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7”fﬂf’_f | The primary objective of this thesis is to discuss 0' Casey s? |
use bf ?Lsparat

lemehts Sf- stagecraft to develop consistently expressed

i
g

A'“themes. The plays~se1ected for this study are Juno and the Paycock

o el
7-5\

*(1924)0»The Plougﬁ aud the Stars (1926), Ihe Silver Tassie (1928), Uithin N““:M

R

‘rthemGates (193;). Red»R9969wfor Me' (19a2), and Cock-a-Doodle Dandy (1949).

»JDuring the twenty-five-year period between the first and the last plays,

;}0 Casey s sfagecraft refledfs a progression away from realistic character-
Hisation and ttéd*gional dramaturgy toward a’ synthesis of dramaticla

#Ctthniques largalymgérived Erom Naturalism, EXPr99910“ism' and religiOUS.

S ~>>,»
g R

symbolism. A o n;sﬁ} “;;/’% P -3n; -‘Fw;’ L o

In Chapter One, I maintain that two Abbey plays Juno and The . n
B . el
. _Ploughnﬁeontain a number of innozatiye techniques that anticipate o' Casey s
o

,“‘

- more comprehensive usgfaf expressionistic and symbolic elements in his

RS -
BN

later work. As well, I examine his depiction of the lives of the tenement

,characters in rjlation to the naturalist movement.

ik .

In Chapter Two “The Tassie and Within the Gates are examined.

The unity of both plays depends upon O' Casey s synthesis of disparate
techniques of stagecraft, and the characters' inner ‘natures become more

! .
- effectively illuminated through aural and visual elements of the mises-en-

“sclne. As well;ﬂthe plays become more universal in their implications as

0'Casey develops characters who stand as.repEESentative types rather than1'

LA

.as realistic individuals.

' Chaptex Three focuses on Red Roses and the Cock, and how the
p . : _ : . —

1y

-t

PR



4

. L . ' ‘ . 3 o
4 ‘ structures of' these plays depend upon one of,Expressionism's main

techniques: the on-stage presence of a controlling central ‘consciousness.

In Red Roses, the protagonist expressionisticaliy projécts\his Tnner

] ,
vision of the regeneration of the vibrance of a city so that all of the

- - s

éharacterS'cdn be ihfluencgd by his idealistm.” In the later plav, the

> L4

fantastic Cock of the title sepresencs one pole of the play's domipant

i
]

theme, and his manipulation of the dramatdc action produces much of the
play's huméur and, in conflict with the repressives forces, much of the
’ Y . *

[Eerror. T .
A . _ | | | |

IProgressive;y;AO‘Casey's expression of central themes develops
from being dependent'upén realistic characterisarion and recognisable
Qsettings to being an essential part of a play's structure. The milieus

act upon the characters in'all of the plays, but in the later ones,

characters.are ablg, if only briefly, to transform the play worlds.

A



. PREFACE

% In the l}ate nineteenth and early twentieth centuries, theatre

«
4! 3

in the western worfaw xperienced many changes both in content and in form.

Two essentially opposed innovitions, Naturalism, with itkfz'

« (A
R

and Exprgssiqpism. with its subjecézve ohe, emerged in contf“
and profoundly influenced the English-speaking theatre. One playwright
v - 'Y \._\

. BN
whose work incorporates some of the themes and techniques of both N 4

- these important movements is Sean O'Casey. Of course, O'Casey's crafts- .,

3

manship {s. not limiﬁed to an indebtedness to any set #umber of influences,

o

for hié work 6Eten resembles an aggregate of ad&Btacion and originality.

2

That O'CasqikfonSCiously blended not only different dramatic techniques

but also different arts in an attempt to produce a type of hybrid drama
} 7 P

is evident in the following comment:

I believe that'all fhe arts should meet in the drama--archi-
tecture in the framework of the design, painting in the scenery,
music in an occasional song and dance, and literature in a

play's dialogue.l : R
N . ¢ ¥

Another significant element in O;Casey's drama is the exploitation of
tragitional dhristian patterns of worship and theﬂreligion{s basic
philosophy f& effect social commgﬁcary, whether satirical or not, on- .t
twentieth—éenfury Europe in géne:al and on modern Ireland in particdiar.
ggthoqgh O’Case;'s use of formal ;nd thematic.elements of

Naturalism and Expressionism repreéenCS‘only'a part of his overall-

dramatic technique, the importance of some of these elements will be

§

examined in six of his full-lé&ngth plays: Juno and the Paycock (1924),
. * ‘

-

. | BN
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The Plough and the Stars (ﬂ§26), The Silver Tassie (1928), Within the

-

R .
Gates (1933), Red Roses for Me (1942), and Cock=-a-Doodle Dandy (1949). !

<

As well, his prééencation of'more traditional theatrical Cgchniques and

his examination of the West's dominant spipitual'focus will be studied.

~.

Finally, an assessment of 0'Casey's success in édmbining somet imes
-

[y
. «
i

disparate components of stagecraft will be made.

¥ . A Y
One dimension of Naturalism in its applicatiomn to literature is
<

‘that it depicts huﬁan life as controlled in the grip of an indifferent,

coldly rational universe. - The ngturalist Writers who focused on society
bebgge objective observérs of life, alleging that scientific determinism

and not human will controlled their characters. As W. H. Sokel has

described the underlying assumption of this world view,

The Naturalist sees not the glory and sweetness of society;
but its tyranny and evil. The doctrine of the inescapable and
crushing omnipotence of milieu views society as a monstrdus.
rather than a beneficent reality, exactly as nature after
Schopenhauer and Darwin was seen not as a cosmos but as a
monstrous” jaw of eternal annihilation. Naturalism driven to
the extremes of its own momentum prepared_the death blows
against mimesis from which it had sprung.

Similarly, O'Casey's intérpretafion’of Naturalism focuses on this negation

.of the spiritual dimension of mankind:

Naturalism is that style in which man is arrayed against~forceé
stronger than himself, completely beyond his control, and the
characters are invariably set down on the animal plane.

However, like’Strindberg, who exploited Ngturalism for his own
dramatic purposes, O'Casey does not allow all of his oppressed characters
to descend to that 'animal plane.' For example, the tenement women.® most

N

.notably Nora Clitheroe in The Plough and Mrs. Breydon in Red Roses,

attempt to disperse the gloom caused by their milieu.  As a result, the

vii



hopelessnese asaocfdted with resignation to an uncontrollable and
- . . . hY
{ndifferent fate does. not typify all of his tenement characters, The

aecond parc'of Sokel's observatiop does apply to Koth writers because ,~

each moved progressively away from the presentation of realiscicxcharacters
e

toward the depiccion of representative types who embody acc1CUdes and e
values central to the playwrights overall arcistiq visions.
In aeschetic terms, what Walter Johnson has wrltcen abOuc

\
Strindberg'q“usegqf*Naturalism‘epplies to O'Casey:

v

— .

4 While a naturalistic work of\art theoretically should be the
result of a scientific study of a segment of actual life itself
~-that 1is, a sort of sbciological case report-~&Strindberg was
too sodnd an artist to disregard the absolute necessities of
‘'selection and arrangement. :

&

Therefore, af;hoﬁghichere are sugges&ions of the inevitability of Miss -’

;Julie 5 and Jannice s (Within- the Gaces) deachs, for example, the psycho-

.plogical realism of their characters produces an ampiguity ‘concerning the
_possibilities of their averting the dictates of their social miiieus
Indeed Jannice s death becomes more of a triumph over than a submission \
to the fate accepted by the Down—and Outs. -

| As regards 0 Caseyxa_frgistic instinct, anald Ayling has
bpco;dded a Fhofuugh scddy of the pleywrdgnc's selection and arrangemenc
‘of theﬁchrohology_efegne events during the Easter Rising.5 Professor
Ayling argueeftn;c 0'Casey's suggestive;arrengement of ‘the historically
verifiable dates of both the Jeo;ing by the tenement dwellers énd the
shellgng~of>Dublin by the British gunboat Helga'é:resses, reqbectimely,

"the progressive deterioration of law and order" and "the hocciné up of
) el o .
the conflict" (p. 78). Thus, the audience is manipulated by the

pld?wright'co accept the play world's chronology in order for the’specffic,

viii ' . . .
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o " ) .
themes of the characters' suspension of their moral.vefues and the
- . ’

-

disintegration of their immediate physical setting to coalesce. Al?\ougn
- = -~
both the looting and the shelling correspond directly to the realities of

the Easter rising. the cheme associated with the former is one of o
liberacion from, not oppression by, social milten. &n other words,

~through the gelection and arrangement of actual events. 0'Casey shows

-

| that the 'realism’ engendered by modﬁ}nvarmed conflict 1s not consistent -
in effect but can ptoduce OPPQSing reactions in his charactars. Um

As well as exploiting §ome of the techniques and pregenting

some of the themes of the Naturalists, O'Casey adapted essentially
e | '
expressionistic elements to his drama. One such element, though not

v

exclusive to ‘expressionist writing,‘is the generationsl conflict produced’

by the attempted suppression of the spontaneity‘of'youth. In each of the

.

plays selected for stndy; O'Casey‘pfesents this theme, alth,hghvit is not

elways the dominant one. In Cock—é-Doodle Dandy, the theme stands,as the

focal point for virtually all of the action, while in the other plays,

- o' Casey only 1mplicitly connects the older generation to the ‘combined
o>

-oppressive forges of church and state. = '°

.Definitely more important than the thematic similarity of .

certain O'Casey plsys to plays such as The Son by Hasenclever are O'Casey's
L

subjeetivity, for example, .in excoriating the life-denying forces, and

his often evocative presentation oé visual elements in the mises-en-scéne.
According‘to R. S. Fdrness,‘Expressionism arose as a reaetion agains; the
overly aesthetic and ultimately sterile ;art for art's sake' approach of
the Synbolists as well as against tnehcomplete objectivity of the

Naturalistsﬁb In his estimation, Exbressionism’s main elemeqts‘are

i
1
|

ix
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The growing independence of the image, the absolute metaphor,
the intense subjectivity of the writer and the probing of L
extreme psychological states--above all the artist as creator,
as passionate centre of a whirling vortex . . .(.6

-

In O'Cwsey's plays, whether or not there is a character who serves as the

aréist figure, such as the Dreamer in Within the Gates, the audience is

aware of a central consciousness controlling the play world in order to

‘*provide {nformation vital to Ehe overall understanding af that world.

‘ While Exﬁtessionism originated in paincing. and thus, when
=

adéboed to che theatre, remains primarily visual, it also incorporates:
such elements as symbolic characterisatjon, especially of modern man as
puppet, and highLy stylised patterns of dialogue. Thus, in expressionist
drama, the play wonld often becaomes an allegorical one that, as a
distortion of geaiiey; serves tolinCensifytehe particular action in order

tp duggest modern man's relationship to thekoniverse. Sokel acknowiedges

v

this totality of effect: __

.

We see an analogous contrast between the dream play. of
- Strindberg, with its reliance ongvisual effects, apparitlons,
lighting, dreamlike entrances and exits, on the one hqnd, and,
on the other,wthe drama of Wedekind, Sternheim, and Kaf?ﬁ
.with its émphasis on linguistic effects, epigrammatic concen-
tration of dialogue, and aggressive formulations.

Because of ios edaptation to the theatre,'tnenz Expressionism all&Wsiahe
playwrighc\té manepulate almost any;component of drama to make that
element enhance his ultimate vision.t ée;tainly,‘in the cnents of tne‘
gsoldiers in The Silver Tassie and of tn‘\hown—and Outs 'in Within the Gates

A

0'Casey conveys themes central to both plays. As Well the anonymity of

his spldiers in the former play and of,the'marchers in the latter under-
scores, fespectively, the negat&on of individuality in wartime, and the

loss Df individual will occasioned by the Creac Depression.

¢
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In another acute observation on Strind$er3's,Tc Damascus, . o
) , ———— e i

' Furness articulatds a further preoccupation of the expressionist writer,

Izl

and that is that, ". . . the concern with the soul, with the inner life

and the birth of a new man, betray[s] jﬁ“ﬁﬁ?eniably religlous concern®

"8

' which will‘charactéfize many expressionist writers . . In a play '

jﬁb such as Red Roses for Me, O'Casey's characterisation of Ayamonn Breydbn

and coptrol of both the physical and the temporal settings Yelineate the
“ sacfice of the individual who attempts to benefit the many. In
14
Christian as well a% trades union terms, the greatest sacrifice involves

the outstanding individual who gives his very life to improve the quality

i

of others.’ lives.
In fact, /0'Casey often u§;s, in dialogue as well as‘tn prose

writing, terminol gy;and patterns from Chnis?ian belief, such as in his
1934 ‘statement oh the development of a new drama. '
The new form in dréma_will take qualities found in classical,
romantic/, and expressionistic plays, will blend them together,
breathe/the breath of life into the new form and create a new
‘drama. It will give rise to a new form of actfng, a new form
of production, a new response 1n the audience; author, actors .
and/audience will be in communion with each other-~three in
onetahd'one in three. If a p%ay is what it ought to be it
must be a religlous function. | ¢

) i -~
In'this brief paragraph, coherence is established through the groups of

threes, and then O'Césey makes explicit the connection between 'the new
Al

"

& form' and the Trinity in the phfasing of the penultimate sentence. Also,

the echo of Cenesis_in 'the breath of life' and the unequivocal parallel

—_— o

in the lasﬁkééhtence'artistically unifyﬂtheiform and content of this
S
manifesto of aesthetic purpose. O'Caéey's use of traditional Christian
'3,.§ymb0115ﬁiis present in each of the six plays but, as this paragraph

suggests, his ultimate concern is with supplanting traditional spifitual
. _
7

(/ . -,‘;'~Xi "
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values with more immediate humanistic values. In his assessment of the.
C T . ; ‘ ' ¢
new order, all'of.mankind not jusc the officially sanctioned few, should

be able to celebrate in nature and in art what was reserved for only

~y

‘those who measured up' fﬁ terms of the Roman Cathollc Church's evaluaolon
.’Throughont his career, 0' Casey often stated and defended hi% "
Cfitmly helqtopinions but remained retibent:about those‘wtiters who may
have influenced his teehnique,  In a number of his letters, he tefers to
’thélﬁdtamatists of tne*first:rank;' Sonhbcles; Shekespeare, and SCripdberg,
i‘but heﬁdees‘not explicitly statefin which pleys 6r7by which techniques

these playwrighCS'most affected nim. Perhaps he felt, as thi§ 1953
letter suégests, that the influenteslupon'him were so n?riad as,to.rendef

. " S . . . & ' 4 k
any one of them relatively insignificant when considered in the context

<

'6f the complex synthesis that heﬂaCtempted in his drama.

Toller has had no influence whatever on me. Qlad melodrama had
"=-Boucicault had. .. . ..So had Shakespeare and all Elizabethans,
Strindberg, Wedekind, Shaw, Constable and Turner and Hogarth
" and Van Gogh; Beethoven, Mozart, and Irish ballad and folksong.
and the Irlsh dance- 10

: : A -‘ ¥ . e B . .
Perhaps his reluctance ta explicitly attribute influence arose from the

respéct he ha&»fpr these artists, writers, and musicians.
- Whatever the cause of his reticence, what must be kept in mind
,. | @ - R R
3 . N N '] - o ] \ . 3
is that 0'Casey consciously used numerous techniques from various movements
R : o , ST : e

in drama and adapted elementsrfrom'other art forms in order to present.

. eclectic and1moving theatre. What kept him from becoming either a

thoroughgoing Exp}eééiqnist ot ‘Natur lisg has-perhape been best expressed
by ﬁenfeen'Maldne:
" His profound and urgent belief in the. sacredness and beauty of

human life is the motivating force behind all his work; it is
a belief he has detended nore vallantlv‘than any writer of his

& B ‘ |
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time. It i$'upon the validity of his personal beliefs and his
fierce integrity in expressing them that O'Casey's claim to
greatness rests. '

While this quogétion does not include 0'Casey's claim to gréatness
[ . B

3 PR . . ' L
because of Nis artistid COUCYlbuClOTS to theatre in the twentleth centurw,
. s v/“ . : } . .
it helps to exﬁlain'that, no matter how oppressive the social milieu he

presents, at\ﬂeast one character will resist being crushedeby it. Also,
B . B 4

no-matter how mechanised and sterile his play world becomes, 0'Casev's

" belief in manrs indomitable will and spfritual fire prevails. 1In the six

‘ » - N e > -
plays selected‘for this 'study, 0'Casey constantly presents this affirmation.
of life through many elements of both traditional and innovative dramatic

|
technigue:

il -
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CHAPTER ONE

o | :
JUNO AND THE PAYCOCK AND THE PLOUGH AND THE STARS

P i !

When coﬁéidering such plays as Juno and the Paycock and The

. A ' )
Plough and the Stars, one mi#st bear in mind that 0'Casey wrote them for a

specific audience, an audience that was largely Roman Catholic in ~
o L * . ' [ .
religious ogientation and highly aware of the glories of the pagan Celttic

L

past. Thus, the th Pre-goers could easily assimilate any of the

playwri ht's allusions to or manipulations of elements found in either
yWrlg P .

tradition. In addition, Dubliners had recently lived through a prolonged

civil war that had set neighbour against neighbour and relative against

gelative. This civil strife follaqwed approximately six yeéfs of violence
that wég intended to_eslablish Ireland ‘as a sc%&e independent of England.
As a consequence, 0'Casey had to adhere to realism in his_subjeét ﬁQCtef
bedguse of the memory of the collective sufferiné instigated by~thé birth
pqngsﬂof a nation. Indeed,  these Birth pangs and, in particular, thé

Qays in.which thé; affected thg Dublin.tenement dwellers constitute much
of the subject matter of bqth plays.u It seems, then, that Q'Casey's

focus when he wrote of historically verifiable events coincides with .

Strindberg's cohment that o o . a
v e e .

o ‘ . .

. Even in the historical drama the purely human is of major
interest, and history the background; souls' inner struggles.
awaken more sympathy than.the combat of soldiers >r the .
storming of walls; love and hate, torn family ties, more than
treaties and .speeches “from the throne. o ’

Te

Later in his career, of .course, O'Casey does focus upcn the 'combat of

-~

/



- [ B ' .
sl A e
.

< .
%

.

soldiers' in The Silver Taséie,fbut more in an attempt to delve intd.the |

]

psyche of a soldier in World War I than in an attempt to present an®"

-,

eSSentially melodramatic spectacle involving the staging’ of a piltched
battle.
“While 0' Casey was somewhat limited in content because of '

. ,
immediate audlence, he had very little restriction on the form in which

4he chose to present his subjects. Much of Juno is quite’ reallstic in ?a—,
form, but there are elements of both the naturallst and expre551onist

movements in the play. As well, he employs a number of Roman Catholic
: beliefs, rituals, and prayers, largely ts*'illuminate the 1nner struggles -
of the Boyle chlldren in Juno. leewise, in' The Plongh and the Stars‘
\ : \«,‘\

the playwright uses naturalism and expre551onism to deplct the social Ce

1 o

fragmentatlon and personal confu51on that relgnedxln Dubllﬂ prior to and

A

' during the Easter R131ng In fact in The Plough, 0' Casey's theatrlcal

1nnovations produce an even more complex: glay world than th;t\bﬁ Juno.
\i‘ Perhaps the increase in compLexlty of 0'Casey's stagecraft ~

i - : ' ° ~
’érose from the differences between the basic plot structures of each play. "

‘Commenting on the adaptation of melodrama to twentieth-century stage

&

technique, David Krause has argued that
: . . . it should be pointed out that modern Irish drama
N .did not outljive the loose form of the double plat; in facty
' the Irish dramatists, unlike the English, went on to deflate
the main plot and elevate the sub-plot so that the.comic tail
now wagged the tragic dog. ’

Thus, if we accept Juno as a tragedx\focusing on Johnny Boyle's career
.as an Irish nationalist, we see that the copedy concerning the Captain's

frustrated ambitiofis to become "a man of means,'" presented through a

basically melodramatic plot centring on an illusory legacy, predominétes.



s

W o .

- 0f course, this imbalance‘invthe'trea;ment of each story line produces a

ﬂ”jarring effect in Act Iffi when Johnny's fate parailéls that of Robb{e

. . - ‘ o —
Tancred. However, Juno contains two more story lines: Mary's misfortune

“

+ —=her expected child’perhaps a trade-off for her murdered brother--and

t,, iy

Juno S Progress toward llberatlon from the parasitic Captain.

i L On the other hand The Ploqgh ‘and the Stars does not focus on

e

~any ong individual's or family s history, for its ploc depends upon the ,
collective suffering of. a tenement house's(residenté during a period of
chaotic politicaL struggle. In effect, the play's structure depends -upon

the playwright's interpretation and arrangement of events. that occurred

© . 13

‘Bgfore and during the Easter Rising. Ronald Ayling has suggested that,

u»,

[
o
%

the loose narrative structure of the chronicle-play
afforded greater opportunities for non-realistic techniques: .
and the necessity to interrelate public and private events gave
rise to the creation of symbolic figures like the Figure in the’ -
" Window, the stylxzataon of the three freedom fightérs with
their flags in Act FI, and.the off-stage chanting of the
'combatants in the fourth act.

o

Therefore, by abandoning traditionaliplot structure, O'Casey freed

4 R .
himself to develop certain techniques that allowed him to convey themes
that were essential to his iﬁEErpretation of Ireland's battle for inde-

pendence and the c0untry5§ subsequent 'troubles.'

K

.Although the basic plot structures differ, the two Abbey plays

illustrate cdmmon themes. Particularly important to both plays are

spegific aspects of the life that'the tenement dwelleré led during this .
<,

perlod of ;onstant flux, some of the disparate preoccupatlons and problems

of these people; the effects that the politlcal£turm011 haq, parcicularly

on the voung generation; and O'Casey's vision of the overall impact of

©
.
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. the upheavals on the‘emerging nation. By blending

-

raditionaland

innovative theatrical techniques, the playwright is- &ple to present

L

startling contrasts through the Juxtaposition of these\techniques,-

illuminate Yhe inner struggles of the characters that inhabit hfs play

‘.

worlds, and divmlge his prevailing concerns, both as a, blaywrighc and as ;hg

a social critic. L f‘$ : "
o ) : T L o

- Through both audible and visual elements in o' Casey s staglng

aof Act 1 of both plays, “the audience realises how open to 1ntru51on is ﬁ” ,

the environmenc that his characters inhabicr‘ In Act I of gggglifor
exampLe,,the Captain is interrupted three times. The first F}m?f‘%ﬁile‘
he is preparing(theﬁbreaktast that he has steadfaﬁtlv refuseaﬁbecapee of
Jund'a berating him for idleness,.a man_selling.sewing"nachines annears
at the doof of the tenenent flat. 1In the stage directi?ns, 0'Casey
indicateebthac this intrﬁsicblis both audible and visible,‘since‘”éteps
are heard approaching"a Befcre‘the bearded man actually appears., In this

i . . S .
instance, the intrusion works for comicieffect, for the Captain scrambles
_ ] ‘ 2 . :

to hide his half-cooked sausage, fearing that Juno has deviously returned

v

.;f;q try to catch him betraying his professicn that "I've a‘littléﬁspiritQ”
;fileft in me stcill!' (p. 17). .The audience, by being able to see Boyle

" while he is alone on stage, thus receives a hint of his true nature, ong

controljed by appetite and indolence, because his pretenses are®usually
firmly in plaggiwhen he is dealing with the other characters.
Perhaps the most amusing interruption of Boyle occurs when the

coalblock vendor disrupts the Captain's fantasy about life as a sailor.

a

Again, not only is the intrusion comic But it also develops, as Ronald

' M

Ayling points out, one'of 0'Casey's favourite themes:

", the contrast
between actuality and man’s vision, with the additional contrast being

#

.



* Thus, through the non-realistic device of the street cries, 0'Casey

&

"drawn between genuine aspirations and vacuous fancasies."5 Avling also
\ {

states that, on the comic level,

. . . as the 'Captain' embroiders the narrative with lashing
‘storms and marlinspikes, the by-now-clearly-unnautical cry of
the coalman is heard more distinctly cutting mundanely. across

' the exotic story. This in itself undermines the effect, even
1f at first we don't catch the connection between the street-
cries--"Coal blocks; blocks, coal blocks'--and Juno's earlder
description of her husband's actual naval career: 'Everybody
callin' you "Captain, an' you only wanst on chg wather, in
an aul' collier’ from here to leerpool

k

manages both to deflate his comic figure and to present the theme of
imagination versus reality. One furthér significant element of this

intrusion is its visual humour. When the coal vendor actually arrives,

"Rapi@ steps are heard coming towards the door,'" again striking fear into
° ,

g%yle, who feels the steps are Juno's. Then, ''the black face of the Coal
Vendor aﬁpears“‘zp' 26). "While it is natural for the coal vendor to have
a black face, the colour suggests the vaudevillian black-face technique,

thus visually conveying a further farciéal note to the deflation of

I
AR

Boyle's- Xantasv

EVR T

Immedlatelv after the sewing machine seller s in;fusion, an
\
audible intrusion illustrates a much more menacing aspect of tenement
life during the 'troubles.] "A thundering knock is heard at the street’

door." Boyle immediately realises that "that's a stranger--that's nobody

belongin® to the hause" (p. 215, presumably because no one in the tenement

ever knocks before entering any part of the'buildigg, At second-hand, the

audience is informed thaﬁ "It's a fellé in a thregch coat,”" a line which

3

« b . » < '
instantly makes Johnny fearful as he prays '"Holy Mary, Mother o' God" and

"returns to thevroom on left" (p] 22). This intrusion serves a double



purpose for 0'Casey:. The audience realises that Johnny has a great deal

.to fear from men in trench coats. W. A. Armstrong explains the signifi-
cance of the apparel:  'As trench:coats were often worn by Diehards when
on official business, this ep#sode reveals thgt Johnny is now afraid of
the organisation for which he once fought."7 The other purposq_that this
intrusion serves is ironic. O0f all the incérruptigng of the Captain in
the first act, this one has the most to offer him, since the man in the

trench coat, the audience learns when Juno makes her next entrange, ,

°
' . -,

brings the news of the legacy. The;irony lies in the fact that the one
. Y E ~ '

who stands on ceremony and has the most to offer the family is the one

who, "because of mistrust, is refused entrance to’the house. As well,
there is delayed 1irony in the scene because Bentham‘iua}rival begins the

[Rrogess that leads to the fragmentaciq& of the household and the.disgrace
£ . "o ; .

RN ?

"of Méry. So, the intrusions are naturalistfc because they suggest the

!

/ ;
v .
overcrowding of the tenements and the lack of privacy that exists.

However, the purpose.of the intrusions is also to provide insights into

the main characters and to present one of the.central conflicts of the

P 4

play, . : ' ’ .

a

R

Also serving to develop this theme of mist;ust:is Boyle's

initial entrance in Act I. Borrowing from traditions at least as old as

v

Shakespeare and Moliere, 0'Casey uééé cbg éd&ie familyv's interrél;tionship;\
as symbols of the prevailing étmosphérevof ;réaéhery in Ireland at thef;A
time ;f’the civil war. Before we see the éapggin, we.hear him moﬁnting
the steps, "singing in a deep, sonorouﬁ; self-honouring voice.” In a

scene’ reminiscent of French farce tradition, Juno conceals herself '"so

" - that the cretonne hangings hide her from the view of those entering"

-

(p. 9). Once Juno spriﬁgs from concealment, the craven Joxer thinks*ohly

"UAL

-



takes delight in knowing that it has helped to 'keep the secret' from the

comic butt of the joke. There is more to the scene than that, howevet

R8N
a

for 0'Casey manages to underscore the opening line of the play, spokeffy

Irish independence. Thus, through the presentation of a domestic 'ambush,'
0'Casey turns the goyle household into a symbol of the larger national
strife.

‘Also in the openiné'part of the play, Mary éerves as a choric
figure in %er recitation of the account oflthe ambush. 1Inc-as Q;aphic a

manner as possible, Tancred's fatal wounds are related to the audience.

This choric function was often used in Greek tragedy, perhaps most notably

~in Qedipus Tyrannus %hen the messenger rerounts Oedipus' self-blinding.
of éOUrse, on the level of Juno's tragic plot, Johnny's violent réaction
to the description of Tancred's body foreshadows the revelation of-
Johnny's alleged culpability iﬁ setting up the ambush. Therefore, b§
playing on the audience's expecgation and imagination, O'Casey suStly

“turns the %gyle household into a micracosm of Ireland.”
B .

