than once any in-
tention of dealing merely or even pgimarily with “problems.” Rather, he
said, it is the dramatist’s business to ask questions instead of answering
them. He wrote specifically of his Hedda Gabler: ““It was not my desire to
deal in this play with so-called problems. What I wanted to do was to de-
pict human beings, human emotions, and human destinies, upon a ground-
work of certain of the social conditions and principles of the present day.”
The student will find it of interest to see whether this remark seems also
to cover Ibsen’s purpose in Rosmersholm.
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ROSMERSHOLM

DRAMATIS

Jouannes RosMer of Rosmersholm,
formerly clergyman of the parish.
REeBEccA WEST, in charge of Rosmer’s
household.

Rector ! Krorr, Rosmer’s brother-in-
law.

ULric BRENDEL.

PERSONZA

PeTeER MORTENSGARD.?
Mapam HELseTH, housekeeper at Ros-
mersholm.
The action takes place at Rosmersholm,
an old family seat near a small coast town
in the west of Norway.

1 “Rector” in the Scotch and Continental sense of headmaster of a school, not in the
English sense of a beneficed clergyman. * Pronounce Mortensgore.

ACT FIRST

[Sitting-room at Rosmersholm; spa-
cious, old-fashioned, and comfortable.
In front, on the right, a stove decked
with fresh birch-branches and wild flow-
ers. Farther back, on the same side, a
door. In the back wall, folding-doors
opening into the hall. To the left, a
window, and before it a stand with
flowers and plants. Beside the stove a
table with a sofa and easy chairs. On
the walls, old and more recent portraits
of clergymen, officers, and government
officials in uniform. The window is open;
so are the door into the hall and the
house door beyond. Outside can be seen
an avenue of fine old trees, leading up

to the house. It is a summer evening, 20

after sunset.]

[Rebecca West is sitting in an easy-
chair by the window, and crocheting a large
white woollen shawl, which is nearly fin-
ished. She now and then looks out ex-
pectantly through the leaves of the plants.
Madam Helseth presently enters from the
right.]

Madam Helseth: 1 suppose I had 3o

better begin to lay the table, Miss?
Rebecca West: Yes, please do. The
Pastor must soon be in now.
Madam Helseth: Don’t you feel the
draught, Miss, where you’re sitting?
Rebecca: Yes, there is a little draught.
Perhaps you had better shut the win-

10

dow. [Madam Helseth shuts the door

into the hall, and then comes to the

window.] ’

Madam Helseth: [ About to shut the

5 window, looks out.] Why, isn’t that the
Pastor over there?

Rebecca: [Hastily.] Where? [Rises.]
Yes, it is he. [ Behind the curtain.] Stand
aside—don’t let him see us.

Madam Helseth: [Keeping back from
the window.] Only think, Miss—he’s
beginning to take the path by the mill
again.

Rebecca: He went that way the day

15 before yesterday too. [Peeps out be-

tween the curtains and the window-frame.]
But let us see whether—

Madam Helseth: Will he venture
across the foot-bridge?

Rebecca: That is what I want to see.
[After a pause.] No, he is turning. He is
going by the upper road again. [ Leaves
the window.] A long way round.

Madam Helseth: Dear Lord, yes. No

25 wonder the Pastor thinks twice about set-

ting foot on that bridge. A place where
a thing like that has happened—
Rebecca: [Folding up her work.] They
cling to their dead here at Rosmersholm.
Madam Helseth: Now I would say,
Miss, that it’s the dead that clings to
Rosmersholm.
Rebecca: [Looks at her.] The dead?

Madam Helseth: Yes, it’s almost as

35if they couldn’t tear themselves away

from the folk that are left.
Rebecca: What makes you fancy that?
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Madam Helseth: Well, if it wasn’t for Why, how you have brightened up the
that, there would be no White Horse, I  old room! Flowers everywhere!

suppose. Rebecca: Mr. Rosmer is so fond of
Rebecca: Now what is all this about  having fresh, growing flowers about him.
the White Horse, Madam Helseth? 5 Kroll: And you are too, are you not?

Madam Helseth: Oh, I don’t like to Rebecca: Yes; they have a delight-
talk about it. And, besides, you don’t be-  fully soothing effect on me. We had to
lieve in such things. do without them, though, till lately.

Rebeccca: Do you believe in it, then? Kroll: [Nods sadly.] Yes, their scent

Madam Helseth: [Goes and shuts the 10 was too much for poor Beata.
window.] Oh, you’d only be for laughing Rebecca: Their colours, too. They
at me, Miss. [Looks out.] Why, isn’t quite bewildered her—

that Mr. Rosmer on the mill-path Kroll: I remember, I remember. [/7 a

again—? lighter tone.] Well, how are things going
Rebecca: [Looks out.] That man 15out here?

there? [Goes to the window.] No, that’s Rebecca: Oh, everything is Poing its

the Rector! quiet, jog-trot way. One day is just
Madam Helseth: Yes, so it is. like another.—And with you? Your
Rebecca: This is delightful. You may  wife—?

be sure he’s coming here. 20 Kroll: Ah, my dear Miss West, don’t

Madam Helseth: He goes straight let us talk about my affairs. There is al-
over the foot-bridge, he does. And yet ways something or other amiss in a
she was his sister, his own flesh and family; especially in times like these.
blood. Well, I'll go and lay the table Rebecca: [After a pause, sitting down
then, Miss West. [She goes out to the 25 in an easy-chair beside the sofa.] How is
right. Rebecca stands at the window for a it you haven’t once been near us during
short time; then smiles and nods to some  the whole of the holidays?
one outside. It begins to grow dark.] Kroll: Oh, it doesn’t do to make one-

Rebecca: [Goes to the door on the right.]  self a nuisance—

Oh, Madam Helseth, you might let usjo Rebecca: If you knew how we have
have some little extra dish for supper. missed you—

You know what the Rector likes best. Kroll: And then I have been away—
Madam Helseth: [OQutside.] Oh yes, Rebecca: Yes, for the last week or
Miss, I'll see to it. two. We have heard of you at political

Rebecca: [Opens the door to the hall.] 35 meetings.

At last—! How glad I am to see you, my Kroll: [Nods.] Yes, what do you say
dear Rector. to that? Did you think I would turn
Rector Kroll: [In the hall, laying down  political agitator in my old age, eh?
his stick.] Thanks. Then I am not dis- Rebecca: [Smiling.] Well, you have

turbing you? 4o always been a bit of an agitator, Rector

Rebecca: You? How can you ask? Kroll.

