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ABSTRACT

For the purpose of judging all aspects of
literary quality in any given work--in this case, James

Reaney's trilogy, The Donnellvs--the practical critic must

distinguish betwen artistic p%inciples (matters of taste
and opinion) and critical principles (matters subject to
evaluat%on). Many o% Reaney's critics, by failing to take
into account the mechanics or the "how" of writing a drama
for the staqe'and by concentrating only on the "what" or
the content, have simply been seduced b; _Rgﬁney's own
archetypal pre-occupations. These critics argue
exhaustively about the meaning of the content; many have
no&hing conétrdctive to offer. regarding the form of
Reaney's plays. - Oﬁly recently, in fact, h;ve the formél
concerns of structure and st§le in dréma come under the
scrutiny of a few .discerning critics. Indeed, Reaney

'%%himself, when he‘assumes the hat of critic, also focuses on
the mythopeic rather than the formal quality of the &ork.
Consequently, he too overlooks thé critical question of
whether or not éhe form of literature kbther than his own)
is an organic expression of content and theme.

For the critic who deals with formal concerns,

analysis of The Donnellys is most readily accessible by

dividing form into two areas which are the following:



structure and stvle. Since the dramatic structure is
co%cerned with a ‘planned Sefics of events, Reaney's
'gyroscopic arrangemen£ of the :rory of thé Donnellys
represents an exploitation of various aramatic conventions
(Acschyleaﬁ trilogy, Greek chofus and epic theatre) for the
ﬁurpose of making a tﬁématic statemént.? The style makes a
thematic statement, as well, by‘determining the manner-in}
‘which the events are presented. ‘USjng.pfopsvas instrumentg
of stage metaphor;‘ music (éSpenialjy the balléd form),
language, plus genefic styles (melodréma and docudrama) ,

Reaney expands' and reinforces the gyroscopic structure of

The Donnellz§ at the same tiﬁe as he underlings the meaning
of ‘the archefypes intriﬁsic in the work.

The drématiqbfdrm of the trilogy--its stfuctUre
and 1its Style;ffunctions as‘van expréséion of Reaney;s'
creation of a Self—chSCious 'myth of cbmmhnity. Formal
evaluatiOn, plus .consideration offsome Qf the_archetypes

' ﬁpon which Reaney draws,. combine to allow a compiete

analysis of The Donnellys according " to _ﬁhe_ tenets of
practicai c;itiéism. This study is now adéquétely‘brepared'
to. judge the literary richness “and vquaiity of Reaney's
. trilogy. Thergfore, by calling on stylistic.and étructural
evidenée‘as sﬁpport for»thg complexity and success'of,the'
drama, énalysis shoys that = Reaney's _trilogy méy be-
appreciétea by persons of several éhilbsophical.

'points—of—view, not only those who are archetypists..

VI-



Preface

This study examines James Reaney's tfilogy, ID§
Donnellys, according to the tenets of practicallcriticism.
tt preéents an énalysis of fhe style and structure "of the -~
.three plays for the purpose of "identifying énd évaluatinq
theif~achievemen; as ' mythopeic dramatic literatﬁrei

The . examinatién begins by establishing  my’
éritical method that distinguishes betweerd artistic and
Cr;tical principles,-thqf§pe the provihce of thé writer,
- the other the-provihce éf the evaluative critic. In Ehis'
;contekt a selectién’of recent-ﬁeéney critics'ére adélyéed
Qifh a.spécial focus on those who concentrate on themes and
archetypes ‘(fhat is, thé értéstic 'principiés of ‘the‘
playwriéht) at the expense Qf-fogméi concérns. Reaney'é-
own critical-habit of airing his artistic‘briﬁciplgsiin
lieu of formal:analysiS‘concludgs‘this introductofy'phase
of the study._ - | |

| The body ‘of\ the .thesiéb~firéfﬂ_céncéhtratésv'ph .
aﬂalysis offstfﬁcture_and secénqiy_bn‘aﬁélysisnof;étyle.u
on 'thev ﬁa?tér bf sﬁrhcturé, UBeéney‘s :uSel'of' sé?érgl'
establiéhed dfamatié‘conVentioné is diséuéséd (fof'éxamble?.
Chofus, tfilogyfformat, épisodic;paftérﬁsf;v_On thélmétﬁer;

' bf' style, bo%h ﬁﬁeétricalf‘and'_Litérafy feétureélnaré;
scruﬁini;éd~ (for- exéhple, ' stage . metaéﬁor[ | balléd ~
con&entiéns, docudfaﬁatic and'meloarématic één%es)L”JWhilé3"

Vi .



: \ﬁ
. v 17
haoth categories of analysis are ultimatgly focu

e T

archetypal themes and mythic diMensions”tlat

,,’".‘.

W o

Reaney's vision, formal analy51s 13 offered as“@n essentlal

N

. SR
prelude  to final critical udgment.« ThlS é\amination;

2

therefore, concludes with comment on the nature and quality"
of Reaney'sbcommunity myth—making, comment derived from the

v

Foregoing analysis. -

CVIII



Acknowledgements

' |
. My gratitude and thanks go to the many persons
without ‘whosé help I could never  have. attempted let alone
completed, . this thesis. My husband Ove, and all of my
“immediate and'extended family, appropriately encouraged me,
pushed me, or left me alone as the occasion warranted. My
supervisor, Proféssor Diane E. Bessai, herself very much an
authorlty on James Reaney's plays as well as Canadlan drama

in . general,.  was always - apprdachable, . helpful . and
interested. - Professor Jamés Nelson spent several - hours
helplnq me improve and. clarify my arguments Sylvia Berg:

klndly proof-read the peénultimate revision. . And, as the
saying goes, last -but.not least, thanks to Connie Baker who
.with patience, willingness and skill, typed- this thesis.




CONTENTS : S

e ‘ . L \ o
Chapter, - ‘ ' o - .. Page -
1 Crltlcal Stance and Summary- of Cr1t1c1sm S |

T Introduction. ... ice ettt vt e e e . e e o L-
II. The Function of the Practlcal Crlth ...... [ I
"III. A Summary of Criticism............... e 11
Iv. Archetypal Criticism...... Tl cieiteeennnnn Cee. .. w328
2 Structure. ‘..~;.;.1;2,.:;...u.L;.....;.;;...;...., ..... 36
‘I. Introduction........ T 36
‘II. Dramatic and Emotional Structuresu‘ ........ we.....38
III. The Chorus.,.- ..................... W ee e e “e...bd
IV. Structure and Myth.......;....;....;.g.,..:...,.75
"3 Style9l
" "I.. Introduction. e e e e e e ..91
."II, Dranmatic Style theatrlcal and llterary..;;;,..92
III. . Style and Myth........... e e e e s et et -129
4 Summary...'.:.......;....;;L;q..,.:..,;..* ..... e ‘141
I. Introduction............... S e ee e T I 3
. II.. Structure.and Style............... P R I
IIT. Consclous Myth- maklng ..... S - 1)
*-*,* ’ )
Blbllography ........... v et e et e feese e 156
. X



l' il

Critical Stance and Summary of Criticism

v . o .

I. TIntroduction.

mhe thrust of this chapter 1° dlrected baqlcally

-~at three anects of crlt1c1qm whlch pertaln eJther dlrect]v :
Y .
or ,;ndlrectlv to James Reaney S trllogy, _The Donnellys.-

1

Briefly;‘the thfee areas may be deecfibedjin'tho fpilowing\;v

. manher:_ ‘thef’firét»’isf an outline- of the~,precepts"of noo
 apractical‘(fatheﬁ than theoretical),criticiem/feﬁphasiz{ng

)

.the " neeéd for the practical critic to - analyze - form
"(Structure and.stylef as weil.content}fthe.%eEOnd:lbokS’
summarlly at the crltacal materlal whlch has been wrltten -

r

'about Reaney s drama, espec1a1lv7 The Donnellvs;'the tblrd

.takes the . posltlon that the seductlve nature of archetvpal

‘~cr1t1c1sm (as lllLQtrated by Reaney 5 Oown rrltlcal wrltlng)*
I i "7

~'tends to produce-a rather“narrdw, self serving analy51s of
allterature because the cr1t1c1sm is motlvated by the same‘
~creative principles as the literature.

1T The Function of the Practical Criti&\ 2

' With the exception of two Qrﬁthree publiShed



hooks, generally written on his earlykpoetry and drama, .

most criticism of James Crerar Reane?'s _The Donhélly
Trilogy exists in essays and .articles which have appearéd
at random in a varicty of Canadian jourﬁals'over the past
S1X Or -seven vyears. Because 'éf the sporadic nature of
periodical criticism, bhoth casual readers as well as the
student of Reaney's work often find that the critical or
theoretical understructure of then essavist-critics who
write these articles is difficult to ascertain. HdweV“f
: éxcusable, this ad‘ hoc: situation 1is un%Ortunate. It 1is
unfortunate because not only does a critic's staﬁemen£ of
position h¢ 'p the .critic to organize his.OWn thinking but
it also guides the student in determining the Véluenpf a -
particular piece in r ‘1 to his own field of study."Eéf -
example, many articls=s pur,.orting to bhe a‘discuss;or uiout ,:
the structure of a Rea: 2y “lay end up by waxing eloqﬁ;xtlf_A
on mythépeic themes wicirout explaining why, how, bn if,
Eonﬁent and Structure.are re;lated.l To avoidhddnfusipn,

and even.sometimes disappointment, the critic should ensure’

that his commentarv is based on a pre-defined critical

2

1 See Ross G. Woodman, James Reaney, Canadian
Writers number 12,. New Canadian Library (Montreal =~ and.
Toronto: = McClelland and Stewart, 1971), in the chapter
"Art and Life", p. 47. (This reference will .be further
expanded in a discussion on specific critics.)




position. Thus, ‘even if his hypothesis. turn’ out to be

. ’ . o 5 o ] S
untenable ; "for some . persons , at least - the - resulting

anélysjs lrdn and " qhould be consiétent and maybp éyen'
helpful when v1ewod under its o&n_termé. It is”éafe, bﬁt
alas not Ye%y honc t whcn, a. érikic"assumps the séme :
prérogapives,as’the ar?ist and'éxpéCts}his point—of¥yieQ.
Will be férreted‘but‘ﬁy btherycritics. Achpdinqiy, befora

attomptlng to evaluat@ the” quallty and naturo of eom@ of

\the"cr1t1c1sm,wr1tten-about The Donnelly Trllogy, va1ll”i

'

have to . set forth my criticél position'-py making a
declaratipn  of' cpiteriar','Adbefencel‘pa the .folﬁowiﬁg
iCriieria p¥odpce§'abpoéitiéhVWhich wiil»co]ouz ﬁy respohse
to Reﬁneyftﬁé plgwaight;' The pra¢tical crifibisﬁ which i
intend to éutline, agéosition which iﬂcludés.cbqéidepa;ion,
of.‘strucﬁure and’ style as well as an interest; ini an
historicéTblpérséectivé, will both affect  and effect  ,my .

\judgment on the work .of critics who have written about ’

Reaney's trilogy} The Donhellys;,

7

2 Crltlcal p051tlon does” not have to “be
rellqlously published with each article ar essay. Nor does
the p051tlon have to be ldlosyncratlc as ,there are many

"schools" ,of criticism. Basically, a critical position,
separates the practical Crlth from a mere reviewer.

_ : 3 An historian may not find a' thematic approaChN
to literature useful, but he could hardly dispute- another
‘crltlc S interest in theme. .
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-A.pract{cal critic has to studv.two maps. ‘Unlike
an artist-whose maior concern is only-with his work, a
critic must know whakt constitutes good art; and, he must
Aknow‘what qgnstit;tos éood critiéism. Thercfore;vwhy not
wéopafato the domain of the artist. from the domain of the
practical cr&tic‘kéilowinq of coursé, tﬁat the two do not
have to be mutually exciusivoX? The)concerns of £he first
area can be loosely désignéted. as "éftistjc priﬁqiples"f

concerns of the second- area - then become ‘"critical

)

principles”. Failure to appreéiaﬁe~the difference between
criticdal and artistic principles_pfovides the first major
éitfall for the ptadticé1 critic. | |
Thé pitfall oc;urs becausé artistic principles,

often .in theléuise of critical principles; ége frequently
‘p?esénted as ' having been formulated and written By the
artists themselves; Tthe Bookslof ;criﬁiciém", pfetondinq_
'tovthebrize oﬁ'the state of éripé?ism,_are more ofﬁeﬁ‘thén
:'not an égtist's manifesto on "how tq read my work".4“The
material can be a gohd source of insight as long: as it is

’

" recognized for what'it is. However, some of ‘these

\

Margaret Atwood's Survival, D. G. Jones':
Butterfly on Rock, George Bowering's, "Metaphysic in Time:
The Poetry of Lionel Kearns" seem to fall 'in this category. -
Lest this claim about the artist's manifesto sound too
dismissive, I should hasten to add that a critic should
.neithef be overwhelmed by nor ignore these analyses.




manifestos which explain how to "better" read an arﬁist's
work are written not by artists but by critical theorists.
The most famous Canadian exponent of artistic principle is -
Northrop Frye.s His theories on mythopei%} modes - are

essentially more helpful to artists than they are to

critics; and, his Anatomv of Criticism--despite the title--

more  properly may be considercd to supplvy "artistic"
instead of "critical" tools. This claim 1is made becausé
artistic principles ‘appear to be concepts which relate to
"what" (theme and contént) is being said rather than to the
‘mechanics or to the "how" (form) of saying. Artistic
‘principles ‘involve‘ those = subjects which arise from a
particular study:. ‘ history, sociology, psycholaogv,
oconomics, philésophy, mythblogy. Artistic principles seem
to emanate accofdinqlv from the belief or from the idealogy
'Which motivates the art; therefore, those matters yhich

relate'tQ theme or content will be called, for the purposes

_5 Any theory, including structuralism, or
post-structuralism, which attempts to explain literature
(or tries to improve literature by demonstrating that a
novel is written.according to certain linguistic concepts),

~is here designated as "artistic". These theories, while
“hoping to explain why classical and modern masterpieces are
great works, cannot distinguish (are not equipped to
distinguish) between the great and the mediocre.
Similarly, while every artist presumably would be great if
he could be, not every artist 1is (great. Critical

principles provide the tools to distinguish and evaluate
all art whether it 1s romantic, formulistic or mythopeic.



6

of this paper, artistic rather than critical.:

Artistic principles arn cquitab[o and apply to
all genres or‘structuros. Psychology, history.or myth can
turn up with cqual force and validity in poectry, drama or
novels. Because ﬁhcro no longer scems to be a right or
wrong subject in literature, identification of artistic
principles in a work dives risc to subjective words such as
"

"authentic" or "genuine." A critic may sav, "yes, history

was like that6 (or, no it was not)," or he may say, "ve:s,

some people are like that/ (or, no they are not)."8

Verv often artiszic principles are difficult to cvaluate
(rarely can a critic say that a particular poet should not
write about'history or about mythology) ; phérefore, criﬁics.
~when writing about theme; tend to treat ébntent' as
something to be explained or paraphrased instead “of
assessed. Nevertheiess,g the crditic is 'well within his

fieid of expertise when he identifies  and explains (even

" paraphrases) conteht and theme in a poem, novel or play.

A

6 e.g., authentic.

7 e.g., genuine.
8 " ® T N " s "
Authentic" and "genuine" seem to be words of
"feeling". These words connote "fact" only when they are
used in conjunction with textbooks on history or psychology
or works of evidence extraneous to the literature in

question.



Tf, however, the critiC'f@ols Eiﬂ Jjob 1s finished after he
has diséﬁssed artistic principles (those things which
constitute the hwhat" or the content of literature), he 1is
in danger of failing to meet ‘e néedS'of good éfactical
criticism even though hé may intuitively recognize goog

art. Essentially therefore, criticism must be able to make

judgments.

-

Practical criticism “explains and evélgates
artistic principles (themevand/or content) by‘explicating
style and form. Consequently, while a critic;mayTthihk i£
pretentious to den{grate‘a novelist for;tacklinq,_say, the
ramifications of a specific sociological phenomenon, the
qrjtic may point out after enucleatiﬁg styvle and:form froﬁ
theme why the content i1s not handled well or adequately.‘
Mofegver, analysis of style and. forﬁ, sﬁoﬁid éerve és
support for a critic's' argument regarding the artiéﬁiq'
prinéiples in a work. For example, because a playwright
repeats a concrete image - throughout his play (é matter of .
style), that iméqe t;keé on a greatef than ﬁéﬁal‘
significance; noting suéh significance enriches the meaning
éf the work as well as proves the position of that critic
gWho‘ is activelvy vseeking“ a definitive thematic
iﬁﬁerpreﬁation.

Thé\précﬁical critic may. worry about confronting

a greater problem with theorists when he tries to defend an



analysis of géﬁro or” form aé Somethin%\wﬁich'exists in
itself. .The difficuity is a semantic one ifvolving the
questipn "of whether or ﬁqt genre 1s a proper term and
therefore a proper object Qf study. It séé%siludicrous for
the practical critic.jto be backed into a corner by
proponents of "organic fonm". Theorists from Coleridge to
Croce would like to force theif fol;owers into denving the

existence of sonnet, ballad, epic forms on the basis that

"good" wpoems grow 1liKe flowers.9 Nevertheless, the
theofy of "organic form", just like all artistic
principles, has a tendency to become outmoded. The rigid

sonnéfeer is entitled to as much réspect for his artistic
principles as the romantic lyricist. | Tf Onéi poem 1is
superior‘to another, the proof of superiority}should be
based on more than the neQ—cléssic or romantic idea of good

. taste and decorum.

The “ranscience or fashionableness of critical

theorist schools "5 out the most persuasive argument in
support of dcfin- he difference between critical and
artistic principles nadian critics, especially, should
Samuel Ta l¢ Cole. dge "on the ' Principles
of Genial Criticlsm <cncerning  tno Fine Arts," in
Criticism: The Major 7Te2x 5 ed. Walter Jackson Bate

(New York: Harcourt, Bruce nd Vorld Inc. '1952) , pp.
364-375. o . : ‘ S



learn to appreciate the difference. between art and crit-
icism because literature in this country has traditionally
heen accused of so many "new beginninqs*.lo Poets
(writprs) of the past are continually the object of

critical and public abuse, dismissal and re-evaluation.
Often - the abuse is based on false grounds. In other words,
some poetry has been struck temporarily from the canon
becauso',,critics, have qqartellod with the artistic
principles inherent in the poetry not because critics have
identified some of the‘poeA's stvlistic flaws or failure of
’expression;ll So rapidly is this fashion-parade of
aftistic principles changing that some literature is being
dismissed ecven before»‘it haé been abused. This nearly
frantic assessment and ~re-assessment keeps both the
insecure poet and the critical‘theorist scrambling to keep
up with the latest trends.

Perhaps trends occur because society places so

10 Alfred Bailey, John Sutherland, A. J. M.
Smith, to name a few, at one time or another have extoled

"new beginnings" instead of a Canadian tradition. Their
opinions appear to be based on theme alone. ~
11 '

’ I 'think Archibald Lampman's poetry suffered
for a while because critics did not care for Lampman's
artistic (transcendental) principles; and, therefore, these
‘'same critics did not bother either to analyze Lampman's
transcendalism or his poetic style. The poetry of Reaney
is in danger of suffering a similar fate because Northrop
Frye's theories are now under fire.



10.

|

much value on originalityf—sdmetimes at’ the expense Qf
excellence. Even so, artistic princiblesl‘(all that
emanates from the theoretic scﬁools of\qriticism’ serve a
valid philosopﬁical function - fof the artist and the
practical critic. . Fdr the time being .one ﬁusﬁ put aside

the huge guestion of how exactly the artist influences and

is influenced by critical theory. Criticism-as-catalyst is.
a matter of endle§s speculétion. However, the‘préctical

critic should be wary of theory. Thus, while recognizing

the influence of something as complex as thematic study on
art, the critic should use such prescriptive theory as ohly

one of .a series of tools that will facilitate careful and
17y . ' N

extensive analysis of 1literature. ~ The importance of
criticism lies in its ability to be comprehensive. The

critic should constantly be aware that the purpose of

practical criticism 1is not only to detérmine: "what" 1is
being said -and "how" but also to recognizé and assess
masterpieces‘eved though they be contemporary. 'Seduéed'by
Reanéy's interesfing artistic principlés, ﬁ@ny critics héve
overloékéd the form of Reaney's drama. . There'are, however;

'hopeful signs that trends are- Changinq. Some recent

articles on Reaney examine form as well as content. Not to

be outdone, James Reaney has said some - illuminating things*

-~

about his own work and madé somé{berceptive.éomments on the

work of other poets and dramatists; however, the inter-,

.
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ésting_asides made by Reaney-as-critic will be considered.

following a categorical assessment .of what others say

about . The Donneily Trilogy - and ‘remarks._about general

. . . 12
criticism on his drama.

ITI. A Summary of Criticism
There  are three literary biographies of James

Reaney: James Reahey by Alvin'Lee, Jamés Reaney'by'Ross G.

Wbédhan, and Profilesrin Canadian Drama{ Jame's Reanéy-by"
J. ' Stewart 'Reaney.¥3 ~All wtﬁree ‘texté -a;e 5basicaliy
thématié.ok iﬁterpretive §tudiééf .In‘ﬁié“book-on‘Reaneg,
Alvin Lee .cléaglyA‘iﬁdicates f£hat -ﬁeA is -&fiting~ a -
descriptive literary biogfaphy. Using. hig pfefécéb to.
déclare Ahimself, Lee sfatés; "My éurpose: has. bééh to

<

describe and -interpret Reaney's literary achievements so

12 . . . ' ; o ,

. In se€lecting representative essays on
‘Reaney, I have tried to choose examples of different
critical . approaches. Sometimes ' .it is impossible to
evaluate the quality f the criticism because of constraint
placed on the writer regarding anthology or magazihe space.

, . 13, Alvin Lee, James Reaney (New: York:. Twayne

Publishers, Inc., 1968). Ross G. "Woodman, James Reaney:
(Montreal and Toronte: McClelland and Stewart, 1971). J.

Stewart Reaney, James Reaney, Profiles in Canadian. Drama,

‘gen. ed. Geraldine Anthony (Gage Educational 'Publishing

Ltd., 1977). ' - ; a
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- far.""  However much one mav dispute the value of his
avowed intention, within his own guide}inés, Lee offers a

useful consideration.of theme and content in Reaney's early.

-~

plays. -
Despite the general high qualityl of the book,
"occasiondlly Mr. Lee makes assertions that overstate the

facts. In'the chapter entitled "Earth in’ﬁhe Arms of the

N s

Sun", -the author refers to some of Reaney'éLWOrries about
_structure, specifically "literary structure". Far Reaney,

this dilemma was apparently remedied, by a design based on

Fr&e's mythic-archetypes. Lee states: -

.....Reaney wrote a master's thesis on
the novels of .Ivv Compton-~-Burnett which .
he now dismissess’ cngemptuously as
mainly plot summary, because he
feels he did not at that time know any-"
thing abeut literary structure. It is
this knowledge which he claims to have
gained from Frye....It is true that in.
his apprentice years he worried about
the ‘problem of structure a good deal;
having written a novel each summer -of
his. undergraduate period,; he then. aban-’
doned the’ manuscripts because he felt~
them to be structurally weak. This
suggests that it.was structure in the
.Sense of a large design which was the .
problem. When -he .encountered Frye's
principles of archetypal symbolism and -
typology,. he -~ felt himself free to
attempt the sustained. pattern evident

14, Lee,-preface.’
15, My underiihing.- :
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-

“in the complex [poem] 'a Suit of
Nettles' -

o
“ ~

Most persons easily fecoénize that a plot line is not just

a narrative or a linerr unfolding of events. When one

relates. -a mere plot summary, - therefore, ' one gives a
description: of & carefully organized series of events~

.withoutrtelling whzethe'é&en£§ are plannéd in a. specific

way,-'fIn other words, 'the’fway events "are planned or

structured in:’a play, -poem or novel makes a thematic
statement. Reaney appears to have felt that because of some

literary 1ignorance -his scripts were structurally weak. .

: = Con . . : : .
- Since a structural weakness implies a weakness ‘in the

ﬁlot 6rgthe foundétiob upon which the work is based, and

" since plot by definition includes both desigﬁ and events,

“there is a -good chance . that _the weakness which Reaney

perceived in his novels was probably rather more mundane

- {
{events) than'xiiterary (design),; "It may  be somewhat

oveistéting~ﬁhe case for_Leé to assume that this weakness

- disappears when FReaney aéapts Frye's = "principles of

archetypal symbolism" .to his work. The observation must be -
madé_that‘whilebFrye's'pfinciples as oﬁtlined in Fearful

Symmetry and Anatomy of Criticism have had an. undeniable

influence on Reaney's style, structural difficultieé (piot’

18 ree, p. 123.
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’ﬁroblems)‘are not éolved_for Reaney until he "1lifts" his

‘narrative thread--his. storvline--from histdry. ‘Redney's
imagination needs; the touchstone of real events in order_

for him ta keep Lié.fanta Les cohﬁafned“ Qulte frankly,
the shape of hlstory prevents his 1conog¢aphy from
7o

salllng off 1nto totally esoteric reaIms

. These documentq whlch give . an account of "thé
lives of the Donnelly famlly prov1de Reaney w1th a coherenf
reality. Ba51c realltles, whén’ comblned wlth__.the]

partlcular _sbyllstlc patterns-~to which Lee reférs,..

illustrate ‘the mytholoqlcal themes of The Donnelly Trllqu f:
Furthermore, %eanev s archetypal ‘Symbollsm .does v‘no;'T?‘
-radically alter, whether.itvis appiied‘tp-peetry'e:hanamet\-::
Dramatic’ struczure, even when - equiéped Withv the .mosg
eémpléx symbols, requires a careful consideration"bfiplot~
aﬁd'it was plot for Reaney that proved‘treuhleeemef By

overestimating the importance of Reaney's %rtistic ~

1

|
17 Lee admits to belng bothered in . The
Killdeer by the way in ‘which "an ostensible naturalism
seemed to wrestle. uneasily with symbollc meanlngs."- While
_Lee later modifies his position, Michael Tait, on the other
hand, -~ firmly states in "The - Limits. of [Innocence" that the
plot of the Killdeer, being too complicated, finally causes
the action to "fly irretrievably apart.” Tom.Marshall in
his book, Harsh and Lovely Land, says that Reaney's early
plays -ares. no better "than those of Eliot or Auden."
'Marshall believes that The Donnel;y Trilogy is” Reaney 'S
magnlflcent achlevemept - . S
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“principles, Mr. Lee has ~avoided facing up to the -

-

playwridht{si real.hcoocerns ahout'bstructure. -Mr; Lee's
‘continaoosrexaltedLappraisal of Reaney'f workpcomes close
to’what'MichaeIhTait in "The Limits of Innocence" believes
-critics'must hot do. fait‘dec]ares, "But Canada hasn’t
many playwrlghts and we can't. afford to bew1lder those we .

have w1th 1nd3fference or. contempt or even panegyrlcs.
By  its very pature,ra'purelyjthematlc assessment of a_plavh

does tend to be :bewildering; at4 times becaUse practltal

¢ *u551on and judgments seem out . of place. 713' . } ’

+
A

- f : Crltlcal analy51s in the’ 1980'5 should be falr to

- - -

those persons who have preV1ously attempted to explaln and

1nterpret Reaney, ~Persons such as RosS Woodman;,who wrote
his - book:fdn'*Reaney over . .ten years-iago[' make their’

coﬁtributioﬁgvknOWing. ‘that? their work is “not definitiveu

For one thing; Reanev s opus ‘is a: grow1ng entlty, hlS new

il

plays are - subject to evaluatlon whlch may change the colour

a

oF the crltlclsm on- Reaney as ‘a dramatlst . Also, becaulse.