This theme of mistrust also pervades the opening act of The

Plough and the Stars. At the beginning of the act, Fluther Good is A

[ . B
installing a lock on the Clitheroes' door. In this scene, the audience

sees why Nora Clitheroe may want to establish a private space when Mrs.
Gogan shows no reluctance to sign for a parcel which is intended for Nora.

e

. L - 5 \ N
Moreover, Mrs. Gogan actually undoes the parcel and tries on the article,

!



a hat. Since the hat 1is a present from Jack'Clitheroe, Mrs. Gogan's
curiosity symbolises an encroachmenﬁ upon the intimacy shared by the

couple. Nevertheless, l@ter in the act, after Nora's entﬂance, Bessie
A ‘ ! ‘
Burgess' first line in the play is "Puttin' a new lock on her door . . .

afraid her poor neighbours ud break ;hrough an' steal . . ." (p. 178)%
. .
So the audience not only sees Nora's motivation for attempting to

establish privacy butvalso learns abOui_the fnsult that -a lockéd door

3 -

communicates to the other tenement dwellers. Again, the naturalistic
presentation of ‘the lives of the characters serves as both a commentary

on Nora's desire for privacy and peace-and as an indication of the
N () - .

external forces that wif\nglgnndtely shatter her, dreams.

Near the end of Act I, O'Casey uses an essentially melodramatic

It
- N

prop.éd further develop the themé of mistrust. During an intimate love

écehenac a moment when they are finally‘alone, Jack and Nora are intruded
upon byvCapcain Brennan. Brennan addresseé Clithefoe as '"Commandant
Clithe;oe” and claims that he hand-delivered :;lftter from General
Connolly informing Jack of the appointment. n Jack learns that Nora
has burned the letter, he physically hurté her. So, what begins as a
love scene ends in incimi&ation and bitterness. OuCasey uses the
destroyed letter to pfesent an important theme:‘ sheiconfli;t betweén
duty to the homeland, in Jack's case a duty motivated by vanity, and duty

N

to the more immediate home, a duty motivated by conjugal love. -“Also

present is a theme that 0'Casey treats extensively in The Silver Tassie:
war's disruption of the most intimate human relationships. Nora's
motivation is. clear: she wants Jack to herself in order to develop the

life that she has planned. Jack's, at this pojnt; is ambiguous. Mrs.

Gogan has claimed that Jack quit the Irish Citizen Army "Just because he



* ( \-—/ ) .
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wasn't made a Captaiﬁ of" (p. 166), and Nora insists "Your vanity'll be

*

-

th' ruin of you an' me yet . . ." (p.-189). Of course, Nora's line fore-
shadows the death of Jack and her own madness. Their bitter parting
exchange poignantly belies the true devotion that Nora shows later in the
»play. As well, Jack's lines foreshadow the fact that he will not return

from the eventual insurrection.

Clitheroe [at door,“abouc to go out]. You needn't wait up for’
me; if I'm in at all, it won't be before six in th'
morning. by

Nora [bitterly]. I don't care if you never come back. (p. 190)

Their ultimate parting near the end of Act III is much more poignant when,
after he leaves, Nora mis:arries,‘largely 3s a result of the strain that
she has endured while seé?ching the barricades for a\full nighc;”attempc-
ing €o find Ja?k. |

. . v . ,
Also in Act I, the audience is constantly aware of the work gang

¢

that is repairing the road. The harsh sound "of crowbars striking the

-

. setts" (p..l62) foreshadows the sounds of wa; that intrude upon the lives
of the Eenement'§ inhabitants in Acts III and IV. A liégle iater in
Act I, just before the Covey's initial entrance, "Therg is heard a cheer
from the men working outside on the streetﬁ followed.by‘the,clang of

‘tools being thrown' down" (p. 169).' Mrs. Gogan describes the workers' //.
. i % . ; R
actions: "There, they're afther formin' fours, an' now chey'Af goin' to

AT o

i : . § .
march away' (p. 171). These sounds and the description suggest the saund,

at the end of Act I, of the Dublin Fusiliers' marching to the ship that
will return them to the war zone, as well as the marching of the Irish
Citizen Army at the end of Act IIL. As_Professor Ayling suggests, the

second march stands as "a defiant 'answer,' as it were, to the parade of
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the loyalist troops heard at the end of .Act I."" While the march apd

‘counter-march do relate to each other, the overall effect of their sound
shows that the isoclated world that Nora deaires cannot be established

becauae of the militant urgency, both of tne 1oyalis£s in defending the

opbreasor and of the insurrectionists in vowing to cast off the foreign
cantrol. .- - . | : l

As mentioned previously, 0'Casey's focus in The Plough and the .

Skars includes more than the Clicheroes. " The trngedy concerns a group of
1ndividuals who witness their world being destroyed by indiscriminate .

violence. In .the words of Vincent de’ Bapn,

.
id ’

To be sure, O'Casey has not created a tragedy in .the classical -
sense; he has simply created an ordinary group of people whom
we see trapped by circumstance. But he has been careful not
to distract our attention from the group by the presence of a
single dominating- individual, It is this '1evelness of
ccharacterization which indfcates-a part of his flrSC ieanlng

toward expressionism
13

The deaths of Clitheroe, Bessie, and Notra's child ghérefofe étand ndtkas

recribucive terminations of lives marred by fundamental flaws but as

symbols of chg collective suffering of & cityns»inhab1t7nts¢ The ensemble,

] . . . ) ~\_ , / ) -
then, becomes representative of not“only Ireland’s but also Europe's

calamity during WOdld War I. The audience féde;yes_rgninders of the
laréer conflict throughout fhe course of the drama;h for ;xambla,”the
Dublin Fusiliers are, as Mollser says, "flyin' off to the front" (p. 190)
aL the end of Act I.- In Act II, Bessie Burgess criticises .the LnSurgents
because '"théy won't lift a finger to help poor llttlé Catholic BelgLum
(p. 201) and in Act III, after the actual fighting has begun in Dnblin,

claims that the insurrectionxsts are "Stabbin' in th‘“%ack th' men that

~are dyin' in th' ;hrenches for them!" (p. 220). As a result, O'Casey
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keeps the audience awaJE/of the totality of Europe's suffering. _As Bobbv

Smith has claimed,. . "

3
LS

Thé wars he uses, while specifically and historically accurate,
are arciféic microcosms of the chaos that most modern men
inhabit." : '

* ' One visual effect that, in 1its transférmation between Acts I

~

and.[V, <onveys the déétruccionuof the characcersf world ts the exterior

*

S

'11ghting Boch acts. are set in the evening,

"Yet whereas the external light in Act I is assoclated with

-*13 m . peaceful work (it is ‘the flaring of the flame of a gasolene

lamp giving light to workmen repairing the street'- [p. 162]
outside) in the last act it is the hideous 'glare of the
burning buildings in the town' (p. 239) which, by the end of
the scene, 'flares into a fuller and deeper red' [p. 261]. '
The detailed parallels--and significant differences--are
obviously carefully planned: and the dramatic action
campletes a ghastly cycle of evencs

" -

The exterior\llght ln the first act is also associated with Jack's

L R

-
asparations Mrs Gogan says of Jack s not remalning with the Cxtizen
P G |

Army because he‘yas not promoted to Captain:-
<. ;4

He was so cocksure o' being made one that he bought a Sam .-

'~ Browne belt, an' was always puttin' it on an' standin' at the
door showing it off, tild .th' man came an' put out th' street
lamps on him. God,.T think he used to bring it to bed wlch
him. (p. 166)

«

In this‘passége, we see:Clithéfdé's Vaﬁitf;'at least iﬂ‘thé eyes of
Ginnie Cogan{,.HowéQer, the gubtlety of th;‘dialogde §ugéest§hthat hiki"
milicéry aspirations, symbolised -by the belt, confliét with his wgée's
desifés. Although the concluding cliché seemsbnéﬁural on the surface, it

suggests the later écene in which CUiEhéroe's'donning of the same belt

- - N e

- T

- separates him from Nora.

As well, CheD;amplighter's preventing Jédk from preening'§hggests
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. . ' - o
. the/Covev's‘later ridicule of Unecle Peter'e uniform when Willie claims
K {

that Peter is ”Lookin llke th illegiC1mate son of an 1lleg1t1mate child

of a corp g& in th' Wexlgan armvlﬂ (p. 182) ﬁBoﬁh of these, the Sam

R o :
Browne belt and the. gorgeous Foresters un%form, serve as external mani-

festations of the paquotlc zeal withln the two men. .In addition, since

Jack and Peterigelong to different genefacions, 0'Casey symbolically

3
il

‘

'conveys;the‘impreSSionbthat the hé:red'toward the oppressor has peen.
smouldering within Dubliners for -some time. Of course, Jack's belt and =

: 1

“revolver imply that .the time for his battle is near, while Peter's.huge
® : o : T

o o : BRI SR U ‘ n o C e
sword suggests that his generatlon's-ways are outdated and his patriotism
1s expressed solely in nostalgic ceremony.

[

One ironic use of costume in The Plough that ties in with
.s{afeﬁeh;s ma@é'ﬂﬁ 6/Casev s autoh;ographles is Brennan s chan;e in
ebparei between Acts I and 1v. The ‘chicken butcher first appears 'in the
full unlform of the Irish’ Citlzen Arm ——green sulc slouch green hat ’

:eaUght up at Qnekside py.a.small Red Hang Badge, Sam Browne. belt, With a
.revolver in che¢hols§ef“ukpp. 187-88). InbAct IV,'Brennan slinks into
BesEieYe fooms.aftergdﬁe has changed his uniform for a suit of civviés”
{p. 243); His change'oﬂ>clothes is; for the.audéence, an indicacjonethat
he is>hew “oh the fun' from the Britiéh"forces."Fof 0'Casey, the change
vieually iilestfeiei(a/pred;ctien's'ﬁelfilment.'fyAs a membef'ef ehe

. CoS _ R - 3 , o
-early Trish.Citizen Army, O'Casey allegedly informed his comrades: ''Take

i, \ of f your uﬁiforms‘l . .’?ut onvyoﬁr.old duds:that makevyou ;ndistihguish-
S}t;;f;‘?;ém/ydur neighBodrsT”l?v'His argg@ene, quite reésonable‘iﬁ fact,
iwa; that tbevrebeilion‘wOuld be much?more-seccesgful'if it were_fought)ae
‘urban Buerrilla watfere_;ather tpan“es tﬁe piﬁehed battle thEt Connolly,
‘Pearse, HerkieviCZ'ee&ai;.héd‘decided upon. In The Piough, then, ...

[£S
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Brennan's change from uniform to mufti partially represents O'Casey the
artist's vindication of 0'Cagey the militdnﬁmgatidnalist.

: "Xy ~

- Al T '
That part of O'Casey's stagecraft ifvolves this depiction of
* ! .

his gharacters' inner selves through external objects is also suggested

“ . A gy o .
by other stage properties. At the beginning of Act II ﬁ%zguno. his
| . . _ ——

detailed description of the setting inforfis the reader that "Every

- i

wt

available spot is ‘ornamented with huge vases‘filled@with argificiul

‘

flowers" (p. 36). In contrast, the decorations in the Clitﬁeroes' rooms

in Act Jgof The Plough include "a green bowl filled with scarlet dahlias

and white chrysénthemums” (p. 161). These details suggest.a vast

differche in the two families' aesthetic values: the Boyles o

; D . ©

quantity of tawdry ornamentation, while Nora chooses a modest dis
. _ ,

natural beauty. The inferences that ca# be drawn from these stage

. R »
properties are, respectively, the waste of the Boyles' inheritance in
o I

that the money is being spent on ultimately useless material dbjects and
the hope of Nora's establishing surroundings that reflect a life somewhat
more colourful and durable .than the average‘tenemencmlife. These natural

el

flowers anticipate those of Mrs. Breydon in Red Roses for.Me. The

)
et

contrast between her.and-Nora is that Mrs. Breydon progresses towards an
understanding of the necessityof her son's struggle for decent working
. ) )

conditions and wagés. Ac‘the beginning of both The Plough and Red Roses,

the flowers symbolise the womeh's capacity for appreciatisd ‘beauty beyond
y : ~cap ) PP g

theirx, drab axistence, but Nora is unable to extend:that appreciation

]

because of the ultimate selfishness of .her dreams. Her refusal to accept

PO

M ?

the.reaiity of the s;ruggliffdr independénce becomes an eécapé into,
insanity. %he later play ends on a note of hope even though Ayamonnidies

because his struggle continues, while the survivors in The Plough either
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bury their dead, are taken prisoner, or become mad.

¢
\

What Eurphfr develops thé theme of Nora's desire to transcend
her reality is the natural imagery in Jéck's song in Act' I and Nora's
repetitién‘of the song in Act IV Songs are essentially non- naturallsc1c
devices used by 0'Casaey to underscore the théme of desire in contlict
with reality. Howe?er. as in the scene in which the coal vendor quickly
punctures Boyle's seaéfarlng fantasy, Jack's song near the end of Act I

66 fhe Plough is' efféct}vely ended. As Maureen Malone points out,
) LS [ '

the natural images in Jack's song are abruptly terminétéd .
by Captain Brennan, whose success in detaching Jack from his 3
w1fe indicates the power of the forces which threaten the home.

Malone further contends that Nora's reprise in Aét IV of Jack's song

. .y . S 14
"emphasizes the unnatural wreck of her mind by man-made violence." -So,

0'Casey's first use of the song creates a nostélgic“pastoral element in
which Jack and Nora leave behind the drabness of the tenement for a few

moments to enter intec .one of '"the happier -transports' (p. 187) mentioned
! a
= & : ’
in the last verse. On the other hand, Nora's singing of it in Bessie's »

’

run-down and battle-scarred attic flat presents the poignancy of Nora's

i

madness. This armed conflict is one manifestation of reality that Nora

1

can transcend only through the world of illusiecn that now engulfs her.

Also, after she sings the last verse of, the song, realistic sound ("A /

burst of rifle fire [and] the rapid tok, tok, tok of a machine-gun,"

p. 257) momentarily makes her aware of the fighting. In-the ensuing REZ“:

B

scene, Nora's struggle to summon Jack results in Bessie's death. As

’

Bessie dies before her eyes, the undeniable evidence of Dublin's tragedyb

~

shatters Nora as she finally sees the hopéle§sness of her.ever realising
. . . ¢ 5 -

her earlier aspirations.

oy
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Alth0ugh Jack Mitchell has drgued that the gongs in \Lt IT of

W

Juno- present "the positive potential of these people, their capacity tor
———— " ) .

. 1 ) \ .
living," > perhaps Bernice Schrank comes closer to interpreting O'Casev's

intention, especis: in her evaluation of the juxtaposition of the party

to Robbie Tancred . :uneral.

They use the songs not as an adjunct to, but as a substitute
for, real feeling. This point is powerfully brought home to
the audience when the tea party songs (sung with alcohol-"
inspired sentimentallcy) are set agalnst the authentic emotion
of the Iancred funeral hymn.

Thué, the songs become the audible corollary to the visible aptificiality'
of the gaudy plastic flowers. . 4 ' &5

However, Mitchell does make the intefesting commeﬁ; that, of
all the>pe§ple asked cd\sing in,Act II, "Only Joxer fails td‘qome up to
the mark."'l _ Again, .we see-Q'Caéeyis ilfﬁmination of character thrbugh
subtle ménipulation of circumstance. Obviouély, Joxer haé a }eﬁu;acion

‘ i . . ' N .
for ‘singing, as is indicated when the Captain demands, '"give us wan of

your shut-eyed wans'' (p. 52).. That Joxer makes two false starts without

recollecting the rest of the songs subtly reflects his inability to act

spontaneously. Throughout the play, as a sf&ophant or an antagonisetc,
. ' B . ’
Joxer verbally reacts to Captain Boyle but is not, as the party-scene )

illustrates, able to.creéte. This inability hel@%irs to see just ‘how

. . o 5 . :
deeply symbiotic is the relationship between the two cronies. O'Casey's
use of sdngs, then, not only presents themes central to his dramatic

vision but it also serves to illuminate the inner nature of certain

r

characters.

Another theme common to-these two Abbey plays is the effect of

violence and/or squalor on the young generation. Again, O'Casey uses

~ P ’ -
S
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effective scagecraft to bring Out the plight of the young. In bdth'plays,

s -

the playwright manipulates patterns-of dialogue to show che effects of
~the peculiar situations in Ireland. 1In Act II, when Juno asks Johnny :
what is preoccupying him, he responds, ''Nothin' , \othin', nozhin. ' " She

A PR

then chastises him for not remaining for more than one night in any oRe

plaqe. He responds,'"I can rest nowhere, - nowhera, nowhere " Tinallv,

Ki Lo ok

exasperated, Juno scolds him for his restlessness. Again his response ‘

-

is chant-like: '"Let me aldde, let me alone, let me alone, for God' s

sakﬂ" (p. 41). What O'Casey does in this stylisation of- Johnny's dialogue

is to introduce a sepulchral tone, especially in the repet1c1on of the-

»

negatives, to Johnny's épeecp. By doing so, the playwrigh{ underscores .

Johnny's realisation of the hopelessness of an informer's situation. The -

oo ’ . - [

- concluding phrase, '"for, God's sake,'" again reflects 0'Casey's abilit& to

évocatively charge a character's dialogue. - A simple cliché&, the phrase
manages to convey a supplication, since it breaks the pattern.of Johnny

' repetitiod. In religious terms, the cliché acts as the 'amen' to a

pattern of anfiphonal incanthtion. :

A similar pattern of diaiogue occurs in Act II of The Plough,

’

—

rwhen the_youné insurgents, Brennan, Clitheroe, ahdvtangon; appgar in the

pub&h Near the end of the act, the Figure.in the Window speaks of

e &

Irelamd's foee:_' A o ‘

the fools, the fools, the fools'——they have left us our Fenian
dead, and, while Ireland holds these graves, Ireland, unfree,
- .'shall never be at peace! (p. 213)
F 4

of course, the-implicacion of this speech is that the Fenians represent

sacrificial figures whom the three freedom-fighters must be willing to

-

" imitate. O'Casey has his characters confirm this willingness in another

s -
2

i
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- prayer~like sequence: '

Captain Brennan [catching up The PIOugh and the Stars]. 
.Imprisonment for th' Independence of Ireland!

, Lieut. Langon [catching up the’ Tri-colour]: Wounds ﬁofith’: o
) _ . Independence of Ireland! '

Clitheroe. Death for th' Ind®pendence of Ireland!

The Three [together). So ‘help us God! (pp. 213—1;)

adow the

Here, O'Casey uses the secular‘préyer to‘ironically foresh
. . . o

e

particular fates of the three characters. In Act IV, Brennan is taken
. off to be.imprisoned in a éhdrch;.in Act III, the severely wounded
Lieutenant Langon is carried on stage, and, in Act IV, Clitheroe's death

" in battle is reported. Thus, O'Casey uses the non-realistic speech
pattern both to cbpvey the insurgents’ willingness to sacrifice ‘themselves

- ..

and to underséore.his opinion that the Easter Rising and the subsequent

"troubles' essentially wasted Ireland's young men.

Consequently, both patterns of dialogue as prayer ultimﬁtely

! s

cotwey irony.; Johnny's incantatipn reflects despair, not supplication,
. S e '

¥ - )

and, it further gaggsqgg-the hopelessness of ;hé Republican cause in 1922.
The insurgents' pra&er, full of the desire for marbyrdom,‘may contain a

) noble sentiment, -buf, as a device Epatbforeshadows the sacrifice of its.:

~

speakers in the play and the‘sacéifige of such ¢0mrades in the yearsxthat
follow the play, it presents thé enormity and the f*tility of the loss of
a generation. O'Casey felt that ffeland's:struggke for independence

caused‘the.loss of young lives and the subpression of the sbirit of youth

. - : . B :
because the church's power was, if anything, increased after Britain's
¢ P g _ |

A - i

direct influence was cast off. As well, he uses charactefs such as

" Loreleen in The Cock and Ayamonn Breydon: in Red Roses to indigate the

O
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sUbjdgacion of yoh;h tb‘the prévailing na;ioha; interest in maintaining

the status quo. ! i R ]
IHLThe Plough, 0,'Casey reinforces the ephemeral nature of the

.~

ideals’ for which Brennan, Clitheroe, and Langon suffer. When the-
) | -
insurgencs enter the pub, they appéar “mesmerized by the fervency of the

speeches" q{*)ZIB) ‘The audience has seen a shadowy figure speaklng of
the necessity for sacrifice throughout Act II and has seen the 1ntoxicat1ng
'-effgct that the speechgs have on the Barman,.Eluther and Peter. Michael

Kaufman comments on the orator's 4ppearance:

¥
.

v

as a visual object projected on the stage only as an elusives =
silhouette, -[he is] an extremely effective visual image of the
abstract theories that can't or won't take.into account the
terrifying dmplications.of their premises.

. - . ‘ ,
* By the end of the pr}, these "terrifying implications" become apparent

“in the sUfféring of the three insurgenCS as well as in'the_shattéring of
Peter's and Fluther's normal lives. 0'Casey's message, conveyed through

both the visual and aural dimensions of the Figure in the Window,. is that

rhetoric and-gesture, more than strategy and common sense, characterised

the fomenters of the Easter Rising. Also, because the Speiker glorifiés
! . . {\'\\.‘ . . 7
: : Lo ' -
the larger war being waged on the continent, O0'Casey manages to universal-

\

L

~ise his biting comment on misguided motivatﬁohs for warfare.
Two young minor characters who display disparate but essehtiaily
antagonistic reacfions to Irgland's atmo;phere of un;est are Béﬂtham in
Juno and Rosie éedmond in The Plough. »Shorﬁly after Mrs. Tancred's-
moving praver, invoking Christ to end 6he hacred.in Ireland and replahe

i

it with His love, Juno explains the old wortan ' s particular sorraow in

losing her.only son. Bentham's callous response ils "The whole thlng is

terrible, Mrs. Boyle‘ but the only way .to deal w1th a mad dog 1s to
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destyby him" (p: 55).. On the saurface, Beutham does seem callous,

especially in his later abandoning°of the pregnant Mary. How?%er. 1f we
;,see.Benfhém as the representative of a particulér group in‘Ireland,‘we

. v . ' ‘, /;J

see a part of the young Irish middle class inured % violen@%,to the

poiht that, after six years of bloodshed, this group cannot empathise

o ‘ . . Ca
with a lonely, grieving mother. Consequently, Bentham becomes a living

N

_ example of those Irish who have "hearts o' stoné“ (p. 55). ’HiS‘interes s

do not lie with the terms of a treaty butiwith his éélf—improvemen;."As i

-

a result, the civil war can only act as a hindrance to hris-.advancement in
. s ,

Ireland, soﬁﬁe wishes that the madness would simply stop. S

°

When we first see Rosie Redmond in Act IIAof The Plough, she is
lamenting the loss of trade occasioned by the patriots' rally. Obviously,
. the men in Dublin have abandoned all thoughts of physical bbeasure 16

",their concentration on nationalist rhetoric.

They're all in a holy mood. Th' solemn-lookin' dials on th'
whole o' them an’' they marchin' to th' meetin'. You'd think i
they were th' glorious company of th' saints, an' th' noble

army of martyrs thrampin' through the sthreets of paradise.
‘They're all thinkin' of higher things than a girl's garthers.

(p. 193) .

Through this_speech; Rosie expresses the ironic plight of tpe street

-

walker: there are a great many customers available, but these men pay no

\

heed to the prostitute's offers. However; it.is through her dicction that
0'Casey manages to connect the martial aims of the patriots with the
theme of sacrifice. Essentially, the men at the meetingvﬁéve spiritual,

~

not secular, goals to attain, and Rosie recognises this fact. As well, .
B . - ' ) ‘ .
"her concluding statement reflects the obvious fe}ish that the lower-class .

«
Dubliners have.in witnessing a spectacle: "It's a tremendous meetin’;

: foq; glatfonms they have . . ." {p. 193). Thus, O'Casey shows that the
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atreet people of Dublin, represented by Rosie, may resent the disruption
in their n6rmal patterns of life, but they recognise the iﬁpoflance of
the rally. The connection of the marchers with the saints and the martyrs-.

thematically foreé&adows the prayer-iike chant of the three fréédom

O - 3

fighters at the &nd of Act TI, as well as, by extension, suggesting the

“

ultimate‘temboral fa%lure of the insurrection. As well,’the pldywright
subtly conveys, a historical fact. The comﬁogwﬁeoble.of'ffelapd did not
encigely understand 'or sympathise’ with the‘insurréctioniSCS' cauée until
the leaders' executions by the English crans%brmed't;e geaders into
patriotic martyrs. . : . Y N

Rosie also pfovides a sharp' contrast to the rather woodenA
woulé-be martyrs iﬁ the pub‘becéuse of her 1mmen§e vitalit&. At the end
of th; act, she finds a 'whole man' in Fluther, whose iﬁtereéts do include
bdthithe patriotic and the personal: Both characters stand out ag this
polnc; foE tH;y manage tokappceciace the movement, but thfy'do not single-
mindedly abandon self-incareél. Another dimensionvto Rosie is her
aggression when'dealing with the Covey, a single«@fnéed socialist. Sh;
vary def#nitely represents a threat to his maﬁhoéd, and because she éoes,'

L3
. Sy 3
o .

her*chafacfér*anticipates both Jannice, who,shocks the representatives of

religion in Within the Cabes,\and thé women in Cock-a-Doodle Dandy, whose

gaiety and physical appéal are assessed as mahifestacions of evil by the

1
-

men of Nyadnanave.

In Juno, perhaps the most effective use of Roman Catholic
symbol, ritual and prayer is O'Casey's'chafacterisation of Johnny Boyle.

In"Act I, the audience learns that, in his' room, Johnny has a votive
. N . ' ‘ ’ !
light burning before a statue of St. Anthony. A predominantly Roman
. " . - ¥

Catholic audience would not miss the~signif{cance of the'statﬁe, since
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St. Anthony ié the patron saint of lost articles. At this point in'the:
. - ' : ( : ‘
~play, then, the audience begins to speculate about whether'the loss is

~

the physigal loss of his arm or a spiritual lo§s. By the end of the play,

the audience realizes that Johnny's loss is also spiritual in nature; he

has lost faich'in the Republican cause, and his betraval of Tancred

demonstrates that he has also lost part of his humanity because of his

'

¢ -
physical suffering. O'Qasey indicates the conpection between the loss’

and the betrayal in Act II whenifhe frantic Johnny flees his room because

he has "seen . . . seen Robbié Tancred kneelin' downh before the statue

" (p. 46). Thus, .:ouéh the statue of St. Anthony, 0'Casey -

illuminates Johnny's/ inner struggle to justify his betrayal of a former

comrade in arms. By nsion, Johnny's asscciation with Irish nationalism

. - ™
and his despair indicate the loss of hope for a united¢lreland in the’

midst of a bitter civil war.

»

In addition, throughout the entire play, che.audience sees the

‘votive~light burning before the picture of the Virgin in the Boyles'
¢ ’ '

living room. When the vottwe light burns out, Johnny's fate is sealed.
As Bernice Schrank argues, O'Casey employs a melodramatic symbol to

underscore the theme of retribution.
Behind the melodramatic extinction of the qandle stand the .
sIrregulars who vindicate the integrity. of the individual action,
for better or worse. Johnny's hopes for eternity are .an 19‘
evasion of historicity: acts have consequences in this world.

3

It seems that, in Christian terms, "Johnny's "hopes for eternity' are

© fulfilled by the extinctiéd‘of the votive light. For better or worse,
-Johnny must 'face God's final'judgehenc{?and the extinction of the light
% : . ‘:E{." : ' ‘ » N i

simply indicates that his physical life is at an end. I[n dramatic terms,

o

0'Casey uses the votive Iight-to show that, in Ireland at the time, the

e
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prevailihg attitude toward justice derived from the Old Testament's an

L)

eye for an eyel' not from the New Testament's concept of confessjon and
, < > ‘

redemption. Therefore, O'Casey's use of the picture of the Virgin and,
. | .

as Schrank interprets {t, the extigccion of the votive light owe more to
the essentially pagan tradition of retributive justice that so often

{ndicates man's futile attempts to thwart the will of the gods. In

A .
0'Casey's view, one which he develops Bomewhat differently and.more

directly in The Silver Tassie, modern man more ofteh‘lays low his brother.

than lays down his life for his brotheftﬂééU%‘fgnofing the basic tenets
of the.dominant faith.

Thg oneHQeligioué ritual and iLs aécompanying prafér that are
related to Johnny's struggle are Tancred's funer;l,énd the 'Hail Mary.'