Kroll: [Comes in.] Amiable as ever. Kroll: Why, yes, just for my private
[Looks around.] Is Rosmer upstairs in amusement. But henceforth it is to be no
his room? laughing matter, I can tell you.—Do

Rebecca: No, he is out walking. He 45 you ever see those radical newspapers?
has stayed out rather longer than usual; Rebecca: Well yes, my dear Rector, I

but he is sure to be in directly. [Motion- can’t deny that—

ing him to sit on the sofa.] Won’t you sit Kroll: My dear Miss West, I have

down till he comes? nothing to say against it—nothing in
Kroll: [Laying down his hat.] Many 5o your case.

thanks. [Sits down and looks about him.] Rebecca: No, surely not. One likes to
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know what’s going on—to keep up with
the time—

Kroll: And of course I should not
think of expecting you, as a woman, to
side actively with either party in the
civil contest—I might almost say the
civil war—that is raging among us.—
But you have seen then, 1 suppose, how
these gentlemen of ‘‘the people” have
been pleased to treat me? What in-
famous abuse they have had the audac-
ity to heap on me?

Rebecca: Yes; but it seems to me you
gave as good as you got.

Kroll: So I did, though I say it that
shouldn’t. For now I have tasted blood;
and they shall soon find to their cost
that I am not the man to turn the other
cheek—[ Breaks off.] But come, come

—don’t let us get upon that subject this 20

evening—it’s too painful and irritating.

Rebecca: Oh no, don’t let us talk of it.

Kroll: Tell me now—how do you get
on at Rosmersholm, now that you are
alone? Since our poor Beata—

Rebecca: Thank you, 1 get on very
well. Of course one feels a great blank in
many ways—a great sorrow and long-
ing. But otherwise—

Kroll: And do you think of remaining 30

here?—permanently, I mean.

Rebecca: My dear Rector, I really
haven’t thought about it, one way or the
other. I have got so used to the place

259

Dr. West was such a charge when we
were up in Finmark. It was those terrible
boat-voyages up there that broke him
down. But after we came here—well

5 yes, the two years before he found rest

were certainly hard enough.
Kroll: And the years that followed—
were they not even harder for you?
Rebecea: Oh how can you say such a

1o thing? When I was so fond of Beata—

and when she, poor dear, stood so sadly
in need of care and forbearance.

Kroll: How good it is of you to think
of her with so much kindness!

Rebecca: [Moves a little nearer.] My
dear Rector, you say that with such a
ring of sincerity that I cannot think
there is any ill-feeling lurking in the
background.

Kroll: Tll-feeling? Why, what do you
mean?

Rebecca: Well, it would be only
natural if you felt it painful to see a
stranger managing the household here at

25 Rosmersholm.

Kroll: Why, how on earth—!

Rebecca: But you have no such feel-
ing? [ Takes his hand.] Thanks, my dear
Rector; thank you again and again.

Kroll: How on earth did you get such
an idea into your head?

Rebecca: 1 began to be a little afraid
when your visits became so rare.

Kroll: Then you have been on a

now, that I feel almost as if I belonged 35 totally wrong scent, Miss West. Besides

to it.
Kroll: Why, of course you belong to it.
Rebecca: And so long as Mr. Rosmer
finds that I am of any use or comfort to

him—why, so long, I suppose, I shall 40

stay here.

Kroll: [ Looks at her with emotion.] Do
you know,—it is really fine for 2 woman
to sacrifice her whole youth to others
as you have done.

Rebecca: Oh, what else should I have
had to live for?

Kroll: First, there was your untiring
devotion to your paralytic and exacting
foster-father—

Rebecca: You mustn’t suppose that

—after all, there has been no essential
change. Even while poor Beata was alive
—in her last unhappy days—it was you,
and you alone, that managed everything.

Rebecca: That was only a sort of
regency in Beata’s name.

Kroll: Be that as it may—. Do you
know, Miss West—for my part, I should
have no objection whatever if you—.

45 But I suppose I mustn’t say such a

thing.

Rebecca: What must you not say?

Kroll: If matters were to shape so that
you took the empty place—

Rebecca: I have the only place I want,
Rector.
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Kroll: In fact, yes; but not in— szecc.a: [To R9:mer.] Yes, only
Rebecca: [Interrupting gravely.] For  think,—it was nothing but fancy after

shame, Rector Kroll. How can you joke all!
about such things? ’ Rosmer: Is that really the case, Kroll?

Kroll: Oh well, our good Johannes s Then why did you desert us so entirely?
Rosmer very likely thinks he has had Kroll: [Gravely, in a low voice.] Be-
more than enough of married life al- cause my presence would always have
ready. But nevertheless— been reminding you of the years of your

Rebecca: You are really too absurd, happiness, and of—the life that ended

Rector. 10 in the mill-race. )
Kroll: Nevertheless—. Tell me, Miss Rosmer: Well, it was a kind thought——
West—if you will forgive the question—  you were always considerate. But it was

what is your age? quite unnecessary to remain away on
Rebecca: I'm sorry to say I am over  that account.—Come, sit here on the

nine-and-twenty, Rector; I am in my 15 sofa. [ They sit down.] No, I assure you,

thirtieth year. the thought of Beata has notpain for
Kroll: Indeed. And Rosmer—how old  me. We speak of her every day. We feel

is he? Let me see: heis five years younger  almost as if she were still one of the

than I am, so that makes him well over  household.

forty-three. I think it would be mostz20 Kroll: Do you really?

suitable. Rebecca: [ Lighting the lamp.] Yes, in-
Rebecca: [ Rises.] Of course, of course;  deed we do.

most suitable.—Will you stay to supper Rosmer: It is quite natural. We were

this evening? both so deeply attached to her. And

Kroll: Yes, many thanks; I thought 25 both Rebec—both Miss West and I
of staying. There is a matter I want to  know that we did all that was possible
discuss with our good friend.—And I for her in her affliction. We have nothing
suppose, Miss West, in case you should to reproach ourselves with.—So I feel
take fancies into your head again, I had nothing but a tranquil tenderness now
better come out pretty often for the 3o at the thought of Beata.
future—as I used to in the old days. Kroll: You dear, good people! Hence-

Rebecca: Oh yes, do—do. [Shakes both  forward, I declare I shall come out and
his hands.]Many thanks—how kind and  see you every day.
good you are! Rebecca: [Seats herself in an arm

Kroll: [Gruffly.] Am I? Well, that’s 35 chair.JMind, we shall expect you to keep
not what they tell me at home. [ Jokan-  your word.
nes Rosmer enters by the door on the right.] Rosmer: [With some hesitation.] My