. oo

Woodman 5 text.on{Reaney does not include theuplaywright“s .

ma}or trllogy, the.manner in. which »>odman handles some‘

raspects of Reaney S growth as a playwrlght was at that tlme'“

»

T -7-‘18"MichaelfTait, "The Limits of Innocence", in’
Dramatists ‘in Canada (Vancouver: University of British
7 Columbia Press, 1972), p. 134, R :
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based on supposition about the-artist's potential.
Woodman's criticism seoms'tb'adhere to the same
artistic principle 5 -that govern Reaney s art The Crlth S
per%onal archetypal leanlnqq are bcst descrlbed 1n hlS .own
words when Woodman identified Jungian concepts whlch .heﬁ
teels are present in Reaney's drama.z.Woodman\explains:
When the unconscious rises to.conscious-
. ness, as it inevitably. does in Reaney's
drama, there is a radical breakthrough,
-an interpenetration of .the human and

divine _that . appears improbable and
melodramatic only if the actions of the

unconscious. 1in = Reaney.'s carefully
construESed imagistic pattern have been
<mlssed

For the uninitidted or for the unbeliever, the conclusions. -

iﬁplicit'-in'fthis statement—;cOhclusiens-'which 'aésume4f‘
certalh propertles of the consc1ous and unconsc1ous—;may heﬁ

less “than :obv1ous;_;.Woodman ~follows’ through \w1th hlS.
arehetypal 'understrhcture when he dlfferentlates betWeehhh
naturallstlc and poetlc drama: He.says;’ |

-Naturalistic drama depends for' its
success ~upon- the illusion of - an -
independent consciousness. © Poetic

drama, on the other hand, deliberately B
destroys that illusion by bringing "in- . -/

forces above or below con501ou55855 to

guide and determine- the action. .

-',19 Woodman, p. 47
20 yoodman, po 48, S -
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Both of the stateﬁents qeoted above may present
critical diffictlties. " Ih the first quotation;, the phrase
"actions of the unconscieue" sits rather unhwmfortab]y @ith
" the ?following ‘phrase “carefuilv constructed imagistic
pattern.” The word "consttucted" appears to 1indicate
highly rational activity which is very much a character-
istic of the conscious mind. Nor can the reader be eertaiﬂ
e%actly whose unconscious actions should not be "missed”.
Worse vet, Woodman implies that miesing the'@etions of the
unconscious means the humble playgoer wiil think that some

of Reaney's drama is "imprebable and melodramatic." 1In

fact, some of Reané?'s drama, especially The Killdeer, is
indeed improbable‘ and melodramatic. Even 'wben Woodman
. sen: something' amiss in Reaney s drama,2l he explains
part of the" trouble away by accusing Reaney's audiences of
forgetting "their own chlldhoods“ and thus failing ‘

. : 22 "
recognizec archetypes.

The inconsistencies. which appear to be creeping .

-into Professor Woodman's criticism because of his mythopeic

21 - Woodman 'acknowledges and seems. to agree,
with Mlchael Tait that ‘Reaney's early plays lack a central
- focus.

22' b, '

: Woodman, . 48. One supposes that recog-
nizing archetypes is an. ’unconscious activity"; therefore,
whether or not archetypes have. been forgotten by the con-
scious should be. 1mmater1al

~

-



idecalogy come to full stride in the'next quoted statcment .
His vie thatf "naturalistic arama' depends...upon' the
i]]usion of an 'independent . consciooeoese" ‘suggests,
correctl? perhaps, that ih’ a vpartrcular kind of .drama,
there is. no con%c1ouq “connection botweon the aodlence and_
the‘players. Players pretond to be truly 'in l}fe . and the
audience goes along w1th the pretense. Professor Wooaman
feels that poetic drama is the ant1theq1s of naturallqtlc
drama; Poetic drama,. the .reader ie told destroys
illusroo; therefore, "it mustifollow’that any drama &hich
‘destrOys illueion is poetic and,'any,drama_thoh createe'
alLosion (natoralistio) isxnot poetic. One simoly cannot
imagine that. this outline ﬁis la',oood definition of the
oifferencee 'betﬁeen ‘naturaiistio_eand' poetic drama. 'For,
exaﬁple/ the terms (poetio;ahd.oatoralistic)ldo pot séem to
.be'exciusive.‘ Naturalistic and anti;iilué%ohary.areﬂ@ords
that seem to link up dlametrlcally, poetrc‘aod prosaic~are
also 1deas that are opp081te ‘Does thelépoeticf.io poetic
drama refer to form,or contept? 'Woodmanfs oefioitioo seeﬁs
'to'aoplY to a-poetio concept ot arcﬁetyoee'(thémey more
ttoan\to the forijityle‘andaetructuré{~or.drama. | | |
The - doubts ‘that exist‘ after Professor -Woodman
.-cootraqts naturallstlc and poet1c~ grow greater when‘ he

;talks about "forces above or below consc1ousness to. gulde

and determine the action." The notion that humans'are

'
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victims. of fofce; béyghd fheir.control'(qut of reach of
theip' awn"conéciOUSﬁess) is one put forth by.lsé—called
nna#uralists" éucﬂ as Emile Zola lénd -Thomés: Hardy;
Confusidns.ébound whqn the penéts of_”ﬁaﬁuralism" are uéed'
to describe $omethinguwhich‘is gg;_naﬁuréliskic buﬁ paetic;

‘Parf of tﬁe_ cénfgsioﬁ, ﬁere. arises becapse ‘the
dram&tict form is rareiy. cpnsidereaj a pfoper -sdbject of .
stpay. ‘Pefhapé one should add, in faéﬁ,.tha£~dfématicrforﬁ
ig ﬁarely conéidéred' ét‘ all by Caﬁadian- critics. Thus,

since the above .definitions do not appear‘.fo be truly

sétisfactofy,_théir perpetration by otherslis:Unfortunate.
xIﬁ.ﬁer'artibie, "James Reaney  and The Tradition_df_POéfid'
‘ Draﬁé"; Mary ﬁarf _qﬁotes  RosS Woodman :op iEhé;inaturé ‘of
pgetiq.drama and she brodeeas, much "in the.éame manner as‘
hér méntof{ to discass‘the themes of good ahdteyil-in EDE
Killdeer. and says no?hing about thé'stfucturé of ertic.
dramé.23 ~What she believes to be the salieﬁt-factof in the
Woodman assertioﬁ.(gnd that ié, "the forces above and.below
consciOushesS") she calls the forces of "good and evil.
‘Gobd and evil are nbﬁ.the_exclusive propertieé of any form

let alone sé—called‘poetic drama. Moreover, the suggestion

. 23 Mary Barr, "James Réaney and the Tradition
of Poetic Drama" (Canadian Drama, "2:1 [Spring 1976,
78-891). ' : ' .




“that good and evil are "unconscious forces" in The Killdeer

very mucﬁ ignores their blatant nature in this play. Just
as Ross Woodman does,- so Mary Barr in her article“qives a
themétic interpretation of Reaney's plays; like the
aforementioned definiticons given by Professor Woodman, some
of her assumptions eschew rigorous examination.

The last of the three longer texts was written by
- James Reaney's son. *J.‘S£QWart Reaney, alfhough himself
“very much interested in—themes and archetypes,- writes (in%a

chapter on. "The Donnellys") cleafiy and helpfully

'chcerniné the dramatiC'téchnique‘in §tické and Stones, the
-fir%t‘play in the trilogy:"ﬁHe states that action in this
'play is divided. into four néategories: those events
: conéérning.'the seééonal: life in Biddulph; those events
'whiéﬂicdncérn thé.spiritual.liyes of’ the inhabitants; those -
:ﬁaﬁtefs which cohéérny thé"legai and the ‘geometric.24

Nothing could be more hélpful for a first-time viewer of

Sticks ahd'Stones:théﬁ-té know this étructuring plan. When

the"piaygoe;“funderstgnds "this plét deSién, although the
bincidénfs aré numeféﬁ; and £h§ pacé is quick, he knows each

:‘event wiLl have ; béérinq Qﬁ one or more of the four broad

'Categéries."Reaney's piéyg ére dbﬁplex.both'in theme and

v

o] . .,' : o
24 g, Stewart Reaney, p. 63.
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in form; however, a relatively. simple outline allows a

playgoer to arrive at Sticks and. Stones armed with 'a chart

useful. for remembering - details. ', Eugene Benson, who

reviewed James Reaney,"agreos that the son . of ' the

play@riqht has written "a very good book:"

Nevertheless, the graiso .is |, given ”«with
reservations. Deplofing the 1ack of. tﬁé criticai'cdntext
and the lack of _ova]uétive- tools"(ih a. reLativg >sense),
Renson notes: L )

Archetypal critics, thoughQ are 1in-

clined to abstain from such evaluation

on the ground that evaluation has to do ; -

w%th the histgry of §a§te:5gthgr than

with systematic criticism.’

Benson 1s guite correct. Al&in ~Lée; Réssi Woodman :aﬁd
finally J. Stewért Reaney aré.archetypalfcritigs happily
engaged. in analyzing the thgmes of aiQefy qiftea mythopéic
writer. How well their énalyses woulé~apply tQ’literétufei
that does not adhere to Sihiiér agtiétic p:inéiples remains
an unénswefod question. |

Not only are ‘the threél 1ongér erksf,bﬁ‘ Reaney
basicé]lY‘thematic stﬁdies doné by érghetypéi éfitics, buf

also several essays which have éppeared in Iiteraty and

¢

25 Eugene Benson, "James = Stewart - 'Reaney;
James C. Reaney", in "Reviews" Canadian Drama, number .2
(Autumn 1977) p. 211. ’ ' :




dramatic periodica]s'héve foiléyed the same tgctiéi Juiia
Schneider mentions Reéne&'s "highly personal use of the’
dramatic Fform" in the. last sentence of. her dpening
statement in "Negétive and Positive'\Elemeﬁts -iﬁ James"
Réaney’s i’lays."26 Unfortunately, the first tiﬁe she
men£ioﬁs‘ dramatic form 1is tho: lést énd thé ‘fest .of
Schneider's article is an anélysis-bfﬁsymbolism. .On a more
positive note, ~one articlé» by .Eric Roberts éntitléa,
"Sticks and Stones: History; Play and Myth,"_égalyzeéhthe;

"authentic" aspect of theJtrilogyfs content by referring to

N

Orlo *Miller's book,; The Donnellyé.‘Must Die énd Thomas

Kelley's book, The Bla;k Donnellys.27 Roberts pﬁints but
areas ‘where Reéney;is.consciously documenting historv ahd_
areas whefe Reaney alters fact for: "dramatic .truth".
Pobherts evaluates this style Qf fact-changing and finds it

a necessary deviée in order to create sympathy for the

Donnellys. James Noonan's introduction to Sticks and
Stones (an introduction to the whole trilogy neally); is a
survey of praise (expreSséd after the piay's productions)

as well as a'generqlrgutline of content. Space liﬁitéti@hs

R ) 26 Julia Schneider, Article ' on Reaney in
Canadian Drama -(Number, Spring, 1976), p. 98. ’

27 Eric Roberts, Article on Reaney in- Canadian
Drama (Number 2, Fall, 1978), p. 160.. . .
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prevent him from actually following up on some of” his own
provocétive statements, and indeed he does make énticing |
generalizations. At oné point Noonan declares:

[Sticks and Stones] is a combination of
many things: poetry "and prose, real-
istic action and mime, -song and dance,
games -and ritual, fantasy and dream,
past, present and future. The work has
been compared to that of such diverse
playwrights as' Aeschylus, Shakespeare,
Brechtzgand the Victorian melodrama- '
tists. ‘ : -

Analysis of tHQ playg.will»]ikely find support for each
aspect ~of Noonan's grand ovefview. The éWeeping and
confident manner with which Nodnan, éssefts these claims
shows twé-thinqs: that Noonén believes Reaney's trilogy is
a masterpiece; that nélone yet\has'begun to attack much
more‘éhanvthe'literary.sﬁrfacé of Reaney's "Donnellys".
Fortdnately>\one‘a;pect of the plays' dramatic
form haé. been .receiVin§ 1attentionﬁ Reaney's dramatic
“sgyla"'has been thé'spbject of at least two good?papefs.
And(,at lasf Eﬁgene'Bensonfs desire to seéithe plays of the -
trilogy ekémined’in a bfoadef context and not just in their
own isolation.has“been piéked'uﬁ by some_critics-who havé

placed Reaney on a Canadian as well.as a world stage.29

\ .
28 - ' " " . . ;. .
. James Noonan, "Preface", Sticks and Stones
by James Reaney (Press . .Porcepic; 1975), p. 15.

29

v Benson} p. 211.
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- Gerald Parker describes Reaney as "shamanh‘and maék—maker
whb tells a story bhased onldocuments and‘makés thc;whole

theatre experience the. actual style'éf ﬁhe'feiling; iike 
Alvin Lee, Parker is impressed with Reaney's designlimages
which he claims are "ronted in a complex'verbdi:éhd‘séeni¢
[éicjuhandling of docuﬁents." Another aspect of-thea£rical
stvle praisea by Parker is Reaney's use of the.diction of
the“ newspaper as a basis for a rich theatricai
laﬁguagé.3o -Pérkér does not address thé question of how
~.and'if newspaper language (newspapers are referred: to aé
chial documents) becomes poetic language. Howeber, one ig
" almost relieved that Parke; leaves Reaney, the pdet, to one
side and is interestédv-in Recaney 'thc dramatist without
épologyﬂ More récently, Parker has written ’aboﬁt the
melodramatic stylg of.thé trilogy. Althoughrhe:dées.not
define melodrama, nor dpes  he  differentiate between
melodramatic and tragic deféat (he raiﬁer uses both terms
interchangably_ based on Frye's cohéept‘ of the "sick

society"), Parker does draw on dramatic tradition to

v 30 Gerald Parker, "History, Story .and Story
Style:" - James Reaney's The Donnellys;. Canadian Drama
(Number 2, Fall '78), p. 150 and Gerald Parker, "Melodrama
and Tragedy in James Reaney's Donnelly Trilogy," Essays on
Canadian Writing (Numbers 24-~25, Winter-Spring 1982-83), p.
165. o N . B , ‘ -
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.éuppbrt hishanaly31s.

: | If éarker, with his traditional draﬁatié_
féferencés,‘sets'Ré;ney's trilogy on a world stage, then
Profeééof‘biéne“Bessai placeé the'playwright in the stream
of‘Caﬁadian draﬁatic.traditiOn. ‘The dramafic”tradition of
which Reaney is a barp seems to have begun in'thé verv laté
édoleécénce of«a‘yery lateFmétnring cbgntry. Whetherior~
not the Wish Ito tell our awn ~storieé 1s one inhereh£ 
feature of Canadian stage—playing,‘fhe actudf pérsonifyiﬂg
the’ fact% of our own famil&'.@lbum hés‘ beén \labelléd;
“docudrama. Préfessor'Béssai points'oqt'that néither Paul
Thompson nor James Reéne? is'partiguiaflyipléased by h;Vihg
his. plays categorized “as part of this lngw;  ihdigenous, 
"péaantic", genre; Hdwever,‘uthe so—éalled dbcumenfary

aspect -of both Sticks and Stones and .the. drama which has

been presented‘ by Theatre Passe Muraille,_“hast been

transfofhed into a readily identifiable style which Diane -

'

Bessai describes in her article,. "Documentarv into Drama:.
1)

Reaney's annelly Trilogy.'

Professor Bessai observes that the documéntary,

‘31 Essays on Canadian Writing, Winter-Spring,

1982 is a special Reaney edition.
32 Diane Bessai, ~"Documentary' into Drama:

Reaney's Donnelly Trilogy", Essays on Canadian Writing
(Numbers 24-25, Winter-Spring 1982-83) p.186.

v
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"aﬁtiriliqsiénistﬁ ~'aramatié\_-f6rm incorporates - - the
"invéstigétory.pgbceés itéelf" into the action of: the dréma
as part of"its.seéfch for authentiéity.33 Anti-illusionist
plays, accb:ding to Professor"Béssai," become almost
Aparodieé of "mimegist bécauée fthey mimic. rather 'than
‘iﬁitafé realitv. In fact, the~ﬁar0dy may be carried to "the
extreme; the " "key word _he%e is . "appearance". Anti-
illusionist docudramé;;giying the abpeafancéigf basing its
presentation bn“"substantiated eﬁidenqea, e}egféﬁya style
“that is the quintesgeﬁCé.of'illusion.'nThe Seleciié;j\{Qé%N
is the omission or'inclusion,}of speéiffc-doéuments is made
accérdiﬁg.to‘the whimsicél principles of "dramatic kruth".
Dramatic -truth is & "two-edged %word. For example, Reaney
alters facts (documents) for the ééke of dramatic truth;
vet, intrinsic in Reaney's trilogy is a_condemga£ion of

Thomas Kelley for doing exact1§ thé same thing.\ATherefore,
when -the term"‘docudramd refers to and 1is acceptéa.‘és
"sfyle" merely, and not as an atﬁempt at objective reality,
‘the anti—illusory”(this—is—true) technique of presentation

o -

is. necessarllv the plays' greatest soﬁrce-qf irony.3

-33 Bessai,;%. 191.
. 34 , : .
Professor Bessai has commented on- this
dimension of Reaney's trilogy. “er observations must apply
to all docu-drama whose selec. ive choosing of .documents
makes' as .much of a thematic statement as ever occurs in
naturalist drama.



Now is a good time to pause in this discussicen;

pérhaps it is possible to perceive a slight shiff in tﬁe
focus of criticismmof Reaney, the playwriéht. The ma‘jor
texts definitely suffer because of their early publication.
Since Reaney's themes' are so grandly _and unabashedly

archetypal, critics at first responded by encouraging the

artistic principle of the poet and shrugging off the style
.of the planright and ﬁhq\structure of the drama. At last
excellent, fully-rounded work 1is being produced on the

trilogv. Writers and reviewers, respecting the integrity

o

of the dramatic form; are beginning to analyze Reaney's
étyle in conjunction with the work of oth‘eridramatists.35

“$\N\T@wiewers, once shy about bheing critical of Reaney's early

<

drama, are beginnin appreciate why The Donnelly Tfilogy\

'is the great achievement at whichr=the early plays. only.

hinted.36 Reaney's plays *are not performed

—

often as they should‘be; but, the da& is coming when there

will be Reaney festivals. When that day arrives,

[ |

&

35 Richard Perkyns, "The , Innocence of the
Donnellys; James Reaney's Three’ Rin&* Circus", Canadian
‘Drama (Number 1, Spring, 1977), p. 162, gives an excellent
analysis of theme, style and structure in what can be

called a. fully-rounded critical evaluation of The

Donnellys. . ) i -

. 36 _Geréld M. . MacLean, Reviéw of Sticks and
Stones, by James Reaney, Canadian Drama (Number 1, Spring -
1976), p. 125. ° - < )




knowledgeable people will be waiting. to take a betqér,

cloccr look at the dramatic form and style bf'the,plays,-as

well as the themes of "Reaneyland". The concluding section

\
o

of this = chapter 'is concerned with Reaney's critical

comments on two poets: Jay MacPherson and Isabella V..

Crawford. - One of the purposes of “such analysis is to show

28

-that Reaney's remarks on other writers are often an’

elaboration of- his own philosophy; or,. as this was noted
before, an explanation of artistic principles. Finally,

most importantly, the practical critic should be aware that

Reaney” is a mythopeic writer. The .artistic principles of -

the man are an important consideration for any critic bent
on underséanding Reaney's plays. Knowihg Reaney's interest
in archetypes, .the critic can therefore determine, to some

extent at least, the nature of .the mythology that |springs

not from the unconscious, but from the veéry conscious mind.

Ed

IV. Archetypal Criticism -

’

The first thing that should be stated is the fact

that the critic, Reéney, is a theorist. As a theorist;.

. : 2
Reaney believes in the brotherhocod of artistic principles

-

and therefore., begs the g stion of critigiSm, by giving

sympathetic. readings of literature with which he 'is in

sympathy. To this end, the approval he accords bath -

*

FE

K
et



MacPherson and Crawford emanates from what they are saying
‘ragher than how they say it. Furthermore, one suspects
that reading Reaney—a%—critic is more an exercise. in
~understanding Reaney 'thé 'ar£ist, than it is one "in
understanding the poetry of either Crawford or MacPherson.

In his essay, "The Third Eye", a review of MacPherson's

book, The Boatman, Reaney finds ‘a good springboard for
expressing His own,views in life and art. Reaney says:’

One. clue . to the . mystery of Miss
MacPherson's hold on one's imagination

is the feeling she constantly gives of

things inside things. - This idea of

things within things can be expanded -
into the most satisfying explang;ion

of existence I think I know of.

Reaney believes that:tpe myth of "things within things" is -
the . "e€ssential design" of MacPherson's . book. Indeed,
Reaﬁey's‘observatiOh about.. the afﬁfgtic prihéiples of the
poet is probably ve:§ perceétive; bﬁt;vit-is certainly true

that the pattern of “thingé within thiﬁgs" forms a- design

that'Reaneywhimseif‘qses;in his~§detry‘and drama. Even his

_descriptioh ofVWhaf‘he'bgliéveé MacPherson is saying'shéws
the Rééney imagination is always at'workig:The following is

a hice illustration:

.
n°
oo
! o

o . . . . ) - ) B S

37 James Reaney, "The Third Eye", . (1960), A

Choice of Critics. selections from Canadian "Literature
(Toronto: Oxford University. Press, 1966), p. 163. .
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There the speaker feels only the

beginning of an insideness-outsideness
- which slowly spirals upward into- the

.magnificently final statement of. the

very last poem wheyg inside and outside - SRR

disappear forever.™. ' ‘ ‘ : -
' Reaney's archetypal visioﬁs sound‘éuséiciouél& romantic in

their térmihology.“ Words squ"és-"fée1" and:"forever", and

the marvelous . phrase, "insideness-outsideness”, are. the
‘expressions . ofs the poet who uses his imagination for the

purpose of. creating literature; not criticizing it.

Onégof Reanev's kindred spirits whose‘reputation'
was 1in -need.  of -éxactly thé_‘kind. of sensitivity Reaney
displays_(towardé'poetry thét/dppeals to him), was-Isébellg;
ValanCy Crawford. :Reaney's- intentions are sterling; but
’sometim@s he " allows his peculiaf_philosophy of literature.
ah8l life to bévrefleCted back on"himself when he looks at a
Crawford poéml In _the. introduction to a Crawford

anthology, Collected  Poems, Reanéﬁ“ﬁelates his version of

what he'believes:td‘ge~Crawford's.d;ffodil theory of the:v
bfeak;uﬁ of_eéefnify; Before quoting Crawford's (Réaney's)
theq;fr one shopld" have' a loék at - the daffodi; which
ihspifes it. The fipwér appears only oqcé;-ﬁhat "one-gfeat

daffodil" is-an image in "Malcolm's Katie".39 _The'

38 Reaney, p. 163.

39 Isabella V. Crawford, "Malcolm's Katie",
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- 1

daffodil,. given in connéction with Max's great love for
: grea _ L

 Katie,,appears to ke like a mandala which symbolizeé the

completeness of .that lQVe.' The "image - is preégnteﬁ‘in the

following way:

For love, once set within a lover's
breast, , S S
Has its own sun, its own peculiar sky,
All one great-daffodil, on which do lie
The sun, the moon, the stars, all seen
, ‘at once o S
= .+ And never setting, but all .shining
straight ) : '
Into the faces of the trinity -
The one48eloyed,.the lover, -and sweet. °
- love. N - '
AN

This baséage-describes the effect that 1o§e ﬁasioh the one
who lbves, in this case’ Max|, who 4cared51i£tle‘fqr the
blotted sun,/And-hothing fof the startled; oﬁﬁéhone stafs.J
Love forms itsiown'univerée which isieternal‘k"and never.
Setfing");-love also makes itsjownltiinityl 'Moréover,'this
love is not the lo&e of a supernatural being for hgﬁankind:
but exaétly'the révérse. Here;‘two lovers Eteate their
"own peculiar sky", or a supernatural existence which
riQalé tbéﬁ‘overcomes the réal world. The'usé 6f‘tﬂe Qord.

"trinity" to describe the three-aSpecté of love--"beloved",

"lover" and "sweet *love"--which become united into one

Collected Poems (Toronto: University of Toronto Press,
©1972), p. 193. ‘ ’ . :

40
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~

Crawford, p. 203.
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force,vlmplrcitly-refers to an allegorioalfinterpretation

of sexual union. - This. romantic eroticism; all the more.

‘erotic hecause it is romantic,'is‘very CharacteriStio-of~
Crawford s style ?l
~A1though the daffodll theory expounded by Reaney.

1s too long to be quoted here, some remarks.should.be

made ‘about | it. The'nmleness‘and fomaleness~inherent'in

,Crawford's, "trinity" have .been - turned hy Reaney into a
- "Trinity" ‘that ekisted "béfore God .created the angels".

'This“-“Trlnity"} -or' as Reaney calls .it; "this daffodil‘

- apocalypse"xjs re—created' accordlng to Reaney, M"whenever '

'

two human belngs love each other._ One doubts lf Crawford

would have been entlrelv pleased to see ‘the daffodll

mandala worn on the breasts of. Max and Alfred Reaney has *

Castrated the: daffodll and madev'it_ apply to his _own

archetypal ‘images. ,Furthermore; only the flrst paragraph

'

of ~ his_ explanatiOn\ felates closely' to the -passage “in
”Malcolm“s Katie"-.the follow1ng four paragraphs descrlbe“
the daffodll after Reaney has blasted it apart- and made the
daffodil represent a cosmologlcal unity. No doubt Crawford

wouldfrecoénize\the inspiration behind and be sympathetie:

to‘Reaney's'interpretation of her iconography and "her

41

: See fordexample:, Crawford, ™Said the
Canoe", p. 64. ‘
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:themes.42 .Ne§eftheles$, evil seen "as a iihe theﬁ spihé‘
ikself up into a circle" sounds faﬂi}iar and. greatly 1ike.‘
“inejdeness and outsideness which slowly gpirel.upWards"g
‘The former is Reéney on Crawford; the.latter :is Reeney'en
AMae?heréon.‘ Both are Reaney on Reaeey. o
Finally, ene likely would be remiss in not
‘detecting another eharaefe;istic of Reaney, the poet,'whieh
'surfaées .in .the int;oduceien.'to _Cyawford.’ ExpOunaing
‘enthusiaseicéily _en a"daffodil thebry‘ is not without a
-eertainehﬁmour. True to'form,,itewould eppear'Reeney is
being,terpibly playful at thelsame;time he ie»eefy‘serious.
Ae-Ilhave hoeed"toApoiht-eut, al5eit-from rather
limifed eVidence,rReaney;S.erchetypal criticism comglements
‘the archetypal’themes'thaeiarevpreeent"in hie.poetry and
his drama.. Accofding to his owh apbroaéh to life. and
literétufe,. E%aney 'discovefs themes‘ in other“\wfifers‘
poetry>wh1ch are compatlble w1th hlS own themes, mdreovef,'
his phllosophy——far from eaSy to - comprehend fully——offers
the critic much materlal, fOrf analyq1e’:. Itf is ~ not
surprising, therefore}:that Sympafhetic crities haVe_tehded‘

to become engrossed-in discussing, with an almost religious

42 .An archetypal and a romantlc vision share the
-neoplatonlc precept that truth and reallty are 1ntu1t1vely
rather than emplr;cally percelved .

- !
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fervor, the conteht of the material instead‘of‘the:form.