Near the end of Act II, Tancred's ﬁynagal brocession'passes the tenement

'thuse,.add most of the éharaccers rush 4nto the street to observe the

oa

spectacle. When Johnny is alone, an essentially expressionigtic character
. . o

known only as the Mobilizer enters the Boyles' living room and informs

Johnny that his presence is réquested at a'Republican inquiry into

Tancred's death. “The funeral, of course, foreshadows Johnny's owﬁ death.

It also works as a shock—tactic to disrupt the gaiety of the Boyles'
celebration. Thus, the audience undergoes a mood swing from vicariously

celebrating with the Boyles to vicariously grieving.wich Mrs. Tancred.

Also, the entrance of the Mobilizer and his sinister threat to Johnny

«

that "You'd betther come for your own sake . . ." (p. 60) introduce an

ominous note ifdicating Johnny's ultima®e doom. As Professor Ayling

maintains, 0'Casey's craftsmanship is in evidence in this 5scene:
, A . 4

The use of an easily recognized form of religious ritual brings
with it readily accepted associations and  emotions and allows
the writer to stress openly the values which he wanted to
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realise .ih the dramatic action . . . . By such means, 0'Casev
attempted to circumvent the restrictions of naturalistic drama,
to give eQQ speeches in each case greater symbolic importance -
than tHe gpeakers themselves were aware of, and to emphasise a
mote universal significance 6n theme than was contained in the
localised plot of the play.

The funeral, then, acts as a momento mori for Johnny and as 0O'Casey's

. comment on both the.prevalence of death in Ireland during the 'troubles'

and the Irish fascination with §each. It is this fascination trhat causes

. . PR
.the majority of the characters to rush out to witness the procession. In

The Plough, Mrs. Gogan displays the same morbidity, as do Susie in The
. “~ .

Tasgie-and Jannice in Within the Gates.

.Perhaps more important than the funeral in symbolic terms are
the curtain lines, the first two lines of the 'Hail Mq‘y.' Again, a
Roman Catholic audience would easily understand the signfficanée of the

prayer, which’begins as an annunciation to-the Virgin of the conception

) : ' _ .
of Christ and becomes a supplication to the Blessed Virgin to 'pray for

us sinners.now. and at the hour of our death.' As it applies to Johnny,
the prayer's second half, thF 5upplication is of great importance,
especially at chis point in the: actlon, when Johnay has been confronted

by .the Mobilizer. However, as a foreshadowihg device, the prayer also

. \ ’ " »

functions, in connection with the burning out of the vo&ive lighe in

Act III, as an "inverted annunciation," as W. A. Armstr%ng points out:

l

When Mrs. Maéigan enters soon afterwards with the news of
Johnny's violent death, the scene takes on the religious
' quality of an inverted annunciation as Juno stands beneath the
%2’ picture and the spent lamp and re—echoes Mrs. Tancred's invo-
cation to the Virgin

Thué; we see 0'Casey's use of a traditional Catholic prayer to heighten
.the ,grief Eelt‘by Juno. As well, tﬁe physical symbol of the votive lighf)”

. correéponds directly to two types of'spirit; Juno's will to keep the
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household tugether .« % ~ r.shed, and Johnny's life is taken.
In addit: on, s v Surbach savs, "The play resounds, as with
A\ . s
a dominant motit, o tne 'Hai. Marv,' to frequent ‘invocations to the

/
Mother of mercy, spiritual protettress of her children against the ills
pﬁ‘the worid.”zz‘ $hortly before the 'Hail‘Mary' is héard at the end of
Act II, Méry and Bentham leave the Boyles' party. At the ;ery beginning
of Act III, we learn that Bentham has desercea‘ﬁary énd that Mary must
visit-a doctor. The timinngfvche prayer in the p}ay's dramatic action

indicates that the annunciation at the beginning of theé prayer has a

s:raightforward significance for Mary.

Actually, the birth motif in both Juno-and The Plough works to
5syabblically cohvey O'Casev's vision of the type of nation thét was born
in 1922 and the ways in which that nation differed from the one that the
rebels attempted to shock into existence in 1916 At the<end of Juno,
the Boyle household disbands, with Wary and Juho leaving the Captain.
Juno proclaims that Mary s child may ﬂave no father, but "It ll havel|
what' §.far betther-—lt 11 have two mothers" (p. 86). _If we aqcept_theA
child as a metaphor'fqt:the nation that émétgéd'aftef the civil war, then
. : ! :
the two mothers represe&t the dual nature €§~Kathleen ni Houlihan, the
ancient crone and the young beauty, both of whog traditionally rallied
young- [rishmen to defend the homeland. There ts a satiric or, perhaps, a
trééiclovertone to the symbql,lhowevet. During the course of the play,
wé'éee Johnny and Tancred kifléd Bentham emlgrate to England and Jerr;
manipulate the labouf cause to attain his personal goals. Therefore, the
implication of the matriarchal society that emerges is_that there are no

-

suitable young Irishmen left to defend the honour of the nation.. The
' L7

civil war has ca@sea déath,vemjgration, and selfishness among the entire

AL
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‘ generatidn:' So, while the child in Warv 8 womb is an evocation of' the
life force}and its continuation in Ireland the actual voung people that
we see are either disillpsinned or destr?Yed‘pX'the struggle for ;ocal
indépendence’.” Jerry, the one who succeeds, dpee S0 bybmenipulating the
prinéipleéidfitne“iebpur movement,wnoc pp'eupporttng‘a general movement
for the improvement. of the life of the common Irish citizen i

Thé birth motiffin The Plough {s even more tragit in its

‘implieations. At che end of che third act. ‘wa. hear Nora scream, and we
learn in Act’ IV that she has given birth to a. still—born child .Bessie
says, at the end .of the' third act, that "It's th' fright that's brought
it on her so soon . . ." (p. 238). Again, if we see ehe child as a _
metaphor for an independent ireland ehen O’Casey's message‘seems to be

£Y

that the Easter R151ng was too precipitate in its attempc to immediately

' 'establish ‘the independent state. Nora, thed, as the embodiment of

Kathleen ai Houlihan, represents a nation gone mad and shattered by the -

blood lust that the Fignpe in the Window so fervently extols In Ace IT.
Indeed, Nepa's madness inside Bessie's attic in the fourth act is as
visually effeetipe as the background conflagretion vieible chrpugh the
window of the same ropm. The transformation of the exterior light from
the gasoleneilamp to the spectacle of the burning bhildings supports

Katharine Wprth's .contention concerning O'Casey's dramacic\technique:

’ * o
- . . ~

[0'Casey] took over from Boucicault the melodramatic technique
of 'transformations' but he applied them in a modern way, for
he was as quick as Yeats to see how the strange world of the
interior could be expressed through the subtle treatment of
stage scene.

*

. S0 the'”scrange world" of Nora's interior is projected outward through

0'Casey's handling of tne exterior lighting in Act IV. The image of the

burning city is extended in the context of the World War because the
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Tommied' song, "Keep the Home Fires Burning," reflects the general maddbss
: ! ' ' o ' Ué?‘

of the ﬁimes, and this-madness claims not only innocents such as the

N ; , L T
(étillbOrn child but also harmless people such as BeSSie.

3

dh1le Nora S . calamitv results dlrectlv from the violence in

[reland in 1916 Mary Boyle s pllght reallv has lLttle to do with the'
civil strife .in 1922 Also, Nora's madness is g‘result of circumstance,

,t ‘.. L t
but-the circumstances that surround her can hardly be called naturalistic. -

oA
Py

Méry; then; ié_the,one characcer in the two plays whose 1ifé seems

"governed toya large extent by soc¢ial milleu Hpr]example, in the stage

W " i - .
directions to Act I, O' Casey'informS'uséthat'the circumstances of her
: : ‘ : 4
(¢ '

.life are "pulling her back" while. "the influence of books she has read"

4

is pusningwher forward" (p. 3) O'Casey further describes her”as torn
between the,two”influences: "The opposing forces are apparent in her PR

) N o . ) .
speech and her manners, both of which are degraded by her environment,

and improved by her acquaintance=-slight though it-be--with iiteratnre“ &

(pp.'3—4)f Thus, Q'Casey‘acknowledges the naturaliét'srcredd that a
character in 1iterature or a person in_the‘réal‘worid is controlled by an

omnipresent deterministlc universe ' waever, in the words of Bernice

‘\Schrank

It is at this point that 0'Casey parts company w1th the
‘naturalists; his early plays emphatically do not *illustratre
~determinism. . . . O' Casey s plays never rest on anything so:
' simple and essentially non-dramdtic as a strictly determlned
universe; they depend rather, on a Eznsion betweer the
“individual will and external forces

.'Therefore, we can see that Mary S readlng of Ibsen and her attempts to

'1mprove her lot by going out with the middle-class. Bentham relate dlrectly

‘,

to NoravClitheroe‘s desire for a door that locks,and herlattempt to keep

. '3 - ' | _
I3 . "Q' - . ' ) i3 -
both theﬂetrlfe between Peter”and the Covey and the larger strife of the



rebellion from preventing her. from transcending the limitations of herv
tenement environment: als who cannot j

«ilBoth women stand out as individu

accept their positions in life.and who activelv attempt to bteak free of

an oppressive social milieu. Nora's madness represents an ultimate, if
lamentable, escape, but Mary's and Juno's departure from the empty room
signifies a true liberation. . ' o

At the begihnLng of The Plough, there is much more hope of :

“
e n e,

Nora's succeeding than there is at the end, not because her determined

universe has defeated her but because the violencé of the battle ior inde-
& .

meendence hasAéhéctered her immediate world. On the other hand, Marv's

attempts to transcend:the tenement environment seem frustrated hntil;luno
helps her to take the finidl step away from the indolence and empty
rhetoric of the Captain. There is still a passage, however, near the end

of the play'that indicates that Marv may not completely. overcome the

‘strictures imposed by her immediate milieu. 1In effect, when she recites

the verses that Jerry had read in one of his addresses to the workers,

S

stte becomes the spokesperson for the naturalist's point of view.

~

Then we saw our globe of beauty
,iWas an'ugly thing as well,
A hymn divine whose chorus

Was an agorizin' yell;

Like the story of a demo

That an angel had to tel.

Like a glowin' picture by a : -
. Hand unsteady, brought to ruin;

. S Like her craters, if their deadness
Could give life unto the moon; o
Like the agonizing horror * . : o ﬁ
Of a violin out of tune. -(p. 82) - :

(e

So, Mary's physical escape from t‘cenement does not necessarily indicate

{
i

’
N

that she has not épiritually succumbed to the oppression of a wholly.
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indifferent fate. Some hope is indicated by the new 1ife'&rowing within
L] . .

her, and by her and Juno's resolve to change thejr lives. That hope is

fulfilled by the fact that the women have abandoned the fantasy and

*

~selfishness of their male-dominated existence. = Also, Mary's unéerstaﬁding

v v

of the forces that can suppress- the ‘spontanepus urge to live life fully".

. ‘ . . . -
indicates that she has the necessgry basis to rebel againsg the oppressibn
if she can exert the will to do so.

-

4

As is indicated by an examination of Juno and The Plough,

O'Casey's aftisgry, even in his early Abbey'plays, is a complex aggregate;

of theatrical techniques, some as ancient as those ‘f Greek drama, some

as modern as thoge of his contemporaries. From his blending of these

techniques and from his obviously conscious use of,detail in the stage .
EX - ) : : .
'seﬁ%lggé, one can conclude that he sought to artistically express deeplv

held personal convictions as well as to egptertain his audience. Also,

the powerfu[vchatacterisation that Lady Gregory so warmly compliménted

i .

L ' ’ . v : o : .
him on depends to a large extent uport the visual and, aurgl connections

that O'Casey draws between his ‘ch@racters and their physic®l settings.

What one must keep in mind also is that the playwright kept developing - .
and feﬁining'his stagecraft, often experimenting with elements that he

=

adapted to. his consistently expressed themes and his persq}ai vision of "~

Bl ) . ‘, . ) I ,.L ' ‘ . . .
.the world and its }nhabitants. thén he mOV&urther away from traditional
plot structure, his evocative use of essentially non-realistic techniques

v

- v

L

such as: song, symbol, and,unusual patterns of dialogue became both a
means of delineating the complexity of hiiyp;;ys' worlds and a way of

. illuminating the inner essences of his characters,
3

.



CHAPTER TWO

THE SILVER TASSIE AND WITHIN THE GATES .

After igaying Ireland in 1926, 0'Casey became much more
daringly e;perimgncal'in his dramatic writing. By cdfns, his next full-
length play, The Silver Tassie, is symbolic, expressidnistic, naturalistic,

and realistic. Also, the play's subject macter'takes on a more straight-

forwardly un1versal SlgﬂlflLanCE as he uses the lmpact of Horld War 1 on
European society to present the spiritual and physical damage caused byv

all wars. Although the settings of ;hreé of the playYSWEour ag;s are in
Dublin, only one of the locales is a private JQelling.A The other two, a

hospital ward ahd the Avondale foo;ngl club's he;dquarters, allo@ 0'Casey
to exploit specific centrés o1 e communir.v's“—,social activit'his
examlnatlon of war's destructive effécts on anz glven society. df course,
0'Casey g;ves similar 1mportanée tovfhe pub in Ac;’II and thé street in¢
‘Act IIT1 of The Plough to presght dlreccly the greac upheaval caused in

Ireland before and during Easter Week, 1916, but Europe\s calamity in

World War I is addressed only inferentially in the éa;lier work. What

= 2

O'Casey ehployé to broédﬁg his scoﬁe-in The T%ss;é are two major develop-
mentg in hiéldramécurgy: the expressionistic charagterisatidn of man as.
a puppet contrdlled by two powerful ea;thiy forcés,.vox QQQulii?ﬁa
~capitalism, and the direct aﬁd ironic presentation of Chrisﬁiéﬁ prayers
Jand rituals. Both of these.techniqueé are éncicip;ted by, for example,

the ultlmate collective hel)lessness of the Dubliners in The Plough and

Tancred's funeral_ln Juno, but o' Casev stresses formal elements in The

"’ 29 : ‘ RN
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Tassie to the extent that the characters and their narratives become more

-

representative than specifici The play's dominant themes, armed conflict's
fragmentation of social relationships, man's perversion of a religion of

peace, and the control of modern man by;his immediate environment, a

reflect Q{CaSef's recurrent preoccupations. Although the themes remain

m 'JQ

consisg&ﬁt, the increasing complexity of ‘the combination of theatrical

.

techniques that he uses to illuminate them marks an impottarit stage in
the evolution of his unique stylistic contribution to world drama.

Part of the dramatic action in Act I of The Tassie resemhles

>

Ehj% of his early tenement plays. As‘Sylvester and Simon Q;gue, Mrs:
Foraﬁ "runs duiékly in" and "comes to the fire, pu;hing, so as to distuyrb
the two men".(pp. é—lO):w This intrusion, as do siﬁilar scenes in Juno
and The Plough, shows both the laﬁk_of privacy,in and the interdeéendency
of the tenement conunity. 4However,jthe fire's symbolic value extends

. the significance of the*action. The two men are shaken from their idle

complacency by sudden and thildly Yiolent activity, and Q'Casey implies

visually that the order aﬁd certainty of their world is:epheméral. When
this scene is compgred_to the marveilousLy comic telephone scede in

Act iV,lin which Sylvesger'and Simonareact to a telephone‘és‘ihough it is
of aiieg origin, O'Casey's point becomes clear. The older generation's

world has been shattered by the intrusion of war and by the inevitable’

S

progress of civilisation. ‘ ~

A further implication of the fire as the centre.of the home

concerns Mrs. Foran's need for the Heegans' fireplace. She uses their

" ' o

fireplace to cook Teddy's dinner: overjoyed that her husband must return

to the front, she uses her own fire to "boil" the clothes that she will.

¢

wear to attract the men who remain in the city.. The war song "Reep the

/ -
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Home Fires Burning' that 0'Casey QlOSES 'The Plough with receives a
savagely ironic twlst through the action and dialogue of this SLent, tor
Teddy. Foran' s physical appetites suffer frustration while he is at home

on leave. As the only young married couple in the play, the Forans

replace the Clitheroes of The Plough, and armed conflict separates

‘not only reiterates war's destruction of the marriage bond but also intro-

-

husband from wife in both plays. However, Nora's frantic_devotion to

v

Jack in no Qay resembles Mrs. Foran's attltude to Teddy in “Act I of The

Tassie. It may be suggested chat the’ realistlc intrusion of Mrs. Foran

¢

duces the element of an unnatural opportunism ‘that causes some of' the
female characters to place secular concerns about the spiritual value of

natural affection.

B+)

" This opportunism is expressed in capitalistic terms as well.
] ™~

Mrsi Heegan's anxiety over Harry's return to the front results partly
because she fears that her "govermmental money grant would stop at once"

if he were to desert.  She &oices this fear immediately after Susie

explains, in the exaggeratediy morbid way that typlfies her in Act I,

'thét'desertion on active duty "means death at dawn" (p. 18). Also, in

Act IV, Harry's overexertion at the football club"s dance causes his

mother to remind him that "you re gettin your ailowance only on the

7

underscandin that you take care of yourself' (p.“91). In both'inscances.'

her concern for.Harry's health takes secondary importance to her preoccu-

‘pation with financial stability, Unlike Nora and Juno, who activély

attempt to overcome the restrictions of tenement life through hard work,
Mrs. Heegan complacently accépts state support and~resignqiherself, as do

the Down-and-Outs in Within the Gates, to a life of squalor and despair.

) In the expressionistic second act of The Tassie, God's will

k)

a
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seems to support this ufnaturally mercenary attitude.. The soldiers chant
* t

"wy'r we 'ere, wy'r we 'ere," and the fxrst sold1er quotes his wife's
explanation: '"'The good God up in heaven, Bill- e knows,/ An' I‘gets

the seperytion moneys reg“lar'? (p. 39). Here;.O'Casey iﬁdicts both

v .’

church and stéte'for condoning the war. Howevef’ one Sh0uld not condemn

the women too hastily, as James Plunkett movingly 111U5trates in his

\
.
. ©

';fhiStOTiCGi novel, Strumpet Citz In the last part of Che book, the young
LabOurer Fitz #3ils down the Liffey on a troopshlp' rElieVed that his
soldier's salary w1ll ensure the survival of hls family. Many labourers
.Of the time, as’O Casey illustrates in BEQ_BQEEE_EQEu__o in Duglin and

: elégyhere in the Bri;ish Isles, endured the Roverty that came about as

” 4

the resgig\of the strife bet&eeq labour and managgment dufing the vears
preceding World War I. Although O'Case'};:does”not exPliCitly develop ;Qé
'implicatién of capitalism's ends béing served by the war, ﬁhe historical
reality of labour's plight provides ample evidence for the morivation
behind this obsession with eépnomic stabilicy.

Mrs. Foran's tumultuous entrance l;t?r in Act I“reinfdrc;s the
theme of the cémmunity's disruption. The gction,reSémbles slapstick
comedy aé her maniacal ﬁash from Teddy pitches Sylvester onto the floor:‘
and the two of them scﬁamble under the bed (5. 21). The scene is highly
COm{C, as is the 'domestic ambush' in iggg, buﬁ the cut over her eyen
Suggeéts Teddy's menace and foreshadows his plindness. - Hig abrupt
entrance, coﬂubpled with his ,impressivé physi'ca'l size aﬂd‘the hatthet that
he carries, transforms the mood into one of menadce. O'Casey’s'abilicy to
manipulate audience response from humour to fFar with eésentidlly the
same action, a hasfy entrance, is impressive; but more impo;tant to the‘

. o - ‘ . )
symbolic statement of theme is the wedding bowl that Teddy carries. Jack
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vie . . .
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. . , . o .

Mitchell points out that "It is the frustrations, not so much of the war,
“

but of 'normal,' 'peaceful' life tbqt'ﬁake Teddy crush his silver tassie,

s

the wedding bowl."l While Mitchell's ﬁoint about Teddv's frustrations is
arguable since it is not peacetime at this peint in the play and Mrs.

Foran proves solicitous to Teddy when he returns from the war, his
. 2

\

connection between the wedding bowl and the football trophy is well-drawn,

Both artifacts represent community celebrations, and both are smashed by

!

*

those whom the community.rejeéts in the fourth Qct, the blind Teddy and

4 , : . .
the crippled Harry. Also, by presifcing tha destruction on stage, O'Lasey

effectively demonstrfates that war's impact reaches far bevond the lives

. N
of those directly inside the war zone. N

fas

. The audible off-stage v;olence-—rehiniscent of the workmen's
repair of the street in Act I and the sounds of the battle in Act IV of
The Plough--that Teddy indulges in when he smashes the delftware in-his

upstairs/To further stresses the point that the tenement is just as

b .
much under sidge as is the monastery in the second-act. When the

cacophony of Teddy's destruction of the porcelain is contrasted to the
.

weird silenge of the Hé&itzer that closes Act II, O'Casev's purpose in
'using:avrecognisableisetting in Act I, then a ;ightmarish qne‘in Act 11,
becomes clear. Thebaudience caﬁ more réadily identify with the now-
}amiliar Eenément’localeiénd ics‘ostensibly realistic characcérs than it
can with the stvlised war Zone and chekanonymouslsoidiers bf Act'II.v’Ihe
noise of Ieddy's destruction is suppianted’by the sqund of the-victorious>
footbail fans,‘sugggsting%fbat the clamour of'l;ﬁe cont inues, whether
~m£nécing or joyous, for those at home“while the silehce of the‘Howitzef
indicaﬁeshtha; the soldiers face the silence of the grave, the cessation

of life, at every moment.
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Consequently, the setting of Act I and the actions presented in

it both resemble and contrast with the similar dramatic elements in the
earlier plays. For example, the intrusions in The Plodgh reaCh a climax
when armed Tommies actually enter Bessie'é attic room, the last refuge of

the tenement's occupants . The bhyg}cal presence of armed conflict is set

before the audience. In contrast, Act I of The Tassie shows the psycho-

‘

logical impact of the war on the Dubliners: Mfs. Foran's 'liberation,'

‘Mrs. Heegan's, greed, and Teddy's suspicion and rage. Of course, none of

»

. - - : . .-

these characters is as ptofoundly affected as is Nora, for O'Casey, as he
moves from' the surface realism of the first act of The Tassie to the
startling eXpressionism of the second, forces the audience to concentrate

on war and.man as archetypes rather than on the suffering of individual

« _characters. The playwright uses her own words to undercut the pain felt

»
.

by the mOSC.Physically abugéd.tharaCCer, Mrs. Foran. Lamenting the loss
B ﬂof the wedding bowl, she,claiﬁs tha; she{”ﬂighc have'héd [itf for
~generations!" (ﬁ. 24). Through this lingi 0'Casey both emphasises her
sillinaess, thus distancing her from the aydience's svmpathies, and

, reinforces war's breaﬁdown of traditions.

According to O'Casey, "the two main implications' of the action

in The Silvet Tassie are "the horrible nature of war and the fact that

nothing done in this life is hidden from the Christianls master--the Lord

R

v 2 : - . ’ . . o - .
' Jesus Christ.'"” When he presents the war scene, he avoids using realistic

techniques that could result in the grandiose 'spectacle of nineteenth-

oam, .

~

century melodrama. Instead, the patterns in the action and the setting
that dominate Act II are interwoven with Christian ritual and make
Q'Casey's presentation of warfare transcend immediate reality. Also, the

P . o
ritual dimension aurally.and visually invokes the eternal and universal
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"significance of both war and religion. It has been argued that one of

the German Expressionists' central concerns is with explaining finite
man's relationship wtth the infinite; therefore, thaey employ svmbuls,
. T "

. pattetns of dialogue and dramatic action that have "precis'ely this power of
expressing on a narrow canvas Ideas'that have tar-reaching implications.

. As previously discussed, Tancred's funeral in Juno shows:0'Casey's use ot

-

such techniques to universalise a specific characcer's (Johnny's) plight.
Although such formal expé;imentation is most evident in Act Il of The
Tassfe; in which O'Casey e%fgctively merges form with content, there {s a

bold intermingling of religion with war that informs much of the rest of

[

the play.

O'Casey's déscription of Act II's setting carries definite
symbolic value, but not all of the stage design'is necessarily symbolic

or overtly expressionistic. For example, che\”heéps of rubbish'" that

indicate the destroyed homes, the barbed wae"that borders the.trenches,

’
.

and the blasted tree stumps (p. 35) can all be seen as starkly realistig
indications of war's -effect upon once fertile land and a vibrant rural

community. As well, the green star may acquire its hue from the clouds
. Co . ) A . K LY .
of muspard gas that so painfully attacked the lungs of thousands of

soldiers., Later in the act, the Staff-Wallah's absurdly detailed
- ' . . : -
instructions on.the proper rpethod of donning gas masks seem to support

?

this interpretation of the star's colour. However, O'Casey indicates

that "Every feature of the scene seems a little distorted from its

original appearance' (p. 36). The reading audience, then, realizes that
’ " .\r.‘

) . . c . o - A 3 .

it is experiencing a vision of war, dependent upon '‘the presence of a

4

'sidglé—minded consciousness'’ which:hblds the whole play together.”

o - L . % .
O0'Casey's vision extends bevond the visuval effects of such minute
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.

description so that the dialogue and the characterisation of this act
serve to extend patterns in Act I and to anticipate elements in the last

two acts. .

¢

Thi)playwrighc'§ concern with religion's significance in war

v

dominates much of thé second act, and the.juxtaposition of the soldiers’

lot to the spiritual significance of the monastery allows O'Casey to

comment directly upon the needs of the mep and the ineffectuality of
Christianity to meet those needs. In the description of the setting,»'to

the left is an arched entrance to another part of the monastery, used now
i .

as a Red 'Cross Station” (p. 35). The imblication is that the monastery,

a centre of spiritual succor, has become much more practical in its

transformation into a hospital unit. However, O'Casey introduces an

ironic dimension to this adaptation when, later in the act, the Stretcher
Bearers cannot lay down the wounded since there is no more room in the

‘'station. It seems as though the 'quality of mercy is strained' in some
(3

- . ) s ] ‘ A \
sort of spiritual quota system and that religion can offer oéil s0 much

comfort to its followers when they are intent on inflicting death on too

T

great a gééle for its capaciﬁy to comert; The Tommies' use of a

Protestant éhurqh'as a prison for the men in The Plough also‘suggests

thétiimrting andvlimifed influence of ‘religion in times of armed conflict.
The crucified Christ in Act II of The Tassie, half-detached-

from his cross and, .seemingly, leaning in supg}ication toward the figure

-

of the Virgin, reinforces the idea that Christianity is beleaghered by

»

‘the war and seeks comfort. Another ironic jiuxtaposition occurs when the
soldiers return from their twelve-hour stint on transport fatigue. A

voice from the monastery intones "Accendat in nobis Dominus ignem sui
' ‘ ' 3
amoris, et flammam aeternae caritatis" (p. 37). The soldiers immediately

-
I

Rl

‘
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hgddle around the reél fire, thedir physicaliﬁeeds more &mpdréant than the
promise of solace frpm spiritual fire. Agéin. the pré;tical sppplgnts
the spiritual, and the sense of,Christianity's impotetice in the face of
the real needs of man is stressed. Significantly, although the rain

falls throughout the act and the soldiers complain of discomfort and

> 1
fatigue, no member of the monastic order appears to offer any real aid or

shelter. 3 ‘ ‘,

[

" Later in the act, O'Casey yes a -pattern of dialogue to stress

the*spiricﬁal uncertainty of the soldiers and to echo a seemingly

N

innocuous bit of word play from the first act. When the Visitor tries to

strike a match on the arm of Christ's figure, the first soldier,Stopé;him

v <,
and ‘the other soldiers' lines move from traditional references to‘Christ

.

as a spiritual symbol to a suggestion of Him as an actual presenge.

2nd Soldier. -The image of the Son of God:
jrd Soldier. Jesus of Nazareth, the King of the Jews.

lst Soldier [reclining by the fire again}. There's a Gawd
knocking abaht somewhere. "~ ’

N
4th Soldier. Wants Him to be seniding us over a'chit in the
shape of ‘a bursting shell. (pp. 46-47)

.

When the foupth'soldier is introduced, he is described as "very. like

TeddyJ (p. 37); 6'Casey's irony is evident, because Teddy spends the Laﬁf
two acts of the ﬁlay yeérning for the light thatAhe fears in Act II.
Also, the personification in the last line ;uggescs that the light of
eternal salvation, traditionally symbolised by th deach and resurrection
.of Christ, haé become 3 vefy\palpable danger to the soldiers. As ihg

congregation at the profane service which they conclude by worshipping

the Howitzer, the soldiers seem like the early Christians who were Eqrced'

[N

.
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to hold.sérvices in the catacombs in order to avoid persecution. As well,
by extehsiop of the similarity, the war zone becomes a typerf uqderworld
chag either will not or anno; ;dmit light of an; sort. The first
soldiér's line, in conCe*t an ironic deflation of the twd'preceding lines
throogh 1ts bland prose and an indication of doubt about the omnipresence
. of God, ecHoes‘a similar suggestion of doubt from the first act. When |
Sylveéter and Simon are being harassed by Susie'sxreligious fervour, the

’

/
two cronles speak at cross purposes. .