Rebecca: Mr. Rosmer, do you see who  dear Kroll—I wish very much that our

is here? intercourse had never been interrupted.
Johannes Rosmer: Madam Helseth 40 Ever since we have known each other,
told me. [Rector Kroll has risen.] you have seemed prédestined to be my

Rosmer: [Gently and softly, pressing adviser—ever since I went to the Uni-
his hands.] Welcome back to this house, versity.
my dear Kroll. [Lays his hands on Kroll: Yes, and I have always been
Kroll's shoulders and looks into his eyes.] a5 proud of the office. But is there any-
My dear old friend! I knew that sooner  thing particular just now—?
or later things would come all right be- Rosmer: There are many things that
tween us. I would give a great deal to talk over
Kroll: Why, my dear fellow—do you with you, quite frankly—straight from
mean to say you too have been so foolish 5o the heart.
as to fancy there was anything wrong? Rebecca: Ah yes, Mr. Rosmer—that
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must be such a comfort—between old Rebecea: Oh no, of course not.
friends— Kroll: Well, then, I must tell you that
Kroll: Oh I can tell you I have still dissension and revolt have crept into
more to tatk to you about. I suppose you my own house—into my own quiet
know I have turned a militant poli- s home. They have destroyed the peace

tician? of my family life.

Rosmer: Yes, so you have. How did Rosmer: [Rises.] What! Into your
that come about? own house—?

Kroll: 1 was forced into it in spite of Rebecca: [Goes over to the Rector.] My
myself. It is impossible to stand idly 10 dear Rector, what has happened?
looking on any longer. Now that the Kroll: Would you believe that my

Radicals have unhappily come into own children— In short, it is Laurits
power, it is high time something should that is the ringleader of the school con-
be done,—so I have got our little group  spiracy; and Hilda has embroidered a
of friends in the town to close up their 15 red portfolio to keep the ““Beacon” in.

ranks. I tell you it is high time! Rosmer: 1 should certainly never have
Rebecca: [With a faint smile.] Don’t  dreamt that, in your own house—
you think it may even be a little late? Kroll: No, who would have dreamt of

Kroll: Unquestionably it would have such a thing? In my house, the very
been better if we had checked the stream 20 home of obedience and order—where
at an earlier point in its course. But who  one will, and one only, has always pre-
could foresee what was going to happen?  vailed—

Certainly not 1. [Rises and walks up and Rebecca: How does your wife take all
down.}] But now I have had my eyes this?
opened once for all; for now the spirit of 25 Kroll: Why, that is the most incred-

revolt has crept into the school itself. ible part of it. My wife, who all her life
Rosmer: Into the school? Surely not long has shared my opinions and con-
into your school? curred in my views, both in great things

Kroll: 1 tell you it has—into my own and small—she is actually inclined to
school. What do you think? It has come 30 side with the children on many points.
to my knowledge that the sixth-form And she blames me for what has hap-
boys—a number of them at any rate— pened. She says I tyrannise over the
have been keeping up a secret society children. As if it weren’t necessary to

for over six months; and they take in —. Well, you see how my house is
Mortensgérd’s paper! 35 divided against itself. But of course I
Rebecca: The “Beacon”? say as little about it as possible. Such

Kroll: Yes; nice mental sustenance for  things are best kept quiet. [ Wanders up
future government officials, is it not?  the room.] Ah, well, well, well. [Stands at
But the worst of it is that it’s all the the window with his hands behind his back,
cleverest boys in the form that have 40 and looks out.]
banded together in this conspiracy Rebecca: [Comes up close to Rosmer,
against me. Only the dunces at the and says rapidly and in a low voice, so
bottom of the class have kept out of it.  that the Rector does not hear her.] Do it

Rebecca: Do you take this so very now!

much to heart, Rector? 45 Rosmer: [ Also in a low voice.]Not this
Kroll: Do I take it to heart! To be so  evening.
thwarted and opposed in the work of my Rebecca: [As before] Yes, just this

whole life! [ Lower.] But I could almost  evening. [ Goes to the table and busies her-
say I don’t care about the school—for  self with the lamp.]

there is worse behind. [Looks round.Jso  Kroll: [Comes forward.]Well, my dear
I suppose no one can hear us? Rosmer, now you know how the spirit
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of the age has overshadowed both my
domestic and my official life. And am 1
to refrain from combating this per-
nicious, subversive, anarchic spirit, with

any weapons I can lay my hands on? ;

Fight it I will, trust me for that; both
with tongue and pen.

Rosmer: Have you any hope of stem-
ming the tide in that way?
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how little I understand of politics. But
I confess it seems to me that within the
last few years people are beginning to
show greater independence of thought.
Kroll: Indeed! And you take it for
granted that that must be an improve-
ment! But in any case you are quite
mistaken, my friend. Just inquire a little
into the opinions that are current among

Kroll: At any rate I shall have done 10 the Radicals, both out here and in the

my duty as a citizen in defence of the
State. And I hold it the duty of every
right-minded man with an atom of
patriotism to do likewise. In fact—that

town. They are neither more nor less
than the wisdom that’s retailed in the
“Beacon.”

Rebecca: Yes; Mortensgard has great

was my principal reason for coming out 15 influence over many people hereabouts.

here this evening.

Rosmer: Why, my dear Kroll, what
do you mean-—? What can I—?

Kroll: You can stand by your old

Kroll: Yes, just think of it! A man of
his foul antecedents—a creature that
was turned out of his place as a school-
master on account of his immoral lite!

friends. Do as we do. Lend a hand, with 20 A fellow like that sets himself up as a

all your might.
Rebecca: But, Rector Kroll, you know
Mr. Rosmer’s distaste for public life.
Kroll: He must get over his distaste.

leader of the people! And succeeds too!
Actually succeeds! I hear he is going to
enlarge his paper. 1 know on good au-
thority that he is on the lookout for a

You don’t keep abreast of things, Ros- 25 capable assistant.

mer. You bury yourself alive here, with
your historical collections. Far be it from
me to speak disrespectfully of family
trees and so forth; but, unfortunately,

Rebecca: 1 wonder that you and your
friends don’t set up an opposition to
him.

Kroll: That is the very thing we are

this is no time for hobbies of that sort. 30 going to do. We have to-day bought

You cannot imagine the state things are
in, all over the country. There is hardly
a single accepted idea that hasn’t been
turned topsy-turvy. It will be a gigantic

the “County News”; there was no diffi-
culty about the money question. But
— [Turns to Rosmer.] Now 1 come to
my real errand. The difficulty lies in the

task to get all the errors rooted out ;g conduct of the paper—the editing—

again.