:The sympathy.that the "eariier" critipe_eﬁpressed B
when dealing with Reaney's poetry and:drama is a testament“
toﬁahe_sociologioa] impact that occurred in reaction to the
psychological theories' of Carl Jung, plusilthe .anthropo—
loqical research of Sir James Frazer. The collected essays
and the texts of'Northrop'Fryé, who appiied this psycho-
logical ahd anthropological information to literature, «
caused an- ekp]osioh in Canada during the sixties and
seventiee. The explosioh; for better and worse, affected
both criticism and literature. In fact, Reanei's critical
commente on MacPherson and Crawford . arée: good.examples of -
'the way crltlclsm(' -in :lCanada- 'espéglally, wore'l a

philosophical rather than a practical~mantle. 'Thie stance,

it should be noted, was adopted not only because of the

wrltlngs of Northrop Frye but aleo because Northrop Frye
wrote and COdlfled what many people were thlnklng 43-_;t:ls“
Reaney' Sv;nterest in phllosophy as‘ea.part.oﬁ l;terature‘
which.justifieS‘ahalysis or'his critioallwork.in-orderhto
show that;not‘ohly.js he very ouch a "olaywrrght of  his

time," bat aieo he is a good.example‘of an, archetypal

: 43 The similarity between the romantlc“.and'
archetypal visions would maKe an_ interesting study in terhs. )
of motlvatlon ) Both - ‘appear to ‘be ‘a .reaction agalnst the 7
orthodoxy of rellglon and the laws of sc1ence ’ - B

i



35

philosopher.

rThe preceeddng, eclectic collectiOn ot Criticism
on Reaney (and briefly, by Reaney%, marks onlyx the
.beglnnlng of an evaluatlon of Reaney's wrdtlng, both poetry‘
and drama. As noted prev1ously, Reaney‘ls still actrvely
working and no criticism can'be conclusiveflit'may be as

James Stewart Reaney, in Stage Voices, 1is quoted as saylng,

that hls father s plays really compose one blg play that '
'Reaney‘ keeps wr1ting.44 ~One can only" hope that,‘futured
‘lcritics of Reaneyts drama will"see'beyond the poetio~and'
artistic'prjncipies that gurde the'mythologyﬁinherent}in‘
his pia?s;; Indeed if, the present trend contlnue,vcrrticsf

“already seem able and w1lllng to make 1udgments on. Reaney .

and explaln how the form of hlS drama turns The Donnelly

Trllogx into a masterplece of theatre _ For'the-purpose of

' .

'practlcal Pr1t1c1sm, ‘in the .follOW1ng dchapters .I have

d}vidéd~'f0rm - into’ two. parts whioh are: the follow1ng

A —

hstrncture and‘stylef Analysls of the form of The Donnellzs

will .show:‘thatg Reaney hasf de51gned,. sklllful]y and?'
‘.deliberately‘_ both the strueture' and\ the style of the
trllogy in such a way as to produce a dramatlc unlt whlch

underllnes 1nherent archetypal themes.

: o 44 ‘_ Geraldine'm Anthony, ed-., Stage:"Voices
(Toronto: Doubleday Canada Ltd., ©1978), p. 141. °
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Structure

B ‘
"I.- Introduction

This.chapter'offers'anjanalysie'of the structure

>Ofvlthe three plays in, the trllogy, 'The DOnhellys " an
-_examlnatlon Wthh 1ncludes ‘the plays seenllnd1v1dually and :
'1n relatlon to each" othmr' ' T’ : dlqeu551on le~ based. a
‘prlorl on the’theory that the structure of a play is that

art whlch.may be charted or outlined in a fashlon.slmllar

'vnto the blueprlnt of a bUlldlng

Essentlally, there are two charts that can\ be.
drawn to graphlcally repreient a ulay ' one shbwihg the .~
1emotiohal”strueture¥and-bne showing the dramatic étructureJ.
’iTheK*emotienal etructure of" a play ie ihvariably ?linearz
’ Some modern playwrlghts expres; dlsdaln for'the linear;type
dramatlc structure as 1llustrated by . Freytagfé ‘pyramidl
.lthatxis: the‘introduction,,cemplicatioh,;rising'action,'
‘turning point, falling action,i'catastrophe,* aenouemeﬁt).
Hewever, asvlong as the. playwrlght recognlzes~(as-Reaney
doee) that the emotlonal structure of a play alwayq bUlldS
toward, not'  away from,  the \play's gréatest ‘moment of
intehsity{ then the dramatic structure (the de51gn of the

events) dots not need to Sthk to the demands of the three

36
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unities.

The dramatic structure of The Donnellys could be

called episouiq,-ekceptﬂfor‘the.féct‘that the catastrophe
‘unae;lihes'leaéh.feVeht therehy .unifying © the ebisodesi
fhetefdre,,because each event is'related'te-the_next hy an
.audience’s foreknowledgeﬂ of - the ﬁassecre and,'~because

‘

'eyents which -either "flashhaek"'to orl"foreshadow"'other

- events. -are constantly  shifting time, the dramatic
sttucture, if ,eharted, aﬁoeafs- to be . a gerscoplc”
arrahqement of the episddes{ In the follow1ng chapter,'the

gyroscoplc de51gn of the dramatlc structure as well as the -

T

'1ntense moments of the. emotlonal structure, are_examlned 1n

Sticks and Stones,.The St.-Nicholas Hotel ahd Hénacuffs

Although the Donnellv famlly, espe01a]ly Johanna,'
Will/ Jim andnJennle, are the_protagonlsts, in the trllogy
the other main "character" is the chorus. Since the chofusv
.1s the means whereby the stery is{told and certain events
of the play ere emphasized, the function of-the chorus--as
the stiuctural linchpin of the trilogy--will be discussed
as well. |

Finally, f want to show that Reaney's intention
to‘ turn the Donnelly story from; legend into. a myth ef
sociological iéportance is aided{by the structural design
he has chosen, espe01ally his dec1s1on to' use the trilogy

form, features of the chorus, and features of eplc theatrea
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IT. ~Dramatic and Emotional Structures
Drama'whych is performed on a\stagé ﬁn a theatre_
(or any.similér spage‘ranginglffqmﬁéymﬁasium‘to park) has
four constant fadtors: the addience, thg.adtors,:the stage
.‘aréa, and a. time limit. _Wiﬁhinﬂéhe'time 1iﬁitati6ns;_(be‘
they Hours»@rAin'thelcase of some playé'in‘Iﬁdié,'déyé), é
series bf‘events occur. This seriés of ‘events, sometime%
as busy as'if is'in fé:ce, with céhstant running on and @ff:
stage and‘slémmiﬁg.pf doors,bsometihes-as static as it
in Cbekov br‘Bgckett, wheé characters .are caught as if.i
frieze for' extgnded periods of time, cqnstituteé the
dramatic strucﬁufe. Analyzing the ~dr§matic structure of

The Donnelly Trilogy is a good way to remind oneself that:

no matter how literary the ihtention of the analysis, the
pléys have their theatrical characteristics as well as

their ‘literarv ones and sometimes these characteristics

dveflap; sometimes they do™- not. In fact, The ODonnelly

‘Trilogz’is not so much designed ﬁo.be read as'to be seen
”;énd heéfd.A’ The -greatést -justifiéatioﬁ,l therefore, .for

examining the dramatic sﬁructUre;of’tﬁe'script in isolation
='ffom i&s.other parés is the supposition that actors may
confuse  the issue offpropéf aééessment_with their gooa or
~ih@iff¢rent stage performancés. ‘Ofteﬁ when trying to deal

with certain pieces of stage business, a reviewer or critic

‘4
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is hard presséq to.know:whO‘éhould take credit or, in some
cases,.blame,for a good or bad piece,xafiﬁopk. _Withbut.
- ‘ thespians, the difectof;cnitic cah'ibok at the script as if
it weré vcapablq of ~ producing thé_ idéal performance.
'NgverﬁheleSs,.isoiatéd anai?sis of dramatic strﬁcture aoes
not imply thaﬁ the s£rﬁéture.may-in some way;be separate
'ffom. the . impliéit:-nagufe' of (the text. MOsﬁ beople
._rccéqni;e thaf'tbe.very érrqngement‘of‘the actual planniﬁg'
éf.thé séries'Qf evenﬁsh-is'itseif a £hematig stéteﬁen£.
ﬁven. so,5>bef§re the isignificapcé of the content can be
fully ‘reaiigea,: the structure “ifsélf; especially lsuch a

‘complicéted structure as'found'in The Donng%ly Triiogy,‘is

the first featlUre worthy of attention.

Althpugh ea?h playi@f’The Donnelly; héé ité éwn.
motif, at the coré  oﬁ‘ the ltrilogy"as-‘a.‘Whole‘ is’ the-
"catagﬁfbphe": Athe.murdér of thé‘Danellys by members of

'_theifléwn_éommuﬁity.' Iﬁ‘aétpai facf, fhé.ﬁﬁrdef o% fhe'
‘Doﬂnéllys 'téék pléce  in Biadﬁlph' County, ﬁeér‘“Lucan,
Ontariq,.February'4, 1880f' How much the audience knows of
 the;si£uaﬁidn'in'a éensé'depends on theﬁrééion in which the
‘.play 'ig Aproduced.>”aA AStratford of Léndon audicnce will
;ikely bé'familiér wﬁth-the bbnnelly legé%d»whgreas-wééternﬁ-
_audiencés may knbw*vefy li£tle ébout the. event itself let
aldne the étorieé_surrdunding the event. ( = does not have

to know much about the'legend in detail fc enjoy or
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vunder stand the plays ewcept for the fact,” likely given by
dlrottor or author S note in the playbill, that secveral
members of the Donnélly family -are mUrdetedﬁ This advance
Lnformatlon is s1gn1f1cant because if an audience comes to
the play armed w;th the knowledge of the eventual
fcatdstropbe, the lnlaywright is released from the
tcbnsttaintsidf-a linear plot. The audience knows "what"_
hapnéné; thé ﬁatters to bé_explored arét why? how?
;The playwright's_decision to suppose that the
.audiénce nas-foreknowledge of the Donnelly murders is a
tremendouqu=-siqnjticént factor. The entire dramatic
_structure of thc trllogy is based upon the 1dea that thé
~1story is a well-known legend. The audlence.s foreknowledge
of'-the vfinai cétastrophev is a major condition’ that :the
‘three plays snare; moreover, the connection between the
fact that the audience kndws'.before it hapiens what
dreadful. calam}ty ‘is ‘g@ing to vqgcurh and thé” faét ot
viewing the unfolding.of fchéek—by—jo&l"l episodes, makes
an interesting;'and experimental, structural design.h
" This intefésting.desién/nif-pharted, woula have

to..show how the catastrophe permeates every acézgnjf\

4

1 "Cheek- -by-jowl" is 'an‘ explanation used by
Reaney when he is-’ 1nterv1ewed by Geraldlne Antony in, Stage
Voices, p. 143. :
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Somehow,_a circle should be'inside.a.circleL -Theaphysical
-properties ‘of the gyrosCope respect the design. of the
suggested chart and llterally brlng the chart to llfe.2 |

The pr1nc1ple of the gyroscope,' apwhee% mounted in a ring
so that its axis‘is free to turn.in any direction Iin order”

that] when"‘the. Wheel: is spun rapldly it w1ll keep its
original. plane of rotatron no . matter Wthh Way the wheel is
turned" 3 is at least one way to attcmpt ‘to descrlbe the’
pavtern or design behlnd the dramatlc ‘structure as a whole.:

4The catastrophe, because'lt ;s ‘nownk‘ls.the constant"VOr

“the "plane" of the gyroscope. The.évents which‘circle'the
. B . .

¢

catastrophe, : at the :same'-time- as they ‘malntaln ‘their
relationship to it are the wheel of the gvroscope

~In the flrst play, SthkS and Stones, the wheel,

of the gyroscope 1s relatlvely large. The radial distance
:between the edge of the wheel (the ‘even'ts) and "thevp}anef'
of rotation (the catastrophe) is greater.than the'distance .

between events and catastrophe 1n The St. 'Nicholas‘Hotel

,when Mlke ‘is kllled or flnally in Handcuffs when the flveh
other Donnellys are murdered :Alll.the‘ plays' seem to -

be'structured llke‘wheels w1th events c1rcllng aroundba“

2, ThlS term. is metaphorlcal but since the 1mage
is. concrete, I believe it is useful . : :
3 _Webster's,New Collegiate Dictionaryf‘
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constant plane. However, the gyroscopes themselves_become :
smaller as the near annhilation of. the family_:becomes

closer.' For example, the actual event which begins Sticks

and Stones is: Will's twelfth birthday in 1857, aithought_
reference is made to the founding of the Whitefeet secreti'
society 1in Tipperary® in l76l.4 The action of the play~

extends (by’referenée) to Andrew Keefe's departure from the

township in 1867.! In its broadest scope, Sticks and Stones

'encohpasses the time between 1761 and 1880 (eVen perhaps
1974) but in specific terms, rhe tlme of evenrs can be
dated to include ‘appfoximately ten years, from 1857 to

-1867 The St. Nicholas Hotel begins with Wlll s purchase

. of the Lobndon- Exeter s+agecoach line in 1873 and concludes

{
w1th Mlke s murder in 1879, covering a period of six years;
Handcuffs c s w1uh Mrs. Donneily's. arrest'vby James
CarroLi in St. Tnomas, January 15, 1880, and Act II_ends
wi£h<tne”murder Of'Jimh Johanna, Bridget, Tom and,John
.Donnelly, February 4, ;1880——or, in effecti‘the two ‘aous
refer to the last three weeks of their lives. Act III\of

. _

Handcuffs brlngs the - actlon to the’present or the early

-1970 S. From the foundlng Qf the Whltefeet s001ety to -

O 4 This date 1is glven by James . Noonan .in
"Chronology of Important Dates“ in Stlcks and Stones, -
p.171. .




approximatelyleYd_lncludes;lqgfyears>bgt From the actual
beglnnlng,of”the:plaf.in l85l_to,final cgmmunity.uprising,
‘«the duration' of- events Jmayﬁ_be‘-considered " to ﬁhe about
»twenty—three yeéfs: The handcnffs that snap 5hat.around

ethe Donnellys 1n the flnal mlay aré already in place in

, SthkS and Stones but events: that take place over ten years
create a larger wheel than events that occur in a perlod of

three weeks. - \ . -

) oA

- "Events whlch spin around the catastrophe some-
’ .
tlmes appear unrelated glvlng rise to the speculation that

-'lndlvldually‘theﬁplays~arewep1sod1c in nature, espec1ally

‘Sticks and*Stonés,tWhich.covers so'many areas of life in
:Biddulph. ThUS, 1f the plays were. merely episodic then

episode one in Sticks and Stones would be the introduction

of the'main-charactersh Will, Johanna and Jim Donnelly and

‘the reason that they have. left Ireland for Ontario in order

to. seek freedom-* from,.persecutiOn. Mrs. Donnelly ‘tells
Wlll: ) -l- .-x' 4

We're not there anymore, Will. We're
where you: were born - not on  old
country, but _a  new country these
Canadas. Only .bullies and blowhards

vy

say. at you: . "You won't know the day
nor the hour gor the nlqht when we ll
© come to o

But, since»the_manr catastrophe is already uncerstood by

Al / R ‘

- . 3 Sticks and Stonesf'pli44.

v
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the audience and since knowledge of this disaster under-
iincs every statement the characters maké, Mrs.. Donnelly's
declaration to her son is heavy with dramatic irony and
this fifst episode in the play has nicely laid the ground-
work . for the divisions' that will occur 1in the. new
community. éimilarily, # can be shown that even though
each episode méy break up unity of time or action, the
episode relateé directly to the downfall of the bro—
tagonists. Moréovér, presenﬁ time is definitely -fragmented
in this first"scene. _Nd sooner does Mrs. Donnelly mention
‘the Whitefeet in Ireland -than a map'of Ireiand ié shbwn to

gﬁthe audience before which the chorus--men dressed as ladies

burning down a house-- re-enacts some of the terrors that
the family had to face 1in Ireland.” Unity of action is
fragmented in the present as well. The next episode,

introducing a surveyor and his son, has no direét,relétion—
ship to Will's birthday but sérves tO‘ShOW another major
pofnt of disagreement in the community; -the way the .
government has decided to divide up land. Immediately, the
priest enters  the already cbmplicéted situation,
thematically bringing the institution of the Roman Catholic
church into question and dramatically: establishing the

intricate relationship between episodes.6 However, by the

Q.j‘“b.

6 The priest asks, "Who are punished for a
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end of Act I of Sticks and Stones, ~it should be apparent

that the audience is not watching merely unrelated epiéodés
but.another gyroscope _in actioﬁ whose ;plahe of‘rotatibnf
is . not only the major catastrophe but also the erstwhifé,
smaller catastrophe of James Donneily“g killjng_of<Pat\Fafl
at a logging bee. Certainly, ?his smaller _catés%rophe
contributes to the greater one just as eéch event builés.on
the back éf the other; but, in their own sphere, the events'
around each minor c€$astrophe seem*to‘possess(a similar
structural frameworkjés the.majbr catastrophe. fhe ﬁgrm”
gyroscope, alfhough a purelv figurative descgiption of the
structure, indicates’ a ’nice ‘relaﬁionship Between’ the
epiéodes‘ and = the constant shggestiqn of ﬁcataétrophe:.
Whether disaster is major (the marder gf_five Donnellyé) or
minor (the ﬁufder of Pat Farl and Mikg Dopnelly), death by
violence is a constant presence. Moreover; this cgpstant
‘aﬁd pervasivesiﬁége of death .and doom prevents the audience
from becéﬁing hopelesély confused by;seemingly disjointed

rmizcdes,

De=—ite the gyroscopic nature of the dramatic

time 1in ‘purgatcry.” His question both foreshadows the
death -of - the Donnellys and suggests the major structural
diyisidns of the plays: Baptism, Confirmation and Holy
Orders. These divisions are discussed in conjunction. w1th
the styllstlc consideration of language

% ,
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structure, the plays . do buildNup te a traditionai ehetional
climax.. The so-called plane of ‘the gyroscope tilts the
nvents_ in a figuratively upward angle until the highest.
cmotional heint reached is always _at the end of the act.
Just becanse the events' are apparently gyroscopic,.‘one
should not presume that the emotidnal’.huild—up- of .the
dfamatiC‘structure is random dr casual’ or cithlar. All
acts end either with a minor catastrophe orbrefefence‘tox
the major catastrophe N ' . ’ R

1

" The high points of each act in the trllogy are

easily ennumerated. In Stlcks “and Stones, Act II, f;nal

sequence, Mrs. Dennelly is in cdnversation With her owh-
ghost who~1s ahtually "her deep down- dead leaf self" , ?he

dghdst warns Mrs. Donnelly that if she and her family stay-
iin.'Biddulph the.“Donnellys‘lwili face' rejectioh by both JQQQ
church” and eommdnity. The ghdstv says,i Mydu'll 'die |
unconfessed, Juﬁith-Doﬁnelly- “And wander:theseirqads forﬁa
certain while." When Mrs. _Donnelly leaves‘the'ghost to

walk toward her husband whn is eoming'home‘after'seryihg o

7 Whether or not a plot is.a llnear unfoldlng of .
events. or a series of unconnected eplsodes,,the emotional
structure of the drama demands that the climax (the hlghest
-emotional point) should occur at the end rather than at the

beglnnlng of a play. : :

e
< e
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S .
\

his seven-year prison term, thefqhoet'mutters ominously:
Yes, "sleep here 1f you can. Mrs. Shea
'held her child in the rain barrel . whlle
-a mob of 400 set fire to “their-house:
She held and. helg untrl past the .
‘borders of life.

The chill of immihent death occurs again and again. In the
same play, Act III, final episode, Jennie makes' two rather

long speeches concluding with’yet another referencé to(the

fire in which her mbther and tather have’ per@éhed, (in"

P

Eime) and will perish (in:draﬁa). Jehnie's:speech,.which
is blatantly dldactlc, re-inforces fhe‘idea:of a“qyroscopic;
structure. Here she shows pla&goers that the ‘death of her

'parehts is a cdnstant presence. When Jennie speaks as an
iacrrese in present‘ time; _then‘ the deaths have ~alread§
occurred. When Jennie speaks as a character in a play, the
deaths are prophetlcalIVA foretold.‘r Turnlng to the
'audience;'iénnie says: o

’ I’ loved my mother and .T neamly ‘aved

her even three days before th2y broat
her with their coal oil. )

Because” you were tall; - you were
different and vou weren't afraid, that
is why they burnt you first with gheir ’

tongues/then with their kerosene.

This structural\technique, this constant réﬁiﬁder of death

8 Sticks and Stones, p. 138.

9

Sticks and stones, p. 154.
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—;ihpendin§ death or actual death——le rcpeated in The St.'

Nicholas HQtel. Act: I ends w1th Maggle S death and her
final Woras' repcated "I love WJlllam Donnelly"lo Act IT
ends with Wlll qnylng “to. Carro]l "So’you clubbed [Jchaﬁna]

to kneel at wyour feet, but vou forqet that our eyes don t

~kneel...". Carroll'repilec,”"It s trueh T couldn t club‘

{
-

down their eYes L[I hate William Dchnelly, I hate William
11

'Dchneliy" ' The llghts of Act III fade - on the maid who.

scrubs the, floor of the. bar sav1ng, "that's the blOOd of

MLchael.Donnelly.on the floor there: NoAmatter'how'hard
you trv, it never comes out."1? Similarly, in Handcuffs,
% ~ . c B —_——

fbeginnfng with the statemeht, "five dead beeple‘ape leaving

this house" and extending from "Wilkl Dcnnelly,.your father.

\

and mother are dead" ‘to the flnal "Requlescant in Pace

the strudtural de81gn of endlng each act. with a referen&e

o <

~to death reveals an expected | con51stency In fact nin

@

acts flnlsh by referrlng to the demonlc ‘or unnatural deaths
of members of the communlty.
The constant reminder ,of: death by; cataetrophe

‘

sends an audience out to intermissidn and finally home very

10 The St. Nicholas Hotel; p- 58h
Mo ohe st Nicholas Hotel, pf’llﬁ.
12

The St. Nicholas Hotel, p;'l53:

.
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;much a&are,of'thc‘physiéal;aspectlof the tragedy which is .
'the_‘aerual murder‘lof these people. by _a .secreat society.

,Since' —theA' catastrophe’ in. 'a play is the | uitiﬁafe_
metaphor of dramatlc conflict--a phyolcal colllslon of rwoi
ﬁorces——whlch underllnes the polemlcs of the dramah_ the
\same catastropher by its very narure, creares aa eﬁotional'
',ﬁement for an audience. ‘Emotional mements, faeepire‘
ahyrhing that»Brecht saYshto the cenrrary‘tend to.be the'
“stock,vand trade "of .even the mest‘ didaCtic‘ier .socially-

oriehted:playe. _Sheh.a statement~deee‘not meah tb’imply
“ that planrightS‘;will choese 'Sloppy sentlmentallzlng of'
:Character over.ah,inﬁelligehr portrayal ~but. rather that
‘playWrights;,recognize. that 'rhe senéibllltles ef' their
audiehcesinshould somehdw be aisrurbed. For exampie,,

seneihilitles are dlsturbed ‘in 'a psychologlcal drama by

empathY}_"there but for the Grace of God- go I"- ; inga
social or epic'Adrama, by Entfremdung ," ”How,;can
people behave in such a. way"""Reaney alsQ;coants on his

audi®agce's reactlon[ both intellectual and emotional, in’
order: to achieye hisiplays' acceptance by that audience.
-Despite what. Brecht may say about the objeetivity of an.

: , t . ,

RN

13 Brecht's own term. The ﬁsual_expression is
Verfremdung.’ This term is ©properly thought of as
"distancing" in order to get a proper view. Alienation has
some negative and misleading connotations. ' o

-
-
—
- .
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‘audience, one “must-'GOubt‘.that 'any‘ playwright. wents his
eudience,to 1eave the'theatre‘sayihg, "so what?fl4~ NAs a
. clever and succeesful playwrlght Reaney realiéee thet the:
‘emotlonal qtructurnng Of the trllogy hes'as much to do with -
" the plays .dramatic suocees as the plahned structure of
events hasl to do with the ”thematic %tatement ‘that ie
'interestiug to pure literary énalveiq! Therefore, although‘
forltlcs tend to devote much attentlon to theme and meaning,
in order to apprec1ate Reaney the dramatlst they ought not
“to’rgnore the Cmotlonal structure of each act of each play

1Reaney constantly exp101ts the murder of the Donnellys,
thereby keeplng "firm grip. upon the attention of the
audlence.. He never lets his audlence forget what happened
?;to the Donnellys in February, 1880

‘ J Lo I
If ~one recognizes that its impact’ on an

s
<

audience's sensibilities is part ofe a particular drama's
success, one may wonder what, if any, is the peculiar

impact of The Donneliys. Aristotle called the disturbance

"of sensibility, "catharsis", that ineffabie force which
~allows an audience to return home clean and whole in spirit

having been purged of and freed from the pity and'terror~

, _ 14 In my opinion, if an audience is neither

.- emotionally nor intellectually "disturbed" at. a play's
.moment of highest intensity (i.e.. at or near the

conclusion), then the playwright has failed in his task.



51
'which‘were arousedythen released by the catastrophe.15 In.
the Greek type of linear tragedy the audience seems to say .
to itself "Right. That's it. 'No more."  Therc 4is not an
‘Aristotelian—type. release  in Reaney's" jtrilogy. . The

catastrophe. in The Donneiiys.is‘not onethorrible bolt such

as’ occgrs when Oedipus,"_thel Kingé gouges - out Lhis. eyes
(offstage)'. but,.rather Cit is a oontinual- shock" The
;physlcal dlmen51on of the tragedy ln the three plays 1s the~
trllogy S ultlmate paradox- * the catastrophe (thel spec—
“taCle) never.occurs-and yet is always present"'rMoreover,l
this paradox the constant presence of a ‘non- event makes'a
thematic statement and a dramatlc statement.. The dramatlc
statement, whlch'ls of concern'at_this point,‘iS‘probably‘
 best expressed:in“impressionist termsr_;The plays.are‘so,
complex in detari‘(names,a;onehdemand‘a'prodigious memory
on the part of the andience\A that playgoers are affected
more by a sensatlon or. apprehen51on of comlng doom than
they are released from terror by any cathartlc 1mpulses.

The forces of good and_ ev1l such as’ they are 1n~‘thls

community, continue, are meant to’ continue, g1v1ng the‘

.

15 Aristotie, Poetics, in:Criticismﬁ‘ The Major
Texts, ed. Walter Jackson Bate (New York: Harcourt, Brace
and World Inc., 1952), p. 19. . ' ‘ : '




_imprgésion of physical deéth iﬁ the mind of the audiéﬁCes,
iong after details of the_episodes are forgptten. ‘ .

However, as successful as the'L gyroscopic
Structuré‘is fof heaney, still the method does have its
pitfalls. On occasion, one gyroscopic episode is ﬁore’
.pdwerfui than' the folloﬁihg. sequences. - When thié
off-balance sequence occurs, the linear devélopmegt of the
emot'ional: structure is interrupted. ‘For example, the

strength and clevérness of the final scene of Act I, St.

NicholééyHotél, sdpercédes the emotional impact of Acts II
" and ITI. Act I, as has been mentioned, closes with the
deéth of Maggie Donovan. Maggie, snatched. away from the
arms of her lover, hés"wasted away 1in a convent. -Maggie's
body 1lies §tage cénﬁre, stretched out in front .of the
sisters of' the convent who are pondering where to bury her.
The lady pining éway, dying from‘;nrequited love, a figure
Both isolatea: andi supported by the discipline of the
. church, is a pdrely romantic notion, nearly a sentimental
-cliché, of the kind- that would win the hearty approval of

Edgar Allan Poe who found the death of a beautlLul woman

the ultimate in poetical subjects.l6 Reaney's conclusion.