Sylvester. People ought to be forcibly restrained from
constantly cannonadin' you with the name of the Deity.

Simon. Dubiety never brush'd a thought into my mind, Syl,

while T was waitin' for the moment when Harry would
stretch the Bobby hors dee combaa on the ground. (p. 9)

The half?rh}me bethen "Deity" and "drbiet;" subfly reflects a doubt .
similar' to the soldiers', and the phrases "from constaﬁtly cannonadin'"
and "hors dee C§mbaa” effectively link this exchange with the terror oé
the war zone in Act II. So what the audgence hears expressed in tﬁe war
zone‘noﬁﬁgply reinforceé the spiritual uncertainty that Act I introduces
but.a;sgfﬁfeates the sense that Act II's setting is in some dark,
vfrightening locale thaﬁ cannot Séar‘the light of salvation or the light
og day. Have the soldiers; then, passed into a realm of despair into
which eveh God's love cannot penetrate? ) ;\

%&te comme’n‘t on

David Krause has provided perhaps the most acé

patterns of dialogue in Act II whep he writes that

By following the responsive pattern of the Mass at the beginning,
~and the recurring intonation of Gregorian chant throughout the
act, O'Casey sets the traditional rituals of the Church against
the terrible rituals of the war' in a dissonant struggle between
‘the forces of good and evil. -In this manner he wag able to
-develgp his anti-war theme as an organic part of his symbolic
form. : , '

+
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Not only does the Gregorian chant of the praver to the gun echo the Kyrie
and juxtaPose the soldiers' trust in war's machines to the spiritual
supplication of the Mass, but the chanting also allows 0'Casey to present '

'the‘tocal resentment that the soldiers have for the Visitor.
»

st Soldier [chanting and indicating that he means the Visitor
by looking in the direction of the R.C. Station]:
The perky bastard's cautiaus nibbling
In a safe, safe shelter at danger queers me.
Furiously feeling he's up to the neck in
The whirl and the sweep of the front-line fighting.

2nd soldier (chanting]:
In his full-blown, chin-strap shrapnel "helmet,
He'll Pat a mug on the back mur, )
"Here's a stand-fast Taunton: efore me",
And the mug, on his feet, 'Ll r "yessir"

+ 3rd Soldier [chanting]: k i
Like a bride,: fyll-flush'd, 'e "11 sit down and lisan N
To every word of the goddam sermon,
From the cushy- soul d, word-spreading, yellow-streaked dud.
(p. 43)

The contempt for the Visitor and the chéplain comes throQgh in these lines,
and 0'Casey's message seems to be that those who treat war as a spectator
sport by visiting thertroops have no business to meddle. Also, the

. c.
battern of speech that 0'Casey. gives to the Visitor, "the 'telegraph
style,' a favorite device of;ExpressiOﬁism made popular byAWedekind."
gives the characéep an insubstantial quaLity.ﬂ When he notices the
monastery, he says, "Splendid. Bucks 'em up. Gives 'em péace” fp. 42).
0f course, the audience knows that the soldiers‘gain no comfort from the
monastery and that they are anything but enthusiastic after their arduous
duty. His single-word comments and his sentence fragments ;cand as an
inaccurate 8§°55 of the feal situation in the act. Also, the soldiers’

. / s
much fuller speeches in the chants show that they have a far more detailed

understanding ofsthe Visitor than he will ever have of them. By spout ing



Jingoiytic paCrlotism, theHQISltOr dlscredlts himself and by exten51qn,
F]

ﬁistorCSvthe understand1ng of the war by the publlc to whom he will

e
7] o

report his experilences. Thus,vO”Casey's juxtaposition of the Visitor's
" stream of meaningless clichés to the soldiers' trenchant and lyrical

chanting produces the Jmpfessron that people on the homefront receive a

completely distorted version of actual events. In the 0'Casey canon, the

“ Visitor's'precursor‘ig The Woman in Act IIT of The Plough. She has no

[ conception of the suffering, mental, economic, or physical, that'surfounds
her. And, like the Visitor when he leaves the scene, she is concernec
only -with Finding the safest way home.

“ @
In the war scene the most stylised'chéracter is, of course, th=

Crouéher} and O'Casey's use of him and his inverted prophecy further

reinforces the connection between religious ritual and war.. The Croucher's
o . "’

makenp, his head a skull and his hands those of a skeleton, visually -
conveys ‘the "dryiboneS” metaphor in his opening lin&s. Indeed, the

" skeletal hands that prbtrudevfrom the heaps of rubbish make the backgfbund

to the scene appear as the valley that.the Croucher describes. As Ceéilia

Zeliss suggescs,

.-
»

. The Glorla 1s 1ron1cally juxtaposed with the words of the
' Croucher ' 's prophecy in which the breath of lire is withdrawn

from: the men of the army. . The’ juxtaposition heightens the
blasphemous Jnver31on of life—glvlng rellglqus faxth imt the
deliberate pursulg of war. ’ 7ﬁ

N

Through the Croucher's appearance and the diction of the Authorised Bible,

i O'Caséy turns religion béck upoh‘itself. At this‘poinckin the .act, the
: playwrlg t may be d01ng more, cnough I1f we assume that only the’ monk}&

are caklng part in the %ass, then does the Kyrie mot add a rurthg@?lronlc

tw1st° The Church may well be: asklng forglveness for its part in the war.

0
[
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Certainly, the Croucher's prophety is not instigated by tne prophet
- himself but by the vengeful as /ell as omnlpotent Old Testament uod

Retribution seems to be the ba51s of Justlce in Juno. bpt the sheer

numper of deathsmamong the‘warring Christian nations in World War I

indicts the.,entire religion. O'Casey's ultlmate p01nc in presenting the

v.monks' ﬁase.may well be thet, histgrically, the Chrietian CHurch hes Been
either the cause ot‘or the excuse qu more human suffering than has any
other of man;s institutions. The ;pirit of fighting‘in God's name hae
nog_ehanged in the twentiech century; man has juét‘becohe capable of

slaylng greater numbers@w1th less physical effort.

i '
t

In the Croucher's speech pattern later in the act there:is an
interesting”parallel He\speaks in the . same telegraphlc stvle as the
S N
Visitor wheﬂ the Staff Wa j lah appears: "Not able Slck.‘ Privilege.

Excused Duty” (p. 42) (By belng linked. in thls wav to the V151t0r, the

2t "of the soldiers. Carol Kleiman seems to suggest

W;Forynot only'" oes’the demonic portrait of the Croucher reveal

" the 1ncarnat£bn of the spxglt of warsin man, but, in so doing,
it also reveals the kind of" experience which has cdéllided with
‘Harry Heegan, and with' many others, im such a way as to thanoe,

' irreversib;y‘.the paEterns pt thelr lives.

o

,/
[

er's existence_is on™at least two levels. Because he can

i

fintékact'wich_the others on/the stage, he has some physical life, but

because 0'Casey elevates him as though he wére an, obsérver and.linKs him

through the dialogue to the Visitor, he may be somewhat otherworldly.:

The Croucher's owrly other speech focusés upon the month of November, the

i month in which'the”war dead receive tribute. O'Casey is careful‘td-

ot
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stress the middle of November as the Croucher's time of birth, thus

making a reference to the imauguration of the observance of Armistice Day.

So Kleiman's suggestion that the abstract~&epreéentacion of the spirit of

war 1s present _onsstage is valid, and-O'Casey's stylisation of the
character‘excendsvhis exi#tence‘softﬁat he bégqmesfthe représentacive
emﬁédiment of and the‘iiving memoriél to{chose who died. in World War I;
fhe on;y cbmpletely recognisable character in Act II who has
abbeared'before in the play is‘Barney. He has few‘lines other than the
[ . e w oo .
Q. description hg gives of his misdemeanor, which he repeats verbatim for
- ‘ . ) . o
the»Stretchér—Bearers.after he has told the Visitor the reason for his
punishment‘; His other lines show the same defiancé of the militéry
authorities as tﬁédsTofy of his "crime' does. We see, then,‘tba; Barnev
wstill has some spirit,'as do the other soldiers, but hisbtired repetition
fhat‘he.has been forced inc0 a role notjjust bv the cittums;ances

g ' ‘ @) ‘ . .
of war but also by the hypocritical mas;ers that he serves. While ‘the

suggests

”Brass;hat” who catches him scealihg poultry is making love with a véry;
. 1
) ) o | A .
.friendly citizen of ‘the embattled state,\Barney is trying to sa&%sfy an -
. v . ¢ ) )
equally basit and certainly more urgent physical appet#te. Thus, as he

‘does with the Forans thrqugh the sysbol of their fire in Act I, O'Casey

4

's war experience. BvY doing so,

.

assoclates physical appetiteg with Barne¥
0'Casey both ridicules the hypocrisy of the puppget masters who control

Barney and foreshadows Bagmev's supplanting 8F Harry as the home
R B Fd R ° K4 . .

o L;,;i o

.

“ . A .
community's paragon ‘of dirility and valgur.
) .\*“‘ L e &J s . N hl
B The repetitive pattern of Ba¥ney's speech in Act II also links
him with the characters in the more reakistic acts. Near the’end af .
. ~ 9 N . . :
. \ . "k

Act I, the characters in the tenement as well as the unseén'chwd outside

-repeat the line "You must go back" (p. 31) when Harry sugge¥ts: that he .

. -
b ! . t

9
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‘and Barney go A.W.0.L. for a night. The choric function of the minor
. t o . . ,
tharacters frustrates the naturally impulsive nature of Harryv, suggesting

that he has no control over his actions even away from the battlefield.
. ! . 7 ’

Earlier in the act, Simon's and Sylvester's gloriﬁtgation of Harrv's

‘physical strength, Jessie's and Susie's squabble over his affection, and
J ' ‘ |
asting of his part in the Avondales'

Harry's vainglorious and prolo%gednbo
. . C - 1l
N ’ lyﬂ".‘:}\

4

L

victory all suggégt that he hag ag,

i¥n-life existence. The irony

L .
all’60 his masters" (p. 25) even

of his situ§tion is that he ”béé‘g}vQJJ
though those masters rarely have his 'interests in mind and are individually
far beloQ his. stature. .

In‘a way, Ehe subsgduéﬁt treatment of Harry as a qreatioﬁ_of

i . -

the people™ imagination strips him of the dimensions of a realistic

q.'~| 9

W B .
: Sylvester. Dowrr and up, up and 'down.

Simon. Up and down, down and .up.

Sylvester. Never quiet for a minute.

" Simon. Never able to hang on to an.easy second.

v

Svlvester. ;Trying to hold :en to the little finger of lite. - o

% .

Simon. Half-way up to heaven.
Sylvester. And him always thinking of Jessie.

Simon. And Jessie never thinking of him. (pp. 58-59)

The pattefn of the dialogue reminds wus of the soldiers' speeches in

. _ . .
Act 1II, and O'Casey,economically communicates the transformation of the

\ M s

“Harry of Act 1. No longer ‘can he take his, place with the "muscled

e

¢

\t



:machines” on the football- pitch. The theme of sexual betrayal also
carries over from Act I, and Susie's berating of the two old men echoes

‘the opening scenes of the play. 1In dramatic terms, O'Casey unifies the
Co ) ‘ . ' < LN

realistic acts'thfough these actions and the dharacters,Abut the éa§ence

.and content of Ehf senterfice fragments illustrate the.transformation of

3

the home community and its relationships by the war.

Ty . ’ : .
Later in the act, 0O'Casey uses another non-realistic element in

)

the dialogue. After the visitors, Mrs. Heegan, Mrs. Foran and Teddy,
arrive, the characters speak of‘Harry'suimpending operation and alternate 'y

"between addressing him and speaking about him in Ehe'thifd person.

Simon [rapidly]. God, if it gavéﬂhim‘back the use of dven one
C e of his legs. A - , :

Mrs. Foran [rapidly]. Look at all the places he could toddle
to, an' all the things . he cduld do then with the prop of
a crutch. Lov "

Mrs. Heegan. Even at the worst, he'll never be dependin' on
anyone, for he's bound to ggt the maximum allowance.
(p. 73) i . . ,:.‘33‘

[ ~ .

AS . . . . . .
Subconsciously, these characters are reconciling themselves to the loss

of the old Harry that they had created through their admifatioh and are

-

creating the new Harry. O'Casey's use.of the third person in their
speech makes the dialogue non-realistic in context, and his prefacing of
the whole passage with Simon's "God" turns the exchange into a'sort of

&.’ = .
prayer, echoing similar secular prayers in both Juno and The-Plough.
They want part of the figure that ‘they created back, not for Harry's sake

but for their own peace of mind. After the operation proves a failure,

.

when Harry goes to the dance in Act IV, even his father supports the

opinion that Harry no longer has a place in the celebrations of the

e

. community. “



45

4y

%zlvestef. What's a decoration.to an hospital is an anxietv
here. .

Simon. To carry life and colour to where there's nothing but

the sick and helpless is right; but to carry the sick and

- helplegé to where there's nothing but life and colour is
~ wrong. (p. 83)

l

His only worth to. the crowd at the dance is as a pathecié artist figure,

but the choric function of the minor characters again undercuts even this
B . L . N

minor role. Harry is to play the ukelele and sing a spiritual.

LY

Mrs. Heégan.- Just as he used to.

Sylvester. Behind the trenches.

Simon. In the Rest Camps.

-

‘Mrs. Foran. Out in Franceﬁ (pﬁ. 92-93, 94, 95) -

The repetitioﬁ<of these liqeé and the cénsistent use of the past tense
produce a-lament’ for the death of Hafry the hero. Also, against the full-
sound of aﬁ orchestra éaé in the midst of a celébﬁaciqg/gﬁ physical
, ) <7

prowgss,'the tinny sound of a'ukelelg and the message of aispiritual are
deciaedly discordant botﬁ_aﬁraily and aesthetically. -

So, much of Harry's character gets its draﬁatic importance from
O'Caseyfs use of the characters' mythification-oﬁ‘him. .Even in his own
speeches, Harrv seems unreal, especially in Act IV when he and Teddy
Aéonverse in chg Lingdisﬁic fhythms of the King James Biblg, His plea éc
the end of Act TII shows him at his most."real.” When all of the |
characters fail to realjse his-intense need to bé'treated as simply a
woungésx@an, he abjeétly prays:‘ "God of the miractes, give a poor éevil
?'éhance, give a'poor devil a chance!" (p. 79). Here, the audience may

for the firak(time see the pathos of a wounded war veteran's situation,

but 0'Casey's curtain lines to .the last acf effectively turn the mood to

N



one of bathos.

y | : 0
Mrs. Foran. It is a terrible pity‘Harry was too weak to stay
an' sing his song, for there's nothing I love more than
‘ ‘the ukelele's tinkle, tinkle in the night-time. (p. 104) -

By reinforcing Harry's role in the community rather than treating his

"lcharacter as'a'figure from life, O0'Casey denies the audience a cathartic

S

reaction to the young manus degeneration.
| Oddiy, Teddy's transformation by the war seems to positively
~elevate his charactef to an archetypal plane; whereas Harryis transférmé*
;tion followé a proceés of deflﬁcion. In the hospital'scene{ Teddy

informs Harry that Barney carried Harry out of the line‘f fire, and, .

: o .

‘Teddy tries to realistically assess Heegan's future.

Teddy. I'm afraid he'll have to put Jessie out of his head,
for when a man's hit in the spine . . . . (p. 73)
For his honesty, Teddy is stifled by'his wife. In effect, O'Casey g}Ves
. . ) '
“Teddy the significance of the blind: seer Teiresias, in Oedipus Tyrannus.
' [ - .

Both blind hgn relate the truth to the rest of the characters, Teiresias

rekﬁgfgﬁtiy(/feddy’simply and honestly. Neither Harry nor Qedipus wants

-

to hear the truth, but it is the truth that saves Thebes from the pesti-
lence and finally gives Harry peaée of mind when he acéeﬁcs that his lot
1s to accompany his fellow sufferers and leave e gaiety of life to
those . who are whole. Also, Teddy's lohg speecr. in the last act, as long,
as the actor speaks it simply, without self-pizy. approximates prose
poetry far‘lore effectively than Harry's rantin:
Qo '
- Teddy [with a vacant look towards them}. Sydwe . 2r--Simon--
" well. What seest thou, Teddy?  Thou seest not as man
seeth. In the garden the trees stand up; the green things

showeth themselves and fling out- flowers of divers hues.
In the sky the sun by day and the moon and the stars by

’ i
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night--nothing. In the hall the sound of dapging, the
eyes of women, grey and blue and brown and black, do
sparkle and dim and sparkle again. Their white breasts
rise and fall, and rise again. Slender leg$, from red
and black, and white and green, come out, go in again--
nothing. Strain as you may, it stretches from the throne
of God to the end of the hearth of hell. (p. 89)

The most important lipe is that he.'"seeth not as man seeth' because the
images that he focuses on in his inner vision are as vividlyv expressed uas
they are remembered. qtle may actualiy see nothiné ch darkness, but his
imagination hassnot'dimmed. Teddy's transformac{on f;om % raging
primitive in the first act to a self-controlled, courageous and lyrical
character in the last stands as a comment on the pqtential of man to

reconcile himself to hardship.

- el

In general, it may be suggested that when O'Casey broadened hig

focus to'encompass a world at war, he also increased his arsenal of

techniques. He had always béen able to }iépally and aurally present‘che

PRI S
- -

external influences on particulariséd .communities, but the evocative

%

dramaturgic elements of light andgébund primarily co%municated the .
specific concerns of and inf luences on ,the chosen locale.‘ In The Tassie,
hié.blehddof Christian symbolism and images of the stark realityLPf war

in‘Act 11, combined withAthe non-specified wasteland in which the action
takes place, universalises his anti-war theme. As well, thg anonymity of

the characters in Act II removes them from the specific temporal and

‘ K v
spatial confines of the European war and places them among the millions

of men who have fallen with the firm belief that Christ was with them.
(;, . ' . ) ’ ' ) @"‘
%his anonymity and traditional sacrifice are summed up in the ac when

B

. s . r‘. I3 ! .
the first soldier quotes the authorities' response to the soldiers’

question "Wy'r we 'ere?"



lst"Soldier [chanting].
"You're "ere because you're
Point nine double o, the sixth platoan an' forty-eight
“ battalion, :
The Yellow Plumes that pull'd a bow at Crecy,
And. gave to fame a leg up on the path to glory;
‘Now with the howitzers of the Twenty-first Division."
“ (p. 39)

Perhaps‘O'Casey's most -impressive experiment; are in this type qf
characterisation and in the transformation of central characters inca
representative typesl The expressionistic .patterns of dialogue serve the
purpose of keeping the audience off balapce S% that it cannot fully
sympathise with the characters as it had been ible to do in the te;ement
alays. When a playwright can’successfully distance his au@iénce from his
‘charaCCers, he has a f;eer hand to use chem as vehicles for thematic
statement. Sureiy,~in the case vaﬂarry and his inability to control his
own image and fate, partly becéuse of the mych—making community and partly

because of the authorities that dictate his actions, O'Casey has produced

the image of modern man as puppet.

, .
0'Casey's formal experimencation led him next to attempt a

sustained expressionistic style in Within the Gates. The dialectic of

the play owes much to the German Expressionists' and Strindberg's
'station dramas,' which, Joan Templeton notes, were adaptéd fromuche ‘
medieval.moralicy plays;?f Templeton goes on to aver that O'Casev inverts
the didactic message of the morality plays because the Evefyman figure,
Jannice, is won by."the physical expre#sion\iﬁ life, symbolized through
dance and song”lO rather than by one of the many repreéentatives of

religion that she encounters. However, Jannice's death in the fourth

scene has very ambiguous overtones, and the audience cannot be sure -
: Q .
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whether she has entirely abandoned the hope for traditional religious
salvation. Unl}ke other station dramas, such as Strindberg's A Dream

‘Play, O'Casey's Within the Gates has a consistent locale, although many

of the details of the setting‘change. As well, much of the content locks

O'Casey's play into a particular historical setting, thus allowing the

playwright to comment, effectively oh the Great Depression of the 1930's.
ctiv ‘

Like The Tassie and to a legéér extent The Plough, then, Within the Gates

contains non-realistic techniques,. symbolic characterisation and stage
i ;

design, and stylised dialoglie. Thematically, O’Casey?remains consistent

iﬁ\his critique of organigéh reLigion, his treatment of the modern
'}ndiyidual's manipu%ation?gy earthly and spiricQ;l powers, and hls
assessment of war's effects even on peacetime séciety. One i&po;tant
theme that is present in the earlier plé?s agd takes‘on a huch greater
signific§nce in chié one is %rt's‘power to transcend confining secular

values and, to an extent, supplant religion as a source of spiritual

1

comfort.
. ' ' I3
The front curtain for the play, designed to represent the bars

that open and close on the gates ﬁf the park, has been interpreted as a
C

device "used to extend perspective. It represents the panorama of the
p P

London park within which the smaller .scene is set.“ll

N

Indeed, 0'Casey
informs us that what the audience sees behind the slope in the centre of
the stage is "the spaciousnes$ of the Park behind" (p. 117). However,

the curtain also stands as a limitation of physical space. There is an

9

insularity'to the play's setting, one-which sﬁggests that the park is a
microcosm of the world. Otherwise, the characters who suffer should be

able to, as the women in Cock-a-Doodle Dandy are able to, simply leave

behind’the sources of torment. .Through the device of the barred curtain,
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0'Casey also indicafes‘to the audience that it must accept a ,self-
contained play world rather than Ery to interpret rea;isticalLy the
actiohé or‘charactérs that are bfesented. :Thus,<che playwright uses/;he
curtain both to inform the audience of the.se;ting'é significahce and to
discourage the audience from a too-literal understanding of the play.

The one visual effect that dominates every scene is the figure
of the war memorial. InAScene I, 0'Casey describes it as '"'shrinking back
from the growing interests brough;ninto being by new life and her

thtusting activities.” 1In springtime; the memorial's colour is grey,

which, set against ;he‘blue of the sky, gives the memento mori a spectral
‘quality as though it is- fading away to make rﬂmﬂffor'the abundance of new
life. Significantly, the statue h;s "skeleton—like“héhdg“ and can 'be
seen only from the waist pp%.(p,gil7).‘ The connectiohs"&ozthe Croucher

and Harry of The Tassie are both evident in‘'this description. - Its

importance to Within the Gates is suggested after the chorus' song, a

celebration of the fertility of spring, has ended and the Chair Attendants

enter. ’ o ‘ ; ' ‘ TN
A connection between the physical deaths of the war and the-
spiritual death facing England is made by the khaki color of

the Attendants, who greitruly dead in spirit and also ripe
formphysical-death.1

Very early on, then, O'Casey‘pregents the major teqsion.in the play. fhé
celebrants of life and nature contrast sharply to the hobbliﬁg Attendants,
whosé first words are complaints about their physical ailments. The
Older One menti9ns that he always chases the Dreamer from the chairs, and
the Young One protests against the singing: "'En this siggin"gets me

dahn. 'Eartless for a crahwd to sing when a man's in miser§"y(p. 120).

This theme of life's vibrance in conflict with those who cannot partake
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in joyous celebration is aléo present in Act IV o} The Tassie, but Harf?
eventually reconciles himself to his ihability and resolves to face ‘the
- future couragedusly, The physical decrepitude of thelAttendants ds

similar to Harry's, but the lacg of aesthetic appreciation characterises

this symbofic couple and makes them candidates for the ranks of the

desﬁ;iring‘Down—and-Ouus who actually do claim them in’Sgene .

-

The war memorial at the beginning of Scene II, set in summer,’

-

appears as '"a giant clad 1in gleaming steel." The colourS of the setting
.reflect the richness of summer in "golden glows, tinged with a gedtleu
red" (p. lA§).A‘However, there is a hint of ripeness, for the grass
containé some 6f the golden yellow. Reflecting this r{peness, the p-ople
"in the park aré singing iuStily in #n appeal to all who are in otr:ices,
. R o .
churches, and government buildings té\emerge frem these dark places ahd
bask in the sunshipe. The “statue appears as a colossus, a man in the
fgll power and béauty'of ;oulh. Of course, it will not become animate,
but the transformation implie; that the suaJpossesses restorative powers,
and this implicgtion carries through the song. When the song ends, cne
"of the representative characters, the Man weariﬁg Trilb;, seize§ upon the
appeal to the .church-goers to leave '"the dimness and gloom of tHe
churches" andcfondemns the song: "An 'eathen song! Séy wot you like, .
yop'll find‘every man at 'eart is religious” (p. 150). The Atheist
immediately argues thaﬁ intellect can free man- from his dependence on God.
The debgte becomes general when chg Bishép aﬁdxthé ﬁingfth Stick join An,
but 0'Casey has very economically introduéed three of the dominant view-
points of the play: 1lifeé as a purely seH;ual experience, life-as a

scientific quest, and life*as a spiritual preparation for an eternal

afterlife. The wondrous transformation of the statue, the ripening of
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nature, and the increasing éhmber of tensions in the play offer prooggff

i

O'Casey's conscious manipulation of stage effects to show the cfmplexity

of the forces that are influencing Jannice.

N

-

By Scene II1I, {he autumn evening scene,.abe memor;al has become
"a deep black against the ;rimson‘hue of the sky," the tree trunks are
bronze, and the leaves have the autumnai coiours of red and vellow. The
fading light leaves only a faing touch of'éolden yellow on the horizan
with a layer of purple and mauve above. -The colours of the dving year,
interlaced with the royal pQrpie, suggest the twilight of the British
Empire, and this implication is reinforced by the.opening song, jThe Land
of Hope and Glory,'" when it fades as Jannice'and the Dreamer enter. The

statue's stark black makes it a looming, sinister presence, perhaps

suggesting that the first world war led to the decline of the natidn.’

Also, the first speech of the scene, the Older Attendant's, reflects fhe A ial
’ ' 5 'sm
atmosphere of decay: "'Land of ‘Opc en' Glory'! There's not much ﬁf the ¢ #%;

glery left, en' none of the 'ope" (p. 176). After the two~drowsiﬁgl “
. ) . ) . TR

. . . . ’ "3’
attendants hold a lethargic, ultimately pointless discussion oq;gcqnomics,

i

L

Janw}ce and the Dreamerlépeak of the jéy that théy have shafe
: ¥

Young Woman. I shouldn't have taken the wine, Dreamer. It
has made me unsteady, inclining me to see the world faire
than I should. X . ‘

Dreamer. It was good wine, then. ' You see clearly, for wine
the mirror of.the heart.

- N \ §

Young Woman. I feel uneasy, feeling so ruch ‘joy. (pﬁ.‘l77—ﬁ&.i}?;ﬂ

The mood of the scene shifts from the Attendants' despair and letﬁ‘

&

. . : p
the young couple's happiness and hope. However, 0'Casey illustraf
Jannice still has not completely gﬁoptéd the Dreamer's belief cug

can give you peace," as he says sﬁbrtly‘af:er the zbove é*changé

. . , .
:
Byl . .
! B N { . (%
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feels gpilﬁ as well as happinessfand,miétruscs her own hopetul opinion of -

the;wo:ld. Since this is the scene in_ which Jannice ultimately expresses

-

her new—found conf idence iﬁ herself and defiance of all but the Dreamer's
béliefs, the chaqging colours of the autumn leaves take on a particuiar
significance by foreshadowi?g.this internal changé. The atmoséhere of ©
decline also directly relates to her; for her 1llness besomes serious,
but she now has the personai st?engch tp%defx}it as well as the other
characters. So, as the external conflagration i; Act IV of Iﬁf_flﬁﬂﬁﬂ
signifies Nora's madness, the transformagion of Ehe setting in this scene
rgf}ects Jannicé's internal t;}nsformation.-

Tﬁe sky in the setting of the last scene &s now ”é‘deep black"

with "a rich violet, deepening to a full purple hue" at the horizon.
™ ’ . ' ' ° .
Again, the decay of the Empire is sugéeSCed by the colours. The

'
4

memorial’s head and shoulders, now lit by an g{fgtric light, "gbow llike
" m . R ..‘ '."'{ :
t fd§purnished aluminium; and the bent head appears -toy bé-looking down at the
L die ; S . N st
R ;
. “‘?".!”Ti

%lifévg?iﬁg on below it" (p. 203). The statue's relationship-to the scene

A S L

E e o2 . . , N\
% directly“tontrasts the "shrink%ng back' of its appearance in the spring
.o o, 3 - k) .