Rosmer: 1 have no doubt of it. But I
am the last man to undertake such a
task.

Rebecca: And besides, I think Mr. 40

Rosmer has come to take a wider view
of life than he used to.

Kroll: [With surprise.] Wider?

Rebecea: Yes; or freer, if you like—less
one-sided.

Kroll: What is the meaning of this?
Rosmer—surely you are not so weak as
to be influenced by the accident that
the leaders of the mob have won a tem-
porary advantage?

Rosmer: My dear Kroll, you know

Tell me, Rosmer,—don’t $ou feel it your
duty to undertake it, for the sake of the
good cause?

Rosmer: [ Almost in consternation.] I?

Rebecca: Oh, how can you think of
such a thing?

Kroll: 1 can quite understand your
horror of public meetings, and your re-
luctance to expose yourself to their
s tender mercies. But an editor’s work is

less conspicuous, or rather—
Rosmer: No, no, my dear friend, you
must not ask me to do this.
Kroll: 1 should be quite willing to try
o my own hand at that style of work too;
‘but I couldn’t possibly manage it. I
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have such a multitude of irons in the self.] My dear Rector—I can’t tell you
fire already. But for you, with no pro- how ludicrous all this seems to me.

fession to tie you down— Of course Kroll: What do you say? Ludicrous?
the rest of us would give you as much Rebecca: Yes, ludicrous. For you
help as we could. 5 must let me tell you frankly—

Rosmer: 1 cannot, Kroll. I am not Rosmer: [Quickly.] No, no—be quiet!
fitted for it. Not just now!

Kroll: Not fitted? You said the same Kroll: [Looks from one to the other.]
thing when your father preferred you to My dear friends, what on earth—?[In-

the living here— 10 terrupting himself.] H'm. [Madam Hel-
Rosmer: And I was right. That was seth appears in the doorway on the right.]
why I resigned it. Madam Helseth: There’s a man out in

Kroll: Oh, if only you are as good an  the kitchen passage that says he wants
editor as you were a clergyman, we shall  to see the Pastor.

not complain. 15 Rosmer: [Relieved.] Ah, very well.
Rosmer: My dear Kroll—I tell you Ask him to come in.

once for all—I cannot do it. Madam Helseth: Into the sitting-
Kroll: Well, at any rate, you will lend  room?

us your name. Rosmer: Yes, of course.
Rosmer: My name? 20 Madam Helseth: But he looks scarcely

Kroll: Yes, the mere name, Johannes the sort of man to bring into the sitting-
Rosmer, will be a great thing for the room.
paper. We others are looked upon as Rebecca: Why, what does he look like,
confirmed partisans—indeed I hear [am  Madam Helseth? ’
denounced as a desperate fanatic—soz5 Madam Helseth: Well, he’s not much
that if we work the paper in our own to look at, Miss, and that’s a fact.
names, we can’t reckon upon its making Rosmer: Did he not give his name?
much way among the misguided masses. Madam Helseth: Yes—I think he said
You, on the contrary, have always kept  his name was Hekman or something of
out of the fight. Everybody knows and 3o the sort.

values your humanity and uprightness Rosmer: 1 know nobody of that name.
—your delicacy of mind—your unim- Madam Helseth: And then he said he
peachable honour. And then the prestige  was called Uldric, too.
of your former position as a clergyman Rosmer: [In surprise.] Ulric Hetman!
still clings to you; and, to crown all, 33 Was that it?
you have your grand old family name! Madam Helseth: Yes, so it was—
Rosmer: Oh, my name— Hetman.
Kroll: [ Points to the portraits.] Ros- Kroll: I’ve surely heard that name

mers of Rosmersholm—clergymen and  before—

soldiers; government officials of high 4o Rebecca: Wasn’t that the name he

place and trust; gentlemen to the finger- used to write under—that strange being

tips, every man of them—a family that —

for nearly two centuries has held its Rosmer: [To Kroll.] It is Ulric Bren-

place as the first in the district. [Lays del’s pseudonym.

his hand on Rosmer’s shoulder.] Rosmer 45 Kroll: That black sheep Ulric Bren-

—you owe it to yourself and to the ~ del’s—of course it is.

traditions of your race to take your Rebecca: Then he is still alive.

share in guarding all that has hitherto Rosmer: I heard he had joined a com-

been held sacred in our society. [Turns  pany of strolling players.

round.] What do you say, Miss West? ;o Kroll: When last [ heard of him, he
Rebecca: [ Laughing softly, as if to her-~ was in the House of Correction.
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Rosmer: Ask him to come in, Madam Brendel: A near relation, no doubt.
Helseth. And yonder unknown—? A brother
Madam Helseth: Oh, very well. [Ske of the cloth, I see.
goes out.] Rosmer: Rector Kroll.
Kroll: Are you really going to let a 5  Brendel: Kroll? Kroll? Wait a bit?—
man like that into your house? Weren’t you a student of philology in
Rosmer: You know he was once my your young days?
tutor. Kroll: Of course I was.

Kroll: Yes, I know he went and Brendel: Why Donnerwetter, then I
crammed your head full of revolutionary 10 knew you!

ideas, until your father showed him the Kroll: Pardon me—
door—with his horsewhip. Brendel: Weren’t you—
Rosmer: [With a touch of bitterness.] Kroll: Pardon me—
Father was a martinet at home as well as Brendel: —one of those myrmidons
in his regiment. 15 of morality that got me turned out of
Kroll: Thank him in his grave for the Debating Club? x

that, my dear Rosmer.—Well! [Madam Kroll: Very likely. But I disclaim any

Helseth opens the door on the right for closer acquaintanceship.