. " . s ] N "} N
. 16 ‘Edgar Allan Poe, The-Philosophy of
Composition, Graham's Magazine, 1846. :




to Act I, nearly bathetic in print,'yet highly successful

on stage, 1is one of’' the many examplee of his eclectic

contributions to "dramatic truth". Maggie Donovan of the
play was actually Margarct Thompsdn. .She died many vears
after the stagecoach 1line folded l7 and, she did .marry;

although she merfied,nsomeone‘ of her father"s choice.

While ene maf assuﬁe that realeMarqeref never forgot Will,
indeed; never' stopped .caring for the mah[ Reaney's
alteration of the fects“ io’ produce stage Maggle s
convent demise creates a powefful plece of -stage bu51nesq
An audience who returns to Act II to see, a few minutes
into the play, that Maégie's posétibn is being usureed by
Norah Macdenald (Kennedy)lg_may,feel that "time and eveﬁts
have rather too qﬁickly diséosed of Maggie:s memdry.
Will's stagecoach mey well have slowed down at the oid
chestnut tree but Norah's immediete erriﬁallon the scene in

Act II makes Will leok guilty of disloYalty; and reduces an

17 She actually outlives Will. The nun's query
about burylng her beside the grave of Will Donnelly may
easily be missed or m151nterpreted by the ‘audience who. . may
remember only Will's singing of "Buffalo Gals" at the end
of the act.

18 Orlo Miller, The Donnellys Must Die (Toronto:
Machllan of Canada, 1962), p. 85.

' _ 19 For information on Norah Kennedy see Orlo
Miller, pp. 8-13.

K



audlence S sympathy fOL his,character. -Reaney should make
. sure that his most powerful 1magcs occur last; he,should
ensure that each omotlonal moment 1is succeeded eventually

by m ._; ‘ ~5htlonal moment_or thehsteady build-up

" of dfamat%p;__. 11 stide into . apathy. Mike and

ceﬁblex personal(réiatidnship."The Maggie episode is over .
in-Act ‘I but the power of -the final SCene of Act I, St.

Nicholas Hotel, haunts the rest-oi the playv and'beggarS'the

v

impact of the finai acts. Poe knew what he was saying when
he extolled the poetlcveffect of beauty dylng There is,
~nothing in the rest of the plav equal to thls\catastrophe
(the .result, ty‘“the way, ,oﬁy'a few falrly 11near'

sequences)20 that closes.Act I.

III. The Chorus

<2

"In The Donnelly Trilogy theyarfangement of'events

or the dramatic structure has been qomparea metaphortcally

20 The love storv ‘of Maggle and Will" beglns when
Maggie is.forced to. take Finnegan's stage instead of the
Donnelly stage which she prefers. .Although there are
sub-plots unfolding in -tz . following sequences, Maggie 1is
virtually at the centre’ of the action until the end of the
act. : .
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- to a!gyréscobg orié whgél of:aeta;i éufroundiﬁg.a centratl
'plane:  The central plane;.tﬁat i§,‘all,thé‘imﬁi;cations of

_catastrdphej. is found .to "be;’amaziﬁgly,' almost ‘daringly.

l,simple,‘ No; simplé,'hoWeverL is_éhe wheél of detailiwhich
. éiréaes.-ﬁhg piane;. ;dcéﬁrrehcés fpést; ' present, ‘futurer
n;meslby.the hﬁndredé} plays Qithin plays; music: singing,
'déncing;:éuépeéé;_maqic;lAnterq shadéwép props: laddefs,

’

barrels," tbps, maps, sticks, stones et " al--this

'abéumﬁlatioh of'deta;is'which'make up a sequen§e (and the
écbﬁmulatioﬁ'df S éuences which makeuup'aﬁ act) gives each
of the bla}s fhe~aura of aJcircus. Thé events of - this
.circﬁs aré held  together by;the chorus. ;

The chorus is hof a separate group or an entity

unto itself, but rather it is an integral - part of "the,

‘community of actors on stage. >The first act of Sticks ahd
Stones refers to over thirty speaking parts, not including'
"othérs", and yet only eleven players are mentioned in the
openipq~ credits of the text, indicating in the original’
prbduction at least, that actors assumed more than one

rolelzl Not only do the actors assume many individual

e

.

21 The 'only exception may be the actors who play
-Jim and Johanna Donnelly. The separateness of the senior
Donnellys from other members of the cast seems to reflect
their indopitability as wel: as their transendence over the
rest of the community. ' ’
1

“
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speakiné parts, but also‘they become the chopys ahd sing,
or- dance, or speak in unison. The size of the chorus
appears to fluctuate, at times encombassing as many .as hihe{

actors in Sticks and Stones.22 All in all,lthefchOrus“has '

much - to do in the three plays, more than- is obv10us at

first glance. An ancient dramatic convention, the- chorus'

is.the linchpin of Reaney's trilogy, both structurallyjand

thematically.

In order to show that the - structure of the

'trilqu depends so much on the chorus, I feel it necessary

to point out just how inclusive the Word{.isg' In all
likelihood, the wofd:”chorus" comeg f}om phe_Creek‘noun
"khoros" which is in turn derived from .the ve:bi“choreueinf
--to dance. The "dancing" aspeothof\the'wofd in nmdefn~
usage, unless one thinks of .a cho;usv liheQ—perhaps hhe
precision oancing of the Rockettes‘of'éedio City Music.hall
-—tends “to be confused with thevvooelﬂconhotétions of the
word. A group of- singers. (as opposed to a fsoloisﬁ), is
called -a chofus; the repeeﬁedlstanze,inta sonq is\oalled'

the chorus Even SO, persons famlllar w1th the hlstory of

drama probably assoc1ate the work chorus w1th the plays of

22 The St. Nlcholas Hotel llStS flfteen actors; .
Handcuffs lists fourteen. The. ranks of the chorus probably . -
swell accordingly, BN SR - '




Aeschylus ahd’Sophocies; In %éét; the variety of meanings
of chorus as used in curreht vernacular is baseo upon‘the
various functions ofl,thev chorus. in Greekc:dithyramb and
tragic‘drama.“ There seems to be consensus'amongqhistorians
that the\movement\of'the chorus in Greek‘tragedy COnsisted
of "aefinite steps performed in a ritualized \mahner.
Aristotle himself mentions that the chorusA"should act'as
one" 2? he was probably at once commentlng on tradition and

g1v1ng sanctlon to it. The functlon of the chorus required

song and movement whlch was - prec181on

.danciﬁéﬁWiﬂh»yoices raised in unison. The choral interlude
of a Greek tragedy was-divided into tHree parts: strobhe,
mantistrophe, epode.  The chanting choruslmoved_across‘staoe

in one,direction (strophe);;then repeated the aotion in the

same”m€§§icalirhythm.as‘it returned back across. the stage
W g ' . . . - ; ’ : »

(antistrophe). The final ' division, ~ the epode, was

delivered by the chorus, standlng stlll stage centrefé4

( .

In early Greek drama the 1nterrudes involved the 51ng1ng of

odes by the chorus although the llnes of the chorus leader
\

' were spoken.v Ode, from the Greek word 01de (sbng,'fromr

23 Poet&cs, p. 21
~ 24 "Chorus" Princeton Encyclopedia* of Poetics,
ed. Premirger, (Princeton: Princeton University Press,

1974), p. 124,




acidein, to sing) meant originally "words infended to Dbe
K
sung"” . Therefore, choral ode, as found in Greek drama,

N v

literally means dancing song. ILach of the three plays in

The Donnelly Triilogy opens with the chorus singing. The

"Ballad of John Barlevcorn" starts Sticks and Stones; an

overture contalnlng "St. Patrick", "Hector O'Hara's Jub?&e

'dﬁSong and "Buffalo Gals" begins The St. Nicholas Hotel;

"When You and T Were Young, Mc.Jie | "Grandfather's Clock"
and other "Victorian Parlo v Songs"25. 1ntroduce the
caction of Handcuffs. Like thc cuhorus of ancignt drama,

R

kianey's chorus sings, speaks, dances; his chorus often

'J o
0

moves in. a ritualized manner and chorus members repeat"

verses of songs (or portions of - rltual dances as 1f they

.o

were repeatlng a stanza or verse) to underline the dramatlc

action in the play. Not only does the chorus‘beéih'each
play 1n the trllogy,sbut also members oF the,ohorus step

forward to glve a varletv of solo performanoes after whlch

they-re—301n_the‘chorus. Understanding the function and

nature of -~ the chorus *in the dramatf%»istructure of the

Jtrrfogy makes the events of the qy%oscope (the wheeh of

.

- detall) appear less as a randOm selection of "incidents .-

'whlch relate only to catastrophe and more as an emanatlon

2 ) » R

S

25

‘st. Nioholas;Hotel, Introduction, p. 17.
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from the qollective mind of the chorus.

e

" The chorus, aftcr having sung the oponlng songs,
S o)
uses Ath“\,qtangas ‘from ‘these overiuros to undercut the

‘.,‘

. dramwtlc“hptlon OF the play. - This ‘technique 1is consistent

SR

c lings

in both; qtlokq and_Stones and St. Nicholas Hotel and

preseﬂtq\although not as formally effecti&e, in Handcuffs.

Ty

Sticks- and" Stoﬁes beqins“w1th "the drunken and. rowdy
$inding of a tavern sOﬁdT whlch is "The Ballad of John
BarleyCorn".zs After Will recites the three sacraments in

the Roman Catholic church'that'can be received only snce,

'others (later dlrectly called, chorus 27) repeat the first

3

-otanza of Tohr Fﬂfleycorn, beginning, "Oh, three men went

to Deroughata.. .‘Tﬁe tie between "three" sacraments and
B o v . .

"three" men as emphasized by the intrusion- and repetition

-0of the ballad "is a dfamatic‘ method Qf”{drawing the
'apdience's attention'tO'whatzis‘being gaidAby a more oOr

‘1esé ~figurative wunderlining " of the text. The chorus

continuélly intrudes‘upon the action;of'Sticks and Stones

4

%
26 L o .
Press Porcepic's 3rd prlntlng with
revisions, May, 1976, contains an error in the second
stanza. The ballad form is usually made up of a gquatrain

' (4 1ljnes) and*a refrain. In the nine other stanzas, the,

are four in number, but stanza  two has flve lines.
"Then %1nter belng over/and the summer coming on," shoqld¢
be .one llne, ngt two. - ‘ . oy
) 27

Sticks and Stones, p. 47.
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’\

A

with the John Barl: . Ballad, espeCLally in A(f Z
'sequence one", which 1mmed1ato]v precedes the ontrancg of

\

the' surveyor aﬁd bgyf ‘Although the chorus is busy with a
variety of activities in- the following sequences inlAct I,
the Barleycorn béllad i1s" not éung again until the .end of;
the act and then fepeatednqt the ends of Act If and Act

ITI. The repetition of the ballad serves ‘as a reminder to

“he audience both of the holy nature of Mrs. Donnelly :fthe

v
r‘l‘:’

opening _scend wherc we first meet ‘her) and the' ru;alLJ
Dionysian character of the villagers at harvest time.ﬂﬁThg
baliad with'igs references to "barléy grain should die" and
"reaper"‘.in“ the fashion Vof a conundrum or riddle song,
.es an inference very readily pi{%ed,up by the audience
and no doubt interpreted as a foreshadqw@pg;‘bf death.
Tﬁerefore, the repetition of tﬁése stanﬁﬁﬁ.acté ag é device
to createvsuspénée, ana éuspense 1s very much a function of
plot or structure. If an actor during the ccurse of- a
conflict kéeps hurmming either in the protagon;st $ or
antagoﬁist“s.ear, "yvou're going to get it", a thrill - of
anticipatiothust run through those who are viewing the
-conflicti ; |
Noﬁ’,only does ‘;gpétitign of stanzés create
suspense,‘.bqt; it acts also as a kind of fnild‘ catharsis
aﬁ&ef{the cétastfophe finaliy happens. Aftér the massacre

|

' / L P :
fias occurred, repetition of the phrase (or: stanza from the
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ballad) happens bnce again and the wdrds, now devoid of
~suspense, become a final summation fit for the tombstone.
The Barleycorn ballad sung at - the end of the play

represents such finality of hope that it becomes cathartic,

a mild release for the audience from "the . {ime-honored

emotions of suspense, fear, pity. In Reaney's play, - the

Donnellys . are misunderstood and mistreated KTby‘l'the

community: some people have lied about Jim Donneldy's

motives at the logging bee; Johanna Donnelly has had no end

of difficﬁlty in running thé farm and rearing her family
alone; she has had to expend enormousﬂenhggy'getting up a
petition for the commutation of her husb%ﬁéjs execution.
Still she vows, 'ironically, not 'to leave Biddulph. The
humming and background singing that the audience has been
hearing throughout 1s repeated once again, finally:

Then they‘drank'youiin the kitﬁh@ﬂ

And they drank me in the halls T

But the drunkard he used yoﬁ*woige
He pissed you against the wall.

The Donnellys are used badly; their potential contribution
to the commun;ty is wasted. The ballad which first creates

the hum of suspense has now becdme an epitaph.

In The St. Nicholas Hotel, a variety of songs

form the overture, but the song with the most significance,

r

s Sticks and Stones, p. 156.
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the one that acts xjmllally 'to "John 'Bafleyeorn“ in
underlining the action, creatlng"SUSpense( and producing
catharsis, is "Buffﬁéo Gals" "Buffalo Gale” is the tune
that is associated w1th ﬁ?p«&gye between wlll Donnelly and

Maggie Donovan. However, unlike "John Barleycorn", the

ballad in Sticks end Stones ‘which <Reaney uses with
precision to reinforce aspects of the'drama, "Buffalo Gals"
becomes slightly out ef focus. In other words, a gap
exists between.what the song should be underlining and what
it actually does. Part of 'the problem occurs because
insteﬁd of depending on one ballad to carry the load of
suspense and emphasis, Reaney has decided upon a seiection

of tunes to fulfill his dramatic purposes in Act I.0f The

St. Nicholas Hotel, There are times even when Reaney does

not <call the.tune bUt.refers‘oﬁly to "fiddle", presumably
 leaviné the cheice of song up to fhe dipector.29 "Buffalo
Gals" 1is fepeated three times in thé last half of Act I. :A.

careful second look at the text seems to indicate the% the

' taﬁe is connected w1th "shadbws", the shadows of change and
S
wdoom, The %1f§“ tlme the audience hears "Buffalo Gals" the

:tage dlrectloné Y, "phe-chbrus illustrate the shadows

\

29 During the scene “when Maggie and Will
"start rolling on the floor towards each other" references
are made to "fiddle" without a specific tune requested by
the playwright. P. 40, p. 41,
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l}

changing of [sicl the buildings", and the second time, a
mother says, "The shadows are getting so long they're

".30 The presence of shadows, or

joining together...
foreshadowing Qf'death, should be and'iikely is designed to
apply tQ'Maggié who dies at the end of Act I and then to
Mikévwho is‘killed at the end of the play. At least,;ﬁhat

seems to be Reaney's intention.

Two factors preclude success. First, the shadow
imagery is not réally clear enough. To be truly effective,
\

the song and the shadow image should be repeated, graph-

ically,. more than twice. ! nd, "the song representing

death becomes easiiy confused;ﬂéi with Maggie's degth, but
with the more romantic vnotion of the‘ unreguitéé  iové
between Méggie and\Will. Althoqgh_a backgrQuﬁd rendition
of "Buffalo Gals" foilows_inféﬁmation'that:the driver of -
~the Finneéén‘Stage Line has been killed, by ﬁhe same tokeﬁ,
the melody océurs just beforél Maégie's, scene with Aunt
Théresa, Fat Lady and Father. It 1is vefy-easy for tﬁé
audiehce to think of "love" not "death" when fhey hear it,

espécially:s}nce-the next time the song- is heard occurs

after Maggie calls to Will for help. Finally, after”thé

Sisters of the,Coﬁvggt decide to bury Maggie at the gate

30

St. Nicholas Hotel, p. 51.
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(presumably so shc will continue to hear the clatter of the

Donnelly stage on the cobbles) and when Maggie's voice is

&

heard tQ’ say, "I love William Donnelly", William steps
forward from the chorus to sing, solo:

‘I asked her if shé'd be my wife
Be my wife, be my wife

She'd make me happy all By life
If she stood by my side.

" of course, Maggie' and Will's dlsapp01ntment their

unfulfll]ed expectatlons car be blamed on the communlty

o .'L
“c

t Wlll i's rejected and then" Mlke is
»Jr *

killed. "Buffalo Gals", a reprise, the song that should

w‘

frejectlon of Will. E?,

epitomiae rejection and death, “is repeated at the play's
'concldsion. tStage directions state, "outsidelthe eun is
just getting_up.j The old tramp is whiStling 'Buffalo Gals'
.as he walks up the empty Main Street of Waterford A maid
says that Mike's blood will stain the floor forever and the

;

whlstllng of "Buffalo Gals" fades away. - But, "Buffalo

“Gals".ls the song that belongs to Maggle and Wlll reminds
the.audlence of Maggle S abductlon. Even Wlll S apparent
grief over their unrequ1ted leve is not comparablei~to
Maggie's sufferlng because his unhapplness is mitigated by

Nis marrlage to = Norah. And Mlke s death, although

horrific, unjust, and violent, is quick, so that even his

3L st. Nicholas Hotel, p. 59.
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death dé;s not involve the suffering one supposes .that
_mﬁggie'endured. Thus, "Buffalo Gals" at the conclusion of
the play evokes the memory "of Maggie more than it
represents»é foreshadowed fate come to pass.

The technique _of dramatically underlining tHe
feXt in Handcuffs, the.final play of the tpi%ogy, seems to
move. away'from'repetition of a.song's stagéa, refrain or
chorus as a method of emphasizing the action. Reaney has
turned instead to a dance motif. Like the songs, however,
thé dances performed by soloists a§ well és by the group,
are intended to-affirm theme and create an atmosphere of
suspense. Jennie Currie, the Donnelly's only daughter, is
dancingvat‘the beginning of the play. 'SheAsiys sheuwas
taught to dance by her mother who "had arms iike wings."
_Jeﬁnie's dancé, eépecially her upraised arms, directs the
audience'sﬂqttehtiénufo tHe forthcoming bird imagerv. At
the'openinéﬁbé Act II, the wild bird trapped in the chimney
of the Bishop's fireplace is allowed to equpe only to be .
shunned and theﬁ pecked and buffeted by other birds. The
wild bird becomes Mr. and Mrs. Donnelly "about Ito be

W32

surrounded by a mob and killed. As well, Jennie's dance

.foreshadows Maria Keefe's wedding dance which occurs one

32 Handcuffs, po. 81.
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month after Mike's death. An interesting stage direction
makes it clear to the reader of the script, if not to the

audience, that should the boys dance at Maria's nuptial
\ -’ .

,belebratiohs, they then cannot be guilty of barn burning.

Reaney savs in the stage directions:

This sequence is a reprise that brings’
together the musical and dance themes
of the whole trilogy. What the dancers

(chorus) are +trying to do is make
enough noise to attract the Donnelly’
boys to dance. What they don't

realize, of course, is that if the bov

do come to the dance Carroll cannc

accuse them of burning down Marksey's

barn which is about to go up in flames;

he will then in desperat%gn turn upon

their mother and father.~ ‘
Of  course, "The Haymakers' Reel" and "Schottische" along
with the ballads and songs of the trilogy do make a
colourful and exciting stage spectacle. The excitement of
stage activityv is enough of an excuse in itself to justify
the use of spectacle; but, spectacle combined with dramatic
purpose (that is, suspense. Will the boys be lured to the
dance?) 1is in keeping with the manner in which Reaney

structures the singing and dancing functions of the

chorus.34 .

33-'Handcuffs, p. 98.

34J My attention is drawn toAtwo'aspects af the
reel, which the ©.E.D. calls a "lively esp. Scottish dance
usually of two couples in line and describing circular
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The Vchorus’ repetition of ballad stanzas and
dance patterns, functions as a leitmotif which continually
reminds the audience of Reaney's two over-riding themes:
death and resurrection or transcendence of death. In

Sticks and Stones, the "John Barleycorn" ballad personifies

the -life, death, and resurrection of corn liquor. Even
thoughﬂkhe song concludes with a crude though effective
reférence to the wasteful death of John Barieycorn, the
cyclical planting and reaping of farm.crops is implicit in
the song. One imagines that next spring the corn will be
re-planted, énd Johh Barleycorn will “Pise again. Like John
Barléycorn, the Donnelly's capacity for positive
contribution is wasted by the comunify; but, their

"spirits", in the form of the legend that grows up around

them, never leave BidHulph. In The St. Nicholas Hotel,
fBuffalo Gals" also functions as a leitmotif for degth and
‘resurrection. The fins line of the first stanza which

goes, "And dance by the light of the moon," méy be used by

v

Reaney to refer to the danse macabre. "...by the light of

the moon" suggests that thg dance occurs at night almost as

fighres", | they are the circular motion of the dance and
the speed he music. The latter no doubt causes the
dancers tog/ reel literally, 'and the former, ..as far as the
third play of the trilogy is concernell; is probably a
musical personification of Handcuffs. Sugbport for this
idea is found in a stage note Sticks and Stones, ‘p.' 53.
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\

if it were a pagan (fairy) ceremony. The danse mocabre or

"dance of death" 1is a ;ymboli¢ performance which whirls
people away, one éfter-the other, to their deaths much in
the way that the Donnellys are being whirled’away to death,
albeit slowly at first. "...by the 1light of the moon",

also suggests that the persons who are responsible for the

+dance have been affected or crazed by the moon. In'any

Rl

event, £he moon, like the harvest, 1is cyclical. On
cl.'oudless nights the moon become. - .sible there"owing.
the dané% of death to happen over again. The same parallel
that was.drawn between Barleycorn and the Donnellys may be

drawn here as well. The Donrnellys can be: removed from the

E

commgnity by their: enemies, but with each moon the
~community-will have to rééeat its dance of death because
the Donnellys‘haVe bééome an ethereél rock of Sisyphus, and
theiri presénce, fin the form of 1legend, will roll back
continually into the mi@dle of . the..dance circle._ Fihally,'
in Handcuffs, the dance éf. death and- resurrection 1is
performed by Jénnie. At the beginning of the play, Jennie
ties the dance (death) and~ bird (resurrection)" imagery
together when sﬁe séy§,i"My mother, Theresa, had arms like
Wings. We'd be all alone in the house and she'd teach me

how to dance." Instead of making the .normal association

between dancing and feet, Reaney joins dancing imagery

- together with'upliftéd’afmS-aﬂﬁ'bird‘winés. Whenever a

&

‘ <.
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\
d?nce‘ is péfformed in Handcuffs, the initial dance of
-Jéhnie, which celebrates the indomitable strength of her
mother,  is called to mind. Thus, in this play, music and
actjon, rather than music and words, are the leitmotif,/ the

\
reminder that flesh, which is finite, is transcended by

—~
spirit or legend.

In retrospect, one is able t. see how Reanray has
used the singing and dancing of the chc to undeuvline and
emphasize the dramatic action of individual sequences; The
playw;ilht then has egpanded and‘transﬁormed his design by
using the same songs vand dances in almost a Wagnerian
manner, _to represent the unifying motif _éf the trilogy
which- is the . idea of death and transcendeége of death.
Only once do the lines of the design. éppear to become
blurred. When "Buffalé Gals" as a leitmotif becomes more
associated with Maggie than-with‘the idea of a contihuing
life cycle, Reaney's middle play épbears inconsistent with
the other two parts of the trilogv. Analysis of "Buffalo
UGals" shoWs that this disqrepancy is not the case. The

three plays are consistent. However, the structure of The

. St. Nicholas Hotel is not as dramatically sotnd as “Sticks

and Stones or Handcuffs.

One of the attribuﬁes_of the chorus in ancient
~drama was its custom of repeafing words and actions
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associated with religious rites.35 Ritnal, as the

obéervance or celebration of rite is called ‘nvolves the
chanting of prescribéd lines by é"grou who share a common
belief._' Ritualized chanting (sung or spoken 1in Latin,
éirca l886) or in .the lifetime of the Donhellys) is used by
.members of the Roman Catholic conjregation and their’priest
. Wheﬂ'they celebrate the holy{riteg*bf the church. AInvolved
in the trilogy are not only three 'sacraments named by Will
 _——Baptism, Coﬁfiﬁmation and Holy Orders--but also the
éelebfatidn of Euchaﬁist, £he duty of penanéé,‘the comfgft
of extfeme unqtion, and the consecration of mafriage. .Each
of the sevgﬁ‘sacraments has its own partibuiar ritual to
:;hich Reaney's chorus alludes or directly refers. Of great
sighificance iis the way in which Reane?'s chorus uses-the
rituals of Roman Catholicism to reveal the dual nature of
the chorus'itself.

The dual »personélity of the chorus is most
obvious when it physically  divides itself into sticks and
stonés; however, this saﬁe‘dﬁality is'subtly illusﬁrated
vﬁﬁen Latin liturgy is performed. Early leithé tfilogy,
playgoérS _see that the stones represent ‘the ‘Roman Line

while the sticks represent the Protestant Line. . Sticks and

Preminger, p. 124,



stones are mutual enemies who hdrl invective and mi: o=
at each other catching the Donﬁellys in the miadle of their
fight. Tt is important to noi. that apprehensidn of. the
nasty resplts of their "animosity and their Qerbal anéi
physical cfoss—firing is not aécessible to‘thevchorgs but
is well apbreciated by the audience who knows‘exadtly where

36

this behaviour will lead. The chorus divides itself and

because it is divideé; disaster will be  the outcome of
conflict. The ingenuous nature of the choﬁus and 1its
‘readiness to divide itself into opposing cémpé 3s .well as
its failure tovpefceive the tragic'outcome of aivisivehess,
is cleverly exploited By Reaney in the most'éffective and
satiric dramatié‘irohy in the plays: the uséiof the Latin
liturgy. - Because of the candid, nearly naive. character of
the chorus,‘eXcerpts'frbm the‘Rdmar athélié ritualistié

. . E)
celebration of the sacraments are sincere and inspirational

AY oL

ét the same time as ﬁhey appeafvhol}ow and false. The

rituals are comforting to those pecple who believe in the

v

]

sacraments (The bonnellys) but the solemn celebration of
rite is a collection of meaningléss, empty,-totally,ironic

. . o .
gestures and words for those who are busily ehgaged in

o
‘ 36 The chorus is traditiénélly less perceptive
than the audience is. Immediately,  playgoers- will sense -
the naivete of -any chorus which allows itself to become
divided. : _ _ o E S
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,sticks andvstones, the words,‘ that we may be made worthv

vpeople 1n the commﬁ%lty AR

93

3

. B N . . ) . ,oo .;3’
breaking-jthe laws of "the church. The ‘audience sure]v

cannot fail-to appr0c1ate both the SanerLtv of the Chorus

3
b

and-thexdrony of its posture. In Stlckc and Stones, the

chorus says: ',j
Ora. pro nobis,,sanota Dei Genitrix (Ut
dlqnl effﬁglamur prom1ssron1bus

ChrlStl)
For. young Will}.who thinks the Bisho ows why God made |
v ' . & L~ b . '\', N . ‘9
him a. cripple, the chorUs' plea tc ' Jirgin Mary is .