A
S o
e
- ®

" scere.. The illusion of animation suggests that the memorial's proper
eleﬁent is the bleakness of winter, and the spectral appearance caused by

the bright glow anticipates the reference to the Bishop as ''Amlet's

¢

< ' . . . - t
. ghost" (p. 204). O0ld Hamlet appears,to his son in full battle regalia,
LY

and the Bishop's garb makes him a soldier of Chtist; in additiod, the

@ -

Bishop is Jannice's father. O'Casey, then, chafges the memorial with a
great deal of significance in this scene, and the music that begins it,
"The Last Post,” di{éétly relates to the statue and foreshadows Jannice's

4 .

“death; As well, the fourth scene'revealsvthat {ﬁé Bi§hQ9’has prog(essed

‘ehough;spiritually‘through the piay\to‘remeﬁber his true ypqgtion.

. . \
v . LS
* . - -
PR d . B . L T
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. ’ / . ‘ .
.Bishop. Even if she ceaqeg\fg;bé my child, she, nevertheless,
remains a child of Godi she still has her claim to the
kingdom of heaven. I must: not' forgeg that now; I must
, never forget that again! (p. 204) o )
The reference to the Bishop as resembling a spirit helps to explain his

i
L »
[

. . . . ot ‘-J . i .
recovery'of a sense of duty to.all .souls, not just those that belong to

j'the "respectable’; peoble represehced by his?sister.*.The memorial's

A\

o appearance as a 51lent wé?theg in" this final scene, remlniscent of the ”

e .

o

\

*Croucher»s presence throwghout Act II of The Tassie, suggests the presence
< of a spiritual cverseér of secular origin, afd it is a symbol of human- .

sacrifice for the protection of the world that surrounds it.
i N L.'\ 3 : -

[ Lo : - ’

' The colours ¢f thé settings and the alterétions in the war

N ' N

memorlal guide the audience .through the shifts in thematlc focus. Also,

o R N

2

the c}esg relatlohgglp between these v1%1bie elements and the songs thac

accompany them allows O Casey to create an evocative atmosphere chat

coincides with the content of the characters speeches. ' /' -

) -  ? 0'Casey's choice of the form of the morallty play glves h1m the

opportunlty not.only to present representatlve types in contact with hls

-

: S~ . . , .
centrak§=hataccer buc also to prov1d@-effeCt1ve §oc1al commentary on the

limitations ofkanyvarson who adopts an-overly siﬁgleéminded approagh 'to
life. In the course of the Play, we hear these types speaking of, as

g o o [
IR :

T welll as to,oJannice and gradualLXQ:e“come to understand the shortcomings
£

of each of their’aic&gudesvcd life In Scene I, Janpice's step-father,

‘the Atheist, speaks to the Dreamer about her past. Raised in a convent ..
; » : P - . 5 o . 5 '? ) . .. ) . .
"7 by vindictive nuns who "paid hey, sptcial attention' beCaQFe‘she was

'illeéitimace,Jehe was chiefl acght the horrors of hell and the danger

N

< . |
3

Y : ' C . " . .
of committing eéven the most minor s¥. The Atheist then desctibes his
LTS ) _ , s - K

contributiomito heﬁied&ia;ion, and the Dreamer £tates his own essential
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principles.

w : et !

Atheist. Then I delivered the child from the|church

1nstitoot10n, sayin' I was the father. I did (8 for
'er, takin' awye a supernatural 'eaven from ovifi¥ 'ead
an' an unnatural-'ell from under her feet; but W never
quite escaped. D'ye know, one time, the lass near knew’

the whole of Pine's Age of Reason off by 'eart! o
Dreamer. And did ng<bring her ‘into c0uch with song?
Atheist. Song? = Ohy.I had no time for song!

Dreamer. 'You led her from one darkness into another, -man.
[He rises and walks about--angrily] Will none of you ever
) guess that man can study man,.or worship God, in dance- and
. ) s?ng and story! (p. 124) - '

The balance between "supernatural” and "?nnatural” in- the Atheist's

speech effectlvely shows what he has nog taught her: an appreciation for
T o S ‘ '
tﬁe natural wo:1d. Also, the'impliCatiﬁn 6f his influence is that, under
: - , , » ‘ J o , . o
it, Jannice went from having too mUch-%pirgtual influence to having none
at all. :The other importadt s;ggeeﬁiq% of the Atheist's speech is in the
| ' T

last phrase. One may know something 'off‘by~§eaft” without ever ;
deciphering its essential meaning.. The important contrast between the L

Atheist's reliance on reason and the Dreamer's love for artistic
~ v _ | ; ; : i
expreSsion is that rhe Dreéamer's®pursuits are not ends in themselves. He
\ . » L . . :
cites '"the study of man" and "the worship of God" as his goals, and the
R ST ] -
arts that he espouses serve as methods through which: to achieve these
/ . I o -t :
/ goals. So we see that the Atheist lacks a sense of proportion in his-~

obsession with reason, while the Dreamer maintains a balanced conception
P : , N A

of man's‘endeavours, The Dreamer's exchanges with the Atheist and’the

’

Bishop anthlpate Q"' Casey s, presentatlon of the Ldeallscic Ayamonn Breydon

in Red Rose§ for Me. Breydon also assercs “+he value of viewing 1ife from

several perspectlves rather thart a 51ngle persoective wheh he argues with

IR B
8 »

LTy
I
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' to settle down and raise. a family, she speaks in the same terms.

. 5 . . '-.‘ 56
" . ' ' W L
the characters that O'Case? uses to express various pgliQiCal and
L igion : '- | Rt
religious stances. o

I

Two éncounters later in Scene.I of EEEEEE_EEE_QEEEE allow
O'Casey to comment on the speciflc historical setting of the play. When
Jannice asks the Atheist to take her in, he adamantly refuses to give her

any support. Sh& explains that her stay‘with him will pe briéf QEQausé

she ‘has planned to marry the Gardener. .

Young Woman [humbly}. It will be only for awhile, pad, for I'm
going to marry the Gardener. He's"not much, but, at least,

‘ he is safety, and, maybe, peace too. : : : |

- P
Atheist [impatiently].  For Gord s sike, put 'im aht of yodr
little 'ead, girl! 'E 'as as "‘much 1ntentlon of marryin'

. you as I have. -

-"Young Woman. We're to go to a dance to- night, and afterwards
we'll settle everythlng ’ o :

Atheist [positively]. vg'm tellin' you all 'e wants is a good
'en warm time free o' cost. (p. 142) i o

- . ' \

. s . . . 1 . )
The Atheist's brdtal shattering of Janniqe's illusions shows his inability

to understand her need to beriéve in some sort of escape from Her“poverty,

as does h1s refusal to give her a temporary home Thégyge pertinen;',

RSPy N

~ . 5.

\referencevto the Depression ﬁ%"his.suggestlon of her worth on thé'dpen-

market. When Jannice talks to the Gardener and tells him of her desire
w L . . . i .

%,

S

Young Woman. Therp will only be our two selves--for awhile;
. we neéedn't have a kid till we can afford one. : '
(Appealingly You will, you will, Ned; this means every--
thing to me,,eve:ything. » Lo .

Gardener.. A kid!!/ Oh, be sem51ble, woman, - for” God s. sake! We
can. 't talk of these thlmgs here. ‘ Lo
'You rg Woman [vehemently]. Oh,»be<a man, Ned, be a man, and,
if you want /a thing, take a.risk to get it! T want Some-
thing for wbat 1 mean to give. Answer me--jg it yes OF
no:! . . ! . .
o

[ i - |
I _ o T
| | : | ERN
| S I
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Gardener [roughly removing her arms]. Buzz off, I tell vou.
I'11 see you to-right. '
Young Woman. Answer the question: vyes or no, ves or no, ves
or no! - i
Gardener [with a shout]. No! (pp. 146-7) S e .
! o

Here, she offers her. body, the only possession shejhas rhat he wants, 'in
order to obtain security. His rejection of her is even more brutal than
the Atheist's (both are named Ned), and she reaches her nadir when the

Policewoman arrests her 'for éoliﬁiting Shortly afcerwards. Ultimately,

th%q@;esentatlon of Jannice's p051cion in socletv is naturalistic. O'Casey

Juxtaposes her apprehen51on by the Policewoman to a folk—tune, "Haste to

the‘Wedding;” at the end of the scene. The non-naturalistic presentation
. . . ) © )
of an epithalamium at this point in the play, after Jannice,has“lds; the
. . . . e
. o8 e : : . .
two men whom she pleaded with to help her, implies that the entire play

world is, mocking her. The striking contrast between the control of

.\“n

o

Py

Jannice by not only her worth on the opqﬁ market but alsokthe power of

seculaf authority and the joyousness of the folk tune effecgively

[

illustrateés the opposing influences on her. She yearns to ultimately

break free from the oppressive squalor and take part in the natural gaiety

ry

of life. She is'in this respect somewhat like Rosie in Act Il of Thé

Plough' but RoSie ultimately rises above the abuse sﬁe receives from the

)

ocher characcers, at the end of the act, by 51nging the- bawdy song. she-

A} ’ $ - EI

.

indicates her ability to enJov the sensuallcy of her profeSSLOn

1n the balance of Within the Gates, Jaggéﬁ a ‘most signxfiuanc

encounters #re with the Bishbp and the Dreamer ”%he Bi%hop's purpose for
comlng into the park is '"to show to all he mee*:}:;at he s an’up-to4the—

present- mlnute clergvman, and that those who wear the scg@é%gre. on the .

‘whole, a lusty, natural bgoédamindgq, cheery crowd" (p. 127). In Sqene I,

- A E]
v .
t

%
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-~ We see him argue with the Atheist and discuss nature with the Policewoman
and the Atcendancs However, in Scene II, his first long exchange with

Jannice &ertainly shows that his enthusiasm for mingling with the common
W

People is'mostly pretense. She seeks hiS‘aid, trying to convince him to

A o _
' make the Gaydener marry her at once because she is in poor health. He

.

. R f}?.‘ ’ , iy R . .
‘miSLnterpreCs her desire to marry at .once, after trying to put her off

W1th°1amé exohses. At first he claims that he helps only those he knows.
/7

o

then he assumes that she is pregnant and rebukes her for seeking aid only

" out of gullt for ., past 1ndiscret1dns Thus, the clergy appears superf1c1al,
P
,‘Since the Bishop denie }‘ d to: someone who sincerely seeks it, and he

seems coarse—minded pﬁcause he immediately assumes the worst ‘Jannice

°

Persists, but he ;hreatens to summon the polxce, refu51ng to recognise

his spiritual responsibility in oroer to hide'behind secular'authority.
. it ] , ,
The Bishop contrasrs with the Rector of+Red Roses for Me, who carefullv

maintains ché limiﬁasion of hlS authorlty, ‘and with Father Domineer of -

COCk—a Doodle Dangz, who stands as the arbiter of both secular and

Spirltual matcers in Nyadnanave.

»

Juxtaposed to the Bishop' s»cowardlce and splritual bankruptcy
()
are the Dreamer's boldness and sincere”attempt. to brlng her some Joy.

The Dreamer st0ps Jannlce s mother from striking her and offers to_see
the Y0ung WOman home. When he offers_her a song in exchange-for o -

lovemaking, Jannice again asserts her market value,

Young Woman {a,little scornfully]. A song! A puff of scented
air! You're out on the hunt for bargains, young man. Go

. with a priest for a prayer and with a poet for a song
It s a poor offer, young .sir. (p. 170)

Although at this point she‘rebuffs the Dreamer, her gddresses to him

begin to reflect a romantic tendency as she calls.him 'young sir" and
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"young singer" and refers to herself as a "pretty little maiden." After
the Dreamer sings his song to her, her dialogue bécomes even more poetic,
suggesting that, chgggh she may‘not be aware of it, he has had a profound

effect on her. She chooses to leave with the Salvation Army Officer

rather than with the Dreamer, but her addreéses to the former are charged

-

with lyricism.

Young Woman {gaily]: , ' .
Good morrow, good morrow, young sirj ‘ -
Let's sanction this bold, sunny weather,’ *

By lying aside 'in the shade, : o AR
And cooling warm feelings together! o

S.A. Officer [seriously]. God's blessing on you, sister,
s though your thoughtless manner is fashLOned to the woe
of the world.

Young Woman [putting her arms round the neck of the Salvation
Army Officer--recklessly]. Oh, come out of the gloom for )
a moment, dear! Come into the sun, and kiss me with the
kisses of thy mouth! (p. 173)

The last speech echoes the opening song of the scene, and the desire for
sexual release matches the lusty manner in which the song is sung. Her

aggressive appeal here is very like Rosie's attempted seduction of the

Covey, another single-minded iaeologue,‘ Although the Salvation Army
Officer's dour resgpnses repel Jannice, he offers her 'peace that is
perfect, and peace everlasciné” (p. 174). Her last words in the scene,

‘however, are addressed to the Dreamer. The stylisation of her dialogué

and the natural imagery both reflect Jannice's growing 'acceptance of the

Dreamer's concept -that art and nature can supplant religion as a source

5

of spiritual comfort.
A Y
In Scene I1I, the Bishop, having realised thac he is Jannice s

.natural father, attempcs to help her, but she aﬁygdgghim and

S »',)7 i
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’

\\\When she:collapses'from exhaustion, the Bishop tends tovhér and they

'

7 . .
again converse. But in@s' encounter, it is she who puts him off by

. mocking ‘his religion an

.
.

ccuéing him of favoritism when he will not help

ﬂ\é Attendanps. The clergyman finally gets past. her defenses and reveals
' V. - ' ’
his offer to her: placement in the hostel of a '"plous Sisterhood." Of

course, the Young Woman, remembering the horrors of her childhood in the

convent, scorns his offer and breaks into a dance and song. Her song

espouses the carpe diem atritude to life. _ .

Young Woman [singing]: . |
. ‘ Life is born and has its day, } o .

Coe : Sings a song, then slinks away;

o Speaks a word--the word is said,
Then hurries off to join the dead! v
Ha, ha, ha, you and me, till we both have ceased to be,
Sling out woe, hug jov instead,
For we will be a+long time dead!

In contrasc to Jannioe}_thé Down-and-Outs, ''grey, vague figures of young
and old men and women, hopeleésmess'graven on every grey face" (p. 195),
pass by at the rear of the stage. The monotonous drum-béat that
accompanies their marching and the qhan; ofAtheir déspair_§cand in
antithesis to both the liveliness and joy of her song. This gontrast

between the exuberance of Jannice and the listlessnéss of the Down—and-

Outs anticipates the two processions at the end of Cock-a-Doodle Dandy.
L . .
‘4

The blgck rug whlch covers Julla conflicts with the gay colours of the
emigrating women 's robe§,~and the‘silence of the t;oup.thac accompan&es
Julia reflects che despalr ﬁn Nyadnanave Jhe couoterpoint to this

silenée is Robin s love song to %arion ch closes the’ play

¢ “ : Ly

o' Casey'uses the dirge of the hown—and Oucs noc only to counter—

. : . )" . N
. - ’ * S

p01nt Jannice s celebratlon but also to make a treneggpt comment upon the «":'

R

decay of soclety 1Qathis autumm scene g§§§~mitqhgllxghgﬁegﬁﬁhaﬁ‘i'j::ifﬂlﬁ :&y
: ‘ . A : L )T AETIEIA ¥
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Herd-passivity, the abandonment of the will to resist, 1s the
aim and end of this soclety and its protagonists. . . . [Tlhe
Depression here becomes a metaphor epitomising the essence of
life under 'normal' (undepressed) conditions in this society.
'Peaceful' everyday capitalism emerges as as great a danger
to humanity as war itself.*~ '

Claiming that Jann&Qé@Vill be one of the desperate figures when she
‘y“ '» . w

becomes old, the Bishop resumes his pleaﬂ;kﬁowever, she remains resolute
® LA
¥

¢ . in her defiance of him and indicts religion's condoning of*the unjust

capitalist society.

Young Woman [tonelessly, but defiantly]. When youth has gone,
when night has fallen, and”yhen the heart is lonely, T
will stand and stare steady'at,a God who has filled the
wealthy with good things and has sent the poor empty away.
(p. 197)

0'Casey reinforces this concept that both church 'and society are to blame
for the Down-and-Outs' condition becaude, of all of the characters on the
stage, the Atheist is the only one who does not react to the march and

the drum-beat.

Scene Ié@ contains one last reversal in Jannice's actions. Ai

the“end of the scene, the Salvation Army comes on, and the young officer
[} N -

approaches Jannice, urging her to come back into the congregation., She

seems to capitulate, but only out of fear of hell, not out of love for

the God they pray to. At the moment that she pleads for peace from the

QArmy, the Dreamer appears, and his song to Jannice increases in volume as
he summons her to his side. She goes to him, slowly at first, but then
runs into ﬁ}s arms, and they exit. She chooses the vitality that the

-+ . "Dreamer represents over the Army's promise of peace that involves the
o o . T A N .

.
RV

"‘"§ﬁppressi0n of the naturél‘gaiety of young life.
S ’ KT '

.;)r: " Jannice's death in Scene IV' suggests the possibility of a

d‘reconciliét;dn between thé‘Bishop's reiigidn'add'the Dreamer's affirmation

.

RN .
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of the life forcg. After imploring the Dreamer to go for the Bishop,

Jannice confesses that she has much to answer for before she dies, and
‘ v

the Dreamer offers her a secular absolution of sorts. . 7
Dreamer [vehemeﬁtly] Not you, fair_ lass; not you'

A few smiles bestowed on the unworthy is all that you

have to answer for. It is those who disordered your life

with their damned whims; those who have left a lovely

thing lonely and insecure; who have neglected to nurture

the rare: it is we, dear lass, who will have to answer

for all these things! (p. 222) .

This speech indicates that the Dreamer's concept of the ultimate sin is

to ﬂeglect or deny the natural beauty in life. Hé also includes his

‘pursuit of -her in the "damned whims,' suggesting that he has transgressed

and, because of his sense of morality, must atone for his abuse of her.
"Shortly after, the Bishop's Sister, now the only representative of the

type of faith that the Bishop.originally possessed, showers her vitriol
e .
upon the dying Young Woman as well as on the 0ld Woman.

Bishop's Sister [vénomously]. The pair of you ought to be
stretched out naked on the ground so that decent women
could trample the life out of you! (p. 225)

~

She then fejOices when the;Down—and—Outs approach, feeling that the twé
sinners will become part ofbthe.grey, despairing mass. Thss satisfaction
taken from the sufferiné of others perverts the precgpts of Christian
charicy-and forgivenQ;;. Her words suggest the demonic dancé of Foster
and Dowzard in Red Roses. The two Ofaﬁgemen trample Ayamonn's croés ofaJ
daffodils because they feel that it is a Roman Catholic decoration. g%gfg}
course, by this point in Red Roses, the cross has also become a symbof?bt
‘Ayamonn s sacrifice for his fellow workers, so the dance can be lggied to
the Bishop's Sister's total mlsunderstandlng of religlous colerance

When the Bishop enters, he asks God to pardon‘those who are
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paboug:toﬂ!oin the Down-and-Outs, indicating the spiritual growth that he

has experlenced throughout the play. 0Oddly, chough he makes no etffort

.

to stop the despalrlng crowd Erom claiming Jannice‘ indeed, he condemns
Her to . their company. With the Dreamer s enc0urdgement Jannice uses her
last strength in a dance of death, afflrming the»wltalitv of the Dreamer's
Phllosophy of 1ife. It isiat this point that the Bishop act;mpts to

reconcile his religion to, thié{philosophy by interceding for her.
N : N ’»{' : g N
’M BT " :
Blshog (prayerfully as théy dance]. O Lord, wHO taketh
pleasure in Thy people, let this dance be unto Thee as a
merry prayer offered by an 1nnocent and excited child!
(p 229) . . y

.
Janniceks making the sigﬁ of the crossT;t the point of death symbolicalty
represents the réconcili;tion between the two forces which dominate her
existence, Sdt‘O'Casey gives no indication that. these forces can‘Success-
fully harmonise in life. The symbolid sunrise that closes the play

§

suggests the continuation ofxiife,'but the spiritually dead Down-and-Quts

remain on stage as does the Bishap. As far as Jannice's salvétion is
concerned, perhaps O'Casey borrowed more than the form of the 'station
drama’' from Strindberg. According to Evert Sprinchorn, Scrindberg

adopted Swedenborg's ''idea that heavenly justice 1s not a matter of

fedempcion but of a scrupulous balancing of accounts“ and it '"furnished

14

- Strindberg with a scheme for resolving the ‘conflicts in his dramas."
“O'Casey, then, by having Janicé affirm bocth the aesthetic and spiritual
ide;is before she dies, may pre§enc her as)reaching just such a balance.
As well, there seems t§ be some Mope for organised religion because the .
Bishop transcends his original pettyland self-satisfied cénception of his
vocaﬁion.

What O'Casey attempts in Within the Gates is the study of an
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Everywoman figure whose quest is for epiritual peace. The characterisation
shows another step in the development of his dramatic style because he
manipulates the concept of the representative type. Jannice does have

"

the dimension of representing modern woﬁa( %;der'che control of powerful

forces, but she also exhibits a great de;l o} free will in her adoption

of different approaches to lifg#//F;r exgmple; she has a market value

beca;se of her physical be%uﬂ/; but the beauty also gives her an aésthetic
{}value, so she can escape the rofé of prostitute. ThevBishop, at the same

time a representative of the limitétions of the ciergy and a concerned

but neglecﬁful father, comes to a new realisation of his responsibility

to mankind through his rélécionship with his déughter. At the end, his

grief 1is ambiguous: does he mourn her as his daughter, or does he mourn

a child of God? His spiritual g;;wch part?y causes this ambiguity

because he can accept individuals as souls, not as people he can or

cannot help depending upon how well he knows them. The alterations iK/

-
.

the war memorial and thg changing colours in the set design both visually
suggest the characters' and ‘the play world's decline,‘and the songs that
o are associated with the symbols and colours comment directly up®n the
stages of this deéiine in separate scenes. The one impor;anﬁ tLheme that
receives egtensiVe treatment and is of central concern in most of the
lager plays 1is the tension between the stultifying forces that seek to
suppress life and the vibrant forces that celebrate life. As is evident

in Within the Gates, the conflict can lead to powerful clashes and, in

the Bishop's case, significant revelations.



CHAPTER THREE

-
RED ROSES FOR ME AND COCK-A-DOODLE.DANDY a9
' /
' °

After Within the Gates, nearly every one of 0'Casev's full-

length Plays is set in Ireland. Bocgvgzgwaoses for Me and Cock-a-Doodle
Dandy céntain elements of stagecraft that echo techniqués in his earlfer
work. In Red Roses, O'Casey turns his attention to the class struggle
and once again uses Dublin as his setting. 'As well, his locales again
alternate between the private dwelling, the Breydgns' rooms in the first
two acts, and the public settings of a bridge over the Liffey in Act III
and St. Burnupus' churchyard in the 1ést act. A gignificant differehcé'
between this play and The Tgssie is that thé chur&hyard étaﬁds as a still
centre surfounded by chg sounds of the strikers' battle with the police.

°

’The monastery in Act II of The Tassie offers no'pe;te to the soldiers, -
but Sheila and Mrs. Breydon boch rece#ve sp;:;}ual comfort at Sc.'Burnupus.
~Also, just as O'Casey distorts charécters and empioys dramatic techﬁ;queé
in The Tassie to make World War I representative of all war, he manipulates
elements of stagecraft-to exténd(the significancé of the dramatic action
of Red Roses, For exa@ple, one important element in the author's notes
at the beginning of Red Roses is the inexactness 6f the time. 0'Casey
sets the piay "A little while ago" (p. 126), an indication that, although
one could claim that the play focuses'upon the labour,scrifeﬁgﬁil9131 the
particular confrontation that he depicts has a more sweeping ﬁistorical

significance than did ady single event. Also, by leaving the temporal

setting unspecified, the playwright 1is able to suspend the perspective of

65
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time in order to incorporate social commentary upon the Ireland of the
1930s and 40s, as well as;to develop the archetypal dimensions of his
central character. In rega;d to technical devices, O‘Casey'again employs

-

rep}ésencative character types to delineate soéial stances, symgols to
evoke the inner lives of,cercaiﬁ characters as well as the actual and
mychological concerns of the play world, and song and danée to present .
the cenctral tensions and fervent desires of both class and individual.
The ultimatevvision of Red Résesﬁ”in contrast to the Cock's pessimism, is
one of rejuvenation through revelgcion; and O'Casey's expressionistic
third act, ﬁgs most direct employment of the visual projection of the
"single—winded consciousness,' informs both the play's other cﬁagécters
and the auéience. ‘Because éf the ultimate death of Ayamonn and the
triumph in apparent defeat that it represents, 0'Casey proyides‘a more

poignant and more powerful statement upon class strife than he had through

the workers' fictitious yictory in The Star Turns Red.

The representative types that 0'Casey uses in Red Roses allow

him to depict, as he does in Within the Gates, prevalent social stances

and spirfitual concerns. An important development in this form of

characterisation is that the playwright presents other characters who
ﬁitigate the extreme positions that these types take. For example, Roory

i

0'Balacaun, the "zealous Irish Irelander,'" is both xenophobic and pedantic
v . - :

;n his nationalism. When he first enters in Act I, Brennan and the singer

are performing Ayamonn's song, written for the:Minécrel Show whose

: proceeds will serve»as strike relief. 1Instead of gratitude for the

gesture of solidarify, Roory expresses contempt.

hd

1
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Roory. I'm ong o' th’ mendggself.;buc 1 don't stand for a .
foreign Minsthrel Show'bein' held, an' the Sword of Light
gettin' .liftgd up in th' land. We want.no coon or Kaffir

» " industry id our country. (p. 150)

Here hé‘shows the racial biéotry thaE’marks his Irish narionalism and
alienaces the deience's sympathies, Later, in Act III; when he and

Ayamonn lear) against the bridge, he rails against'Che street vendors for

allowing Brennan to sing a song ''thickly speckled with ch' lure of

foreign enthertainment” (p. 194). Ayamoun tries to convince him that
» . N A
Brennan's song is simply fgﬁgcent entertainment, but Roory rants on.

9 ‘ ? “ 3
Roorv [taking no nqcice ‘of %yamonn S remark--~to the men and,
wgpen] WHy didn't y8ts stop him pefore he began’ Peal
4 . wof th' White .Breasts, #now, Oor Battrle Song o' Munster “that
. "r Would poar iﬁtO yous Conn's battle_fire of th' hundhred
‘ ‘fightsgw wamghman o' Tara he was, hiS arm reachin over
deeq rfvers an? high hills, to dhrag out a host o' sthrong .
"+ - €nemies shiwerdn' in shelthers. Leadher of Magh Femon's
3‘Host&g§?was «GUardlan of Moinmoy, a§’ Vetheran of our

-

‘rivé iffey, flowin' through a city whose dhrinkin’
.g0blegs once wene m%deiof gold, ere/wise men carried it

5 with - frankinc#q;e aQ myrrh o star- -lit Bethlehem
(p.'_lf95) ‘:’. ‘ 0 v

3 \
v“ H : ;

AR

Through thls speethz 0 Casey achibves twu purposes First, he connects
".,*“xg- 1y M

the Natldﬂallst %fuse to’ religiOn economically suggesting that independent
v ¢
Ireland will have both cfaditlons as its basis. Second, Roory's .long-
t “,. ) 4
winded blography o@ Conn Shows hlm to be sOmewhat pedantic in his

obsession’ to 1mfbrm che Irish Oof the glorles of ,the past. - Lo (ﬁ

> .
. ‘,

In gontrast'to Roory 's pedantry are Finnoola's evogacions‘of

Ty
;

the Celtic past. in the third act, she fantésizés about a 'lover, ‘as do
the ‘'Gther women in the street, but her choice is an Irish rebel, not one

.

Finnopla's connection between her imagined rebels and the CRBltic warriors

+ is poetic in its simﬁiicity.
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Finnoola.“ But their shabblnesg was thveaded wlch th' colours
| " from, the garments.of Finn Mac ‘Cool of th' golden hair,
o “Goll Wac Morn# of th' big blows, Caoilte of th' flyin®
feeo O%car of th invxncible apear (p 192) ‘

3 : . . :
»‘Finnoola s speech indicates’ that che Celtic past nee. noc be caught to o

Y

:'The swdrd“ echoes the ;ine in tihe Bould Fenlan Men, thérsong ﬁhat Roory.