Ulric Brendel, and then withdraws, shut- Brendel: Well, well! Nach Belieben,

ting the door behind him. He is a hand- 20 Herr Doctor. It’s all one to me. Ulric

some man, with grey hair and beard; Brendel remains the man he is for all

somewhat gaunt, but active and well set  that.

up. He is dressed like a common tramp; Rebecca: You are on your way into

threadbare frock-coat; worn-out shoes; no  town, Mr. Brendel?

shirt visible. He wears an old pair of black 25 Brendel: You have hit it, gracious

gloves, and carries a soft, greasy felt hat lady. At certain intervals, I am con-

under his arm, and a walking-stick in his  strained to strike a blow for existence.

hand.] It goes against the grain; but—enfin—
Ulric Brendel: [ Hesitates at first, then  imperious necessity—

goes quickly up to the Rector, and holds 30  Rosmer: Oh, but, my dear Mr. Bren-

out his hand.] Good evening, Johannes! del, you must allow me to help you. In

Kroll: Excuse me— one way or another, I am sure—
Brendel: Did you expect to see me Brendel: Ha, such a proposal to me!
again? And within these hated walls, Would you desecrate the bond that
too? 35 unites us? Never, Johannes, never!
Kroll:  Excuse me— [Pointing.] Rosmer: But what do you think of
There— doing in town? Believe me, you won’t
Brendel: [ Turns.] Right. There he is.  find it easy to—
Johannes—my boy—my best-beloved Brendel: Leave that to me, my boy.
—1 The die is cast. Simple as I stand here
Rosmer: [Takes his hand.] My old  before you, I am engaged in a compre-
teacher. hensive campaign—more comprehensive

Brendel: Notwithstanding certain  than all my previous excursions put to-
painful memories, I could not pass by gether. [To Rector Kroll.] Dare I ask
Rosmersholm!without paying you a fly- 45 the Herr Professor—unter uns—have

ing visit. you a tolerably decent, reputable, and
Rosmer: You are heartily welcome commodious Public Hall in your esti-
here now. Be sure of that. mable city?
Brendel: Ah, this charming lady—? Kroll: The hall of the Workmen’s So-
[Bows.] Mrs. Rosmer, of course. o ciety is the largest.

Rosmer: Miss West. Brendel: And has the Herr Professor
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any official influence in this doubtless Rosmer: But, my dear Mr. Bren-
most beneficent Society? del—-
Kroll: 1 have nothing to do with it. Brendel: You know, my Johannes, that
Rebecca: [To Brendel.] You should I am a bit of a Sybarite—a Fein-
apply to Peter Mortensgard. 5 Schmecker. I have been so all my days. 1
Brendel: Pardon, madame—what sort  like to take my pleasures in solitude; for
of an idiot is he? then I enjoy them doubly—tenfold. So,
Rosmer: What makes you take him  you see, when golden dreams descended
for an idiot? and enwrapped me—when new, dizzy,
Brendel: Can’t I tell at once by the 1o far-reaching thoughts were born in me,
name that it belongs to a plebeian? and wafted me aloft on their sustaining
Kroll: I did not expect that answer. pinions—I bodied them forth in poems,

Brendel: But | will conquer my reluc-  visions, pictures—in the rough, as it
tance. There is no alternative. When a  were, you understand.
man stands—as I do—at a turning-15  Rosmer: Yes, yes.

point in his career—. It is settled. I Brendel: Oh, what pleasures, what in-
will approach this individual—will open  toxications I have enjoyed in my timel
personal negotiations— The mysterious bliss of creation—in the

Rosmer: Are you really and seriously  rough, as I said—applause, gratitude,
standing at a turning-point? zorenown, the wreath of bays—all these

Brendel: Surely my own boy knows I have garnered with full hands quiver-
that, stand he where he may, Ulric ing with joy. I have sated myself, in my
Brendel always stands really and seri-  secret thoughts, with a rapture—oh! so
ously.—Yes, Johannes, I am going to intense, so inebriating—!
put on a new man—to throw off the,¢ Kroll: H'm.

modest reserve I have hitherto main- Rosmer: But you have written noth-
tained ing down?
Rosmer: How—? Brendel: Not a word. The soulless toil

Brendel: 1 am about to take hold of of the scrivener has always aroused a
life with a strong hand; to step forth; to 30 sickening aversion in me. And besides,
assert myself. We live in a tempestuous, why should I profane my own ideals,
an equinoctial age.—1 am about to lay  when I could enjoy them in their purity
my mite on the altar of Emancipation. by myself? But now they shall be offered

Kroll: You, too? up. I assure you I feel like 2 mother who

Brendel: [To them all.] Is the local 5 delivers her tender daughters into their
public at all familiar with my occasional *~ bridegrooms’ arms. But 1 will offer them

writings? up, none the less. I will sacrifice them on
Kroll: No, I must candidly confess the altar of Emancipation. A series of

that— carefully elaborated lectures—over the
Rebecca: 1 have read several of them. 4o whole country—!

My adopted father had them in his li- Rebecca: [With animation.] This is
brary. nobleof you, Mr. Brendel! You areyield-
Brendel: Fair lady, then you have ing up the dearest thing you possess.

wasted your time. For, let me tell you, Rosmer: The only thing.

they are so much rubbish. 45 Rebecca: [ Looking significantly at Ros-
Rebecca: Indeed! mer.] How many are there who do as
Brendel: What you have read, yes. much—who dare do as much?

My really important works no man or Rosmer: [Returning the look.] Who

woman knows. No one—except myself. knows?
Rebecca: How does that happen? so  Brendel: My audience is touched.
Brendel: Because they are not written.© That does my Leart good—and steels
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my will. So now I will proceed to action.
Stay—one thing more. [ To the Rector.]
Can you tell me, Herr Preceptor,—is
there such a thing as a Temperance So-
ciety in the town? A Total Abstinence
Society? 1 need scarcely ask.

Kroll: Yes, there is. I am the presi-
dent, at your service.

Brendel: 1 saw it in your face! Well,
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Rosmer: That we can manage, too.
As soon as you let us know your ad-
dress, we will send the things in.
Brendel: Not on any account. Pray
5 do not let me give you any trouble! I
will take the bagatelles with me.
Rosmer: As you please. Come up-
stairs with me then.
Rebecca: Let me go. Madam' Helseth

it is by no means impossible that I may 10 and [ will see to it.

come to you and enroll myself as a

member for a week.
Kroll: Excuse me—we don’t receive

members by the week.

Brendel: A la bonne heure, Herr Peda- 15

gogue. Ulric Brendel has never forced
himself into that sort of Society.
[Turns.] But I must not prolong my
stay in this house, so rich in memories.

Brendel: 1 cannot think of suffering
this distinguished lady to—

Rebecca: Oh, nonsense! Come along,
Mr. Brendel. [She goes out to the right.]

Rosmer: [ Detaining him.] Tell me—is
there nothing else I can do for you?

Brendel: Upon my word, I know of
nothing more. Well, yes, damn it all—
now that I think of it—! Johannes, do

I must get on to the town and select a 20 you happen to have eight crowns in

suitable lodging. I presume there is a
decent hotel in the place.

Rebecca: Mayn’t I offer you anything
before you go?

your pocket?

Rosmer: Let me see. [Opens his purse.]
Here are two ten-crown notes.