& T " , ' »

devout and moving, for the Ryans, Casslelgh ~the oensus .

taker, even for the same chorus whoubecome
— R

o

are so heav1ly sat; 1c that they are damnlnq, and become

]

both -the trial and f&nal judgment of all the unworthy

-] 9

S ! i

. In -Handouffs, the . chorus ap, ropriately and it
o . ~ '

would .seem, innocently, provides a, proper _sanctified~

-~

‘ atmosphere for the Priest, ,and for Father Conno%@y, who

hears O Halloran S complalnts_aqalnst the Donnellys while

’

0! Halloran chants - hls grievances, uthe p;ous chorus also

&

"chants, "Domlne, gon sum® dlgnus (Lord I am not- worthy)

/

“,Whlle it is’ true by Chmlstlan standards that none of us

(born in 51n) ;s worthy,-@ome; to 001n a phrase, are less

B

I3
y

s R R E
37 Pray. for us, holy ~God. of our fathers (that<we

hmav brqu abolt the promlse of Chrlst) R ) w

“lvided intoSA
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L\\, «Q

'othere FFather Connolly, who refuses to hear

;L John Donngaly s Confe551on and who plots with - O HalLoran

ag@"h_' the Donnellys (w1thout checklng the truth of the

{&1}; 5 . - o

alleg tions' against them)" is .even more unworthy~ than

<t
\ . v ME

the average er‘on in. the dra ¥y, ecause he is a man who has
% e

ey
-y

S

4

A

-

devoted ‘h;s ij llfe r,to Q‘,-@ ”‘;%,4 _the

“f

Hrony‘}bf what @he- chorué is saylng” heﬁ§,,avd thc pious .

manner 1n whlch they %ay 1tf§oes not mean that use of " the

¥
o i i
f

31ncere chorus is always 1ron1c When the fwue coffins of

AR

the murdered famlly are taken put of the chﬁ{ch and : carrled

1nto the graveyard at the e.dﬁnf the Handcuffs, the chorus

e - R ' Y N
.v-‘Mef’the“anqeléﬁﬁa L you ‘into’ paradlse
. in two adventu SVs01p1ant te Martyvres , .
And -lead you ‘into ~the holy Jté NeS ‘
Jerusalem ggorus angelorum te * .
susc1p1atp - A

' ’ A ) T S
The plea of the chorﬁs, honest and straightforward, would:

9

not work as an emotional memehtfhadfnoﬁﬁheaneg?taken great
) T ' . ©N ' ' T . B ' N\ ‘ ’ ) .
care _ in developing the duality of ﬂthe _chorus. . The gap.

~

T -

between what’ the audlence knows and what the lagglng chorus'

knows allows the chorus to become an effectlve instrument
i . r'-r . .
of . dramatlc 1rony as"well as a, means of conveying the'

patfos arlslng from the pllght of " the” trappe then murdered.
p

b . . )
N i N b .
m . . . .

~ S ad
N Y

Handcuéfs, p. 157.
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) 4 . . L : ' L e
Donnellys. In other words, the audience willﬁgqt o¥pect,

does not expect’ satire every time the chorus appears since
w

Reaney ha” taken gru@t carc that the chorus never becomes a

N Sy

caricature- cf 1tself through self parody

: o - Ay
o . ‘Fhe comple\ tvﬂgfr
i) ' c ”, ’
1nv1tes andrw1thstands th:

‘thg atnucture of The Donnellvs

e

n"dﬁh& of problng .In general

ot ?

thel domlnant wcharacterlstlcs or the plays’ J*/strué?{:ures

~
1' v,

, mav be' summarlzed 1n£€he ﬁhllow1ng way In each play” thev
%%ssentla] )toryﬁlno~1s chronohO@1ca]>(the mu@der of Farl
, SN 4 |
then tho mukﬁer of Mike, then the magsacre) However, the

-audlence”é Kﬁreknowledge ‘of the oatastrophe mlnrmlzes the;
.“Oa
nece551tv of aastrlct]y sequentla] arrangement of eLJhts

Y,Each,,act cand each plav f”'”ﬁ?ude with: ralsed emotlonal

) G
impacty

& -

llnchpln“ of -thev structure

-y

the

‘THe “chorus is

sDIrov

¢ = A sk . . L P .
g information, - music, emphasis, ‘satire, dramatic
Lo o ; : L)

"irony, - situationgl . ,irony, . and. poignancy. r”mBeoause

"conventional scene\changes‘do’no; occur, one’ sequence runs
_ LT ‘ A . _

into another, setting a frantic pace which ﬁs relieved only

<

/at} the end of each. act. It should ‘be -poted~4thatl'
: . . —

understandlng the strugture 1s a far cry from understandlng
the totality of thesehthree plays But,.rt is necessaraly
the firSt step. Thus, the precedihg investigation of some
of the broad structural ﬁeatures which the three plays haye
=\ in common probides support for the cta;m that Reaney 1is

truly a skillful stage dramatist, not just a poet who pens

closet drama.
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IY tructure and Myth

. Y Theffirst questions to be asked are: what is an

archeﬁypal myth? are all myths archetypal? and, how does
myth pertain to the structure of literature? »
An archetype is an original model,usay the model

VI

"x",’upon which all following models of”"x" are shaped. Ah

E Y ' : TR
archetypal  critic qf 1x¢eraté%e believes that both
individuals and societies remember somewhere ihf their.\w

. . B T N . R I .
conscious Or- subconscious minds what their primordial

S

% selves (their original models) were Llike. and how{ﬂthey'

5 jﬁehaved.- Apparently, so  powerful are these ‘archetypesﬂ
tnat memory of primordial models” surfaces in psychology, 0

: L
religion ahd of ‘oourse, literature. There may be

Jarchetyp 1 motivations behlnd lvrlc poetry but archetypes

I

are most easily recognlzable'when the¥y turn up in certain

o 4
P '\
S myths An archetypal myth is one, therefore, whose story

’

.'and whose hero appear to be based on an earlier model The
A p :

archetvplst is ever on the alert for fltuallstlc behav1bur
n, LY ' . 3
t ) ) -
in hgmansﬁlor signs“of man' s dependence for surv1val oNn .. e

climaﬁe ahd seasohs; Archetypal‘myths'refer to.fhe}way\
Athings-are &nd always have been "The Sleeping Beauty“y
-and "The King of the Golden Rlver are stSEies that do not
pass Jjudgment on kings,; third sons,‘ o;\ hefoes.‘ In

archetypal myths all characters do, in an,almc
S



" deters inistic way, what they must do.

But there is another whole body of myths, of less
sﬁad‘fe' in literature than the archetypal myth, that
1%@11c1tly does pass Jjudgment on the charaeﬁers in the
tale. These are the thhs, handed do&n, from parent -to
child, which are called fables and parables. Both fables

‘and'parablesuhave a didactic nature. "The Boy who Cried

Wolf", "The Threc Li;,xzﬂe Pigs"‘and "The‘Ant and’ the

Grasshopper" all give adv1ce on behav1our Althouqh the
w@]f and the plg may he Called archetypal represen& e
.- ¢ )’1

of human- aggresslveness or humnn greed, essentlallt.)t“e,

fablerarable is instructive. Like . the .archetype, Lthev.y

fable-parable shows up in story " rather than lyrig

A

becauseythe lesson is ii;ustratiyely rather than directly

&

S

stated. . v

Both the archetypal. and "the fable- parable myths .

- are. present # ,Eﬁe Donnellys Reaneyx\iworklng frog ‘ -
N h : . l ¥

traditiorr, has incorporated the Aeschvlean strueture of /\

‘trllo y d chorus, and the Brechtlan prescrlptlon of eplc
gy aRdy

theatre for hlS' own purposes qf storyt lllng /Reaney s’

e __\;: w- o
LA

‘ 'xstorvtelllng reveals the iﬁéﬁitability

-,.

6f the life-death
eycle (the archetypal myth); however, the tale also sohnds

a cautionary note in regard to what happens to a“community

;

when evil gets the upper-hand (the parable-fable myth).
. . , . P

B



d L Ay .
o . . 5
“ r aol Ty

To answe? the questions poscd in the 1nfrnluctory

statement 1is only to clarlfy tho position - on which the
e<“
following discussion is based. Some cr1t1$ may. argue that

myth automatically assumGS‘archetYpe. My pOblthﬂ is less' .
e

categorical: a myth is essentlally narratlve, llkely noteﬁ¥

‘\\4 [ e

truthfuL;ha myth may be{%ldactlc og archefypal or hoth
CA ."w ¢ .
Dralatic structune whlch 1s$ geared to storvtelllng

- \‘, '

complements the mythlc content and themes of The Donnellys

& v*‘respectSy_ AC‘PhleS The Orestelan

o5

In -

)
s Reanev s The Donnellys are similarly

‘Trilogy and™®Jd e
| ‘Uc ‘n ’

structured. ,Both trllogles ﬁre based on a communltv legend

that would (or should) be familiar to-the audlence.w The
murder ef, Agamemnon by Clytemnestra and her, subsequent

murder by'brestes were st es told by Hemer.4o According L
Ry ’ . : : . / ‘::‘»*‘:x:'}l
_ ™
‘unusual for a 1egend which well—illusfrgted.a contemporar

Y
AY
v

to Amtony Andrewes in his book on Greek society, it was ngt
35

A

ssroblem in Athens to be dram@tlzed ‘He ‘says:

Athenlan ‘traqedya was' very chh',é\_ ;Q
) projection-of the City of Athens, often " . -
qlanc1ng expllc1%ly at the glory;of the , LI
T o rr. o
Fat, . ‘ 3g1<§
32 James Reaney, "Fourteen Barrels from Sea to

Sea" (Erin:  Press Porcepic), 1977.

1,40 ThlS claim is. made by several scholars.
Edith‘Hamilton,,Mzthologz (London: . New English leararv,,
reprinted 1969), p. 21-22. ' Philip Vellacott, trans. of
Aeschylus, The Oresteian Trilogy (Harmondsworth:  Penguin
Books, reprinted 1981), p. 9-36. ' ’ ‘

r
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¥y " . ''®ity...The plots, with rare exceptions,
were  taken from the common stock of
v = L legend “and conterned princes and their
- courts:~ and this meant that the
outcome wa swkhown in-outline before the
”play began,uthough ‘t¥e pogt. [sic] Yns
<Al ‘ free to 1mprov1se or alter detall

Edith Hamilton aqrees*that the account of Clytemnestra's

jmuxder of Agamemnon is told only brlefly by Homer and iﬁ

: ’ 2.
much embeillahed by Aeqdhylus.4““ ﬁeaney,v cour @§

ot PO ,;,’

Mdityllstlcally, makes a' great dea] of the fact that his

4

ku,,v‘, cw

addltlons ﬂﬁbﬁ; the;V Donnelly leqend are'{'based on

ST SR N PEEED VI L e
documentatlon,_ however,ulln“atruth, %he,‘ like- Aeschylus,

freely Qhanges '"fattvw fbr"vhis ‘pufposes.'”_gyen se,' the
mflrst 51gn1f1cant251my1arity_between_The Oresteia- and The

Donnellys is:,that neither trilogy . is built ~ardhhd ah{

outcome.  .-Both " tril%gie%“*mahtﬁally‘:jaybid a

deflnltlve ~visual spectacle of catas%rophe Both ask, in

v K}

'effect;”"How did -this (catastrophe) happen?" rather than.
"What will'\happen\ next?" ° Indeed, the murders in the

o -
Oresteia and the Donnelly murders are related (or narrated)

-rather than embodied by . an event on stage.: Apparently,
. . 'y el <
freed“{rOm :the necessity of relating outcome, both
RN
playwrlghts then chose not 'to have the main body of the

- 41 " Antony . Andrewes, Greek Society (Harmonds-
worth:  Penguin Books, reprinted 1981), p.244. '

& 72742 g4ith Hamilton, p. 236. -

L #
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drama superceded by a single viol&ﬁﬁ stége spectacle.

The next, most obvious, similarity between The

Oresteia and The Donnellys is the interesting nature of the

around one basic structural event. For Recanev's trilogy,
it 1is the foilowiné: the.murder of Farl; the murder - of -

Mike 'Dohnellv; the murder of flve Donnellvq (esﬁecialiy

‘

Johanna) ; and the trlal of the v1q11antes. For Aeschvlus}

b

trilogy it is t&ef

TR
murder of Clytemﬂ@ 35 a,.the trial of Orestes. Slmply put

both tlllOgleS are vbased ‘on an offense (or 'a 81n), a
() L B
colnter offense (another sin), and a-resolution'(sbme kind

. . - ) t
of justice). It 1is ihteresting to note that the larger
pattern of the triibgy follows the.smallé% pattern of the

chorus, ‘that is, the . choral movement : strophe,

antistrophe and epode Ny
‘ 3 voed a" )

b of course, . mentlon of! the chorus leads to another

’ R : («* ’ . . , ! s
strucfﬁ%éﬁ éimilaril;\xberwéen the. trilogies. Signifrf’L

N 1

cantly, Reaney has "chosen” to wuse a ’chorus whereasi

-

‘tradltldn for Aeschylus almost demanded- the ‘use of a chorus
because of the relatively yqungL'though‘magnlflcent, state
’ of tragedy in aﬁqieﬁt Gréek.sociét?;;*NOt that‘Aeschylus
wasn“r,an inhovator."Although é modern reader does not
receive this impression from reading a Gréek tragedy, in

early Greeﬁ plays, only one actor was used. Aeschylus - -

Epllow1ng : the murder of Aeglsthus; th'

A

trilogy -itself. Every Scction of each trilogy centres N@; o

B
N
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introduced a second mctor and later a third actor into his

tragedies. The Oxford Companion to the Theatre explains:
A
{
iBy reducing the‘s%%é df the chorus and o
introducing a second actor into the
play, [Aeschylus] made the histrionic
part as_important as the 1y£§c and, .. ey
turned oratorio into drama.: :%gg

’\_. 2
xSl

Acting in the reverse, yet also as an innovatgor, Reanev
enlarges the chorus and puts the cast as a whole -into the
position of playing many parts as was the Greek custom.

’ : . )"v\' . . % )
Aeschylus, by moving forward, and Reaney, by stepping back, -
meet- at the same place. And yet, both men are undeniably

original and fresh--both seem to bempmoving away from-

tradition at the same time as they %gve toward a common-

" “position in use of the chorus. -

P

The choruses of both trilogies serve at least !

three similar functions. First, as a group, they embodv
the sentiments of  the community. Sometimés naive,
~other times perceptive' or sympathetic, the orus can

shddenly tufn wigh hostility on the protagonists. All in Q}\:

alle the -protagonistsy > Clytemnestra and .Orestes, Johénnay_
and Wil Donnelly'. are larger,‘thgt is, more daring, mgre
. - [/ . - - ~ R - . ) 3

rercic, /;han the genepgl community: membership which is
- . . . T / . .
rer ~esented by the chorus. The chorus also seems to hold

' 43 The Concise Oxford Cémpanion to the Theatre,
ed. by Phyllis Harnoll (Oxford: Oxford University
Press, reprinted 1981), p.8. .

{
1 k4 - )

'
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the religious views of the community. For example, in The

Oresteia, the chorussappeals variously to Zeus or Apollo or

Pallas Athene; in The Donnellys, the chorus chants prayers

from. the Roman Catholic liturgy. Finally, another functlom\

of the chorus shared by both trilogies is pur@ly theatrlcal

deVLCe. .The use of the chorus ellmlnates,the nece551ty of

scene divisions. No matter how quickly and effectively

scene changes occur, they c¢an be often C%ymsy and

intrusive. . However“ in" these, trllogles, one scene - flows

IS ke,

L

-into another bv v1;@Uﬂ of fh vers= changlng shape of the

uf;_cw ~
, ) 3
chorus. Admlttedlyn~ﬁ@§“audlence docs not have the ‘relief

e

- of the  blackout "and the calm 'Of ‘a scene chang.  The

well-used audience tends, in a Reaney play or a Greek play,
P ' : .

One only has to look at the variety of sensations it has ¢

absorbed without a break to. firK3 thﬁé&ﬁlanation.;: : 7
& % . : . .
. )
Although the 'parallels betweeh The bresteia and

iKY

Ehe Dénnellys do exter™ . beyond the bounds of -mere
. v

¥
, I4

structure, the manner in which these two trilogiesv lend

-» hid .

.themse¥Pes rto comparison 1is actually ‘remarkable.  The
’ "¢, ' . . ) '
. : : T ! s . } ) - 5, .
importance o both of music and. dance, not only ' as
v ‘ ) T 0T

* decoration but also as a majorhleitmotif, is in itseif,a

possibility for examination that . lihited space here

*t‘i
3

forbids. - - : - 9

One knows by reading the Reaney article in Stage
S

to feel totally drained after a performance. No wonder.-

(Y4



-when owme looks closeiy at what Brechtvls sayin

he ie trying 1to ‘accomplish in terms

consciously— turned .toward Brechtian epic theatre. (In

82

Voices that Reaney. is extremely well-acquainted with

.classic theatre. Less certain 1is the extent to which

Reaney uses the theories of Bertolt Brecht. Reaney does

mention Mother Courage and alienation effects in Hamlet but

I am going to confine' my interest , in Brecht to his

prescriptive theories*on epic theatre and how .they apply to
the didactic element in Roaney S trllmqy

Questions about . the rthtqﬁss or wrongness of

preqcrlptlve theorles have ‘No praetl(al 51gn1f cance for

‘c
»'

Brecht who cheerfully*and prec1qaly ﬁ“‘

between "Dramatlc and "Epic" form

P

reminded that theories are not indeed:plays; nevertheless,

ng and at what

ot theatrical
</
experience, one can see why he is ﬁQe man who appears to
' g
offer "a 1link bqiyeeq) keschylus and Reaney. Again, no
e : o, -
conclusions can be. reached aboutswhether or not Reaney has

s

fact, Thornton Wilder,: whom' Reanev mentions 1n“ Stage ’

( . - )H.. “ . - . - (,. 2
Voicess, may Deée a ;bekter touchstone for Reaney than rs o

'Brecht;) No. matter how 51gn1f1cant Brecht is to Reaney,

S

Ty

» ) 44 Bertolt Brecht, "Theatre for  Learning
(1957)", in European Theories of the Drama, ed. by Barrett
H. Clark, newly revised by Henry Papkin (New York: Crown -
Publishers, fourth printing, 1969), p. 309.

3 ‘\‘ |

4
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the fact remains that Brecht wants to use the theatre to
inform and instruct audiences; and, he wants to move

audiences to the political left.

RN

Brecht appears to be one of theoplaywrights at

the forefront of a-contemporary~movoment which éxperimgnts
] .

with dramatic structure in order to attack social problems.

-Because 'of his:successful plays, he 'is. influential; because

of his written comments about ﬁﬁefrole of thé'théatre in“

society, he is not only aCcp:ssble but also 1mportant to
s . .
* * ] N v \
other playwrlqhts who w1sh to follow his course. '(Bchht
¥ -

was not . the on]y plavwrlqht ‘to, experlment w1tn struct&re,j
in Amerlca, Thornton Wlldar was flndlng new wastto narrate,‘

his storiesﬁ45) Even“'so, using the theatre as ' an

instrument of .social change 1is not “4n idea exclusive to

. Co . ‘ . L ¢ )
Brecht as he himself well knows.- Brecht points out that_“
*

medleval drama was concelved in a ‘manner whlch would both

inform ahd instruct. He notes: - , o : -

From lthe standpoint of style '[forml;:. W
. . the epic ., Jf ~ theatre. 1is* nothing. *
especially new. 'In its character of

‘Vk : . show, * of demonstrationa " and - its o
emphasis on thekartistic, it is.related ™-
. to the. ancient Asian theatre. The

medieval mystery play, and also the
/

a <

. eSCP . . H o~

45 Wilder experlmented w1th .structure when he
introduced a narrator in Our Tdwn and" actress/character
"Sabina"  in The Skin of Our Teeth. He also wrote, sans
chorus, a trilogy based on Greek mythology, The Alcestlad

E !
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classic Spanish and Jesuit tieaEges,
1 showed an 1netruct1ve tendency.

Although the 1nstruct1ve_tendency" of epic theatre.greatly
influences the form of Brecht's drama, he is not alone in

‘shOWing "2 socialist's concern - with cbmmunity' problems.
These concerns are 'J.'Jntrinsic 'to’ the drama of two of
TR e Loeet C : . a7 . -

- ﬁwf. Brecht%s predessessors,'lbsen and Shaw. In’ "act, Shaw is

of the ,opinion - that the dramatlst Somvtlmes has a nmral

"Z')ﬁnv"}: v’ ¢ ’
ﬂj%QA duty tc put a51de hlS concern for great and Jastlng drama
W . W
e T (unlversal, llfe—as—lt—ls, drama) in Qrder to-. address
. - . - ) . ‘; ) ’ e ) , )
gRECSsSing sociailquestions of, the”day. " He says~"';' o S
, ) If peOple are rottlng and starving in v
; all .directions, and nobody -else '21s the ' oo
... - . ' heart or thegsbrains to make a distur- . :
L B - bajce, gbout i, the great wrlters

P

w Y must. v,
, e

v

Shaw-ma§ appear’. rather conventional® to an audienpce” in 1980,
) \ e I N

“

A

but - his RFnterést, in social  gquestions .made his plays

. . L , ¢
controversial when they wefte first produced.

;
3y

e o oy ;
1 _ '%46Brecht,p 3Ji2; Tl ER e
',@ d'k o -i . 4/;. Perhaps..content‘ and‘ stvle— (dlctlon,gandh

"1magery) were more .noticably lnnovatlve than was‘structure
in’ the drama of Ibsen ahd Shaw.k . -

W . ) { ! . B . .

\ - 48} George Bernard Shaw, in ¥ an ’artlcle, ~"The
Probbem Play" (1895)7 European Theories of the Drama, P

445 . I | -
' L I <.; o L \

T ' 49 -~ Reaney notes (in his article, "Your Pdlays care

S

like’ Mpvies - Cinemascbpe ones", p. 35) that G. B. Shaw -

writes plays where'"bourgeors materlalr\t reallty is left
5 . .

'

49. . ™o

R
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‘

}atter case, the emphas;s has shrfted from 1m1tat1ng

It would seem, philosophically anyway, thesss=

~extending as far back as the middle ages up to tlr———

sb—called modern period—%from'the mystery plays to Sha&

Brecht  to ﬁeaney——there exists a pervasive. didactic: urc—
among western playwrighté. Althouqh each'era of wrlterr—*“”
ié 1nc11%§¢ato think of 1teelf as the first and onlv grOL~—“A~

to show,&Eéﬁ%l consc1ousness, there is actually a strong T7T

general J4 . left- leanlngy reform mlnded tradltlon Cin -t

A

“eheatre. And lateiy (w1th1n the past hundred years or St)

the social concerns of the playwraght& are Lerlected i

their interest: in the form us well as‘ the content o
r.J v o ; R
o DA

twentleth century‘drama.,‘ Coea e Ty

6

According to Brecht the *"dramatit" s@kuctﬁre o
'L / o

4
k]

a play must be changed when a play deals w1th soclal issue

if-.the playwrlght 1ngends' to trya chande, soc1et§r

Therefore, 1nqtead of maklng an audlence feel/ 'ves R p—
/ \ 1) .

is* Tike that" the eplc dramatht Wante“the/playqoersjt;c::::

becomeolnformed aboqt aspects of socrety why/h ‘need .to be

{> ¢
. i

L - A
and can be, 1mproved : That ’ie"the<~reason 'whys,Brech
\ . u S K s . : N !

‘
* k

dlfferentlates between drama where “the;stage 'incarnaées

P .

an, eyent" and drama Wthh relates" an‘ event In ftklc====

o a
J

<,

¢ . < E . . ; E -{“

i oo hs
= r — -
~ : . >

intact.ﬂ‘ It is an'understatement tozsay that-Shaw'wQuld b ==
madeQCOntemptuous by such a remark.’ - "

=
N . .
= . - . &

. i
g ) .
Q . . R L > 2
: . , [N
\

-
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reality to téiling a story. Breéht'equatc: the function
of £he aﬁcient chorus as/ an aid to narratidn with the
éharacter of ﬁmdern;day_filml He claims thé‘chorus“was
used- in .Greek drama as an instrument of narfation which

. [
(among other things) "informed the audience about facts it

did not know".SO (Here it . is important to ﬁote £hat né
matter héw many facts a chorus-relates to the audience, the
chorus does not possess the interpretative ability of thét
‘aﬁdience). Like a camera{ the chorus records-without-
wisdom in order to serve, in the'play as a whole, a greater
fuﬁgtion thén a mere purveyor of informatibn. It 1is

Brecht's belief that if a p}aywright desires to instruct

his audience . he can (with the help of science) .use

-

- ¥

"chorus-type" devices such as film, puppets, even car
headlights 51 as part of the‘stagecraft. .Perhaps Reaney
does not ﬁse"the headlighés, but he does use the chorus,
slide pictures, puppéts, ladders, barrels, and clotheslines
for the purpose of teliing his story. *

In many respects, Reanev's The Donnellys shares a

structural similarity with what E-e 1t describes as "epic"

FO Biecht, p. 309.

. Bentley, p. 56. Any device that showed an
audience that it was watching actors, not real people, was
-of interest to Brecht. s



theatre. Aside from his desire

that a story should be
related and information be given to the auaience, draecht
refers to epic in the Aristotelian sen;e. B AR |
separated dramatic,_ epic, and 1lyric. . Epic poc 1.
characterized by its construction which is series of
episodes. Brecht, saying that the same construction shouLd
apply to epic theatre, states: |

4

The epic writer, Doblin, gave an
excellent description when he said that
the epic, in contrast to the dramatic,
could practically be cut wup with
scissors into single~pie§§s, cach of -«
which could stand alone.

Reancy's plays are episodic according to the manner in

which Brecht defines the term. Ea@h episode (which- Reaney

calls a sequence) in the trilogya has its own ‘dramatic
L] B

nature which allows it to stand alone. Many of the small

pieces 1into which the trilogy could be divided are.

structured like cameos or vignettes which make ' pointed
reference to institutions (the politics of the church), to

goverr...ut (the rigidity of the surveyors' task), or to

53

people (the smugness of Miss Maguire) . The episodic

nature of each play in The Donnellys does not lessen the

SZ‘CBrecht, p. 308.

23 The thematic ramifications of instruction are
discussed in Chapter 4.

]

S
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impact of the character of the trilog?. In fact, it seems
almost as if Rcorey could or would have written hic three
'plays the way he did, with or without Bertolt Brecht, so
comfortable is the episodienstructure of the trilogy with

the story of Donnelly family. Brecht is of interest,

however, because he is one of the few playwrights who would

disagrec with the main premise of Poetics: the cause-
effect plot structure-. .

i

- One cannot- imagine exactly how far one would get,
or how profitab]e the journey would be, 1if one were to
Compare the drama of Breeht and Reaney. The greatest
difference between the two playwrights may lie in the
manner 1in wbich the protagonists are characterized. For
example, Mqther Courage and Johanna Donnelly spring from
two 'different traditions. Yet on a purely prescriptive
basis, partlcularly regardlnq structure Reaney does appear
to follow the many of the tenets of eplc theatre.

Epic theatre produces a type of tragedy which is
structurally different from Sophoclean or Renaissance

tragedy which 1is conceptualized on Aristotelian premises;.

If one were asked if Hamlet or King Lear or even Oedipus
‘fzrannus appears toi display thoseA qualities of epic
structure which have’ been ‘deser;bed, one would. likely
answer that they do not. In each of the above

»

Shakespearean t;agedies, the- catastrophe occurs as the
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result of a linéar, though intricate, plotline--all events
are arranged in a more or less pyramid shape. ‘The
catastrophe happens on stage after a climsx or point of nov
return has been reached by the protagorist. Docur itation
and narration are not as impprtant as draﬁatic monologue;
‘instruction is not intended to be as pwarful as the
feeling of veracit&~—"this is the way men behave". A
Shakespearean play has ndmerqus sbene'chaﬁges. The number
of scsnes in one act of Hamlet may quantitatively
correspond to the number of sequences in an act bf
-

Handcuffs; however, the scenes in Hamlet are not held
B — ) D |

together by a chorus the way they are in Handcuffs. There
are defirnite, even  1f brief, breaks in Shakespeare.

Moreover, each scene in Hamlet contributes to the formal
plot complication; each sequence in Handcuffs complicates
the plot. No comment can be made . in this very brief
analysis as to hows or if Reaney has been influenced by.