Y

(N

,che Irish poor and that ,its spirit" still/llves in. spxte of Roory s assess-

fmenc of the men and WOmen when he latep ClalmS‘thnt they re useless in

the,snruggle fOFflnd ndence o' Casey d;rectly uonnects pinnoola w1th

Roory éhrough'hef_f

s

ewell, to him -a ter he gives hls biography of Conn

L i
. . e S

Finnoola [sleep y]. Run away, son, to where brlghL eyes can
R see no.féaran' white hands, idle, are willin' to buckle,
\\; ! " a sword.ona ' yousg man 's- thlgh ‘?Pv 195)

-

Sy -

P § to. W

A
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on- her thigh";(P l59) ‘Flnnoola s abil y‘tO see the idaal'past-s ot

féxten51on chrough the hlStOrlcal rebels 1ﬂdlcates that she has a muéh
j B S

sharper perSPECtlve O:_:he chronologlcal development of the natlonallst

A

fzcause QIn Act IV, ve sea her WOunded afteL theostrikers battle w1th thev

NER S

\
4

: @ .
pOliLe ‘-Although the bacrle is not. overtly m0t1Vated by natlonallsm, she

t1ghcs for an 1deal whereas Roory does not Peturn to the stagqufter he

refuses to rec;éﬂlse the poor as allles 1n the struggle for lndeﬁendence

¢ . ——

9

andqayamonn sing at the end of Act I (z:r Freedom has buckled her sword

y

O Casey: then, balances Roory 8 51ngle-m1nded approach &o* Irlsh 1ndependence

Ve ’ ' —

uith Finuoola s SlmPlic1ty and c0urage 1n order to p*esent'two faces of -

)\,

o Irish nationalism‘ Roory s Sterlle isqlatlbnlSﬁmana P&mﬁoola s embrac1ng

W/ ' - - “

of labour s and natiQHalism s splpic oﬁ’rebelllon slnce Flnnoola s

' «death 1§ suggesgea at tﬁe end.of che play, 0 Casey leaves the, impr?551oh

R 9&‘\)"‘
thac Roory s verSiOR Of freland surv;ved to. form the 1ndependene’nat10n

A - - .
A

e The plavwright deplcts through the phy51cal ar}dlty and splrltgel o
IR 'V N = ‘
’,_regreSSﬂovboﬁﬁﬂYad“anaue 1o‘bock-a—Dooq1e Daﬁﬁz thls,sterile Ireland.

. " v
7 e R 5 ' [T )

PR - o .w‘;° S . ‘\

g .l ',‘.,” Vs“”‘\.‘ N “?“ -’ - ¢ ) “ », \ o . \ ff’j
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~ .o L ' .
Another balancing of characters in Red Roses involves Mrs.
. . .:,:v“" : .‘, N ’ o .
y L ST ) ‘ o
Breydon, Brennan, Foster and Dowzard.‘ All are Protestants and all speak
SR » ) . - N
out againstlcatholicism.‘ Brennan plays the part of an indignant

iconoclast when the statue ' of the Virgin v&nishes. He berates the

Catholic residents of the tenement:
. D o ‘ | k
Brennan [Passionately] Inflamin' yourselves with idols,that
have eyes an' see not; ears, an' hear'not;'an'.haveahanQS
- that handle not; like th' chosen people settin' moon~ .. =~
images an' sun-images, ‘cuttin’ away, the thrue and homel# g
connection between the Christian an his God! (p. 154) "'aﬂﬁ

' . : Y . o .
Later, after he reveals that he took the statue to have it repainted, he
says, ". . . mind vou, me thrue mind mlsglves me for decoratin what's a
' . “h v / - B0 .
cggrm(to the people of’ Judah in th' worshlp of ldOlS (p 62). He o
. ( + s
* claims that he refurblshed the statue for llttle Ursula because the money.

- -l

that she tried'td save for the job was always spent on nece551ties,

Although Brennan does ngt agree w1th the Cathollc ﬁalth ‘his humanitarlan—
. : o~ w .
ism dlrects him to. gnwe a lxﬁéiﬁagdrl peac éﬂ%ﬁ&nnd no matcer wpat her :

conv1ct10ns Also, when Ayamonn Jokes abott the statue, Wrs. Breydon

says, "We don t belleve in any of theih Blessa@ Ladies, but as it's
. " "\' . :
somethinf sacred, it's best nbtrmentioned"‘(p. 161); This speech proves

...‘ .

Mrs. Breydon s rellglous tolerance, and 1n Act III Eeada, Dympna and

Flnnoola all pay trlbute to her generosxny towards neighbours and her

51mple compa531on in g1v1ng others “comfott.
1}

’ s Set Ln contrast to these two Protestants are Foster and Dowzar*, ?
: . . ~ - S . . o ‘I

the one—dlmen51onal types that 0’ Casey uses to presant -the extreme Orange ‘

point of v1ew As Brennan does when angry, Foster speaks withéﬁ Worthern.y
accent and shgys contempt for Cathollc rellglous symbols. However;',' hi 54
) q EL TN - .‘, D ) ‘L
: nelther Foster nor Dowzard has che redeeming qualitles of Brennan and v



' /" N " .
N . .
Ce

s.‘ﬁ%éydon. 'en Dowzard has the cross of,déffodils that Ayamonh made'
i'for the”bhurdh,‘he écts'demonically. -

4

» D."ard Ldancing out in front of the Rector, hdlding‘éut.thez

tross——with exultant glee]. The cross--a Popish $ymbol!
' “‘There y urre, see? A Popish symbol flourished in th' ' .
e faces o' Promgatant people' (p. 219) ~. . o .

1‘

. o S ' i - . ,//;;.Lr T
T ;«He»and Foster then dance on the cross, destroying Ayamonn's hand{wqng,-

‘- Not onIy does thlS demenced action stand as a confllct between religlon ,

Y C

e Ve also represents the rejection of art and nacure Thaf/fhe two

Orangemen have mo human feelings is evident in their protest»agalnst the
) » : o L : . eo e L
Rector's decision to 1ay. Ayamonn's body in St. Burnupus. [

. \). . N 3 r ",“_ H

»

Dowzard [speaking «to tﬁ% Rector's back]. For th' last time,
sir, I tell you half of the'Vestry's against himgcomin"”
here; they don't want our ctiurch mixed up with is
venomous disturbance (p: 223)

Id

Here, the two do“nob acknowledge Ayamonn's énd’his'mothef'S*;ign;’Eo %
receivéﬂspiritual Eomfott,f/TH;ir oqu concern ié public opinio;{ Thus,"
;with th'es.eﬂgqr charaé?Q'Césey treat’:s“bcixe theme .of fe‘-‘ligiogs o o
: L ' , . ' . ’
tglerance. Although Mrs! Brefdon.éhd Brennén cannoﬁ'be called si;ble
charagter-types, part of thelr characters is set against the two Orange;eﬁ

N ’l"

,,/ oA <
who do have only one dimen51on Also, the tlmelessness of the play world
/ : L

_ .
e - e -

élldws 0'Casey to ex:eiixzse signlflcance of Foster' s;character by giving
thbugh‘;he.audience can see him simply'js a

him.a Northern accent.

historic%l figure, hls'?plrlt unfortunately surv1ves£r ‘
X ) ‘ .

a{’Thrtough hls symbollsm, the playwrlght shows that not just

Foster»and Dowzard 5uppress artlstlc expre551on In Act I, after the

‘. 3
singer finishes Ayamonn s song, Roory asks, "D ye not thlnk th' song ?% a
trifle fhdecent’" The athelst, Mulcanny, responds, 1nd1ct1ng Cathollc1sm

for its censo;shlp
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. s . '.'r “

Wulcannz [mockinglv] Indecent! And what may vour eminencg’'s

specification of indecency be? [Angrily] Ar'e you LB

catalogued, &oo, with the Catholic Young Men going about

with noses long as a snipe's bill, sthripping the gayest’

rose of its petals in search of a beetle, and sniffing a
‘t@nt in the freshest breeze blowing in from the sea?

(p. 152)° ‘ , o ‘ _ '

’ \

v

The play's central symbol is paralleled to a piece of art in this SPEELh

and -the Church s heavy—handed censorship 1s~satirlse through rhe title
. , N ,

of "eminence." Also, the implication of the "freshest breeze" reinforces

. . . i . . [ . ' oo f
Roory's"and, by“extension, Irish Catholicismfs iso[ationist tendencies(

The reference conveyed by the C1tle gluen to Ropry is, perhaps, to.
, r ﬁ\ , ..
‘Cardlnal Logue and his attempted suppress1on*of Yeats s The Countess B

1Y

A ’
& that relates the srary of a

~

her subjects.' of coutse,‘by the timg“that Red Roses was written, the(!=~§;::
Church's censor, th of llterature was well- known -

A symbol thatqdlrectly/;uggests Yeats‘s proragonist(ﬁs the
S e ;
statuelof'the Virgin. When the neighbours come to borrow some eoap to ’
clean the statue, Eeada talk;-of little Ursula's failure tobééve enough
.money to haVﬁgthe repalntlné\of the statue done, because the money is
alweys needed for<”foodgan .firin A Thenvﬁeada personlfies the statue-
and claims that ". . we never yet found Our "Lafly of Eblana averse to
o > T ’ ST

~sellin' Her crown 'an' Her blue robeé tgyprovide for Her people's needs."
The crown is emblematic' of the Virgin's position in heaven and connects

T‘he;’to‘Yeets’s nohlewoman. As well, the theme of saerifice ievintroduced
. ; . PR
ﬁoresha;owing Ayamonn'e death. 0'Casey also uses: the statue to foreshadow
'the.transfornatgonTScehe in Act III. In the’ d%Fcription of the Virgin
. - B B ]
he indicates that the faded gold crown "is castellated like a city's

tower,,resembling'those of Dublin”i(p.«l37>4‘ Brennen's refurbishing of
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} I T ‘
the statue, then, is expliciﬁly linked to the city's rejuvenation, but

" 0'Casey uses the statue's change in appearance for an ironic purpose.

*

After the Virgin is returned to the niche in the hall, the Catholics pray

*
A

to her and ask that she send a star to show them "A chéerier way to die."

LN

,:
They treat the return of the statue as a miracle as Dympna recounts

L]

Ursula's 'mystic.experi

Dympna. From het‘%indow, little Ursula looked, and saw Her
. - - _come in; in~.?t':hf}“mobnlight, .along the s'tr“eet lcame,
: ‘ stately. Blinded be the coloured light.'that fe around
about Her, the child fell back, in a swobn she fell full

o] flooi beneath her (p- 177)
o T ," $ ‘ 2 )
'0f ¢ourse, the audience'k’no,ws that’,%‘he ﬂvis,ion is ‘totally false, Carol
A’v ‘
Kleiman has suggested the characte;s dﬂ;ivatlon for ampllfylng the
significance of the statue s return _ w"/‘. ‘;
A o iy

: : .
Since we know that the 'miracle’ has been Wroug‘t by - trlck IV, 4
it is clear that 'the people ,are deceiving themselves,_ or they. %,
desperately need to believe that their lives, too, can.he | o
transformed by ¢olour and beauty Thus the ‘vision, like
- transformation itself, is a’'false one, cIinging stubbornly i «
its ironic context and unable to tramsmute it. o ‘ ~

I

-~ ,
“ Evenéfhough there is this self-deception,’ 0'Casey may be X

attempting more with Ursula's vision. In*Catholic traditdon, St. Dympna

J ‘ o o
is the patron saint ofqthe insané. 2 What the playwright may be doing is
. ' s ’ W
‘ offe!ing anothel possible ﬁnterpretatlon 8& hav1no Dympna descrlbe the

/_ &

. - child's vision: the element of religious'manda. Ursula may well have

L

had the'expérience. QHowever, since Ursula's is a false miracle and

AyamOnn s 1s a visible one in Act III, O' 'Casey has suggested an inverse

B \\ parallel between the two charactqgs ‘He~ does so subtly earllerf?n the

play, as well. At the beginning of Act II Ayamonn palnstaklngly pries
his ‘savings out of. his money-box When his mother suégests that he R

K




Anab0ut’tpeﬂ"§(§i 137) Of course, the patches‘work as realistic touches’

vision ironically, he connects the two cﬁaracters in order to &

. to escape tenement'life‘is-characterlsenv

. . | : *,.-'

should use an ordinary box so that he can remove the money more easily,

4
:

he replies: '"The harder it is to get at,'thehless chance of me spending
it on something more neces§§ry than what I seek" (p. 160). What Ursula .
seeks, -‘the money to repaint the statue, 1§ always used to purchase. the

nece551t1es of life, but Ayamonn has theléill to sacrifice the necessary

in his search for the ideal So, althdbgh O'Casev does use Ursula's

the poor have the potential to envis;pn, as Ayamonn does thz..;

O ‘S’
future, but their abili to do’ sd cahnot transcend the- trad g
“ e 1 '
R & _ it
religiqus_context. Breydon reminds us o f§

»

rtheroe5 buc her desire

.

not intellectuai*self-improvement. Also . | ‘;rahsformation of Dublin
: > . T f. :
into'a b’lg clty, reflects her growing 1nsar\iry, whlle the transformation
. . Y '
of the ¢i in Act III of Red; Roses is Ayamonn's internal vision
y i Y ’

expre551onlst1cally prOJected onto the play world Although both llghting1

techniques comment on tife 1nner'states of charactersﬂ asgy'Suggests‘on'

LW

the one hand the external powers that destroy Nora s hopes in The Plough

¢ y -
and on the other hand the potentdal beauty of'the city as éggn by the -

{
idealist in. Red Roses: o . »

3

THe mo%t impo?@%n% symbols chat the playwright uses in Red

BN

_Roses to suggest the poor people s potentlal to enyision the ideal are

’\l

~clothes. When the. tenement dwellers enter in Act I, o Casey describes

?#%

the~ as w%arlng elther ”grab brown chlll grey ﬁbwever, ”eaeh Suit

e

fdor dress fbag] a patéh of fd’ip blue, reﬂ green,_or purple somewhere

) -

1 o * e

7
to indicate the threadbare clothing of the poor, but they also signify

the-potential of these characters to enjoy the colour and gaiety of . life._
’ . . . . . . -
s ’ . : .
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That the bright patches are faded is significant. as is the tharacters

.expression of "magk-Ltike" resignagion. At this point, the Joy of life A

' L N . . - X . -
) .

AT : .
has all but left the tenement, and the inhabitants cling to the equally
- ', B ’ . . N R
faded statue. When these same charactersaccompany Ayamonn in Act TII,

they undergo a compLete transformation from apathy to joy:
. . ’

«[T]heir transformation is conveyed by aﬁ’ymbolic change in
o costume A brilliant light falls op them, revealing the houses-
MWt 'gay in purple an' silver, " fhe riverside loungers as sturdy
“Ho , men of bronze' and the women splendidly dressed in green and
silver robes. It i3 a Shakespearian sea change,' with the -
epphasis’ on 'fresh garments' and 'gay clothes' as&symbols of
regeneratjon and renewal. ‘ v Ny

ostumes of Act III

| § : ML T

as the poor arg able to join Ayamonn in his celebration of Dublin's
/" 3

~rebirth’ 0! Casey makes the connection of tile poor t® the ideal pasts

The quggestgﬁt’pacches of Act I, then, become theefulI:

+ .

' explicit because Finnoola cﬁents upon the Significance of ‘the patc"‘;
e
on the rebels " Uhreadbare clothing (discussed prev1ously) shortly before
.

the transformation scene. Also, the men of'bronze dre ”slashed with

- bl
i ¥

"scarlet”“(p. 199), suggesting the wounds tha't the workers will receive i

their-battle and the ultimate sacrifice that ‘Ayamonn makes. ‘ g
, These‘men\have one further significance in the coursé of,Act III.

/in the beginning, .they drowse and come*to life onky to speculate on the
ﬂay s feature'race.‘ Yo i ) . R
- - X ' . : 1

0

. lst Man [leaning wearily against the parapet] Golden Gander'li
do’it, tf I'm e er a’ thrue prophet :

2ad Man [drow51ly contradig;ing], .. . Copper Goose'll leave
him standin', if I‘m e'er a thrue prophet. (p. 187)

... .‘.‘ Sme,
: s av e
. , , i 1

. »«Just as- the supplications of the poor are limited only to a desire fJ?‘"a
P ¥y
cheerier way to die," their prophetic Visions cannot exteﬁd beyond the

hopeful mumblings of‘tipsters., Also, the repetition in the two forecasts

\



i !

reflects.a mechanicdT® lifeless mouthing of the men'thopES. In'uontrast

to the apathetic, tawdry nature of thesa hopes are Avamond‘!\qp ﬂ, to

.ltFinnoola. o 'f\ﬁ_ e

. L ¢
VL 8 . Ayamonn. Friend, we would- that you should live a greater life;
. we will that all of us shall livg.a gteater life. Our=

ST : - sthrig is youfs.. A step-ahead Ior us today; another one
e ', . for ¥y tomorrow. . We who have known, and kpow, the

: ‘Qqﬁempciness of life- shall know lcs fullness. .(p 198)

S ’,,‘*w. & B iy

o ﬁ&g@;peeeh r @wﬂ ﬁggféefixe for the re;uvenation of Ireland and cpe

W o
sotiﬂarity between the strikers and the verv ppor The Ekal prophag?@ot

. Sal

these lines 1ntroduces the visual reBirth of Dublln and aﬁthomgh Dubltn Qy

- o i
.once agaln becomes dark %Ayamonn S message h%ilthe effect of rallvﬁng ‘the

[
9]

poor ‘to the cause. When the men hear the marching scldiers and realise

that the strikers are chreacené‘& the second man says, "We'll have both
. 3 [y [
}» in spite of them!" (p. 703) Although

€

{the meeting and the st

' ‘#  Ayamonn does not survive the clash with the soldiers, this resolution on 4

+ the pértﬁof the poor ‘indicates t“et he has insciiluds the will to resist

) -and to evquually triumph in the spirits of the fo:Z?rly’apathecic
. | ‘
p 1 ar : . ,

prophets. gln contrast to the Dreamer in Within the Gates, who shows

-

w8 "

..

!ﬂ’Qg”'vih the despairing, poverty-stricken Dubiiners. The Dreamer seems more
! - l ‘ L ‘ . ’
-; - limitedvthan*Ayaanq}\Pérhaps because 0'Casey wanted to show the

contempt- for the DOWnQandéouts, Ayamonn rekindles:\@ rebellious.spirit’

4

limitations of. an-overly aesthetic perspective on life in the earlier play.
) hael . ) _ o

.

, ‘ The>pattern of colours that 0'Casey uses links some of the
T~ . ; u‘C\/ ] ) ‘ . ‘

important symbols pf“Red.Roséé and helps to inform the audience of the -

L . ’ ys
significance of certain characters. For example, Mrs:)Brey¢pn's three

- plants, the geraniuﬁ, musk and fuchsia, with their "¢rimgon, gold and

v

purple flowgts[,] give a regal tint to the poor room'" (p. 128). In the

L
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a%escripcion of the setting, the'piaywright mekes'chese flowers appear
M'dnusually large, so they make’abstrong impression on the audience. The
significaﬁce of this combination of colours becomes clear in the trai.;
formation scene in Act III when the Dome of the Four Counts appea!%

golden ‘and the Liffeyi 'fo@es “a purple flood, marbled.with ripplés o'

', -
scarlet" (p. 200). Alsq; the sky takes on a crimson hue, tinged with
¥
g.
. magenta and Ayamonn an R;nnoola dance iq 3 golden pool of light and a
violet—coloured shadowj. Thus’, monn s projected v151on is present in
W‘“‘*% R R ,

u@mthe figgers colours fﬁ Act I, and Mrs. &Q@ydon s connection to Dublin is

suggested. Like Dubli Y, ;rv
(p. 128). That the fﬁ{z

Act #%1 1p which shéi;ﬁgues Mullcanny from the mob, then rushes in to

bears "the marks of struggle and: hard work"

$ are hers i% made explicit in the scene in
Y .

,make sure thac e; ﬁ&owers have not been harmed by the stones. that the \\\‘

* o

gmb pelted %prou;ﬁ the windows ‘'So, her connection with Dublin. 1svonce

*

again made‘ €sﬁi#£;e¥ hes the little colour that she has grown 1n’ner

b o “'4“ . + Y
P SN PR LY
rooms, and Khe%bhle < t dest:roy it. Ayamonn 's vision proves that,

however dL;cy and wordﬁﬂﬁ Dubllﬁ seems, thg colours signlfying its

) o S f"- . .
vibrancy remain for those who-appreciate them. His immediate"env1ronment

, > o ‘ R . ) . . ) ) ‘ -
is the .source oﬁ”the private vision that.he pnojects in Act III.

,/’// Ayamonn s yellow cross of daffodils in Act:IV and tHb yellow
7 t
%obe of St. Peter symbolically raise Ayamonn_onto the archecypal Christian

p}ane. The Rector'explains to Sam that the daffodils "simply signify the

. - .new life-that Spring éives;'andﬁwe connect them in a symbolic way, quite

- o

innocently, with our Blessed Lord's Rising . i'.”>(p. 208).;'Tne symbolic
conneetion,to ;he_central character is obvious: 'Ayamonn sacrifices his

‘life for his fellow strikefs, and he is at théisame time the basis upon
X . ) _ .

" which the labour movement is«founded. ‘As well, Finnoola is connecﬁed to
~ . . ’ - .



' ’ ’ 4

the colour yellow in Act III both before and after the transformation,
She remembers Dublin as a manifestation of the Sword of Light. described

by Roory as "th' tall whfte candle tipped with its golden spear of flame"
) ’ ™ 4 ‘ :

(p. 158). at th ,ehd.of Act I. Her assessment of Dublin is that it has

‘.
2

. declined to become "yellowish now, leanin' sideways, an' guttherin' dpwn
= . , ‘ .
Ji. to a last shaky glimmer in th' wind o' fife" (p. 187). During the

el

o

ﬁt transformation, Finnoola cl@ims that she sees the Sword of Light again

l FECEES & ‘ .
W shining in Dublin, While the direct reference connects her to Roory, her

LS

w’ deécription of Dublin as a dying yellow candle has more significance to

her fate in Act IV. After Foster and Dowzard daﬁce on the cross of
) ) . ° :
daffodils,_finnodla enters, all but®crawling, to -tell the Rector of °

’

‘Ayamonn's death. Thé Rector picks uﬁ thg mangled cross, now a.symbol Qf
the broken body lying before him and a visual evocation of the deaa

A{émonn. Both of the fallen have beeh cut»doﬁﬂ by'the soidiers who
support 'scaﬁk’ such as Foster and Dowzard. By linking these biggced

C Orangemen to fhe military, O'Casey cémbiqes_the forces of church fnd

¢

v state in pre-independence Ireland. Since he makes "‘Roory no less a bigot,

the blé&dfight igplies thatglreland gained vefy little in spiritual terms
‘ ~ ‘ - . 4 "
. & when it-threw off the English yoke. . \E . ¥
- Y C )

'

14

Contrasted to the demonic dance of Foster and Dowzard gre the
. ' oW \ ) )
song and dance during the transformation scene. As Ayamonn and Flnnoola

.dance, the rest of the poor sing the refrain to Ayamonn's joyous éong of
e
. Dublin's rebirth. The refrain's szsage stands as the people's vow to
. - . ¥
: their birthplage.'
A
The Rest’ [singing]:
. ~ We swear to release thee from hunger an' hardship,
From things that are ugly an' common an' mean; . -
- Thy people together shall build a brave city,
Th' fairest an' finest that ever was seen! (p. 201l)

{
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Althod%h Ayamonn's departure after the dance takes thﬁ.gpiritual light

away from the scene, cauéing the bridge to go dim and -the characters to
3 .
. '
slump back into their drowsiness, the refrain is sung again as a response

to the sound of the soldiers' mdtch, and Ayamonn's spirit of rebellion

LR 2

remains. David Brunet has made an interesting comment on O'Casey's use
of the dance during the transformation scene. He argues-that melodrama

aiways combines spectacle and action, whereas O'Casey uses the spectacle,
' - i 3 N R . - . ’
th'e gorgeous squﬂgg, as a n@flectioqa?f the inner state of the characters.

& 4

. In Red Roses, the synset gver ﬁublin is crucial to the third
act, and yet when the characters begin to dance, they initiate
an™activity independent of the display of color. The activity

> 1in the fofeground is self-contained; the setting grows in
intensity as the characters” intensity grows, and it.fad

they become .sober; it is a sympathetic reflection of th
:.\ ' . : ¥ . .

\

!"
oA

v’

] N

e

In his other song, which giVes the ticles ® the play, “Ayamonn.”
! ‘ : ~ . 1

fails to project his private vision. There is no doubt that he seed in

~_ Sheila the simple girl who will abjure material concerns in order, to’ stay

with her lover. However, through 0'Casey's treatment of the rose as a

3

. . ~
symeol, both in the song and in the dié{ogue, we see a far mQre cé%plex

pattqsﬂtof imagery. "When the play opens, Ayamonﬁ is réhearsing his lines
- (] P » . .

as Richard, a member of the House of York, symbolised by the white [rose.

.
9

vHis lines, "0, may such purple tears be always shed/ For those thé wiihv
the downfall of our house!" (p. 129), take oq the dual dimension of a |
Pléy wichip a piay. Shg}la, a répresentative Qf‘Cgtholicism, Lé
symbol;sed a; §he'red f&se, so part of the tens;pn,thdt ipfluences
AyamonnAis immediately introduced.;ﬁ%afér in tﬁe first act, when he
reveals his visioh 'of life, a vision that suggests that he sees life from
a multiple rather than %\sinéle pérspective, he pledges his willingness

to suffer for his personal vision. . 3



Ayamonn. . . . I am not one to carry fear about with me as a .
priest carries the Host.. Let the timid tiptoe through
the way where the paler blossoms grow; mv feet shall be
where the redder roses grow, though they bear long thoras,
y " sharp and piercing, thick among them! (p. 143)

Here, the ¥pse carries at least three levels of meaning. Ayamonn

.~ . ) \. : R
contrasts the image to the fear inherent in the Catholic faith. As well,

his line echoes Shields's in A Shadow of a Gunman: "Kathleen ni Houlihan,

~

: i~ . ,
your way's a thorny way'" (p. 96), ~onnecting Ayamonn to the nationalist
a & N

cause. The third significance of the rose‘fdreshadows Avamonn's death;.
his pursuit of the single shilling that he sees in "th' shape of a new:
world" (p. 225) leads him to sacrifice himself among the 'redder roses."

. . ‘ .
Just ‘before this speech, he associates the, rose with youth when he tries

ot

. to convince Sheila to aBéndon the ways of her parents.

Throughout the first encounter betweeg the lovers; Ayamonn

.f .
assoc1ateSa8he11a with the red rose, at once indicating that not onlv -

doesvshe represent yo h beauty and art to‘him but she als§ carries the

- threat of death. In the gecond act, Sheila mocks )1§$onn's song wherishe

$ tries )o convince him/to abandon his many pursuits and stick to one S0
R / - -
that .they'can marry. . : . f
N4
\\\ . . R .
N Sheila. . . . Now, reallzi isn't it comical I'd look if 1 were
o to go about in a scagty petticoat, covered in a sober
black shawl, andﬂmv”ﬁbo;-feet bare! , )
. P
Azamonn {quietly]. \ W1th\§ed roses in|your hami$)mu'd look .
o beautiful. (pp. /171 73) -~ , , , '
- ) - ' 2 - 4 s N i_ K K ! "-":. y
! At this point Sheila loses patience an&7is§ués the ultimathmrthat he 7

£ .
. , {

listen to herf\¥ lose her. - AyamonnxrealiSes,the s&lf-deluston ot this N
. 'flrst private visipn and, when Sheila 5uggests chat fe become a scab in

order to ensure. their future income, he understands jusc what mqtivaces

;//’{’ her. Their constant speaking at cross purpose#, the inability of one to
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understand the essential motivation of the other, and Ayamonn's too~ - "t ot
. ,.“" ' ‘ -

imaginative and Sheila.'s too-mundane desire for the onS:\all suggest

-

that_the roses are once again at war. However, Sheila's unaerstanding of'
Ayamonnfs quest 1In the last act implies that she has undergonebsome
personel growth and, {f she cannot actually fight for‘the labour cause,
she canjatileast compreheng it. ,Because of her religion and this

suggestionlof personal.g;onth, Sheila resembles the Bishop at the end of

(3 ' . - .
Within the Gates.. . v

3 ‘ .
The central symbol of Red Roses and the timeless focus of the

B

-

e ’ o - ,
" play g&low Q'Casey»tqueel with the class struggle inherent in Sheila's
. . T, I . ) .