Brendel: Well, well, never mind! I can

Brendel: Of what sort, gracious lady? 5 take them. I can always get them

Rebecca: A cup of tea, or—

Brendel: 1 thank my bountiful hostess
—but I am always loath to trespass on
private hospitality. [Waves his hand.]

changed in the town. Thanks in the
meantime. Remember it was two tenners
you lent me. Good-night my own dear
boy. Good-night, respected Sir. [Goes

Farewell, gentlefolks alll [Goes towards 30 out to the right. Rosmer takes leave of him,

the door, but turns again.] Oh, by the
way—Johannes—Pastor Rosmer—for
the sake of our ancient friendship, will
you do your former teacher a service?

Rosmer: Yes, with all my heart.

Brendel: Good. Then lend me—for a
day or two—a starched shirt—with
cuffs.

Rosmer: Nothing else?

35

and shuts the door behind him.]

Kroll: Merciful Heaven—so that is
the Ulric Brendel people once expected
such great things of.

Rosmer: [Quietly.] At least he has had
the courage to live his life his own way.
I don’t think that is such a small matter
either.

Kroll: What? A life like his! I almost

Brendel: For you see I am travelling 4, believe he has it in him to turn your

on foot—at present. My trunk is being
sent after me.

Rosmer: Quite so. But is there noth-
ing else?

Brendel: Well, do you know—perhaps 45

you could spare me an oldish, well-worn
summer overcoat.
Rosmer: Yes, yes; certainly I can.
Brendel: And if a respectable pair of

head afresh.

Rosmer: Oh, no. My mind is quite
clear now, upon all points.

Kroll: T wish I could believe it, my
dear Rosmer. You are so terribly im-
pressionable.

Rosmer: Let us sit down. I want to
talk to you.

Kroll: Yes, let us. [They seat them-

boots happened to go along with the ¢q selves on the sofa.]

coat—

Rosmer: [After a slight pause.] Don’t
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you think we lead a pleasant and com- your heart to help on the work of cor-
fortable life here? ruption and ruin in this unhappy land.
Kroll: Yes, your life is pleasant and Rosmer: It is the work of emancipa-
comfortable now—and peaceful. You tion I wish to help on.
have found yourself a home, Rosmer. 5  Kroll: Oh, yes, I know. That is what
And I have lost mine. both the tempters and their victims call
Rosmer: My dear friend, don’t say it. But do you think there is any eman-
that. The wound will heal again in time.  cipation to be expected from the spirit
Kroll: Never; never. The barb will that is now poisoning our social life?
always rankle. Things can never be asio  Rosmer: I am not in love with the
they were. spirit that is in the ascendant, nor with
Rosmer: Listen to me, Kroll. We have  either of the contending parties. I will
been fast friends for many and many a  try to bring together men from both
year. Does it seem to you conceivable sides—as many as I can—and to unite
that our friendship should ever go to 15 them as closely as possible. I will devote
wreck? my life and all my energies to this one
Kroll: 1 know of nothing in the world  thing—the creation of a true democracy
that could estrange us. What puts that  in this country.
into your head? Kroll: So you don’t think we have
Rosmer: You attach such paramount 20 democracy enough already! For my
importance to uniformity of opinions part it seems to me we are all in a fair
and views. way to be dragged down into the mire,
Kroll: No doubt; but we two are in  where hitherto only the mob have been
practical agreement—at any rate on the able to thrive.
great essential questions. 25 Rosmer: That is just why I want to
Rosmer: [In alow voice.]No; not now. awaken the democracy to its true task.

Kroll: [Tries to spring up.] What is Kroll: What task?

this? Rosmer: That of making all the peo-
Rosmer: [Holding him.]No, you must  ple of this country noble—
sit still—I entreat you, Kroll. 3o Kroll: All the people—1 -
Kroll: What can this mean? I don’t Rosmer: As many as possible, at any
understand you. Speak plainly. rate.
Rosmer: A new summer has blos- Kroll: By what means?
somed in my soul. 1 see with eyes grown Rosmer: By freeing their minds and
young again, And so now I stand— 35 purifying their wills.
Kroll: Where—where, Rosmer? Kroll: You are a dreamer, Rosmer.

Rosmer: Where your children stand. ~ Will you free them? Will you purify
Kroll: You? You! Impossible! Where  them?

do you say you stand? Rosmer: No, my dear friend—I will
Rosmer: On the same side as Laurits yoonly try to arouse them to their task.
and Hilda. They themselves must accomplish it.
Kroll: [Bows his head.] An apostatel Kroll: And you think they can?
Johannes Rosmer an apostate! Rosmer: Yes.

Rosmer: 1 should have felt so happy Kroll: By their own strength?
—so intensely happy, in what you call ys  Rosmer: Yes, precisely by their own
my apostasy. But, nevertheless, I suf- ~ strength. Theére is no other.
fered deeply; for I knew it would be a Kroll: [Rises.] Is this becoming lan-
bitter sorrow to you. guage for a priest?

Kroll: Rosmer—Rosmer! I shall never Rosmer: 1 am no longer a priest.
get over this! [Looks gloomily at him.]so  Kroll: Well but—the faith of your
To think that you, too, can find it in~ fathers—?
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Rosmer: It is mine no more. too, will try my strength. Could not
Kroll: No more—! you—from your side—help me in this,
Rosmer: [Rises.] 1 have given it up. I Kroll?

had to give it up, Kroll. Kroll: Never so long as I live will I

Kroll: [Controlling his agitation.] Oh, 5 make peace with the subversive forces
indeed— Yes, yes, yes. I suppose one in society.
thing goes with another. Was this, then, Rosmer: Then at least let us fight
your reason for leaving the Church? with honourable weapons—since fight
Rosmer: Yes. As soon as my mind was ~ we must.
clear—as soon as I was quite certain 10  Kroll: Whoever is not with me in the
that this was no passing attack of scepti-  essential things of life, him I no longer
cism, but a conviction I neither could know. I owe him no consideration.

nor would shake off—then I at once left Rosmer: Does that apply to me, too?

the Church. Kroll: It is you that have broken
Kroll: So this has been your state of 15 with me, Rosmer.

mind all this time! And we—your Rosmer: Is this a breach then?

friends—have heard nothing of it. Kroll: This! It is a breach with all

Rosmer—Rosmer—how could you hide who have hitherto been your friends.

the miserable truth from us! You must take the consequences.