Shakespearean drama. Superficially, however, Reaney's

trilogy, The Donnellys, dppears not to hare mahy of the
. p <
54

structdral principles inherent in Shakespearean tragedy.

>4 It 1is necessary to re-iterate that the
structure’ to which this discussion is directed does not
include elements of style, (poetlc language, lack of formal
set de51gn), elements that may provide a better ground for
comparison between Reaney and Shakespeare. Also, one
should hasten to add, that structural differences  in the
drama of the  two playwrlghts do not imply a qualitative
conclus1on. :



One ans@cr to the qucétion of why Reaneyhchose
episodes instead of a continuous cause-cffect linear
plotline may lie in the reason suggested earlier. Reaney,
uhlike Shakespeare, wants to clearly make a. social point
about conflict in the commarity. The story itself is
intended  to make the point! (not the character as in
Shakespeare's Hamlet); therefore, . the- re—incérnation of
catastrophe for the stage 1is not as important .as the
explanation behind’tge catastrophe.

This:chapter concludes with the observation that

\

much 1is omiéted which should be discussed in a helpful

comparative study. BAlso, the structure of The Donnéllys,

because of its complex nature, deserves a great deal of
scholarly attention; only a small beginning was made here.

The st important point that this chapter makes lies not

matfic structure. Admittedly, it is often a struggle to
untangle structure and style. Neverthéless, since the

arrangement of ‘events is often at the root of a play's

A >
impact (or its failure), the ®ructure is the place to

begin analysis of a play.



Style
¢\ :

I. Introduction

Because a play is more than structure, just as an
oB}ect is more than tHe lines and curves of a blueprint, an

undérstanding of the constituents of the dramatic form of

The annellys is not complete without analysis of the style
of the trilogy. 1In the.followiné chapter, the theatrical
and literary aspects of dramatic style will be discussed in
Vrélation to: .properties, music and dance, and dialodgue.
Since, in its Eotality, dramatic stvle involves thetﬁanner
" 'in which events are présented (as opposed to the order and
arrangement of events), the final sectiop of this chapter
will ~deal with Réaney's use of traditional styleé——one
- .

European, and one . Canadian. . The melodramatic and

docudramatic styles of presentation complement both the

archetypes and the fable-parables in the story as Reaney

: »
tells it. The wundivided psyches of the protagonists

(characters -are wholly good or wholly evil),.as found in*

melodrama and-docud}ama, suit the requirements of Reaney's
pﬁrpose. By making characters larger than 1life (more good
)or more evii)} he exploits the legend for the sake of
giving his community its own myth. |

91

en
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LN

I.” Dramatic style: theatrical and literarv

Sometimes, the style of a work of art may be
lpfedicatéd by purpose. How public does the artist'infend
his effort td be? As an artist, the playwright is
perfectly clear on this score."A play, by its very nature, -
is a public \piecé;:«i£ obviously is written with
communication in mind and debends,;for its success as a
play (unless a closet drama), on a public performgnce.
Details which may be obfuscated in a novel or'poem mgst be
fairly obvious in a play. ~The public may want laughﬁer/
tears,:comedy and tragedy from live theatre; but, the plaf
makes its own demands on the public as well. Therefore, at
the same time as playgoers are remembering the order "of
events as they occur on stage, their communal eye-ear is
also recording both informafipn and sensation baéed on what
is seen (settipg, pfops, costume, lights, and last-but not
least—actors) and what is heard !dialogue, music, general
stage noise). For the purpose of the following discussidn,
the ﬁanner in which thé Sstructure is presented, i.e what is
seen and what is heard, will be called, "dramatic style".
Both the literary portion of a drama, or that which is
‘Hétermined by the playWright, blus the theatrical dimension
of a drama, that.which is the concern of the director,

‘combine to make up the. dramatic style. The Reaney trilogy

is much more detailed regarding stage directions and stage



éropertieb than most plays}':Howevér, it ig still ppssiblé
to"Spécﬁlate‘ on the Variéhs ltpeétrLcal ways tﬁét the
trilogy may be staged. Bgt, beéauseyReaney's\instruéﬁions
are fully‘intended'to réinforcektheme and conteﬁt, in thg

final an iyais, propert}es and music will bé treated  as-

organic Jcomponents of the dramatic styléf.'fgothiﬁthe\

thgatg@pal and literary purposéé«df the_propergigs aﬁd}ﬁhe
music will be discussed. . ' l f L

) The style of a play not only prbvidés poidur but
‘also carries with it a responsibility. Mofe than,ahy.other

art form, a play demands a contract between the'auaience

and. all the members of the production (actors, director ané

crew) . If it were written, thé Qontract would state

something to the efféct that from the minute thé audience

steps into the theatre and agrees to give its collective,

undivided attention to the stage, every dpportunity should

be taken to defer to this commi\ment. No -action, no word,

no prop should’ be gratuiﬁous. ‘Since limited tiﬁé and -
~energy are the helpful enemies of both actor and éudience,

there always must be an atmosphere ~“of deliberation

enveloping the performance.l Sticks and Stones, The St.

k3

Deliberation here does not mean "slowness" or .
"heaviness". Deliberation is wused to indicate, quite
simply, that cast and crew should know what they are doing.
Any uncertain gesture, or any speech which rambles, or any”
deed which appears unmotivated, attacks the "deliber-
ateness" of the drama. '
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e

Nicholas Hotélvand Handcuffs, “the three plays in Reaney's

trilogy, The Donnellys, respect ‘this unwrltten contract, as

~well as stretch»the convention' (not to indulge in gratuity)

to the'iimit. : - /

-«

Right from the outsect of each play Reaney, the
dramaturgist, works fast, but‘falr. He does not walt until
the end of Act I or’ the .middle of Act _I; to let his
addience. know that ‘the scenerio it is viewing is' not
actually making the slightest lpretense of .being "£é§1

- A
1i£Z", or, naturalistic;theatre.‘ Reaney calls the. openlﬁg

set for Sticks and Stones "a room" whege th story. is

RN

" presented. In this room is contained "all of the objects

and properties required - ladders, barrels) stlcks\\stones,

'noise—makers;" The stage is set in The St. Nlcholaé\ﬁotel
as a barroom and, a waiting room. Actors a\e spinning S
and "singing songs from the play"-‘ A road goes through the
mlddle of the barroom-cum- waltlng room and around "all the
walls of the theatre" extends a map And fi?ally, the play
entltled Handcuffs opens "on a bare stage‘bominated by a

large sideboard or buffet." Under Reaney's direction all
three plays, by .avoiding what may be ﬁistaken» tor a

realistic set, and by making the props not only visible but

a part of the. little set. that there.is, have respected the

integrity of the audience.by sending a signal. The signal



is:  "this is play," not "this is llfQ

’qtyle of these productions, apparént to the audlence before
even a word has been spoken, to suqqest the\iength te which
the playwright eventually’ w1ll push the anti-illusory
nature of the trilogy.

However, stage .directions are only aids to 'a
produetioh. Therefore, the anti—illusionary nature of the
three plays 1is rather more of a theatrical style than ‘a
concrete and formal de51gn 2 ‘That 1svto say, it would be

. .
possible, however unlikely (or however false to the
intention of the drama), to ignore stage directions. One
could re- enact each play of the trllogy on a proscenlum

.stage before a backdrop of several mini—sets 3 Each set
could depict one facet of life in Biddulph.  For Sticks and
iStones there coula be'r uthe church set, the rural set, the
legal and‘governheht.setg The ehotus (a fixed etructural
device) eould’piek~the sticks off.bushee and the stones off'

' { : . )
the road as if they were "real" people. in the community.

No one can judge in advance the potential success of a

2 An 1nterest1ng point of comparlson would be
_Mlchael Cook's, Jacob's Wake. Cook offers -two kinds of
staging, naturallstlc and expre551onlst1c. o .

3

) Rod Langley s Bethune performed at the Cltadel
Theatre, Edmonton, was a mammoth undertaklng because the
play had 29 scene changes. The problem was solved by = -
mini-sets. ’ - '



production, but the fact that the possibility eXists‘for

another dramatic interpretation ‘of The Donnellys proves
that "a certain part of the dramatic-style, and that is the
theatric presentation——the appearance and use of the set,
properties, costumes and lights-—can never be determined
ébsolotely by the text.

| Although some aspects of the'dramatic style of
_the indiviaual performance cannot be guaranteed, the-actuai
words and dlalogue allowed to the characters~—depend1nq on
the rellablllty of an actor's memory--is flxed- Therefore,
the way the characters speak gives the play both'another'
vdimension~ of theatrical pﬁrpose as well as a literery '
’qualit;.. It woﬁldlseem, theh, that.the theatrical style of -
a play is extraordinarily complex‘because.it bears the mark -
of the dlrector and the actor as well as the playwrlght.
Theatrlcs, however, vary from productlon to production. But
the literary style of the drama, a- style which is as
lntrlcate as the poet S own 1mag1natlon, is as much of a

SOlld presence as the structure of the trilogy. Both the

theatrical possibilities and the literary style of Sticks

and‘ Stones, St. Nioholas Hotel, and Handcuffs deserve
[ . —_——

_attention.
a. Properties

The theatrical possibilities of The Donnellys are

carefully outlined in stage notes written by the playwright

<
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who, to give him complcte credit, has wdrked out every\move
during the writing process with his company of players.

Stressing "the importance ~ of = "play" = with - all the
cqnnotétions of the word, Reaney and "the playeré" took
s&mplé articles .of "play"qénd turned these articles into
metaphors. Thus, the sticks, a group of,peoplé named -after
the.toolS they éarry; wave their téysfas.instruments of
ﬁerror.".People 'and tools have beéome, .in a. reverse
"symbolic gesture,, tﬁe personification of the .pro§erb:
"Sticks and Stonés",s, The stgnesﬁbehave-more Aefensively
" than the sticks and faifly soon‘theif affiliation with the
Donnellys beéomes clear. The stone§ ihévitab1y take thé
Catholic side in -the argﬁment; thé stonés.aré the kids in

Sticks.and Stones, Act I, who defend the .Dannelly honour

when Mr. Fat insults their home. The exchange between them

goes as follows:

¢ Mr. Fat D o ) ) .
- If you can call it a shanty - : : e

4 For .example, see "An Interview -with David
Ferry" Nov. 23, 1979. Reaney would come in each day to the
-workshop with some written script as well as some ideas he-
wanted to. explore. ' Depending. on what he and the group
found about actions and. ideas that worked, or did not,

Reaney kept or rewrote the scéript accordingly. . (Permission
to quote from this interview was given by Moira Day.)
5

. : . Realizing that ‘landuage is itself a symbol,
one can seé how the cyclical movement of object-symbolized- .
by-word-symbolized-by-object is completed by this image.

T
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‘Kids (Stones) )

Tt's not a ‘shanty its a house /j S

- Farl : :

" But - ‘how 'will they °~ know - in thls -
settlement you've come to who. the real,
blackfeet are. Mike, there' other

. ways than pulling it down.

"Jim here's so nimble on his feet \take
the old axe tod 1t - .

: Klds (Stones)

Your axe isn't half sharp enough ‘ A

mister, . .
The.positive quality of<the stones is re—iterated onfnany
occasions but never more forcefullv than in Handcuffe at -
the conclu51on when the chorus p01nts to‘ ﬂ‘fou: _stonesnha
:where»there'dnce was a house/home:'"“ ﬁat Donnelry'places a
stone orl the stage as if 1t were a. gravemarker for hls”"
brother. . Bob Donnelly klsses another stone, as if it were~
his father's heart then places it~-anotherwmarker=—on thei
stage. Bv the end of the trllogy,b stonee“exist as Jan'
evocatlve dev1ce in thelr own rlght and do not need to be

N

attached to one of the different factions of the community

hto have meaning for the audience.
‘ Sticks, although at first associated in human
terms with Protestants who are for the most‘part enemies of

the Donnellys, have a positive side as well as ‘a negative

6 Sticks and Stones, p. 75 and 76.
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one. Sticks, when they are not as .  .ciated with a group,
becoﬁe a metaphor for Will's fiddle; a stick is a bone that
Theresa keeps in a box on her buffet--the remains of Mrs.
Donnelly's arm. Furthermore, the‘bone is likened to the

wing of a bird. When Reaney in Stage Voices talks about

the extent to whichba playwright can develop theatrical
metaphor, he says:
I can remember thinking that Cocteau is
right when he says that theatrical
metaphor 1is like lace; when the big
reading image of Richard III came up--
bluebottle, spider in a bottle, or -
whatever--it Jjust whizzed by in .a

second, hardly noticed.7 On the page, T
used to linger over it.

Theytheatrical filigree that Reaney creates is spun f;om
two, rather humole, prop groups which are seen lying
innocently on the stage before the play begins. The sticks
and the stones at first ar: - nmore than an irohic feminder
that, as weapoﬁs, they d- in fact hurt more than name-=.
Even so, without a human ar a*+ached to them, both gticks
”aﬁd stones are merely objects. ‘They are neutral: neither
‘good nor bad in their‘associations. Only the playwright's
imagination can make these plain objects into a creative
design which can be called "theatrical lace".

9

The theatrical lace, so nicely established in

7

Stage Voices, p. 144.
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Sticks and Stones by the sticksh stones, ladders (and even

the physical presence. of firce), is not nearly as

extensively recorded in the stage directions of St.

Nicholas Hotel. The opening‘notes indicate that the actors

should be "spinning tops". One. might guess that the
players may make their moving tops battle with each other
to suggest - the nature of the competitibn and the race-
between the owners of the different stagecoach lines.8

The top image appears. to function for the St. Nicholas

Hotel 1in the way in which sticks and.‘stones make ‘the
pattern for Part I. 1In Act III of the middle pléy, members
of the chorus, who ask many questions “that; are not
answered, become so confusédf that they start to spin;
Stage notes indicate), "The.three nmystery faces whip [the
chorus] 1like tops humming."9 ;;e chorué at\,this point
personifies the tov. But, £he top is always itéelf, not a
fiddle or a weapon; the top does not take sides. Indeed,
one cannot be certain if this middle play sufferé because
it lacks the polemical nature 'set up by the‘.sticks and
stones of the previoﬁs plays. Sticks.and sfones may. be

used to represent two sides of the argument, whereas one

St. Niéholas Hotel, Act I, sequence 1, pp.

17-23.

° St. Nicholas Hotel, p. 134-
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2 .
top 1s 'much 1like the ‘next, unless a director ‘wants to
colour "good" tops, red, and "bad" tops,, blue--or some
similar effect. Possibly, the lack of polemics may show
the resignation of both,the community and the Donnellys to

' the differences that divide them. Therefore, boTh sides,

»
!

having decided to compete in the race for survival, spin
like tops to. the finish Iine. 10 Whatever the
- interpretation, in this playv, the metaphor is less clear

than before; even if a top 1is not less effective

theatrically than "sticks and stonqs".ll

In the St. Nicholas Hotel there is no reason to

suppose that some props could not be carried over from'the
first play. For example, the rows of chairs on either side
of.the'stage seém consistent in each seé. 'Even so, Reaney
"has pulled back somewhat from givingvexplicit instructions.
The stage direétiohs of thisﬁpla§ do not actuaily specify
the use of ladders, althdugh such a prop couldfbe.uSed to

indicate roads and heights in a manner similar to the way

10 The - spinning tops . are used at . the
conclusion of St. Nicholas Hotel by Mlke and Greenwood who
" twirl the objects in a way which suggests that they "fight
each other." p. 149

: ll See Mary Jane Miller "The Use of Stage
Metaphor in The Donnellys," Canadian Drama (Vol. 8, no. 1,
1982), p. 34. .
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ladders are used in the preceding play. The stigk fiddle
is important12 and so are the four poles which represent
the four-poster bed that Mike 1is laid on. At one point,
Minister Donaldson enters carrying a block of ice which
Will puts in a pail. The directions tell us that we watch
the ice melt throughout the play uﬁtil the maid uses the
water to scrub away Mike Donnelly's blood at the end of the
play. The melting ice is a metaphor comparing the
dissolving process with the passage of time. The fact that
the water from the ice cannot“remove the stain of Mike's
blood is a symbol which stands for the idea that events in
time are fixed.

A metaphbr sets up a comparison between two_
dissimilar objects. A symbol, 'however,. suggests that an
_iject is turned from‘its ordinary meaning into a laféer
idea. A metaphor, used frequently and variously,
eventually becomes expanded into symbolic meaning; but, a
.metaphor does not have to be symbélit. In the trilogy;
stiqksv and stones are extensively used metaphoricaliy.
Thus, \when a stick becomes a fiddle or a sword, the
ccmparison is at first, metaphor; but, when the stick,

sword and fiddle symbolize flexibility, ingenuit§ and

12 For example, Will plays "Boney over the Alps"
to chase away the mob, p. l46.
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indomitability, the metaphqrical aspect of object has
been transcended into ideaf (symbol),‘ and a web ‘of rich-
literary tropes has been spun. Since tops do not proceed
through . the metaphorical to the symbolic, but become

symbolic immediately (spinning tops symboliié frustration
and lack of forward progress), their literary richness is
not as intricdte as sticks, stones .or curtains. However,
there is no way that one~can make a definitive judgment

about the quality of the style of some future or

hypotheticai proddction of the St. Nicholas Hotel.
‘Therefore, a top may be just as effective theatrically, as
a stick or a stone.

.In Part III, Handcuffs, there is-a re—assertiop
by the playwright of the importance of metabhor.n  Once
again Reaney introduces the idea that objects can become
other objects (again, tops ¢an "race"  or "fight" or
s?mbolize copfusion and frustration; but,.they réally never
become something other th?q/tops)ﬂ ‘In Haﬁacuffs, a stick
becomes a bone becomes a bird'é’wing‘becomes a fiddle; a
curtain becomes é véil bécémes a wall becomes a shroud; a
step ladder- béédmes a road becomes a gibbet becomes an

. . . . o 13
alter; a shirt on a clothesline is a man is a corpse'.

~N

r

13 pecause of space limitations, I shall refrain
from giving the detailed evidence that this interesting.
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The metaphorical use of objects,the level of which seems to
take a dip in Part II, is back as a dominating effect in
Handcuffs.14

. ¢ " .
By using "play" as his in£ration, Reaney bases

the dramatic style of The‘Donnellys upon the flexibility of

objects and on the chorﬁs' ability to work the stage pro-
perties. Accordingly, their peculiar anti-illusionary
theatrical style does dominate the presentation of the
trilogy. But as the fashion of the clothes should suit the

wearer, the use of the .properties,‘ costumes, and 1lights

should suit the production. Fach cast and crew will (and
should) give a distinctive interpretation to their
production. Therefore, while' the sticks, stones, tops,

curtains and barrels are the manr prescribed props of the
plays, comments about their dramatic effectivenéss tend to
be a literary rather than a theatrical evaluation.
b. Music and Dance

If there are variables surrounding>the effective

dfamatic use of the properties (costumes and lighting are

phenomenon deserves.
Y

14 The handcuffs of Part IIT are used similarly

to the.tops of Part II. Handcuffs symbolize the closing of
a trap that can.only contain the physical not: the spiritual
person. Like tops, handcuffs never become another physical

object.

-
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incluged as "variables™), the music and dance of the plays
may be more edsily categorized and analyzed as a stylistic
device with a predictable dramatic response. "’

¢
< As mentioned in Chapter One, all three plays in

the tri&UqQ bégin with music. 1In a structural sense, the
music functfgns as a 1eitﬁotif within the. drama itself.
Howgver, the style of the music that Reaney chooses has
éertain characteristics of its own. Therefore, the
peculiar' stylgu of the "John Barleycorn" ballad gr the
"Haymakef's Reel" brings its own dramatic effect to the
trilogy, an effect which the playwright fully éxplo;ts.

| The intrinsic nature of-the ballad, for instance;
makes its use a natural choice for a play Which has a
chorus. Since some of the ballad characteristics are
specific and distinct, it may be fairly safe to generalize

on how the character ofi the chorus suits the nature of the

ballad genre. The ba..adeer, like the chorus, relates the

details of a story; and, use this stpry is often based
on an oral rather t. =n "itten legend or folk taié,
emphatic repetition_of " .72 1s usuall- thevcase. In
the ballad of "John Barl ", “he singers repeat a
refrain in the song “tse.” L Tery e °v ann, Tiree
igery ee/Tiree iéery ary- :<nn, ne barley grabn for me"),
just as the chorus repeats ~he ~—e:.=2s o° the ballad to

emphasize the action of the plav. Furthermc -2, since the
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kballad style appears to suit the general form of the play
by virtue of‘the chorus, their compatability ﬁay be because
Qf the communal nature of both. Although ballads were mbst
.iikely composed by individuals, the ballad itself tradi-
tionally adopts the point—of—view of the éommunity15 in
much the same way that the chorus embodies the differe;t
feelings and attitudes among the people of Biddulph.
Perhaps it is because both are pre-literate forms that the
chorus and the bailad appear to share some characteristics.
fn any case, the stylé of this'.traditional- rural Irish
ballad seems the perfect choice to complement thre choral
.étructure of the Donnellys.

Altﬁough as 1ts title suggests, "John Barley-
corn", with its a b ¢ b r%yme scheme .and its repeated
refrain, is written in the ballad form, the language of the
ballad suggests a riddle. Like the familiar "Humpty
_Dﬁmpty" nurseryn riddle-rhyme in which an egy is person-
ified, the barleygrain is personified and furthermore, in
Reaney's use of. it, ‘the grain alludes to 'the Donhellys
themselvés. Consistent with Reaney's 3idea of "play",

riddles are perceiVed by most people to be verbal games for

15 For the purposes of this paper, I am going to
assume that some characteristics of the folk ballad may be
seen as constants. This assumption is not intended to
minimize the complex%ty and diversity of the ballad form.
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children. But it was not always SO. ‘Riddles, iike
ballads, probably date back in their earliest form to a
pre-literate culture. Several scholarly sources refer to
the magical properties that riddles held Afor' primitive
people who chanted conundrums at weddihgs, funerals and
harvest time.16 On these occasions, solving the riddle
appeared to be a symbolic method of solving problems. The
riddle posed by the Barleycorn ballad implicitlf asks how
will John Barleycorn (the barleygrain), after being beaten
and pounded to death, come back to life? Of course there
is an answer prorided for the Donneliys by the course of
‘ events; neverthelessf. it isv this technique of posing
guestions. that turns into a catechism for Will and Jennie.
The riddle form is important to the children who have many
questions to ask of the people in Biddulph. For example,
the children want to know "why is our fatherie farm so
narrow?" Also, Will asks "Why am I a cripple?" Aas well,
the harvest imagery in the ballad of "John Barleycorn" may

evoke the subliminal "primitive" memory of people who hope

that by solving riddles, they may solve their probleme

‘ 16 For example, see Northrop Frye, Anatomy of
Criticism (New York: Atheneum. Press, originally published
by Princeton University Press, 1957, fifth printing, 1967)
p. 81, 280, 300. and, William S. Baring-Gould and Ceil
Barlng Gould The Annotated Mother Goose (Scarborough
Ontario: New American Library, 1967) p. 267-287.

-

N
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Perhaps, the Donnelly children hope that by the very
process of asking the questlon, they will automatically
receive an answer. The ballad of "John Barleycorn"
provides the strongest imagery and most complex evocation
of all the musical sounds used in.the first play. ecause'
it contains both words and music and it usesq parallel
structure and repeated refrain, also because of the per-
sonification, tural imagery and the riddle, the ballad com-
plementS'the:strueture of the trilogy, especially, Part I.

| If the words and mu51c of the ballad of "dohn
Barleycorn" arevstyllstlcally relevant to the plays as a
whole by virtue of the comparlson between the choral and

the ballad form, then somethlnq similar may be said about

thé use of: "St. Patrick", "Hector O'Hara's Jubilee Song",

and "Buffalo Gals" in the St. NlcholaS‘Hotel, Of the three

plays in the.tpilogy, the style of. the St. Nicholas Hotel

‘comes closest to the‘style of, late Vittorian,melodfama.l
- . , A

The word, melodrama, originally meant, music-drama; but,

over the years this term has - ssumed a connotation of "the

&

. . 17 The travelllng medicine show in Sticks. and
Stones, Act "I, is a melodrama specifically written to
exaggerate and sensationalize the Donnelly legend By -
allowing the "true" Mr. Donnelly to argue with the "false"
- Mr. Donnelly, Reaney is able to clarify (rectify) some of
the facts 1n Thomas Kelly's book, The Black Donnellys.

"(con'd) . " ) s
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18

sensational, violent and extravagantly emotional". The
me lodrama employsi'ﬂlanggage or behaViour or occurrence
sudgestive of a. [sensational dramatic piece.]’"19 The

sensational event performed before a musical. backdrop is
preqcnt in all the playvs of the trllOgY, but, the "sound”
of galloping horses, shootlng, and especially the rapid,

fast—moving, close rhyming, jig ("St. Patrick"™ is sung to
. {" I

the tune of "Pop Goes the Weasel") and the maudlin gaiety<
of the dancehall ndmber ("Buffalo Gals" (q.v.)) signal
.melodrama.; If‘the.musical signals are\éorrect,»then the
lgothic and:sentimental characteristics of'melodrama, that
is, the ”exaggeration of  the grotesdue and mysterious,
popular”in Britain and America at the ‘end of the nineteenth
:'century, should turn up in Part II of the trilogy. 20

Indeed sentlmental characteristics of melodrama

are present in abundance in the St. Nlcholas Hotel The

impact of Maggle S death has been dlscussed ‘in Chapter One.

However, this melodramatic " play w1th1n a play does not
make the .owverall style of Part I as melodramatic ‘as the
style of Part II. :

18 Webster's New World Dictionary of the
American Language. . .

The Concise Oxford'DiGtionary, new edition.

20 See, for éxample, David Grlmsted Melodrama
Unveiled: American .Theatre and Culture (Chlcago
Unlver51ty of Chicago Press, 1968), pp. 1l- 22 ’

¢
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The piaygoef is watching pure melodrama at work in ﬁhe
remo§e when Maggie dies ffbnx passion unfulfilled in a
convent where she has been placed by her fether.‘ Maggie's
father 1is straight from ' the traditioe of melodrama's
heart;ees villains. He is a feroo—ell and evilll tyrantf

who has forbidden Maggie's marriage to Will on outrageously

bigotted grounds. Her father cries:

But all Souls' Day doesn't
chdange the spots on Crlpple, he's . a
cripple and no girl of’ mine's of age
who's thlnklng of  marrying. " that
" Cripple. 1I! ? rather see you going to
your grave.

Remarks such as the above make an audience want to hiss.

~Other char%cterS‘in the St. Nicholas Hotel who

are nasty enough to evoke the collectlxe verbhl disapproval
of the audlence are Ggorge Stub an fiance, Miss
aMaguire. “ MissllMaguire .fifmly insfist on a marriage
contract that would make a good man wince: Fortunately,
Gebrge Stub,‘22 Justice of the Peace, a man who takes part
in 'pro—Protestant; anti—Cétholicv demonstrations with no

legal recrimination, deserves Miss Maguire. Even so, her

2L st. Nicholas Hotel, p. 49. |

22 When Dr. Magulre asks, Stub, "How many faces

of the poor did you grind in the main street..." one is

reminded of that other nasty capitalist, Mr. Gradgrlnd who
is the villain of Dickens', Hard Times. .
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marriage -demands are so pre-emptory, they should "get a

laugh" from the audience. She telis Stub:

Then that's the rules. 'It's some day
to be ‘Senator Stub, or else. I have
.depths of megpness, George. Don't
ruffle them .