‘and Ayamonn's 111-~fat#d romance as well as to evoke the larger social

% @ - ¢ :
o COncerns‘of the Irish Civil war and the continuing;internecine strife.
Wi 8
S The playwright s use of representative types shows a development from the
Yoy L4 ; «f¥

rather coﬂ!uedng ambiguityvof Within the Gates s characters as 0' Casey

il

tempers the obsessive cyphers with chaﬁacters who only partly espouse the
extremists stances. #ﬁ.yell the complex relationships among the images

d the’ symbols provide the playwright ‘with the opportunity to subcly

delineate both the forces that influence Ayamonn and the ideal‘viSion he

gives his life for. Ayamonn s ultimate sacrifice at the end of the play.
’ ¥
g roduces both sadness and hope, because the charatters whom he’ 1nf1uented%

RN

,_i;_ except perhaps Finnoola, remain to . continue his s&ruggle to overtﬁrow the
S & I
d to strivé4toward the concqgte res%ibatlon of hi fﬁ§10n of

~ v

23

Ak %%t act’ 9 temporal set;ing, Jast before Easter, suggests

:;{)s L },(—4 -/5 ‘ .' .,“ , N ) . ) £ \

In contrast to the hope at the end of Red Roses is the ultimate

.

\ . [‘ . . .
despair at the end of Cock-a-Doodle Dandy. Also, the styles of the two .
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e

céntre of the pl%

’ ‘ L e Lt
plays differ because Red/Roées has a bbsis in realism whieh makes the }

. trahsformation scene in. Act 3t visually striking when it;ps set against
\

)the rather ordinary settings in Dublin. The Cock is set in rural Treland,

well-known in folklore as the home of mischievous spirits who somet imes

disrupt the liwes of the common peoplegf Because of such traditions,
- C

0'Casey's rural play worlds can contain eternal symbols, fantastic

)
L

. . ! L
gharacte}s, and apocalyptic visions, For example, in Purple Dust, he

‘floods the stage ip‘the last act, as a symbolic presentation both of an

#

actual river in flood 3gnd of the archetypal river of time that washes r'

away the Tudor past represented by the country manor and, by extens{gn,

the last vestiges of the British Empire in the middle of the twencleth

-

centugy. In Cock-a~-Doodle Dandy, the setting is the rural village of

Nyadnanave, a religiously repressed and symbolically arid turt- produrin

community playwright s purpose is to create a micrOCQsm of the /

world through Iteland and a presentation of the tens\on caused by the/

. ' ¥
suppression of youth and gaiety As he mentions iin a letter topAntj%ﬁy

-

Hiryey, '“‘ \ ’7i o ‘P'_h .br . v o/ g

» . . . -

Broadly, [the play] stands against anfthing interfering with
-or hindering, tRe naturdl. joys of life, dpplicable ro-all mgn.

but cast in‘a gay, Irish mold. It shows,.or tries to show=~ .
' regirded this way--that Irelamd is the wbrld; just as Ibs 4 -

made. Nbrwav a world & Strindberg made a world of .Sweden/ﬁh ‘ e

' K

This attempt to suppress natural impulse and Joy,, then, is the themati‘
N2 K-’*f,’;""' ! ’ i
'-f'O asey shows three activs young Irish women and one

4

+male attlSt figure under the iniluence of the fantastic CQCk of the tsg

)

Set against ‘the_vibrant figures are a number of meq, 1ed by Father

»

Dbmineer, who are steeped in réligious Superscitionrand practice. The -

I

playldoes{saggest archetypal_patterns,xsuch as the pastoral‘tradition.and\
) . / B “.‘,.
. . .

« .

£
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\ . . ' ."vy
”the scapegoat ritual but O'Casey subsumes these elements into the

’

central theme. For _this reason, the play's structure comes verv close to,

'W. H. Sokel's description of the overall form of a typically expression—'

istic 'play: L ' ' o
‘ The old structural pf‘nc1ple of caysal interrelation between
* character, dincident, and action gives way to a new structurals

pattern, closer to mugic than «to ‘drama--the presentation and. -
variation of a theme[ : N ./ \ < \

e

The structure of Cpck—a—Doodle‘Dandi»doeevnot wholly depend upon the

logic of sequential events, even though O'Casey indicates that the
C e

femﬁdral set;ihg ieﬁthe“morning; hidday,fand evening of the same day.

The physical setting, Marihfadn's éarded} evokes a pastéral
signlficance, but the grass grows wild, and the overall impression is
‘that the garden is rough and uncared—fef"‘(p.‘ 121). The sun beats dewn.
and nothing igvthe gafden'effers Shade. Robert Hogan-has suggested that

the symbolie~significah¢exis aﬁti—pastoral.
In this world, the Pastoral is fighting a losing battle, for
the world is already a Wasteland. Marthraun's house lS black,
and the grass around i$ burnt yellow.

The suggestion, then, is that nature iqeelf is in coénflict wi£h the

, _ ‘ A : A L
forces that dominate Nyadnanave, but the forces are too strong even for
the hatdral life to survive. Also, the description of the house's °
features echoes the distortion of the images in-Act II of The Tassie.

>

"The porch is supported by twisted pillars of wood, looking ;ike snakes.

.‘.;The framework of the window above is a little on the skew, and the

sashworkthlding the glass isdtwisted inc0 irregular linee." 4The°
¢

distortion of che sash and the frame adds an element of imbalance to the

exterior of ‘the house; suggesting to the audience that the inhabitancs

~
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the house a sinister dimefsion.

: ' I /
. . Lo . B . . . :
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!

I

‘ . ) /
have a decidedly odd perspecciye\on the world * Also, the twisted wooden

piLlars indicate that the house has withSCOOd the forces of na@ure but,
\

through time, may collapse These sldghtly discorted featurés and the
/

aridity of the landscape that surrounds the. house giy..fhe pl%y world an

overall appearance of decay In the background the bog is "a. rich purple

]

colour, dabbed here and there with black patches" (p. 121) " The colours : -

of - the house, inﬁtbeir stark conttasts to one ano;her,.black,‘dazzling ‘

. . . . \\. L. L N . ’,’ - . “. ‘ »
" white and brillianc'red} shock ‘the audience, and the dominant black,

“

coupled with the biack.shadowbchat the house throqé_on the garden, .gives

Sow
o ;

. : _ ‘L , |
When thenCoék dances on, he is dressed‘inbdeep b%ack'and‘has a
large crimson crest on hls head and- crimson fi;p51at hls/ankles At this
point, the audience has no 1dea\&hether the/bock is a force of good or
Qevil but the play ] world of iliu510n 1s'firm1y established The
ambiguity of . his character is extended ;brough the conversation betweel
/

‘Mahan and Marthraun. Michael laments/the return of .his daughter,’not.

.

really sure.that'sne is his, and claims:

/
’

* * Marthraun [impatiencly] . / . Sigce that one cote back from -
' England,” where evil things abound, there's sinisther signs
appearin' everywhere, evil evocations floatin' through

every room. . ﬂ ‘ . : 4
. o _ .
£ : /
It is not until a few lines Léter, when Marthraun speaks about the statues
‘ - ) 4 ) . : _
A

in his house trying to avoid or abuse Loreleen, that the conversation

{

becomes overtly comic. wﬁen Michael says, "once I seen the statue of
. . ;

St. Crankarius_standin/ on his head to circumﬁent'cbe’lurin' quality -of
‘ v/_/ ' . . .

her presence . . ." (p. 124), 0'Casey manipulates the audience's

: . ;oo ‘ . : :

: / : c . .
expectations so that the ominous setting and the figure of the Cock are

E . '/ :
deeply impressedyin the -mind as potentially frightening presences.

LS
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Although the Cock femains nebulous, we feel relief when we can laugh at

the playwright s now—familiar comic c%énies.‘ It is jugt this effect of .

%“{
blendfhg humour with apprehension that 0'Casey - achieves in the last scede’

]

of Juno: Joxer and the Captain elici; humour by their drunken ramblings,

-

. coh : .
~but the overallﬂsituacion, after Johnny dies and the women desert, is-

primarily tragic. ' R .

"Another method that Q'Casey uses in the Cock co‘keep'che

° B . LN . v AN

audience off-balance is to link the comic characters to non-realistic

'

elenents. When'MichaeP‘talks about his wife's dancing alone and
\ . .

fanta5151ng about being in the arms of young men, "the~sounds of a.gencle
waltz are heard, played by harp, lute, or violin, or by all three R —

(pw‘12$). ¢hi5‘1s the first indication that "the Eantascic device is
‘ ; : o ,

only‘a N symBBl for the.men's cHOUghcs . ."8' This type of: CL

pFOJecth7 continues throughonf tne play, and the overall eftectlof the
dev1ce is to humerously undercut the opponents of "life. Whatever

-snspicions Mahan and Michael have‘abouc the women are projected into

either aural or.visual exp;easion.lkAlso, innocuous lines soch as the'
‘referenceaito their not being able to sit on‘their chaife lead to comic
pracfallé.- It seems, then, that the figure who takes their thoughts and
transforms them into reality‘is‘the Cock. As*Joan Templeton argues,

‘\"Much of thescomedy of the play is a result of the tricks which the Cock U

9 ’

plays on the narrow—minded Marthraun and Mahan Instead of the private"

\\

1nne; vision of an\Ayamonn Breydon informing the play and effecting the
_dramatic transformation, we have the Cock who acts as a prankscer to
‘satirise the spiritually blind opponents of life.

This spirituaf plindness is satirised in Shanaar, Michael and

' ‘ . 10 ... 7 . S _
. ‘Mahan. When Shanaar™ first arrives, the two businessmen want to know

PN



what they should do if a spirit appears to then. The old man“counsels:
them to'use latin to drive the spirit out, but,vsince they doﬂnot know
the language, they should simply "Sav nothing [and] take no notice"

(p. l37). Whentherck starts to cause-a dﬂsturbance in Marthraun's

' house, Shanaar shelters behind the‘garden~wall,‘refusing to intervene
because his Latin»is "No good in th'’ house: .itxsteffective only invth't%&
. open air" (p. 140). After the Messenger enterslthemhouse to suhdue'the,'
Cock, Shanaar shouts some nonsensical_Latin phrases,;which;seem onlz?to
excite the éqgk even more. However, th;'Messenger manages to tame the
Cock and restore peace. Shanaar's approachlto exorcism indicates that-he
feels that, if one igndres the spirit world, a demon will simply'go avay
In contrast, the Messenger treats the Cock as though it is simply another
being, a lonely one, and. convinces both Lorna\and Marion, that it is quite
‘harmless,. On one hand, then, Shanaar seeks‘to deny'the,knowledge that
.will lead to understanding,vand on the other, the Messenger desires that
knowledge in order to better understand the spirits immanent in the
natural world Shanaar s evasion is reminiscent of Boyle's in Juno.

After Mrs. Tancred leaves to attend her son s funeral Boyle cla#ins that ;
"We've hothin' to do with [the civilaﬁﬁg] Bne way or t other" (PP 55-56) .

/ -
-"i,
However, Juno reminds him that a ;‘” ﬂp_ﬁyOung men in the tenement have

\‘

suffered from the fighting. In both plays, then, o' Casey conveys the
sense’that'the country isqinternally divided, but the .split in the later
pfay“is”between-aesthetic,'not‘political princioles. ln both plays,
those who ignore the turmoil and defend :h;'status guo are the ones who
.end up losimng contact’ with the exubera%ce of youth

In Scene I of the Cock, when Michael -and Mahan are first

discussing the two shillings» difference per lorry-load of turf,“Loreleen



~

admonishes them'%or‘their obsessivé materieligm..@-u

that materialism has corrupted the'working class.

‘or- the women's.

Loreleen. . . . Lay not -up for yourselves treasures upon earth,
3 where moth and rust-doth corrupt, and where thieves break .
o . through and steal! ' . . S
Michael [in. a frightened whisper]. Don't turn your head; take
no notice. Don' f pretend to hear her lyin hallucinatibns! S
: (pp. 128-29) : S »
‘ = ’ : o . 3
o' Casey agaim uses one of the ‘vibrant characters to show thac her

4

spiritual vision 1s far superior tp the followers of the faith. Later;

"%

the two businessmen criticise their workers for demanding raises. claiming

Michael. . . . It's this materialism's doin' it--edgin' into PR
revolt against Christian conduct. If:they'd only- judge o
o' things in th' propar Christian.way, as we do, there' d N
‘be no disputes . . . . (p 133) '

>

Of course, the dispute over the increase in cartage fees never gets

j resolved What 0'Casey implies tbrough this speech is that the two men .

o W

suf fer from a spiritual blindness that is S0 total that . they project Ct
their own faults.upon_others. Instead of being soul—searchingwand God-

. o
fearing men, Michael and Mahan, as the visual projections of ‘their worst

» fears 1mply \are so complacent and self-righteous in theif beliefs that

theyﬁcannot honestly Judge themselves. The faults are always the workmen's

Later, Michael again illustrates this limitationﬂin an argument
with the_Messenger. Mahan and Miehael talk about‘"thinés tantamdunt to
heaven"v(p.AlSS); actually an assessment of Bing Crosby's power to lure,

millions to the church, and the Messenger intefrupts. Michael tutns on

f

him.



Michael [wrathfully--to Messenger] . . . Please don't stand
there interferih' with the earnest colloquy of betther
men. [To Mahan] Looka, Sailor Mahafl, any priest’ lL*tell
you ‘that in th' eyes of heaveu all men are equal an' must
be: held in respect’ an reverénce . (p. 159)

.9
N }

_ 0'Casey ironically undechts his own‘character~here and suggests'that the

"eyes of heaven" see the world differently than do the eyes of Nyadnanave.

"Latef in this Scene Miehael S spiritual ignorance and his need to project

‘3
faults when he feels cornered comé*ﬁut when th;*Messenger proves moreé

aknowledgeable about the history of Christ?q ty in Ireland Michael . %g
v -},_(J_y .
dares the Messenger to name one: holy spot thaf the Irish have not kept

sacred.

P

Messenger [shouting back] 'ﬂhere are thousands of them, man.
.~ . . Where's th' Seven Churches of Glendalough’ Where's
Durrow oﬁ/ﬁffally, founded. be Columkiile himself? Known
now only be the name of the Book of Durrow' .

Michael [ferociously] Book o' Durrow'~ &t s books that have
us half th' woeful way we are, fillin' broody #iinds with
loose scholastical y, infringin' th' holy beliefs an'
thried impositions hat our fathers' fathers' fathers
gave our fathers' fathers, who gave our fathers what our
fathers gave to us! '

Messenger. Faith, your fathers' faith‘is‘fear, an' now fear
is your only fun. (pp. 160-61) .

P .

r\’ . l" N
'The\satire in the pattern of the dialogue 1s very complex here, mnot-only

because of Michael's malapropisms in '"scholasticality" and "impositions"
Y : ‘

but also because of the repetition of "fathers." On the religious level,

Michael sounds as though he is senselessly repeating the Lord s Prayer as

.

well as recalling the long line of imposing priests who have been careful

‘to~keep‘the Irish ignorant of certain books. As:well, the Gaelic

traditioh of using an endless string of patronymics before one's nane, a

'tradition humorously satirised in Flann O'Brien' s The Poor Mouth, is

present When the Messenger begins his speech with "faith " 0'Casey is
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chargigg the word with 4ts Elizabethan sense “i{n faith," and the extension‘f

. of the‘ambiguoua sense of "fathers' suggests that fear of literature ana

. - . [] '

fear of the church have become almost ingrained traits., The perverfe
" sense of gerting "fun' out of "fear" implies that .the clergy has so

.corrupted the original Christian mesgage that there can .be no.joy in

[

14

~ Ireland without an‘accompanyihg sense of guilt. Michael's yarning that
Robio and Marion may, be arresced<for tﬁe‘kiss rhat they share in public
immediavély after this argument further displays the hidebound thinking
of modern Ireland! Marthraun 5. speech also provides further evidence of

O!Casey's ability to satirise religion through non-naturalistic dialogue

that borrows from prdyer and gives the words ''greater symbolic importance

; ‘ 11
than the speakers themselves are aware of."

- 4 ~This sense of spiritual corruptioﬁ in Nyadnanave comes up again
\ﬁ Oneleyed.Larry's recreationkof'the acci@end that cost him his eye.
Mahan describes the rather prosaic cause for Larry's semi-blindness: a
piecé of glass struck hiﬁ in'the eye when,helWas young. »However, because

of the Cock's effects on the lives of the faithful in Nyadnanave, Larry

'S

feels compelled to link his misfortuné to the supernatural.

One-eyed larry [venomously]. You're a liar; ‘that wasn't th’

way! It was th' Demon Cock who done it to me. Only

certain eyes can see him, an' I had one that could. He -
*  caught me once when I was spyin on him, put a claw over \
me left eye, askin' if could see him then; an on me
sayin' no, put the claw over th' other one, an' when T
said I could see him clear now, says he, that eye sees
too well, an' on that, he pushed an' pushed till it was
crushed into me head. (p. '197) '

Larry's conception of himself as God's spy fits in well with his character,
for he has quc spied on Mahan.and Loreleen, and Larry sees himself as

one of Father Domineer's most devout followers because he "{s allowed to

N . [ ]



carry the bell, book and candle to the exorcism of Marthraun s hoyse. As
‘a type of religious henchman Larry needs to see himself as connected to
. \
‘ I

*the spiritual wgrld Later in Scene III, he 1is the one who reports the

mitacle of Father Domine\c é’safe return after the priest, is abducted

by the Cock ~ Larry's need relates to Ursula s false vision in Red Ro
for Me, but his reé?eating of his actual past seems a much more Wevk

corruption, partly bQCause we hear it first—hand and partly because he

ty -\\ 3 .

supports a much moyé malignant feith. s N\ b P

(
The 1eader of this malignant faith, Father Domineer, single—

handedly,prevents the community from becoming integrated during the dance
‘ : ' 4

in Scene II. After the women toast the Cock with thé os;ensibiy betvitched

°

whisky, they each t!ﬁs a glass to Michael, Mahan and the Sergeant. The

7

spirits of the men are transformed,'as Michael offers Mahan double the

“

money he had asked for and Mahan offers Michael the“cartage service for [ .
W . \

free. The two seem ready to join the dance of life for the FirsSt-tife in
v 1}
the play when Mahan says, "Looka th' lilies of th' field, an' ask

yourself what th' hell's money!" and Michael answers, ''Dhross be god!"
o " N ~

T

(p. 183). Lorna and Marion again seem to sprout horns and the coxcomb
’ symbol on LorZieen's'hat seems to grow, but the men do notesnotice the
changes as they did in Scene I. ‘In the.stage directions, "the men stamp
. out the measure of. the music fiereely,_while thelthree women begin to'
whirl round tnem with ardour and abandon." Like Ayamonn's and Finnoola's
- dance- in Act III.of Reﬁ”Rosee, the danéetin the Cock becomes the symbol
f of liberation and integration; the men finelly emorace iife's'vitality
and openly, rather~than furtively, desire-tne women. However, when’

Domineer enters to the powerful sound of a peal of thunder, all but

Loreleen étop and go down on one knee. The priest's“entrence is

-



interrupted by "a loud, lusty crow from the Cock," but Dom;heef“s

0 ¢ w

. disapprobation and the immediate subjugation of the dancers sﬁggesc that
Nyadnanave has seen its last joyous dance. There is ah echo of Roory

. ‘ o
O'Balacaun's isolatioqism in,Domineer's speech, but the priest is the

master of his setting. o T

L

Father Domineer [down to thase-in the garden--with vicious
intensity)]. Stop that devil's dance! How often have yous
. ‘been warned that th' avowWed enemies of Christianity are on
th' march everywhere! An' I find yous dancin!' How often
have yous been told that pdgan Yoison is floodingd th'
world, an' that Ireland i8 dhrinkin' in generous doses
through films, plays,'an' .books! (p. 184)

At this point, there is hope indicated by Loreleen's defiance

and tﬁe'Cock's lusty Erow,‘but O'CaseQ closes Scene II with Domineer's
murder of Mahan's §est lorry driver. Dominéer éannbt force the young man
to stop living with his girlfriend, so the priest ;iciousiy strikes him.
Up to this pbint in the play, anythihg that the Cock has done seéﬁs a
mere parlour trick compare& gé»the power wielded by Domineer. Tbig

murder has been interpreted in the context of 0'Casey's dramatic canon: -

»

The violence of the priest, in killing the Lorry Driver, is a
'cultural' event, political and spiritual together; it stems
.from an expression of order, and it marks the excess of .order
which is one pole of 0'Casey's comedy in later plays.

Also, Eﬁe on-stage presentation of the kiliing‘is absolutely essential to
0'Casey's éufposé. No one in the play dies directly or indirectly from
the'Cock'S'interferénce. Thus, the dichotomy between the life-promoting
forces and the life-denying forces is graphically.demonstrated. The one
bright note at the end of the scene is the Mé;senger's moral triumph ovefd

Domineer. O'Casey has the Sergeant console the priest, ironically

demonstrating that Domineer's power is absoluce.'.The priest, trying to

B
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roaoqume hia public role, aSsurés everyone that he "murmured an act of

v - .

* contrition into th' poor man 's ear." Rob;n repliest ‘"It wqg&d have been
. ‘m,\
far fitther, Father. if you'd murmured one into your own' . (p 189). Also,

Robin continues ;o play. his accotuion softly, perhaps as a dirge but
mo:e‘likel& as a gesture of defiance,»reassetting the gaiety'of ehs.gt}d
dance that Domiheet stopped. Rohin;s\moral‘v;ctory and the undeistated |
;3231¥1°“ in the music offer a note o}xhope at thevend of the sfcond
scene. After Ayamonn's death in Red Roses, Brennan. play® Afanonn's "Red
Roses for Me'" while the final curtain coﬁés down. 1In the earlter play,
*there is the same suggestion of a dirge, and the implication that Ayamonn
lives on through his‘g‘eation and his spirit of defiance is present. »i
a ”, The othe: openly defiant character‘in the Cock, Loreleen, is

associateq with the Cdck thronghout the play. 1In Scene I she wears a_

g

.green hat ‘with a scarlet ornament, it§ shape suggestive of a cock's ¢

crimsdn crest" (p”;127) When ‘the two Rough Fellows try.to catch up with

__her in Scene I, the second one descéibes a fantastic transformation:

AL : ‘ . ‘ - .
"Jasus;‘shefs changin' into th' look of a fancy-bred fowl! It's turnin’
to face us3:, it's ooenih' its -bake as big"as a bayonet!" (p, 132). Thus,
””O'Casey establishes her as the leading human representative of the life

-

.fotce.in'the struggle agdinst the repressive Domineer and his followers:

Finally, in Scene III, after Domineer has suoposedly exorcised Marthraun's

house, there 1is a'great-sind that suggests that the Coch’s power has not

abatedﬂ It is not until} Domineer bagishes Loreleen from Nyadnanave that
~_the supetnatural occurrences¢§ease and the villagers.return to'the |

sterility of their previous existence Loreleen, then, stands as the

scapegoat figure for the community, and her banishment allows the v1llage

to become tranquil. However, because Lorna, Marion and Robin choose to

~
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leave with her, o' Casey shows thac youth and gaiety are leaving lraland.
-
He uses the, bright colours of the women!s cloaks, red for Lorna, grnon

for foreleen,,and blue for Marion, to pyubqlise the losq,of colour and
1i£e that the emigration representsy( Also: :he Messenger takes with him
the music of the village, leaving Nyadnanave a aark and silent place.”

? "0'Casey juxtaposes Julia's return from Lourdes to the deparCure
) of Robin. Julia, the other scapegoat whose cure” ac‘Lourdes iB'SUPPQ§§d
to signify Goo's‘metcy for and forgiveness of the whole copmupity, |
", is covered with a rug, black as a wioter's sky, and .its sombre hue
is enlivened only by the chalk-white face of the dying girl“ (p. 219).
The failure of the pilgrimage suggests that the village and, by extension,:
Ireland are’beyond saving 0'Casey’'s use of the~contrast between the’
black rug and Julia's deathly paleness links her visually to varc 's
house, thus, Julia's imminent death symbolises the spiriLual decay of the |

°

community. As Violet O Valle suggests.

- Julia is the personification of the spiritual ‘malaise of the
village . . . . Her fofile pilgrimage to Lourdes becomes a
symbol for the tired,- unfruitful lives of che'villagers 13

Neither"scapegoac,'then, effectively relieves Nyadnanave_of its 'spiritual

malaise"vaod Julia,.like the rest of the villagers: vill simply‘die off

. because of the obsession with s repressive fairh that will not allow the

colour and energy of life to coesisf with it.’ | .
“ In contrast to the scapegoats in the Cock is Ayamonn Bfeydon.in

Red Roses. His death symbolises the noble sacrifice of one msnbfor the

.good of the many becsnse the mourners at St. Burnupus, particularly

/ ,
' Sheila, realise that Ayamonn's struggle for a new‘é;d better life for the

Dublin workers will continue. 'Conversely, Loreleen's attempt to bring
. . &

Y
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other in terms of stage action., Brennan plays Ayamonn's song on-stage
M : v . Al

gaic:y'\@ Nyadnnnave and her subsequent banishment for this at:empc

rcpresené the lous of natural spirit among the common people. O0'Casey

-

uses the,same lighting effect to link Ayamonn and Loreleen. During
S
Breygon's vision in Act III of Red Roses, he is illuminated by a shaft of

golden light as is Loreleen just before the exubetragt dance in Scene II

" of the Cock. The main difference in the action of the two playé is that

Ayamonn's festive dance ends when he leaves chk‘stage, 1hdicatin3vthat

£l
.

the spirit that he possesses will be projected in another way in the..

struggle betweeh the strikers and the soldiers. Loreleen's dance is

ended by the entrance of Domineer, and the other characters bow to the
priest's authority. At this péint in the Cock, then, Loreleen's struggle
seems hopeless, for she cannot overcome the clergy's Opbression whén_che
priest is sanctioned by the fear of the people. The ending of the play
underlineg the hopelessness of the community because those who ultimately
do recognise the value of Lor;leen's celebzatiog of life must leave with
her. The songs,af the ends of the plays also#stand in conCrass\ﬁ? each

e

", . . as a sign of respect an' affection; an' as a finisher—off to &

\

last farewell" (p. 227). The Messenger plays "Marion'" at the end of the

Cock, not as a farewell to Nyadnanave but as a welcoming to the life that

he will lead once he has godé. The community in Red Roses is enriched by
. LY . -
the song that Ayamonn leaves behind; the village\Qs Nyadnanave is

spiritually impoverished and simply left behind at the end of the play

The apocalyptic vision in Scene IEI is conveyed through the

B \ -
changes in Harthraun S h0use during the exorcism. From time to time

—

during Domineer s hactle ‘with the 'demons in the house, lightning,flashes

’

from the windows, crockery ‘breaks, and the house lurches from side to-’

. R Fy

.- ¥ . : o
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side. In the final tumult: v \ 1;V

i

' . N . ’ $ e
v The house shakes again; the flag-pole totters and falls flat;
» blue and red lightning flashea from the window, and a great
- peal of thunder drums through the garden. Then all becomes
suddenly silent. (p. 198)
4

e

-

A} \

The scene is visually and aurally expressive of a huge struggle, and the

s

contrast caused'by the ominous silence which follows produces a note of

finality, as though, for better or for worse, the outcome of the battle
. o | . T
signifies the fate of the'’village. That Domineer and Marthraun are the

. ' 1
victors, does not necessarily suggest that the community has been saved.

This scene exemplifies what Ronald Ayling sees as a recurrent preoccupa-

-~

tion in O'Casey's drama.

B
~

That he can hugely enjoy=-in his art, if not in his life--some
of the complications and the consequences of dislocation should
not obsecure his perennial concern with bringing order out of
disordér or using chaos as a warning. ’

The victory of the repressive figures makes the vision of the new or&er .
an ifonic one, and the chaos tha; takes place on-stage, cl&raxed by the

falling of the Irish Tricolour, is a bicingly‘sagiric watniﬁg to Irél;;d
“in ghe 1940's. &n terms of stagecraft, the silence in Nyadnagave reminds

In "™

t

us of the sileﬁt battle that closes thg second act of Th‘ Tassie.
both cases,‘there is a great deal of foreboding signified by thg sileﬁce,~
although most of tHe characters in The Tassie are able to return to the
gaiety of- 1ife in Act IV.. Also, the falling of the Tricolour at the end
of‘fﬁe Cack echoes Brenn&n;s description of his escape from the Imperial
Hotel in The Plough: ". . . I belted out o' th' buildin' an' darted
across th' sthreet for shelter. . . . An' then, I seen The Plbuéh'an' th'
Stars féblin' like a shot as th' roof crashed in . . ." (pp. 243-44). 1In

both the Cock and The Plough, O'Césgy uses the falling of the flags as



warrnings’ to. Ireland but the on—stage presentation of the action in the‘

Cock lends a much greater urgency to the warning. Another reason for

v
o

}the‘playwrightfs linking of the two aCtions may»be‘that‘he is commenting
"lsatirically upon the ultimate irony'of'Ireland'S'liberation; The sacri-

fice of the ‘men in 1916—-or, more spec1fically, the labour cause'

K

"symbolised by The Plough and the Stars--helped to produce an independent

Ireland controlled by self—absorbed capltalists such as Mahan and

<

Marthraun and by the dangerously power ful Roman Catholic Church represented

by Father Domineer. " ' T 5, , ’ .