Rosmer: Because it seemed to me a20[Rebecca West enters from the right, and
matter that concerned myself alone. opens the door wide.]
And besides, I did not wish to give you Rebecca: There now; he is on his way
and my other friends any needless pain.  to his great sacrifice. And now we can
I thought I might live on here, as before, go to supper. Will you come in, Rector?
quietly, serenely, happily. I wanted to2s5  Kroll: [Takes up his hat.] Good-night,
read, to bury myself in all the studies Miss West. I have nothing more to do
that until then had been sealed books to  here.
me. I wanted to make myself thor- Rebecca: [Eagerly.] What is this?
oughly at home in the great world of [ Shuts the door and comes forward.] Have
truth and freedom that has been re- 30 you spoken?

vealed to me. Rosmer: He knows everything.

Kroll: Apostate! Every word proves Kroll: We will not let you go, Rosmer.
it. But why, then, do you confess your ~We will force you to come back to us.
secret apostasy after all? And why just Rosmer: 1 can never stand where I
at this time? 35 did.

Rosmer: You yourself have driven me Kroll: We shall see. You are not the
to it, Kroll. man to endure standing alone.

Kroll: 1? Have I driven you—? Rosmer: 1 shall not be so completely

Rosmer: When I heard of your vio- alone after all.—There are two of us to
lence on the platform—when I read all 40 bear the loneliness together.

the rancorous speeches you made—your Kroll: Ah—. [A4 suspicion appears
bitter onslaughts on your opponents—  in his face.] That too! Beata’s words
the contemptuous invectives you heaped —!

on them—oh, Kroll, to think that you— Rosmer: Beata’s—?

you—could come to this!—then myg4s Kroll: [Shaking off the thought.] No,
duty stood imperatively before me. Men no—that was vile. Forgive me.

are growing evil in this struggle. Peace Rosmer: What? What do you mean?
and joy and mutual forbearance must Kroll: Don’t ask. Bah! Forgive me!
once more enter into our souls. That is Good-byel [Goes towards the entrance
why I now intend to step forward and 5o door.] :

openly avow myself for what I am. I, Rosmer: [Follows kim.] Krolll Our
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friendship must not end like this. I will supper things, Madam Helseth. Mr.

come and see you to-morrow. Rosmer doesn’t want anything, and the
Kroll: [In the hall, turns.] You shall Rector has gone home.

never cross my threshold again. [He Madam Helseth: Has the Rector

takes up his stick and goes out.] [Rosmer 5 gone! What was the matter with him?

stands for a moment in the doorway; then Rebecca: [ Takes up her crochet work.]

shuts the door and walks up to the table]] He said he thought there was a heavy
Rosmer: It does not matter, Rebecca.  storm brewing

We will see it our, we two faithful Madam Helseth: What a strange no-

friends—you ! and 1. 10 tion! There’s not a cloud in the sky this
Rebecca: What do you think he meant  evening.

when he said “That was vile”? Rebecca: Let us hope he mayn’t meet

Rosmer: Don’t trouble about that, the White Horse! I’'m afraid we shall
dear. He himself didn’t believe what was  soon be hearing something from the
in his mind. To-morrow I will go and 15 bogies now.

see him. Good-night! Madam Helseth: Lord forgive you,
Rebecca: Are you going upstairs so  Miss! Don’t say such awful things.
early to-night? After this? Rebecca: Well, well, well—

Rosmer: To-night as usual. I feel so Madam Helseth: [Softly.] Do you
relieved, now it is over. You see—I am 2o really think some one is to go soon, Miss?
quite calm, Rebecca. Do you, too, take Rebecca: Noj why should I think so?
it calmly. Good-night! But there are so many sorts of white

Rebecca:  Good-night, dear friend! horses in this world, Madam Helseth.—
Sleep well! [Rosmer goes out by the hall Well, good-night. I shall go to my room
door; his steps are heard ascending the 25 now.
staircase.] [Rebecca goes and pulls a Madam Helseth: Good-night, Miss.
bell-rope mear the stove. Shortly after, [Rebecca goes out to the right, with her
Madam Helseth enters from the right.] crochet work.]
" Rebecca: You can take away the Madam Helseth: [Turns the lamp

1From this point, and throughout when 30 down, shaking her head and muitering to
alone, Rosmer and Rebecca use the du of herself.] Lord—Lord! That Miss West!
intimate friendship in speaking to each other.  The things she does say!

THE MECHANICS OF ACT I

Act I manages the introduction of the characters, the general exposition,
and the statement of the problem very skillfully—more skillfully, indeed,
than any of the plays we have read except Lady Windermere's Fan. This
skill is characteristic-of Ibsen, who was intensely concerned with technical
problems, and Act I well illustrates his methods. By now the student should
be able to recognize most of the methods used, and this discussion, there-
fore, consists largely of questions and suggestions.

1. Minor characters, especially servants, are frequently used for exposi-
tion. Here Madam Helseth is so used at the beginning. Is her conversa-
tion with Rebecca forced or natural? Trace the steps by which Ibsen works
ahead from a minor action to an important subject of conversation.

2. What parts of this dialogue begin the characterization of Rebecca?

3. Notice how Ibsen introduces very concrete images—the footbridge
and the white horse. How does this technique start us moving forward,
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introduce “suspense”? How does Ibsen especially focus our attention on
the footbridge?

4. Why does Ibsen so arrange matters that Kroll talks alone with
Rebecca before Rosmersholm arrives? Does this facilitate the exposition?
Note with what naturalness the subject of Beata is first introduced. What
is the purpose of having Kroll twice make references to his domestic situa-
tion before he really discusses it? Why does Kroll’s discussion of the
political situation seem perfectly suitable? What is the justification for
cutting short this discussion and then reintroducing it later in the Act?
Why is Ibsen so careful to establish ages?

¢. What does the Kroll-Rebecca dialogue do by way of characterization?
Why is Ibsen at pains to indicate that Kroll is perfectly willing to accept
Rebecca as Rosmer’s wife, and that he has no bitterness because of Beata?
How does Ibsen especially stress this fact so that we will remember it later?
Note how this matter provides a connecting link with the new dialogue
that begins after Rosmer’s entry.

6. Why is it necessary at this point to have Rosmer and Rebecca speak
openly and easily of Beata? What would be the effect if they appeared to
avoid the subject?

7. Note the irony (in view of later developments) of Kroll’s saying that
he must come out to see these “dear, good” people every day. Is there any
other irony in Act I? What is the point of having Kroll tell Rebecca that
of course she, as a woman, will be taking no part in civil troubles?

8. How does Ibsen attempt to make Rebecca’s ““aside” to Rosmer, ““Do
it now,” look natural and not forced? What do we begin to learn about the
character of Rebecca and about the relationship between her and Rosmer?-

9. Does Ibsen suggest that in Kroll there are other elements besides his
devotion to an ideal? Consider what he says about his “will”’ at home.
What is suggested by his sense of the ““prestige-value” of Rosmer to his
political group?