Indeed, "depths of meanness" are melodr%matlc, but then, in
terms of exaggerated effect nothing can ségpass the raw
emotion of the poor, frightened and quaking child who is -
homeless. This unfortuﬁate child, Tom Ryan, turns to the
audience and.says: | "

--.Tom Ryan is ‘my .name, this is my Pa,.
here's my Ma "and  a couple of my
sisters. What are we d01ng7 We are
all waltlng one cold morning for Pa--to
get his rump of a chest that contains
bread, cheese, tea and ~ther
necessaries 95 life which he refuses to
let us have. '

End later, Tom adds:

Don't hit me Pa. I was only. [51c] I
will go and I will never come back, and
‘- I stepped out onto the road ang looked
in the snow ([sic] for somebody/ to" take
me in: Who will take .in the barefoot

o -Ryan
Bby? 23

A\

o

Can one ‘imagine the "yay" that must get caught in its

R
< -
' v

{ .
L 23 o | N
t St. Nicholas Hotel, p. 38.

7

24 St. Nicholas Hotel, p. 73.

25

St. Nicholas Hotel, p. 73.
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' cqllective throat when the\ audience hears the name,
"Donnelly“! Then the chorus says, "?es, the Donnellys took
him in." After playing such a scene, TomlRyan joins the
shivering ranks oécupied by  the little matchgirl, Tiny'
‘Tim, and all the other cold and homeless children in
literature and. drama who bring us close to tears.

The melodramatic sequences in the St. Nicholas

Hotel oficr a yariety of heightened emotional responses.

Some episodes .are humorous (Maguire and Stub); some are
pathetic (Maggie); and, some ‘arg nearly maudlin (Tom
Ryan) 26, But the'term, melodrama, and the deScriptién of

thlS play as, melodramatlc, do not necessarlly imply failed

tragedy James L. 'Smith concurs. In the chapter on

"Defeat"'in his book, Melodrama, Smith says:

...Critics who stress the fatalism of
Romeo and Juliet usually conclude the
play a tragedy which fails; they would
Jjudge it very differently as a

melodrama of . defeat. This is not to
say that Shakespeare missed che
marathon and won the egg-and-spoon
race. Melodrama is not inferior to

tragedy; it works by different means to
different ends, and comparisons are
only %alld when they 1lie within the
.genre.

: 26 These are only a few examples showing the
melodramatic nature of the play

27 James . L. Smlth, (Melodrama: The Critical

Idiom Series) London: Methuen and Co. Ltd., 1973), p. 65.

[&]
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Melodramas by working "different means to different ends"
can be as powerful a force as tragedy.28 The sequence

(near the conclusion of Act TIII of the St. Nicholas Hotel),

when the mob apﬁroacheé ‘the Donnellys' farm looking for
Mary Donovan's cow, is both frightening and prophetic. The
mob wants to attack the family and needs only the slightest
pretense of wrong-doing to ﬁot;vgte it. For a moment the
tension builds as the audience wonders if this will be the
actual deed. Will this threat from the vigilantes turn
iﬁto the massacre the audience has heard about? But no,
Will's fiddle—playing~’disperses the‘ mob:  this time.
Elements of the melodramatic run all through the trilogy;
buﬁ, the best examples‘of ﬁhe technique are found in the

St. Nicholas Hotel.

In many ways, ‘the playwright's presentation of
Hoovcuffs re-iterates the ballad and melodramatic styles
ipparent in Part I and II of the trilogy. But Part III has

its own distiﬁctivelstyle as well. Just as the use of a

few repeated verses of "John Barleycorn! both underlines

, 28 Tragedies, such as Oedipus Rex, Hamlet and
Macbeth explore the psychology of the hero. Melodrama, on
the other hand, puts the defenseless and the innocent
victims of fate in the hostile company ‘of wvillains.
Sociological implications of melodrama are discussed in
Chapter Four. '
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the text and emphasizes the rural imagery of Sticks and
Stones” and, Jjust as the use of the fast-moving jig

- compliments the wild nature of the stagecoach ride (common

to Western melodrama), so the reels and the schottische
point the way 1in Handcuffs. As the title suggests, events
are closing in on the family; the tight gyroscopic

structure that Reaney uses in each play becomes most
evident here. In Act II when Mrs. Donnelly says, "Yes
Theresa, this is not a pretty way we are used," Reaney's
stage notes interrupt the speech to'make an important
observation about this scene (which has been repeated
verbatim from Act I). Reaney says:

The aﬁdience should now begin to grasp

the structure of the play and

experience a "double" feeling about the

next events. The sewing machine sound

"2uld help, us transfer our mng back
tvo the earlier shebeen scenes.
' |

The "structure of [this] play" which the audience "should
now begin to grasp" has been present throughout  the
trilogy. However, this is‘the‘firsq‘time that the style of

g
a dance (instead of a song) complements the design. Reaney

makes dance, especially the reel and schottische, a

29 Handcuffs, p. 101. If, on the other hand,
the audience does not grasp the structural design, can one
blame the audience? The fault in such a case may lie with
either the playwright or the director.
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metaphor for handcuffs and, in turn, handcuffs are a

‘metaphofical description ' of the structure. As players

circle on the stage pérforming the prescribed steps of
their dancé r&utine, they become handcuffs in‘much the same
manner that the people who carlier carried the stické,
beéame sticks. Only the Lplifted arms ot Mrs. -Donnelly
indicate that being caugﬂt by the handcuffs will not
prevent the spirit of the| Donnelly family from raising
itself Dbeyond the grasp' of material cbntainmeﬁt and
restraint. Mrs. Donnéll?'s u%liftgd arms warn us not to be
surprised at anv transcenaéntal outcome and indeed ﬁhe
finalvscene 5f the trilogy refers to the way the actors
"mime the growﬁh- of a wheatfield". The newly grown
wheatfield is a dramatic enactment of the indgmitability_of

1

the Donnelly spirit which cannot be handcuffed.

Althoﬁgh it shoﬁld-ﬁot be forgotten‘thatiwhile
some 'arm—gestures are aiTed heavenward, most of. the
patterns have to do>with,£hé feet making a circular design.
The dance circle, formed iby Tthe reel or schottische,
attésts to the never-ending cyclicaiity ‘of tﬂe Sseasons.

When the magic éugfain 1s added to the circular pattern,30

30 Both the souna and function of the machine
(used by Peggy to make the curtain) can be regarded as a
fantastical modern metaphor for:the three Fates ‘who
spun, qualified, and cut the thread of life.
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the ritualized dance in Handcuffs almost transforms the
drama into a primitive ballet.

+As in a ballet, the movement of the actor-dancers
in Handcuffs must be precise in order to maintain some
.semblance of visual focus. 1Instead of -executing a.graceful
pirouette, the choral dancers in Part(III of the trilogy
stamp and clap. In one scene, Peggy\cries, fThqse that

31 Just before

love them Claé those that hate them stamp."
her cry the sewing machine has been whirring. After her
cr&, the chorus claps and stamps and in the ridst of the
activity and the chanting, five dead peopie.(eYes bandagedi
'appear like shadows from behind the curtain. Then, as if
he ‘were a player in a <child's musical game, William
Donnelly goes "igiand out of the ciapping and stamping".32
Will, who is résponding to the choral taunts of "Cripple,
hey, Cripple", as well as the chorus who. is chanting and
teasing, must have their movements choreOgraphed_in order

to keep the frenzy bf the scene from descending into chaos;

The fine line which divides‘acéeptable focus and

the descent into chaos must constantly be defined and
. ‘] .

re-defined in the trilogy, The Donﬁellys. In retrospect,

31 St. Nicholas Hotel, p. 38.

32 1pida, p. 39.
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D

it seems safe to say: Sticks and Stones is styled like a

folk play with imagery based upoﬁ the pioneer nature of the

community and the political nature of the church; the 5t,

Nicholas Hotel. is ~a "horse-opera", and a fast-paced
melodrama with a more "urban" core than Part T; finally,
Handcuffs is présénted like a dream/nightmare, a dance of
madness and trahsCendenco. ELven though the dramatic style
of each play has its.own"peculiarity, neverthélgss, all
three parts of the trilogy bear the stamp of what Reaney
thinks good theatre should do apd shoﬁld be.
c. Language of the Dialogue

While properti~<, music and darze, all leave an
imprint on the individual‘parts of the trilogy, the spoken
language unifies the trilogy at the same time as it asserts
the . distinctiveness of each play; The structural
divisions, referred to in Chapter 1, centre aroﬁnd offense, -
counter—-offense, and trial; the stylistic diviéions appear
to be related to an éfchetypal view of morality and are
presented  metaphorically by using the ?ites of the Roﬁan
_éatholic church. |

Western civilization has long been familiar with
two separate concepts of morality: good and evil. 1In
other words evil is more thén just absence of good; it is a

force in its own right. We recognize the king of the

domain of good is God and king of the domain of evil is the

<
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devil. Celebrations honoring God are hbly while fheir
opposite number, celebrations honouring the devil, are
gencrally preceded by the label black; such as a "black
mass". Reaney's chorus chants paft.of the Roman Catholic
Communion Service and it ,adopts a éﬂance .that is both
ironic and sincere. When the ©pose is sincere the
sacraments are holy; when the ‘pose  is irénic, the
sacraments dre black. Whether the sacraments are giveﬁ,a
"black" or "white" interpretation, the trilogy appears to

be based on the three Roman Catholic. sacraments "that can

-

be received only once", namely : Baptism, Confirmation -and
Holy O;ders.33 Theéé three ceremonies for the Donnellys
represent the true rites of the Church. DNot so for the

community at large. For them the sacraments are black, or
more preferably, tainted. But either way, tainted or holy,

it seems that Sticks and Stones is- fashioned as the Baptism

and subsequent catechism; “The St. Nicholas Hotel is the

Confirmation; and Handcuffs represerits the taking of Holy

Orders.
33 . o N
, Richard Perkyns, Canadian Drama/L'Art
Dramatique (vol. 3 no. 2. Autumn 1977), 1in an article
entitled ‘"The Innocence of the Donnellys: James Reaney's

Three Ring Circus", repeats the claim made by Tom Inkster
that "where Sticks and Stones was conceived as a catechism,
Handcuffs was conceived as a missal" p. 166. This
statement 1is interesting and probably correct but may not
take the nature of "trilogy" fully into account.
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Baptism, or purification by washing away .sins, is
generally "accompanied by namegiving".34 Name-giving is a
polite euphemism for -the kinds of epithets that are

volleyed about in Sticks and Stones.35 The Donnellys are

called fBlackfoot" or "Blackleg"‘by their enemies; however,
the.DOnnellys themselves are not above giving few unkind/
although’descriptive, nicknames. Mr. and Mrs.<Michae1 Ryan
are referred to as "the Fafs"x Mrs. DonnellyvdiSdainfully
tells Will, "Uh, it's his tattletale mother is ‘a fat woman
has to Dbe raised in and out and onto her bed with 'a

n36 Andrew Keefe refers to his ™~ enemies as

37

pulley.
"Blackmouth Proddies". Eﬁén the chorus as a group gets
in the act. Sticks, who are Protestant sympathizers, cfy

out, "Hurrah for Holmes, vye bloody Papists."38 But name

calling has both a positive as well as a negative side.

34 James Noonan claims, "One of the patterns on
which Part One of the trilogy is built are [sic] the
Christian sacraments of initiation, Baptism, and
Confirmation"” James Reaney, The Donnellys, Part 1, ,Sticks
and Stones, p. 162.

35 Everyone 1is probably familiar with the
Proverb: "Sticks and Stones may break my bones But names
will never hurt me." mentioned in Sticks and Stones, p. 77.

36 Sticks and Stones, p. 45.

37 1pid., p. s56.

38 Sticks and Stones, p. 57.
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When parents name children and when honorariams (or their
opposite--nicknames) are given, careful atééntion is given
to the choice of name wifh the intention of (in most cases)
endowing a certain dignity upon the bearer of the name.
Mrs. Donnelly, aside from a couple of uncharacteristic
lapses (particularly nwhen she refers to thev physical
appearance of Mrs. Ryan as a means of implying the latter's
greedy capacity for gobbling wup the property of her
neigﬁbours) pays careful attenfion to the Christian names
of people 1in ‘the community;39 For exampie, before Mrs.
Donnelly breaks up the vicious attack aiméd at Donegan, she
faces Donegan's sister, the widow of the man James Donnelly
killed, and asks her forgiveness, beginning with:

Sarah Farl. 'I cammdt help calling you

that although vyour name is Sarah

Flannery. And I once a very long time

ago knew you as garah
Donegan. (Kneels)

» 39 Using the image of fat +to symbolize greed
seems to be a lapse on the part of the playwright as well
because the cruelty of the comment reflects very badly on
Mrs. Donnelly and less on the capitalistic tendencies of
the Ryans. ; o

: 40 Sarah, in tufn, refers to Mrs. Donnelly as
the former, Judith Magee.- Mrs. Donnelly may have truly
been known as Judith in Lucan during her lifetime but the
fact that Sarah uses "Judith" and not "Johanna" here may be
a reference to the meaning of the name, Judith, which is,
"Praised. A. woman commended for her patience and
womanliness." Johanna is the feminine form of John which
means "God is gracious." :
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Mrs. Donnelly's repetition of Sarah's name, her concen-
tration dpon identifying Sarah by and with her proper
Christian appellation is an act of self-conscious
reverence. In a sense, Sarah 'Farl baptizes Johanna

Donnélly by washing away (forgiving) the sin committed
against her (Sarah) by James Donnelly.4l

Mrs. Donnelly's Baptism 1is equél]nd and opposed
by.the "black baptism" performed bybthe chorus, the men and
women who peer into the barrel which holds Donegan and who
do nothing to stop the cruelty of his tormentors; some eveﬁ
"join in".42 In a sense, the“tormenfors are the agents who
perform a black baptism first on poor Donegan and later on

the Donnellys themselves.

Finally, in Sticks and Stones thé chorus produces

.

the ultimate in name calling when it portréys the ignorant
and corrupt people ‘in Biddulph community. There people
(aptly illustrated gnd parodied by the Medicine;Showman,
Mr. Murphy)'christeh the Donnellys, “the Black Donnellys."
"Black" represents both the crimes the Donnellys are said
to have committed .as well as "blackleg"™ or "blackfoot"
which are epithets that indicate their philosophical and

political leanings. According to the legend of the Black

41 Sticks and Stones, p. 131.

42 The chorus kneels after this act of gruelty;
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Donnellys, long after their murder, children in the area of
the 'Roman Line, no doubt feeding on the Irish oid country
tendency toward superstition, claimed to see the ghosts Gf

‘the Donnellys wandering on the road. In Thomas Kelley's

book, The Black Donnellys, he says:

So hurry to your home, good folks

Lock doors and windows tight

And pray for dawn, the g%ack Donnellys

Will be abroad tonight. :
Reaney has the Showman repeat verses of Kelley's Ballad44
and then gives the true Donnellvs a chance to argue with
the false Donnellys. The true'Donnellys are able to point
out errors in the legend and at last are able to undo some

of the mischief caused by a community that christened them

"black".

Baptism dénotes'purification bf water. Knowledge
of the connotations of baptism as an initiation ceremony,
by blood or. by fire as well as by water, 1is probébly
widespread among most persons who see this play. The ™

Dbnnellys come into contact with the three elements used to

"baptize (initiate)--water, fire, and blood--when they

. 43 Thomas Kelley, The Black DOnnellys (Toronto:
Modern Canadian Library,  Pagurian Press, 1974),
introduction. : S

44

: Kelley does not indicate the origin of the
"O0ld Song". '
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determinedly. go about the business ‘of establisﬁinq
+ themselves in their new community. James Donneliy spills
the blood of Patrick Farl and althoagﬁ he pays his debt ‘as "
stipulated by the courts by schingva..seven—year prison
sentence, the community seeks'its own perverted brand of
justice through acts of vengeaﬁce. A major tool of
community;revenge, after name calling and clubbingh is the
misuse of one. of the foUr medieval elements,. fire.
Admittedly, fire referénces and fire imagéry run thfoughout

the trilogy but in Sticks and Stones these references ocaur

frequently and appear to be a major motif established by

the  mock burning in the first scene. At one point, the
chorus reports éxéitedly, "Your barn's on’ fire,
w45

Donnelly. This..obserﬁation is an ironic comment
considering that it emanates from the actors th.also sfart
the blaze. What is important tovnote,lhqwever, is"that the
final fire 'iméée( the Lfire that kills the Doﬁneilyé,
infécts the ﬁew community with cofruption.' On the ﬁne
hahd, Mrs. Donnelly seeks penance and - is “purified
(baptized) first by Sarah Farl énd then (beqause-of:her

46

innocence) wﬁén she dies in the fire. In'contrast; the -

-

45

Sticks and Stones, .p. 146 .

o 46 Whether or not Mrs. Donnelly dies in a.staté
of grace (see p. 49, Sticks and Stones) is a matter for
.argument. oo ’
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blood on the hands of the community (its gquilt, when~i£
'fails as a group to save Dohegén) figuratively tﬁrns into
"the black water ofﬂa black and tainted bapti:c,m.47

After a member of‘vthe Christian Church -is
baptized and purified, that person has anofbér chance to

reaffirm "the faith" in a ceremony called Confirmation. Two

things are confirmed in The St. Nicholas Hdtela ~the

Donnellys will stay in\Biddulph despite all attempts to
chase them out; the community holds fast to its conviction
that the Donnellys are bad and, by aﬁy means, must be wiped

.

off the community sfate.

In The St.- Nicholas Hotel, the

. young boys of the previous play have becdme'young‘men and
long-time residents of Biddulph. The audience no lénger

has the feeling that the Donnellys are initiates: The

young Will of Sticks and Stones was an idealist. Will'ih

St. Nicholas Hotel, although a passionate man, has become

hY

!

47, Although Jennie speaks of Will's Confirmation

in the Forest (p. 54, Sticks and Stones) and of learning -

the catechism for confirmation (p. 143, Sticks and Stones),
name-calling is of greater importance |in the first play
than 1is confirmation. Sticks and Stones does involve
learning the catechism of Biddulph but the study of the
catechism is only proper in the Roman Catholic church after
the rite of Baptism. Christening images appear to be very
strong in Sticks and Stones although the idea that the
Donnellys are learning their catechism that is, the ways of
the community, is undeniably present as well. . '

e
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very pragmatic. Will cautionsbyoungvTom Ryan not to buy
anything from Mr.”Stub. Tem has purchased 'a bridle from
Stub's *store and Mike and Will debate @hether or not they
should return the_ bridle immediately. ’The vfollowing
‘conversation‘reveals Will's resignation: |

Will: For a penny I would. That was a
foolish thing to do Tom. Don't
- you know who our enemies are

vyet?........ -

Tom: Why was it a mistake? -
/

Mike: Because we never bhuy anythlng
from Mr. Stub and as you charged
the bridle that meangghe 11 be
after us for a debt.

Mike and Will's weary resignation to a bad situation seems
all ehe more eonfirmed when set off by Tom Rvan's innocence
and good intentions; Like Will and Mike, other .members of

the community have also grown older and more set pn thelr
prejudices. Hatred of the Donnellys has 1nfected the<good_
infected . the good nature. of "many of the; townspeople.
People .seem ‘ﬁeddling and - generally unpleasant. Miss
Maguire is- cynicai, Pat Maéksey is hot—tempered; Mary
Donovan has a simple—m}nded fixation for'cews. - In ehort,

the people of the eommunity are not likeable and they do

not care that they are not. Every aspeé% of The St.

4
\

\

48 St. Nicholas Hotel, p. 43.

3
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Nicholas Hotel, the, weariness of Will and Mike, the

unpleasantness of the inhabitants indicates  that
loné—standing attitudés have becoﬁé hardened and set. All
of these attitudes, once confirmed, remain fixed like the
stain on the.floor that the sctubwoman is unéble to brush

away. In the last act of Sticks and Stones, Jennie tells

the audience:

. ' / L :
We were going to be tested for confir-

mation in a church called - Biddulph.
Most of the people ‘liked us at the
“time. That doesn't -matter though.
Those with power did not. Our

~confirmation came up and although we
had knogg our catechism well, we
failed. o
While it is true that Jennie and her family fail to pass.
the test for their secular confirmation in the church of
Biddulph, it is also true *that they do know and .easily

answer all the questions of the sacred catechism. It is in

The St. Nicholas Hotel that we find Mrs. = Donnelly

bconfirming her faith in the ultimate transcendence of her
family. She speaks, understandably with some bitterness,
but also with unmitigated resolution when she séys:

- ... told him what I tell you now--to ! o
look straight ahead past this  stupid
life and ' death they've fastened on.
you--just as long ago your father and
me and our firstborn walked up over the

' 43 Sticks and-Stoﬁes, p. 143.
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i last hill in Treland and saw, what you

will see now--for the first time in Oy

lives we saw freedom, we saw the sea.
Mrs. Donnelly's reference +to and  re-iteration. of the
original dream of her and her husbénd, confirms their
belief that, despite all the ensuing horrors of life in
Biddulph, the dream was/is a good one. Mrs. Donnelly's

references to "freedom" and  to sea" also confirm the
archetypisf“s ‘vision of re-birth. Thus, Confirmation,
which is essentially that second chance to re-confirm one's
faith, is very much the tone of‘Part IT of the trilogy.
fﬁ ?art IIT, Handcuffs, the language and imagery‘
indicate that all of the community has undergoné a
spiritual alteration. In the Rdman Cathblic Church, the
“taking of Holy Orders, or ordiration, is the cefemony which
ﬂywelcomes an ingividual into the brotherhood of Priests.
QThe fratébknal duality (Cain and Abel) of the term,
brotherhood, is consi§£ent with the pure and the tainted.
interpretation Sbhich is given, in -Partsiwx and II, to
Bap%ism and Confirmation. alh three ceremonies may pay

respect to the domain of good or the domain of evil. In

the community of Biddulph two brotherhodds or orders exist:

!
>0 The St. Nicholas Hotel, p. 152. There is a
lot of ."seeing" and "sawing" in this passage; such
repetition may present an actress with a difficult task in
trying to do justice to what 1is intended to be a moving
"speech. ’




-one 1is holy, the other is diabolic. The Donnellys who are
sent by the angelé into paradise, join a holy fraternity.
Their spirits, having the cépacitonf Lazarus, will be able
to remain as a presence in the community. The final mime
of Part IIi atteéts to the romantic, rather than Lhe
strictly religious, idea that gobd 1s a more powerful .force
than evil. The message of the fable-parable warns satanic
forces “that their victories are only temporal. Thus,
although the diabolic érder, or "the vigilante boys, like

. . i [~
heroes, from the dock will go,"Jl_their victory is short.

-

Having been led into temptation and given in to the dark

side, their correct names (with the exception of James

Carroll) cannot even be recorded in a drama which
mythologizes their legend. Reaney, by using pseudonyms for
the evil-doers, dramatically dismisses them from

immortality.' The tainted order of Bidduléh is properly.
forgotten.

Reaney also allows the . Donnellys to put the
tainted order in its place. At the close of Handcuffs, a
golden light sweeps the stage,"52 as the remaining members

of the Donnelly famiiy remember, "Where there was once a

)

°1 Handcuffs, p. 156.

52 Handcuffs, p. 157. _ ™
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house/home...". ‘The goldenA(fire)'imaqe of the harvest is
iﬁ marked contrast to the picture, a few sequences carlier,
~of the Donnellys restraining the O'Halloran horsés in ogder
to allow a train to run over the O'Halloran sleigh. A
directpr may be temptéd to have the Donnellys watch rather
than hold -back the horses (hesitating to.make the Donnellys
more vengeance—minaed in death than Reaney has péinted them
in life). 1In any event, it appears that the - nnellys, as
members of a holy order (definiteiy 'not of a saiﬁtly
order) , ére able to extraét rough . justice from those who
victimized them. In this capacity tﬁé& have become an
order of khighfs—at—arms who protebt"fhe community from any
futuré evil acts _that 'coﬁld bhe ‘éerpetrated by the

v
that most of

O'Hallorané.53 Bdth legend and myth suggest
' the vigilantes die violeptly and before their time. The
Donnellys, being archétybal rather than religious;'neve;
aspire to sainthood. Mré. '5onneliy 1s a - protector; she

guards the good in the community the way King_Arthurﬂand

his order‘ofbknights guarded the good in Camelot.

IT. Style and Myth

>3 Handcuffs, p. 158. <Jennie says, "so that I
may kiss the loving arm that never failed to throw
protection around and provide for all of us in the darkest
day. of- our need."
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Before discussing why the Style of the triiogy
complements the myth-making that - is Reaney's ultimate
objective, I want té be careful to add a .brief caution that
any analysis should not minimize the importaﬁce to the
plawaight, of pure theatrics. M;}eover, it ought to be
recognized that drawing a.definitive line, between ﬁheatre
“the way ' Reaney 1likes it, and tﬁeatre whose style‘ is
organicallyA connected to theme, 1is- more than difficult.

Reaney likes "busy" theatre and has chosen 'a "busy" story

to relate through drama. - Although there. are many aspects

of _ﬁhe dramatic style of The Donﬁellysl that deserve
attention( two elements'seem.most pertinent in regard to
mvth-making. They, are the fullness” of the trilogy54.and
the persistent goodness of theDormellys.s5 Again, as with
‘Structure, myth is here based ﬁpon two .facets of the story.
One part bﬁ the story of: these blfish immigrants is
concerned with the primordial_ forces of good and evil.

Nevertheless, in The Donhellys,‘this'archetypal part of the

tale’ does not stand alone. The spirit of good, as

crepresented by the Donnellys,; is n¢t only unquenched by

>4 By "fullness", I mean music, dance mime and
not the least, the sheer number of seqguences in an act.
55

See for example: Ray Fazakas and Orlo Miller
for 'an. account of .some ~of the provocatlon the Donnellys
gave their enemies. :
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evil, but also this same spirit points out evil and warns
the community in the manner of parable-fable, against
wickedness. Therefore, bfiefly——before-the squect of myth
c;;\ be seriously discussed--the philosophy of the
playwright should be considered; and as much as his
artistic principles, Reaney's dramatic intentions ought to
be respected.

It is all-important to note that when it comes to
theatre, Reaney wants a circus atmospherg; he wants no less
than a 'three—ring‘ Barnum and Bailey extravaganza.56 He
wants Eskimo or African theatre! 1In a burst of exuberance
Reaney once said: .

S My ideal is an Esklmo

solstice celebration I once read about

in which 'in one big underground . 1gloo

the whole communlty gathered and. put on

their annual us-against-winter play,

masks, chanting women all 51tt1ng on a

‘bench, but swaying ' and miming; men

'belng‘ - Crows, . animal - marionettes
enterindg by invisible means, and total

audience enjoyment. ?hat's a style I'd

like to reach up to. '

And, after all thét, Reaney.wants movies too. He believes

that the narrative gquality of the chorus is taken over by

the "eye of the camera, which, by means of -its selectivity

>6 " James Reaney, "A Letter from James Reanevy",

>7 _StageiVoices,'p. 156.
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13

in "deciding" what it recofds, tells a story.58 Reaney
compares film and drama in the following way:

Now, 1in a movie or at least
the kind of movie I'm interested in,
the spoken lines quoted above would
disappear as would most of the choral
commentary as well as. the props and

pieces of string. In the play [scenic
variety] is implied in the choral
passages plus ‘the cats' cradles. The

movement from simplicity to complex1ty
in both drama and would-be film is the
same and as agile. As a sidelight, it
is of interest that strlnq figures have
been ca%%ed the African and Esklmo
cinema.

There is no doubt that Reaney moves from simplicity (the

plotline and sety to cdmplexity (structure and style) 1in
- A}

The Donnellys. Because Reaney wants theatre to be as full
of action aé a three-ring circus, because the kind of play
or .movie that interests him is the one where the sfory'is
told by a seriés of.pictures and personifiéd objects, as

well as words,GO.one must pick up James Smith's suggestion

>8 In comparing film and chorus as narrators,
Reaney adopts the same position as Bertolt Brecht. See
Brecht' article on epic theatre, "Theatre for Learning"
(q.v.). ,

~ . >9 James Reaney, "Your Plays are Like Movies -

Cinemascope Ones", Canadian Drama/L' Art . Dramatique
Canadien, V, No. 1-2, Spring 1979, p. 37.