Cock—a—Doodle Dandy's stark ending represents'O'Casﬁy's.protest
4

against the isolatlonism and puritanism' that he saw as endemlc in modern,
independent Ireland Each of his plays from the Cock onward containsp
this theme of a repressive coalition between church and $tate that denies

a

life its.due; Inﬂsomevof the later plays, such as The Drums'of Father

Ned, the life force wins out, but usually the repre551on proves too much

ﬁor the gaiety and energy to stand against In terms of dramaturgy,

00ck- -Doodle Dandy -shows O Casey s eprOitation of traditional motlfs,

such.as the pastdral setting and the;scapegoatlritual. “However, 0'Casey
‘uses these traditions against themselves in order to display the'serious—'

: ness.of'the<spiritualmblindness in Nyadnanave and by-extension, in

‘Ireland._ Also, by hav1ng his life—supporting characters Loreleen and

0 A

_the Messenger, gain moral victories over the upposedly pious v1llagers,

RIo N Casey effectively lllustrates the perve f Ireland's Values. The

'*garden proves barren, the,scapegoat s sacrlfice is useless, and the pious

,. reject the spxritualﬂy»healthy‘supporters of life. 0’ Caseyvcon51dered'.

e . I3

}Cockea—Doodle.ﬁandy‘his favourite play, probably because form so olosely
v“mirrgrs'and so forcefully amplifies content. The subtle modulations

N . ‘ : Iy
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between the humour caused by the Cock's interventions and the terror

-

produced'by‘Domineer'Q words and actions magnify the final despair of the

|

women's emigration

~ 4

/ ; .
At the end, only the terror remains. %.
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_themes are the suppression of natural and youthful impulses, either by

““the play worlds; and, finally, the ultimate\jiﬁline, whether splritual or
'physical,‘of‘the play worlds. Since the plays selected for this study

“cover a fairly broad period of time, we can assess'the developments 1nﬁ

" CONCLUSTON

* l ’ i ‘ \
| In these six plays, representing a twenty~five year span in

O'Casey's career, we can see a. number of con51stent1y malntained themes

that are developed through_various elements of stagecraft. Four central

social milieu or a stultifying cqalition between church and state;
religion as either a source of spiritual comfort or a cause of great

tensions, exile from, or exclusion from, the established communities '

T4

—

-0 Casey s dramaturgy and determine whether there are specific periods in iuyj-

which one or more styles predominate As well we can assess the overall'

impact of his synthes1s of disparate elements of’ stagecraft ‘especially
those associated with Naturalism, Expre531onism, and rellglous\symbolism

i S

and ritual. C -
In Act I of four of the plays, the immediate realistic environ-

ments demonstrate the influence of tenement life upon the ndtural impulses
’ Y
of the characters. In Juno, the Captaln is interrupted when he tries to

ol

prepare“his breakfast in The Plough Jack s and Nora s 1nt1mate love

scene 1is disrupted by the entrance of Captain Brennan; in The Tassie,

,Sylvester and Simon must move'away from the fire when Mrs. Foran "borrows"

it to cook Teddy's dinner; and, in Red RoSes, Ayamonn and Sheila have

. privacy for only a few moments before Brennan'sventranCe. The overall
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impressions produced by these realistic interruptions are that tenement
life afferds mno privacy and that the inhabitants live in a c¢laustrophobic
envivonment that dictates their actions.

¥

AAId all of thg gléys, thejéﬂaréccars who aré!mosi inhibited b§
thg,f§fces in the play Qoflds are F%e YOun%,»and 0'Casey developé the
theme of the suppfession of y6uth E%’véfibhs‘ways. In Juno, Johnny and
Mary are both iﬁfluedcéd by -the poverty chatlis c3dsed/by Boyle's
~alcoholism énd preCentiousqggs. Also,IO'Casey suggasts tﬁe religious

L ;
repression of the two youn

People by symbolically linking their

1

;harécters to the statue of:thé Virgin. In The Plough, Nora's hopes for

a-life of privacy and comfbrt are shattered by the political realities of
3 . R

’ 1916. lO'Casey uses the sounds of marchers and the sight of thé'burning

buildings to indicate the forces that deétroy her dreams. Harry Heegan's

3 T

~lustiness and braQadd {n Act I of The Tassie are tradgfbrmed into self-
pitying rancour because of his war experiences. In Aét II,‘O'Casey
ironically presents the reélity of WOfld'War I: Christians slew other
Christians in a confliéﬁ that resembled a profane mass. "His exbres ioﬁ-
istic presentation of :pis masé involves the chéhcing of the soldiers

under a life-size crucifix and a Credo addressed to.a Howitzer,/ Jannice,
[ —_— * A

in Within the Gates, i§ sw§yed by a number of representativeg/of
orgéﬁi#ed religion and is~steeped“in the fear of damnation because of her
convent upbringing. The songs at .the beginning ofveach_Scéne reflect the
inner changes in her‘chargcter ;s she seeks spiritualvfulfiliment}
However, the sounds of‘cﬁeiharching and chanting of the ngn-and-Outs
£i11 her with dread because she fears that she méy sink into the same

despair that characterises them.  In Red Roses; Ayamonﬁ is killed for

defending his belief in_the_workers' cause. Also; tﬁe destruction of his
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o\

cross of daffodils represents the rejectionJO% both art and;qatd{él

However, because his spirit of defiance lives on, Red Rosesghas'the most o

hopeful ending of all six plays. - The‘anti—pastoral setting and.the total

R ‘ ) Cea

- power of Father Domineer inhibit the youthful gaiety of the‘ybupg women

$0

in Cock-a—Doodle Dandz, The religious ritual of the exorcism of

Marthraun s house represents the ultimate victory of the repressive forces.

Thg theme of religion as a source of spiritual comfort is
present’ in each of these plays, but o' Casey often presents that comfort

o

as.ineffectual in 11ght of the characters actual—needs. Also, hlS o
. - 13 \\ . . .
' CON
- presentation of the Christigp\rellgion sometimes ironically 5uggests that
a\doctrine of peace can be the source of bitter conflict +In Juno, 3
\

e

Johnny's life is symbollcally dominated\gz\t:e statue to the Vlrgin# and

the extinction of the votive light in* front the ‘statue prefigures his

"death. Whatever peace he does attain comes from his\relifi:p, except t
when he sees Robbie Tancred in front of the statue of St. A'tbony; As

‘well, Mrs. Tancreqfs»prayer,'reiterated by Juno,'stands as a moving
shpplicatiop to end the civil strife in Irelend. ﬁeligion in Tﬁe Plough .
is presented as an'inspiration for the insurrectlonists in 1916. The

- Speaker- likens the'Feniahs who died to free Ireland to martyrs who‘gave
their lives for a pOliticel cause, and hls speeches contain symbollc
overtones of the noble sacrifice both of the insurrectionists and.of the .
SOIQiers-in World War I. In The‘Tassie;‘Harry's line "lhe Lord_ hath

given and man hath taken away" (p. 102) echoes-Juno's "Ah, what‘can God *

t R

do agen the stupidity o “men!" (p. 86). In both cases, man's manipulation |

of religion is indlcted, not the actual precepts of the falth Also, the

‘0utstretched arm of the crucified Christ in Act II of The Tassie suggests

!

that the founder of the.faith seeks comfort when He witnesses the wanton

I

“
5
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slaughter that is being carried out .in Christian countries. The sense of

l*the corruption of the true message of Christianity also exists in Within

#

'L\the Gates. The Salvation Army Officer, the Bishop, and the Evangelists

= all spgak of the d00m that will come to the unrepentant. 0f the repre-
Q
o sentatives of organised religion, the Bishop is the most 1mportant to

Jannice, and his spiritual growth suggests that he has fealised his true

vocation. However, -his willingness to Let Jannice sink_into despair-with

+

the Down-and-Outs imoiies that he can grow only so much in the confines

-of a systematised religion..'The Rector in Red Roses is' the most tolerant

“

of all the~clergymen in these plays. Set against him, however, are the;
religious bigots”Foster,_Dowzaro and~Roory. .The first_two seek to deny
Ayemonn's mothef.the comfort of having herhsonlwaked in St. Burnupus.
Tge'other, a Cstholic, represents a narrow nationalism that sees indécency“
"in anything foreign. Also, part of Ayamonn‘s conflict invoives the fear
_ that Sheila Eeels because her narrow-minded Catholic parents objeot.to .
‘her seeing the .Protestant Ayamonn. This narrow-mindedness and the

isolétionism of‘CatholiciSm totélly dominate the play'world in the Cock.
Father Domineer's power 1n stopping the joyous dance and killing the

’

lorry drlver in Scene II represents O' Casey s assessment of modern
Ireland. It is a land so bound up in the fear of anything unholy that

innocent joy and natural relétionships between young men and women are
o ' . ' - '
- assessed as manifestations of evil.

[ ”

N

Because of the great.tension causedvby the repression in the

L)

play worlds, each play eunds with a voluntary exile or forced exclusion of
characters from the established communities In Juno, the two Boyle
women leave at the end, signifying a Libegation'from,the fantasy and-

indolence of the Captain. As well, Mary's unborn child may have a chance
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. to grow up surrounded by affection rathe than by the alcoholic swaggering

:: tof Boyle and the harried frustration of j&no " In The. Ploug the men are ;_;,
forcibly evicted td be imprisoued Bessie dFes, and Nora . is taken from A

th attic room. No tenement‘inhabitant isfleft on—stage at: the end of

the play, a situation which suggests the total transformation of

[y R
%

everyone's life by the Easter Rising The" Tassie ends with Harry 's. and

Teddy s &eaving the celebration at the football club Their departure

i S

signifies a liberation of sorts because they finally face the handicaps
.. that prevent them from enjoying the fullness of life‘ Jannice~diesumaking§;
the 'sign of the cross at the end gof Within the Gates, and the Dreamer

)y -

.,gOes slowly off as the curtain comes down'while his’ song to her is being

_played. There is a. suggestion that she is finally at peace and:that'the

<

Dreamer's song Will allow her beauty to live.on Likewise, Red Roses:
~ ends with Ayamonn s song, which is: played by Brennan Just priorftd.the

song, Sheila finally rejects Inspector Finglas énd realises_the importance

.

s of Ayamonn's sacrifice. Through both the.song and Sheila s open defiance,
.‘\,.,- . ) 3
'Casey Suggests that Ayamonn's art and his spirit will continue to

]

ihflgence the Dubliners in their quest'for a better life. The exile in

,'Ehe Cock is both forced and voluntary “Loreleen is banlshed from
_Nyadnanave, but she gets suppert from the other young and vibrant - o
characters In the end, Robin plays a love song as . he leaves the stage

® The final scenes of each play also afford a v15ual commentary

A e

v

on the ultimate fate of each community. The dark and barren room at the
end of Juno reflects the dislocation of the family and stands as a symbol }
of the '"chassis'" in Dublin during the civil war.. The'fantasies of the

- two drunken men may sustain them, but their fecklessnecs can no longer

influence the entire family. The burning buildings at the end of The
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Ploug symbolically reﬁlect the inner madness of Nora and the realistic
destruction of Dublin. As well, the ironic counterpoinc of the Tommies
singing of -"Keep the Home Fires Burning” while they occupy the attic flat
suggests the totality of the-alteration in the lives of Dublinere and
foreshadows the eneuing years of bloedshed that fihelly"led to Trish
independence. In The Tassie, O'Casey has Teddy and Harry exit into the
garden as they leave behind the gaiety and ultimate arg;ficialitv of the
celebration. The open neglect that the other characters show toward the
men.who‘suffered in the war suggests‘an unnatural lack qf tolerance and

. . {
appreciation. The ending of Within the Gates shows a play world

dominated byithe despairing Down-and-Outs, who stand in stark contrast to
the eelebrant; of natural beauty and joy,lJannice end the Dreamer.
Because of.the lose of these twe characters, the communit;>in the park

\
loses:much bftits épir%gual 1ife. There is the SUggesgion ef a dirge in
. the final seene of‘Rethoses when Brennan plays Ayamonn's song, but the . .
overall impression is‘that Breydon's sacrifice will positively influence
the workeré However, that 1nfluence may prove 1n5ufficient to overcome ¢
the repression of Finglas and the hlgotry of Foster, Dowzard and gLory
The ending of the Cock shows Ireland at its ‘most desolate because the
victory of the narrow;minded Roman'Cetholics'represents the defeat of
natural gaiety\andvthe.loss ot appreciation for‘simple beauty. The
exuberant characters who 1eave go out of the desolate garden, suggesting
that ; world that cannot appreciate youthful and natural impulses has
already died, Marthraun's pose at thevend, with his head down on hls
arms, sdggests that there is'littie spiritual life left.

In terms &f technique,'the presentation of religious symbolism

and ritual is part of all six plays. In Juno, the statue of'the'V;rgin,
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egpecially near che end of Act II, when the Hail Mary is"heard from the‘
mourners during Tancred s funeral, symbolically relates to Johnny's death
and Mary,s pregnancy. The prayer stands as an inverted annunciation as
regards Johnny and a straightforward annunciation in relation to Mary.,
O'Casey also uses ahstainéd-glass picrure pr the Virgin in Act II of The
‘Tassie. However, the figure in the war‘zone is "white;faead [and]

nearing a black robe" (p. %5), suggest;ng that she is in mourning for the
warriné Christian armies.’ Also, fhe figure of Chrisr has its arm out-
stretched towarn the Virgin, suggesting that the spirit of the religion

is essentially maternal, but its earthly manifestations have transformed.

¥

it into the repressiveness represented by the Bishop in Withén the Gates

Asnd Domineer in the Cock. The third qn—stage presentation of a figure of
}:yw\p . - )
the Virgin is in Red Roses. The cdlours of the statue that Ayamonn's

neighbours carry are faded at the beginning of the play but are restored
to their full brightness by the Protestant Brennan. Also, the statue is
" referred to as having sacriflced "Her crown an' Her blue robe to provide
for.Her peogle's need" (p. 137). 'The theme of sacrifice applies directly
to Ayamonn's ultimate sacrifice for the Dublin workers. The statue‘ef
the V;rgin>is explicitly linked to the city as well because of its trans-

formation and because her crown is likened to the towers of Dublin. The

-

'developmenc in O Casey's’ use of this religlous symbol, from its relation-
ship to the realism of Johnny's, and Mary s suffering to its presence as

an observer and mourner in the war zone to its visual evocation of not
. J - t : .

only one character's story line but also his expressionistic vision of a

transformed play world, indicates the increasing complexity of O'Casey'’s

uses‘of religious symbols. -In Red Roses, the statue is dinked both to -

 the realism df the dramatic action and to the expressionism of Ayamonn's
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vision.

3
n

The glaywright's presentation of religious ritual also becomes
»

more complex in its relationship to the dramatic action. Tancred's
funeral, especially in its juxtaposition to-the Boyles' party, both
reminds the audience of the reality of the civil war in Dublin and

foreshadows Johnny's ultimate fate. The worshipping of the Howitzer gmd

the chanting of the soldiers in Act II of The Tassie-allew O'Césey
satirise the nations who fought one another under the common banner of
Christianity. But the rituél is essentially external to the dramatic

acﬁion. In Cock-a-Doodle Dandy,. theléxorcism of Marthraun's house,

‘ipvolvgng flashes}of lightning and the shaking of‘the entire buiLding,
stands in contrast go the influence of the Cock, who disrupts the house)
in Scene I and.Troduceé'a great wind that immoBilises his opponents in‘
Scege I1I. The'on-stage presentation of all of these fan?astic devices
indtcates the central conflict of the play and allows'O'Caséy to commént
on the woeful state of modern Ireland when‘the Tricoloﬁr falls during the
exorcism. The religious ritdal becomes an integral part of the plot and

visually indicates the fate of a nation that actively suppresses natural

and youthful impulses.

.

0'Casey's characterisation also undergoes a significant change.
o~ : ‘
The essentially realistic characterisation of the Abbey plays gives wly -
to the expressionistic representation of types who embody social,

political, or philosophical stances in.The Tassie, Within the Gates, Red

Roses and the Cock. However, there are suggestions of this development

in characterisation in both Juno and The Plough. The Mobilizer, who

summon’s Johnny to the inquiry into Tancred's Etacb, represents the

Republican cause as well as suggesting Johnny's ultimate. fate. The
! u
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stylisation of the three freedom fighters in Act II of The Plough
indicates t®e subjugation of individual will to a quasifréiigious
political cause. 0'Casey extends this senih'of the sugjugatioa of
individual will in The Iassie by presenting the anonymous soléiers in,
Act II ;n§ by developing Harry's characﬁervmostly through the way in

, . v \ n
which the more realistic characters envision him.  Within the Gates also

suggests this loss of individual will th;ough the meéhaﬁical chanting and
marching of the Down~and-Outs. Also, there are types who embody philo-
sophical stances: the Dreamer espouses the appreciation of natufe and
art as the nfost sighificént means of seeking knowledge and spiritual

comfort; the Atheist relies on reason as man's ultimate path to an under-

i
\ . AN .

standing of the world's mysteries; and the various representatives of
religion espouse different approaches to the worship of God, from the
fundamentalist Evangelists' message of fear to the Bishop's attempt to

unite the secular and the spiritua) in his desire to present his church
ives a realistic dimension to at least

. as brogresque. However, 0'Casey
one maln character. The Bishbp exper}enées a spiritual rejuvenétion when
he realises that Jannice has as much élaim to eternal peacé as have the
supposedly pious Catholics represeﬁted by his sister. .The characterisatior
in Red Roses involves the presentation of one-dimensional representative
‘types as projections of attitudes that éxisc in‘thé'more fully realised
characters. For example, Foster and Do;zard reflect :the extremity of the
anti—batholié sentimeJCS of Brennan,'and Roory displays the xénophobia
and.puritaniﬁm of ﬁhe Irish Catholic characters. In the Eggk! the datural
joy in 1life ;s represented Ex'i éantastic character, ?efyaps suggesting |

(as do ché Dreamer's name and Ayamonn's death) the impossibility of

actualising such an uneqqivocally positive attitude. Set against the

0
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Cock's joyousnéss is the whdlly pernicious influence of Domineer, and the
. 4 \
contrast bgtween these two charactefs suggests that a pagan celebration

of nature is-far superior to the misguided practice.of a'religion of
‘peéce and géod&ill. )

The characterisation in these six plays, then, mqvés away from
the essentialiy'miméﬁic nature of the tenement inhab;tqpcsiin éggg and
The,Plsugh toward the ultimately symbolic characterisaﬁfon of”Che{QgéE.

e . ' ) hed
0'Casey allows himself much more freedom to comment upon various
philosophies when he uses the expregg}oniscic representatives, so his’
development o‘ theme through characterisation be;omes much more effective

[y

in plays suchqas’Within the Gates and Cock-a-Doodle Dandy.

0'Casey's use of lighting also indicates a development in his

. dramatic technique. In The Plough, the gasolene lamp in Act I represents .

& .

industry-and improvement because it gives light to the men repairing the
- ’ )
?

street. In Act IV, the external light is projected by the burning
buildings of Dublin and directly presents the destruction and chaos in
the city.- In Act III of Red Roses; the expressionistic projeé&ion‘of

A?amonn's vision of the new Dublin bathes the éity in regal cblours.‘
_— Act IV of The Plough vis&glly presents the shatte;;dﬁdfeams of the‘
%gsurr;ccionists as wgll’as reflecting the breakdown af Nora's mind. The
external world comments upon tﬁe interior, but the inner vision of.
Ayamonn transforms Dublin in Red Roses, so O'Casey visually presents-a
dream for which the worker§ will fight: Two lighting effects tﬁac are
véry similar are the flashes of thévHowitzer in The Tassie and t%e
\ flashes of lightning during the exorcism scene in the Cock. Both indicate
\Fhe ggeat strugglés, one ph&sical and the other‘spiritual{ that inflhenée‘

éyery character in the plays. However, because the Cock -also produces

o
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lfghcning and .at one point plunges the play world into darkness, the
lighting in the later play can be seen as the expressionistic projection

of. one character's influence on the comﬁunity. Also, the ominous silence

that follows the exorcism suggests that Nyadnanave s fate is sealed by

the exorcism while the weird silence of qhe Howitzer supports the night=

" marish atmosphere of Act II of The TassiJ The soldiers are trgpﬁed

f

world 03 silent destruction. The two plays written during the 19405

contain allighting‘effeoklthat unifies them because it develops a theme

central té both. In Act III'of Red Roses,‘Ayamono's head is {llufilnated
by a shaft of sunlight just before the joyous dance that accompanies the
transformation of Dublin. Loreleen is 1lit in a similar way before she
orgaoises ?he dance in the Cock. Both charecters oltimeCely become
scapegoat figures, bot Ayamonn}s sacriflce proves the more successful

because the workers in Dublin have a greater capacity to grow spiritually
. B ‘ F ‘ o
than do the repressed villagers in Nyadnanave. Loreleen's banishment

rids the community of the influehce of the Cock; but it also depgives the

4

. .
men of the sight of the beautiful women who go with her and the sound of"
Robin's music. !

| vO'Casey also'uees songs in.each of the six plays. In Juno, the
songe»that are sung at the Boyles' partyyare simple renditions of popular
songs,‘noc creations of the characters'ehemselves. 15 The Ploogh, Jackfs
love soﬂg to Nore suggests the beauty a%d tﬁe tranquillity of the life

/ .
“that Nora desires for both of them, and her. repetition of it in Act IV

movingly illustrates her madness because ell‘of her dreams have been
shattered by the destruction thet surrounds her. ‘In the last act of The

Tassie, Surgeon Maxwell's sohg represehts the rejection of Harry and

Teddy by those who can enjoy life more fully. The Dreamer gings a song
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with a similar hessage for the Down-and-Outs nedr the end o(yWith;n the
Gates, but the songs at the beginning of each scene pr%senc the internal
changes in Jannice throughout the play as she seeks peace of mind. Tae
play world commenﬁs_on her; h\( onrx song indicates the defiance thac ghe
feels as a result of the Dreamer's influence. A&amonn's song id Red
Roses provides the play with its central symbol and with his essential
celebration of the value gf natural beauty. The most significant songvin
the Cock 1is the one that Robin sings at the close of the play because he .
can openly express his love foriMafion as long as he does not remain -in
Nyadnanave. The song serves as a welcome to the freedom that the vibrant
characters can ,.enjoy once they abandon the spiritual aridity and em;tional
scerility of the play world.
The songs in the Abbey playé are either set pileces that-support
aME;lebration, such as the ones in Juno, or expressions of the characters'

desires,ysuch as Jack's song and its pathetic reprise by Nora. The songs

that open the scenes in Within the Gates comment on the states of the

play world and reflect the inner state of thg central character. The ¢

others stand.as‘manifescOes;’either for a way of life; such as Maxwell's
;nd the Dreamer's songs to the despairing characters, or for the
celebrétién-of youihfui’énd natural beauty,‘suCh as Ayamonn's '"Red Roses
for Mé,f the Dreamer's song to Jannice, and Robin's song to Marion.
Progressively, then, the songs emaéace from the cﬁaracters' philosophies
o; life or become lyrical expressions of their deep feelings for the

beauty of the women and the wonder of nature. .

Because 0'Casey uses such a rich combination of theatrical
techniques, his drama often contains startling juxtapositions that cause

drastic changes in the moods of the audience. For example, the party
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rrupted by-fhekgrieving ﬁfs, Tancredv‘ The audience

scene in Juho'is”i ‘ .
‘ . 7, : ‘ AR
is forced to shift®§rom the humour of -the Captain's fantasies about Yogis

I
'

éhd Fhe happiness‘exbressed?in the woﬁen's’sohgsﬂ;d the>adgui$h of Mrs.
Tancredfs mqvi%g prayer. Bo;h;the célebra;ioé éﬁd the Egneral procession
reﬁreéentjfeaiisﬁic dr;M}t?é action. In Red>Rosés, O'Casey mixes sﬁ§1g§
in‘Ac; iile -Just'before AYéhonn's vision,'thg téheﬁént éharacte:s.are
éhdwﬁfin'gksté;e of,Letﬂargy‘#nd désﬁair, ieaning againscvpr sitting oﬁ'
‘Vﬁﬁé bfidgeg- when Dhblin.isftraﬁSférﬁqu‘the‘cha;#ccefs' c;othing,changes,
hjtheir’sé1rits reyivé,'ana‘;hg_play worid bécoﬁes'fuil‘éf‘hope. Af;erbﬁhe
trénsférmacion;uthe poér subéide into- their previqus posiqiﬁhs.’ Thus,

Al

' O'CaSéY'jux;agoées the realism of the'plight of Dublin's poor to the

'ékpreSsionistic‘vision’of Ayamonn, causing the audience to shift from

pity or contempt for thé poor tgﬂﬁonder-whenrthe gorggoﬁs colou;s:bf the
c}ty emefgé-frém the gloom. Whén O'Casey breseAts'£hé central conflict
‘in Scene IIi of the Qgé&, he Gses’decidedly hon—natufalistic'techniqﬁes.
yiThé,the équiictrdurinévthéiexorcism of.ﬁhe housé‘and the high wind thét
immobiiiées the Cockis oéponents shortly after represent,ﬁhé cataciysmic
col}isionAbf two doridsf 1Dominéer's‘violent-suépregsion of all that is
‘natural is<sét'against the fresﬁgess_of the spirit. that ;ﬁ syﬁboliseq by
. the wﬁnd;v>The shgegspowér‘bk the t;o‘fqrces'ié frightéﬁing; but che‘

" Cock's influence provides humour as the piéUs.viiiagers struggle to

N

keep ;heis-e%otcfi;on.

Essehtially; the technique of jﬁktapg;ingfelemencs tﬁat,devéiop

v o » . , B R -

‘impontantﬂéonflictS'in the-plays rqmains consistent;‘ queverf O'Casey.in

ditets thé nacu;e of the elemenﬁs to ;rﬁs;n: ﬁhF‘effects of these

S?nflic;s. In Jdno,'the opposing actions are fealisticﬁin-nature and"u"jf;

'usymbdlic in:felatioh‘to‘the charactefs. Thé Boylesf celebration beéomes "
: ' o
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pOintless when Bentham's mistake is discovered and

v-}

f?Qe tuneral

foreshadows Johnny s death. When O,Casey blends realis?ic action with

4

the 1deallst1c v131on of Ayamonn in Red Roses, the other character are

5
o

It
1nfluencedP but the transformatlon of Dublin remains od the ideal plane

It is a prlvate vision that can give others hope but they may not be .
@
able to effect the transformatlon without Ayamonn s physical presenceﬁ

0

In the Cock .the fantastic devices that O Casey yses to present the

central conflict visually demonstrate the tremendo g power‘of the

opposing spiritual forces: Domineer's essentially malignantiinfluence

and the Cock's cépricious and liberating spirit. The spiritual powers

o

.become visible and audible so that O'Caéey can powerfully illustrate .

that the conflict can alter‘the entire play world.

»

While it can be said that-O'CaseY's.dranaturgy-developed a

great deal between 1924 and 1949, it can also be noted that many thematic

concerns remained consistent.. Also, the chenge in his stage technique

varied more in degree than in essential nature. From Juno to the Cock,

-

- we can discern the bold intermingling of disparate stage elements, but

the later ‘plays contain more of’ the non- naturallstlc devices that allow

S

h1m to effectively, present the dlsparitles between suppre551on and

liperation, hope and actuality, religious sterility and natural fertility,

- and.private and public needs. That the Abbey pleys ‘contain fewer

innovative techniques does not diminish their effectiveness, but

0'Casey's more complex use of religious symbols and non-realistic

devices in the later plays allows him to presentiplay worlds that

~contain archetypal associations. These associations help him to

universalise his consistently expressed themes and to extend the

-~ significance of his characterisation. Through these eéxpressions, 0'Casey
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can present his assessment of relative values in relation to m
\

existence.
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