10. Ibsen indicates that Rosmer is “relieved” when Madam Helseth
announces a visitor. Why? Why does Ibsen introduce some talk about
Brendel before he appears on the stage? Does this appear to help develop
a theme already introduced? s it possible that Ibsen, who usually makes
careful advance preparations for what is to happen, is relying too much on
coincidence in the matter of Brendel’s arrival? Do any lines spoken by
Brendel help to explain his presence at this moment in the town?

There is still another possibility to consider, namely, that the meaning of
Brendel’s visit tends to cover up the fact that it is somewhat unprepared
for. We might reason that Brendel represents an influence which is bound
to be present in some form, and that the details of making the influence
felt are less important than the influence itself.

Ibsen gives almost a quarter of the act to Brendel—a large amount of
space for a secondary character—and thus shows what importance he
attaches to Brendel. What is that importance? His very poverty shows
that he has made no compromise with conventional life. Rosmer, we have
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seen, is diffident, hesitant to commit himself, but Brendel’s spirit drives
him to act. He too has acquired the spirit of no-compromise; perhaps
Brendel’s presence is to symbolize what happens, and must happen, to
Rosmer. That, at any rate, is one possible approach to the problem.

But Brendel is used in several other ways: (1) He shows further the in-
fluence of past on present. (2) He helps characterize Kroll, and his effect
on Rebecca sheds further light on her. (3) We learn more about Rosmer
through the reference to his home life in the past. (4) Brendel’s initial mis-
taking of Kroll for Rosmer has a strong suggestive value. (5) Brendel’s
reference to the charm and beauty of Rebecca prepare for what he is to say
about her later. (6) His sardonic tone and the severity of his humor provide
an excellent contrast to the relative straightforwardness of Kroll and
Rosmer. (7) Brendel’s rapidity in going to the heart of things, which is
appropriate to his character, provides a good example of the foreshortening
characteristic of drama.

11. Note the structure of the act: each scene helps lead up to the climac-
tic dialogue between Kroll and Rosmer. There is, however, another compli-
cation in the structure of the act. Kroll’s final lines, “You shall never
cross my threshold again,” would, by most stage conventions, close the
act admirably. But Ibsen adds two short scenes, milder in tone. What is
accomplished in the brief scene between Rosmer and Rebecca? By that
between Rebecca and Madam Helseth? Does it foreshadow future events?
Is the symbolic meaning of the white horse becoming clear? Is there any
dramatic usefulness in the contrast between Rebecca and Madam Helseth?

Could it be argued that the final scenes show that Ibsen wishes not only
to focus our attention on the main clash but to go right ahead to consider
the meaning and probable consequences of the clash?

12. That meaning, we can see taking shape in the nature of the basic
conflict. This conflict, it is already suggested, is one between tradition and
‘““emancipation,” orthodoxy and rationalism, “blood”’ and intellect. What
other conflicting elements do you find suggested? What are the passages
which especially call attention to the conflict? Very early in the play
Rebecca and Madam Helseth talk about the relationship between the
living and the dead at Rosmersholm. Does this interchange give us an
early clue to the conflict? What is the significance, with regard to the whole
complex of meanings involved in the conflict, of: (1) Kroll’s ironic change
of mind about seeing Rosmer and Rebecca again? (2) Kroll’s ironic change
of mind about the relationship between Rosmer, Rebecca, and Beata?
(3) Kroll’s telling Rosmer that he is “impressionable’” and that the con-
servatives will win him back? Consider what light is shed on the matter
by Rebecca’s manner with Rosmer.
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) Rosmer: Vexed? How can you think
—1
ACT SECOND Rebecca: Well, it was perhaps rather
[Jouannes RosMmer’s study. En- indiscreet of me but—
trance door on the left. At the back, a 5 Rosmer: Let me hear what it was.
doorway with a curtain drawn aside, Rebecca: Yesterday evening, when
leading into Rosmer’s bedroom. On the  Ulric Brendel was leaving—I gave him
right a window, and in front of it a  a note to Peter Mortensgard.
writing-table covered with books and Rosmer: [ A4 little doubtful.] Why, my
papers. Book-shelves and cases round 1o dear Rebecca— Well, what did you
the room. The furniture is simple. On  say?
the left, an old-fashioned sofa, with a Rebecca: 1 said that he would be doing
table in front of it.] you a service if he would look after that
unfortunate creature a little, and help
15 him in any way he could.

Rosmer: Dear, you shoulds’t have
done that. You have only done Brendel
harm. And Mortensgdrd is not a man I
care to have anything to do with. You

[Johannes Rosmer, in an indoor jacket,
ts sitting in a high-backed chair at the
writing-table. He 1s cutting and turning
over the leaves of a pamphlet, and reading
a little here and there. There is a knock

at the door on the left]. 20 know of that old episode between us.
Rosmer: [Without moving.] Come in. Rebecca: But don’t you think it would
Rebecca West: [ Enters, dressed in a  be as well to make it up with him again?

morning gown.] Good morning. Rosmer: 1? With Mortensgard? In

Rosmer: [Turning the leaves of the what way do you mean?
pamphlet.] Good morning, dear. Do you2s  Rebecca: Well, you know you can’t

want anything? feel absolutely secure now—after this
Rebecca: 1 only wanted to hear if you  breach with your old friends.
had slept well. Rosmer: [ Looks at her and shakes his

Rosmer: Oh, I have had a beautiful, %ead.] Can you really believe that Kroll
peaceful night. [ Turns.] And you? 30 or any of the others would try to take

Rebecca: Oh, yes, thanks—towards revenge on me? That they would be
morning— capable of—?

Rosmer: 1 don’t know when I have Rebecca: In the first heat of anger,
felt so light-hearted as I do now. I am  dear—. No one can be sure. I think—
so glad I managed to speak out at 35 after the way the Rector took it—

last. Rosmer: Oh, you ought surely to
Rebecca: Yes, it is a pity you remained  know him better than that. Kroll is a
silent so long, Rosmer. gentleman, to the backbone. I am going
Rosmer: 1 don’t understand myself into town this afternoon to talk to him.
how I could be such a coward. 401 will talk to them all. Oh, you shall
Rebecea: 1t wasn’t precisely coward- see how easily it will all go—[Madam
ice— Helseth appears at the door on the left.]

Rosmer: Oh, yes, dear—when I think Rebecca: [Rises.] What is it, Madam
the thing out, I can see there was a touch  Helseth?

of cowardice at the bottom of it. 45 M