60

Although animals are not personlfled in The
Donnellys (at one p01nt actors become Mary Donovan's cows
but the actors are miming cows rather than making them
human like) inanimate objects do appear to come to life,’
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-~ that comparisons are only good when thev are made’within
the genre. In other words, it is impossible to determine
the full extent of Reaney's intentions (the organic

connection between flat characters and circus atmosphere

with myth—making) until the style of The Donnellys is put
into context.61

The type of play that will help facilitate a
proper adjudication of the '"buéy" quality of Reaney's

trilogv should be the kind which share a stylistic rather

than a structural resemblance to The Dénnellys. Thus,

while it 1is pertinent to note the similarity in structure

between Aeschylus', The Oresteia, and The Donnellys, their

vastly different styles do not assist in anbevaluation of
the'trilogy;s dramatic predentation. \
Since Reaney's pufpose in re;ﬁglling theGDonnelly
legend demands a narrator (chorus) in order to ensure that
hié plays will encdmpass all the details which he feels are

important, the story~telling aspect of the trilogy needs to

be complemented by, the dramatic style of the play. Story-

for exaﬁple: sticks, stones, tops, handcuffs..

61 . : e e

For example, there is no point in criticizing

Johanna, Jim or Will Donnelly for not being as psycho-

logically complex as Hamlet or Clytemnestra if it can be

shown that the former fall into their own tradition of
tragic f%gures. ‘
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telling provides one clue. qu comparative purposes, there
are at leagt two dramiﬁiclstyles which coﬁmonly "assist"
structure in the télliﬁg' of a story.62 They are the
melodramatic and (well—known in Canada) the docudra&atic.
In many rospects, the melodrématic and the docﬁdramatic
styles have much in common . Considering fhat the docudrama
(a term derived from the reéult of cbmbining\documentary
film technique with dramatic form63) is é recent style and
the melodfama is an ancient one, the statement that the two
have traiﬁs."mucg in common" ma§ seem odd. However, when
one understands that both %elodraﬁa ~and 'docg%rama .are
firmly rooted in sociology64 rather than'psychqlogy, one
begins to appreﬁiate some truth in the ciiche, heverything
old is new'ggaiﬁ". |

A drama which is rooted in sociology rather than

psychology will tell the story of a communitv rather_thén

2l

62 Epic theatre is also a . theatre of
story-telling but the stylistic considerations that are of
concern here are not necessary attributes of epic style.
For example, Brecht's epic protagonists are not usually
flat characters. .

, 63 For an excellent description of how and why
documentary became applicable to drama see Seth Feldman,
"Documentary Performance", Canadian Drama, V, No. 2, Spring
1979, p. 11-24. -

64 Feldman points out that the camera only
records the surface, not the heart, of the people it
photographs. -
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the story of an individual. Because the stress is not on
the individual, the question «of whether or . not the
'otagonist‘ hés a tragic flaw is not as important as
ether or not there is a'traqi; flaw in the community as a
whole. | In both melodrama aqd docudrama the..characters,
being "stable", "flat", or "whole", have a consciousnesé
Which is not.divided. Nor‘are these heroes,presented in a
manner which is psychologically authentic;'\Withoutfthe sin
(or flaw) of pridé,.greed or envy, the pure protagonists
hever seem to bring about their own downfall. In a
psycﬁological dréﬁé, tragic suffering to some extent
appears to be self-inflicted; in a sociological drama,”
melodramatic and docudramatic suffering appear to be, by
the same token, a commupity—inflicted punishment ' which
descends on the protagonisé.

Reaney's vision, because it f concerns ‘ the
communify instead of the individual, is better servedvby
melodramatic or docudramatic (psychologically undivided)
~than tfagic protagonists. Iﬁ melodrama and docudrama, the
audience . does not waste its energy trying to ascertain why
or how tﬁe-victim is to be blamed for the tragedy that has
happened to him of her. If an individual in_docudrama were
the cause Of'ﬂis own distress, then the focus would shift
away from the community at large and the commﬁnity.lesson

or instruction, inherent in the parable or fable myth, -



136

would be lost or substantially reduced, - For example,

instead of noticing in The Donnellys the Vay in which the

mob . can be stimulated to perform evil acts, an audience

- (perceiving flaws in Donnelly family-members) might

consider ‘that the action of the mob is partly Jjustified.
The mob action must never be justified. The polarity of
the sticks and stones, the condemnation of "too poiitical"
institutions, the sweeping madness of Carroll's vengeance;
ali would be'reduced &f Johanna,-Jim, wWill or Jennie were
anything less than the epitomé of good, fair-minded
citizenry. : Ao

In other words, the complexity_of the characters

in The Donnellys never supercedes the complexity of theif
story. One purpose, of ddcudrama, insofar as a Canadian
audience js concerned, is to keep- the emphasié of the drama
oﬁ the story rather than on the characﬁers: Whether the -
focus " is tragic or comic, plays 1like _Theatre. Pasée
Mu?aille's The Farm Show; Rick Salutin's, Les Canadiens;

and John Gray's, Billy Bishop Goes to War65 tell 1little

about William Lyon MacKenzie, Howie Morenz and Billy Bishop
as individuals. The theme and context of these plays,

favour the relating of their stories instead. For example,

65 These are only three of many examples of
so-called docudrama. :

T
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it may bevarqued that in "real life" Billy Bishop Qas not
the straightforward, simple soul that he appears to be in
Gray's play. However,' Qhen seen in vthe tradition of
melodrama and docudrama, the undivided psychology of stage
‘Billy, who narrates his .own story with the help of music,
props and various costumes, is a tremendous success. As
the protagonist (hero) and narrator (chorus) rolled into
oné, stage Billy 1is hardly in a position to give an
'in—depth psychological éortrayal og. real Billy. In an
manner similar to the Donnelly narrative, the story‘ of
Billy Bishop is more important to the community than the
iabyrinth of the man's mind. Therefore, by relying bh.
'décuments (which'Billy cites, just as the chorus in The
Donnellys gives exhaustiveAlists of names and dates), Gray
mythologizeslthe legend, from the humorous'rather than the
tragic, point-of-view. Docudrama, motivated in fashion °
after news documentaries and the "public's right to know
ﬁhe ~tory", has-éither‘boﬁrowed or unwittingly‘incorporated
melccrama's psychologically undivided protagonist (the
victim who. either overcomes of' falls érey to' outside
forces) in order to keep the focus on fhe story. |

Because docudfama stresses the telling of the
tale, devices such as music, props, costumes,Afast—actioﬁ
and scene shifts, are employed by the playwrigh£ in aid of

the narration. Although melodramatic 'style has changed
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over the centuries,'in its original form the  purpose of
European melodrama of the middle- aqes was not unlike the

purpose of Canadian docudrama. In the mid-seventeenth

N

century, melodrama was popular in Erigland, Germany and

!

France. The first melodrama in England was distinguished

only by "the use of music, -first te separate various

u66

incidents aQ% then to underline them. (This function

has been discussed in regard to The St. Nicholas Hotel) .
It appears that the gothic and sentimental elements now
associated with the WOrd;were added as time went by.67 Be
that as it may, the most interesting description of early
melodrama for the .purpoees of“ thisv,analysis, presents
melodrama as if the latter were inspired by a circus or "an
Eskimo solstlce celebratlon ‘ The music, the puppets, the
mime, the falry tales and history that characterize old
French melodrama are some of the ingredients “found in
Canadian docudrama. As James Smith points out:
...Rousseau 5 .melodrame ' had been
swallowed whole by that voracious

python the Boulevard du Temple, where
since 1670 fit-up booths had enter—

)

66 The Oxford Companion to Theatre, p. 347.

. 67 See for example, David Grlmsted Melodrama
Unveiled (Chlcago University of Chicago Press, 1968), pp.
1-21 and Robert Bechtold Heilman's "Tragedy and Melodrama:
speculations on generic form" in The Texas Quarterly, III
(Summer, l960), 36-50.
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tained the "Parisian moh with tumblers,
jugglers, stilt-walkers, rope-dancers,
puppeteers, magicians, infant pro-.
di~ies, © freaks and animals
harlequinade, fairy-tales adapted from
Perrault and. spectacular musical
pantomimes on mythical, historic or
contemporary themes, performed in dumb-
show with explanatory ggcards to
aid the understanding.
/

Whether or not-French melodrama ahd.Canadién docudrama are-

motivated By anything more compatible than a singleminded
desire fo entertain is 'a‘ matter fq} research. What
’appears to be true, however, is that both genres (early
melodrama~aﬁd docudrama) stress story, varied theatrics

and leave psychological probings for the theatre of true

tragedy. Like Canadian “ilences who enjoy the music and

the activiﬁy . in docudrama, the ~"Parisian mob" ‘was
entertained by: music, mime, puépeteers: In the process,
both ‘groups learn(ed) about tﬁeir community . thfough
narrafives on mythical or historieal themes.

In order to mythologize the leéend,. ﬁeaney
appears. to have leaned toward two styles which are very
closely linked. He uses the documentarlst s 1nterest in
purporting to be objectlve for the purpose of giving the

.legend the right tone, elsewhere,called, "dramatic truth.

»

68 James Smith, pp. 2-3.

PN
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He wuses the -melodrémétist's éye—-quick to spot lifefs
essentia] Aunfaifness——to show how forces: of evil have
/éictiMized thé innocent. The result of' comﬁ&ning the
melodramatic and doéudramétic styles of presentation
produce three eveﬁtful,‘fast;paced'£§les. Although eacﬁ
part "has its own s@ylg by virtue bf the‘propertieﬁ, musié,
-and dialoggg peculiar to it, ovefall, the attributes Qf
docﬁdrama and melodrama--the importance of sto;y, the
"busyness" of the productions, and the complete goodness
'and lack -of psychological depth of the protégonists——are

the characteristics of the trilogy.



. Summarvy -
I. Introduction

In this final‘ brief chap#er, some conclusions
. will be drawn about the way in which Reanev has used thé
dramatic‘ form to turn the -‘legefid ?of the Black Donnellys
into a myth. Both in design and presentation respectively,
the .strucgure and stvle qof James Reanev's trilogy, The
Donnellys,‘are consistent-with‘the playwright's. archetypal
:philoséphy.' Furthermore, Reaney is self-consciously
creating a myth which takes é moral (parable) “stance. The
story éf Bidduloh contains an object lesson for colonial
eommunities specifically, and all communities generally.
Superficially, the lesson appears to be concerned with the
painful triumph of good over evils but, a closer
éxamination ‘of Reanev's protégonists reveals séme
jntefesting aspects of the archtypist's philosophy as it
pertains to the age-old battle between‘paséion and reason.
As T pointed dut kin Chapter I, I ah concerned that
practical” criticism should not 1ignore ' the artistic
principles‘of the playwright. For this reason, Chépter‘4
will conclude with a discussion of soﬁe bf the'arChetypes

141
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inr e

that appear in the trilogy.

IT. Structure and Style

I

For the. purpose of telling such a large, and
detailed story, one of Reaney's first decisiops das to
choose for his plays some type of episodic structuring
whichicould incorporate the vastness of the subject into
dramaﬁigvform. The episodes work 1in two ways. éticks and

Stones may be seen as episode one of the - trilogy. Acts I,

Ii and TIIT of.Sticks and Stones, on ?he other hand, may be

called a series of smaller episodes which éonstitute§ the

first plav. '?he past-present time shifts, plus the

constaﬂt p:esen?é”of'éatastrbphe, relate. the episodes one

to the otﬁef both within the playS’themsplves and in the
. .

trilogy as a whole. Because the episodes are repetitive

and relate to each other, I have called them gyroscopic

{g.v.). The gyroscopic structure of The Donnéllys, with

its circles within circles, Jattests to ~ Reaney's
philosophic ™ 1 -Tiaf that events in time constantly change
and- turn i: «+ ~v2lling - “ion. As Reaney teils Geraldine
Anthony, "I nglizeﬂ = itchina a tragedy was like
seeing this wheel slowlv i : an ;nusual but usual turn--

rather®like cat's [sic] cradles that gradually turn inside

-
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out."l :In fact; a. linear or a cause-effect 'plot

-

development would not, structurally (organically). servé

N A

Reaney‘s idea of "spiralling"” time. In order to re-tell

the established version of the - Donnellys (cstablished
primarily by Thémas‘Kelley) as well as to‘teil-tbe story

anew--according' to the -Reaney_ version of events—--Reanav

consciously uses the epic structure and the  chorus-narrator

t -
-

as story—teilinq and dramatic devicegs. S . ;

-

The chorus not only recites fagts and lists, not -
only assumes many parts, but also reflects the temper of

the PRiddulph community which it;_represents. (rather +than

~

joining 1in ‘an -all-knowing conspiracy: with the auydience).. -

In addition, each member of the chorus is never what he. or

a

- she seems to be. The actor who plays Andrew Keefé in.one’

scene, may be GeQrge Stub: in another. quthefmére, the
actors are conscious of being only”aotors'ihstead of real
people, and are at'pains to ,let the onudience know their

i

limitations.” We recall Mr." Donnelly saving, "I'm not 'in

Hell for I'm in a play."2 "The fact that. the .chorus is

never what it appears to'be is another,deliberéte,qnd

Stage Voices, p. 148,

Sticks and Stohes,-p. 49, -
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R

:kll]fu] rdmification of Reanev's tragic vision, a Vision
which‘qlaims that the events of Fraqedy are an ever-turning
wheel. fhe chorus alters itself in order to tell the story
(thé‘whecl'forward'rstates); and the audience 'is aware that
people and events‘iﬂ.thevDonnéllys' lives change. DNonethe-
less, the Wheei has 1its own properry of roundness and is
fixea on a definite course. The chorus aptlv 1llustrates

- the 1mmutab111ty of archefvpes when 1t mimes the wheatfleld

iﬁ‘ Handcuffs, Reaney's manlpulatlon of the structure
accomblishes' two objectives. 'ﬁe is able to show the
impsrmanence of tempsral _conditibns (the -life ‘of an
‘indiriduél) at’ the same time as he re-inforces the

arcﬁetypa% conceét of the continuation of the race  (birth,
life, death and re-birth) .

Just as Reanéy gives the impression that. he is
ﬁakiﬁg deiiberate choicés regarding structure; he i« .~
fully :cognrzant regaréing the funcrion of style. The
sallad:__the, schortische, "as well as all the proos
contriﬁute to the archet;pdl concept of a circular

life-death pattern. When Reaney writes that portions of

the baliad bf "John Barlevcorn" are repeated in Sticks and
Stones, or when the chorus  frequently spins a top across

the stage in the St. Nlcholas Hotel, or when.the dancers

twirl ‘around while doing the reel or schottische in

Handcuffs, the playwright is creating a variety of
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leitmotifs which both unify the structure and emphasize its
cvclicality.
In erder to show that the Qheel of tragedy is on
a fixed path, Reaney unaercufs ﬁhe events of the structure
with fhe knowledge that no matter which direction events
appear to turn, the catestrephe is" inevitable. ‘Similarly,
~the tops, sticks, stones, dances, handcuffs, with "their
tremendously varied presentation, ere shown to be part of
an uhchangeable pattern simply becaqse the goodhess'of tﬁe
Donnellys can never be questioned. Consequently, what the
capastrophe does for the structure, the goodness (the
piety,‘innoceﬁce and virtue) of the Donnellys does the eame
for the qﬁyle. "Catastrdphe" and "goodness"‘pin the wHFel
of events. to. a fixed orbit.3 Because- - of Reaney's
effective, intelligent and deliberate use of structure and
style, the audience——sometimes bewildered by a full ;§H
- active stage--may be assured o% th.conditions5§t‘leaét.
The .Donnellys will die (a matter of structu%e);. the
Donnellys are heroic (a matter of style). ﬁﬁ;///
Although partially explainedzgyjkhe tradition of
the melodramatic and docudramat1C‘ s;yles, and although

partially justified by Reaney 'S own research which

Aqaln, the gyroscope presenfs a good concrete
image of comparlson. :
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determined that the Donnellvs truly wefe more sinned
against than sinning (therefore, their foibiesﬁ small in

comparison"to the crimes of the vigilantes, Sﬁould be.
-overlooked)qlthe qoodness.of ﬁhe stage-Donnellvs remains a
disturbing feature of the trilégy. .In the following
section, I.hopé to explain how and whv Reaney, the self-
cogscious myth-maker, has 'created héroes who epitomizé
péssion and irrationality. That R;aney hés :delibe;ately
attended to a  circular pattérn in bnth’the structure and

the style of The Donnellys is a feature of the analySis in

Chapters 2 and 3.  Therefore, having established that
Reaney is a self-conscious mythopeic writer, the: question
~which must now be confronted concerns the implicit nature

. of the archetvpes.
III. 'Conscious Myth-Making

Mythologizing,‘accoiding to Jean ?iaget——a’noted_
French research—psychologist who. died in 1980;~is' an
essential part of éhiid—devélopment. It may also beléh
essentiai part of community—development_és.well; for, as
Piaget‘;discovered, young. chiidren“aﬁd primitive people
share similar anthropomorphié conceptions about their
environment. In his eulogy on Piaget, JohniLeo noted:

Piaget'found that toddlers think 1like
primitive people. The very young
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~ believe that the moon follows them when
they go for a walk, that dreams come in
through the window at night, and that
all moving things, including ocean
waves and flutteging flags are :
obviously alive.
Whether or not mytholigizing is part of a community's
"collective unconscious" as Jung (and probably, Reaney)
-would maintain, or whether or not mythologizing is a phase
which all communities, like children, have in common and
must go through (a structure), it appears that every
community of people seems to need its own mythology. The
‘need 1s there because people require something in common,
one with the~oﬁher, in order to become bonded together as a
group. No matter ‘how sophisticated or how elegant they
are, the myths of foreign communities cannot, for some
reason, be supplanted to fulfiil .the needs of colonial
communities. Consciously, with the needs of the'community

uppermost in his mind,5 Reaney converted the legend of the

Black Donnellys into the mythkh7of the-white annellys.

) John Leo, "From Mollusks to Moppets", Time,
October, .1980. For further explanation see Jean Piaget,
The Child and Reality, trans. by Arnold Rosin (New .¥ork:
_Penguin Books, reprinted 1981) pp. 163-172..

> In an interview with Jean McKay, Reaney says, .
"[Gyroscope's] not related to worrying about community, or
researching or anything..." This statement 1is a good
- indication of Reaney's concerns when he wrote The

Donnellys. E.C.W. p. 138. He obviously intended Biddulph
to be an example rather than an exception of the evils that
can befall a communitv. :

~
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Because he was impreésed bv the basic unfairness of the
treatment accorded to them b; their own commuﬁjtv qroup,
because Innocence put to.death has to be the most horrific
outcome of injustice, Reaney probably could not see
Biadulph and its residents as anything more than evil. The
legend is’ about one family of Trish imhigrants who égt
caught up in a feud and:were killed on account of it; the
myth. is an allegorical battle between would-be master and
would-be. 'slave; the parable-fable is a story of how good
ultimately triumphs over evil when the proper balance of
nature is re-asserted.

One of. the reasons that the Donnelly  legend
invites mythologizing iﬁvolvesv the“ very nature‘ of their
story. Fifst of all, the Donnelly stofy is one of .a
journey or a quest for. the . ideal. . The légend is about
‘displaced persons who cope with their Lrish—Celticbvalues
in a nineteenth century, Southern Ontario environment. The
settlers' ideas of wh;t community is and what i1t ought to
be has come Qith them on their journey as a kind of mental
luggage, or, said in Platonic termé, for the settlers the
"ideal" of community preceeds the fact. Realifies of life
in the new community unfortqnately transplant the ideal
because,,as insidious as wisps from Pandora's box, the old
hatreds permeate the settlgment When these old hatred;_

Comblne w1th the negatlve, some would say the evil, side of
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human nature, terrible violence occﬁrs and five members of
the Donnellv Family are mﬁrdered. This journey, or quest
for the. ideal, 1is part of the archetypal visiog of
self—fuifillmenf.6 Outwardly, of course, it looks as if
the Donnellys 'have failed in their quest. A@ this point,
the dfama circles beyond and awav from legend. Accordinq
to  Reaney, - the myth-maker, the Donnellys complete their
journey and ultimately find the ideél which they seek. Not
only are their' reputations totally redeemed by the
. planyight, but the Donnellys, now the white Donnellys,
also represent an .allegorical version of *the good. But
Johanna is not a female Christ-fiqure per se, even though
her character is both victim and ideaiist. She has been
créated. out of the mouild of an ancient goddesé; she 1is

)

.y 7
Demeter or Ceres who represents the .harvest«and fertility.

. Joseph Campbell, in the chapter, "Departure",
Hero With a Thousand Faces, Bollingen series XVII

(Princeton, . N.J.: Princeton University. Press, second
~edition- 1968, third printing, 1973) p. 58, says: "This
. first stage of the mythological journey--which we have

designated the 'call to adventure'--signifies that destiny

has summoned ‘the hero and transferred his spiritual centre
of gravity fron within the pale of his society to a zone

unknown." R

7 Edith Hamilton describes the nature and
function of Demeter in a manner which makes comparison of
the goddess and Mrs. Donnelly very feasible. 1In Mythology
(New American Library, Mentor Book: New York, copyright
renewed, 1969), p. 47, Hamilton says:

It was natural, too, that the divine
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Demeter, for all her bountv, refused to give the carth.a
growing season when her daughter, Persephone, was 1in the
underworld with Hades. TLike her sub-conscious model,
Johanna Donnelly seeks retribution from the vigilantes who
térmented her family. Aftervdeath, Johanna behaves .more
like the mytholégical godaess of the harvest than a female
embOdime;t of the forgiveness of sins. At the end of Act
III,/Handcuffs,_Johnny-O'Connor tells his mother, Teresa,
that:

Countrv. people sav the old man and

woman then‘disappeared and that it was

revenge on O'Halloran who was +he

qecre§ leader of the gang that killed

them.
While the’ vongeance of the Donnellvs 1s worth notlnqlln
order to establish the cla551c rather +than the Chrlstlan
basis of the hero—archetype, Reanev's use'cﬂ?,the feﬁale
go%ﬂess as a force of good attests to the playwright's
belief in a matria:&hél mytholoqv9 with - some Christian

i/

overtones. i

power which brought forth the grain
should be thought of as a goddess, not
a god. When the business of men was
hunting and fighting, the care of the
fields belonged to the women and they
plowed and scattered the seed and
reaped the harvest..

8 Handcuffs, p. 153,

In the mythologies of most indigencus
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Reaney's deliberate attempt to alter. the legend

pecially Johanna Donnelly,
/

and mythologlze the Donnell sle 5
ihe  reader-plavgoer should

raises a problem.- '
be aware of a parado¥.."Ti3 ritics .are told by several

~

literary theorlsts some psvcho]oglsts and

Loe T TN ~ Ny
anthropologists), the chekyphes of myth spring from the
%’ P

unconscious, is it a legitimate, even a possible goal, to

b

¢

consciously encouragefa matriarchal (or pa' ~iarchal, for
ythaf matter) mythology for the purpose- of satisfving a
relativelv , "mythless" communitv’)lO It is Certainly
p0551ble for a playwrlqht to do psvchologlcal and llterarv
research in orde“ ‘to determine exactly what the symbols of
h‘myth are. One supposes that only time will tell whether or,
not a consciously constructed myth will be accepted into
the local ﬁ?thological canon. However, what ﬁeaney's
myth-making actually does is to laud intuition and

,ellngs 11

2

communities, women have fared rather badly. It would be
lnterestlng to do a study of Canadian llterature to see how
ften a positive female archetype occurs.

_ 10 Joseph Campbell in. The Hero With a Thousand
" Faces, p. 4, says "...For the symbols of mythology are not
manufactured; they cannot  be oﬁdered invented or
permanently suppressed. They dre. spontaneous productions

of the psyche, and each bears w1th1n it, undamaged, the
germ power of 1ts source. :

sy e G
11 Wilbur Scott .in his iptroduction to the
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Reaney's tribute to the instinctive knowledge of humanity
comes in the form of a highly ratlonal and complex drama.
Rganey S genlps as. a p]aywright depepgs greatly on his
reagoninq faculties. Remarkably, the‘v;onnelly family in
Reaney's trilogy do ndt reéson. They are 'stubborn/
idealistic, proud; and strong but -they are not thinkers. .
And in case there is any doubt about the basis of
the Donnellys' decision-making in the trilogy, Qone can
examine their lives step by step. They decide to leave
Iréland to escape persecution (no economic reasons are
giVen although land later does become important to them)
-asmed with the idealistic notion that the new country of
thelr ~children's blrth 'a new country these Canacias,"12
will not be a place of bullies and blowhards. Their
naivete is ‘nearly' boﬁndless; .With complete faith in a
handshake, Jim Donnelly does not register the land which he

~clears. Later, aroused to a fury because he is called

"blackleg", and upset because he cannot claim his land, Jim

Archetypal approach in. Five Approaches of Literary
Criticism (New York: Collier .Books, 1962) p. 251, says:
"But whether done well or ill, the totemic larchetypal]
T app: ~h  obviously reflects" the contemporary dissatis-
faction with the scientific concep; of man as, at his

highest, rational." oA '

12

~Sticks and Stones,rp.‘44.

L N
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murders Patrick TFarl. As the -epieodes Erogress,. the
audlence becomes . 1ncrea51ngly aware that the Donnellys do
not plan their lives. When all sense and reason should
“tell them to get out’ of Biddulph and join thelr frlend
Andrew Keefe who has quit the communlty, the Donnellys
stick to their ground——literally.

The people who do reason and plan are the
villains of the trilogy. Vigilantes Jim—Carrdll and?Tomi

Cassleigh plot and scheme and acdomplish a massacre.
. { . .

.

Y -

Surveyors and politicien%& are either rigid egfereers of
establishment rnles or hYpbcritical handnaidens 'ef the
establishment. ' The ."thinking"i or pblttical _part 'ef the
church as an inetitution is répresented ‘as 'eerrUpt 'and
decadent..  Even the little v;llalns,- for example) the
combinat®on of ‘Maguiré and Stub who tiy'-to .form some
long-range pian for their'lives; are caught qﬁ in mean,
ee}f—serving actions. Without exception,‘the evil-doers ‘in
the trilogy ere the people who rely on their capaeity for
reason to determine'their éctions.

Reéney has- consc10usly made a —myth- which has

-

" polemically divided pasSldn' and reason. Stylistically,

justification can be found through an examination of - the
. . .

B

function of docudrama and melodramer for his- approach to
- this black-white - characterization. t.And indeed, the

archetypal patterns thatrReaney uses~~for example['
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the .cyclicality of 1life and death, the expulsion of the

scapegoat,13 and the female protector——appear to be

“qénuine" and soc1olog1cally sound Furthermore, Reaney's
addition of Christian overtones, that is the forces of goodl
and eVll to his archetvpal models, grves the trllogy the
‘air oﬁ a moral lesson. All is wéll until the moral lésson-
lis.'flnally 'uncovered T stated earlier ‘that Reaney's

w‘.
optimism in the face of’catastrophe lies in “the trlumph of

llfe over death. The Donnellys are symbols of the strenqth
.0f the llfeforce anf‘as symbols, they also represent the
: playwrlght s, conceptlon of good. :Unfortunately; Va-

community which, ex1sts on passion without reason would

simply eXemplifV 4the height of capriciousness “and

instability. Nevertheless, the trllogy 'is totally
- consistent . with Reaney's beliefs. Reaney s own
philosophical committmentT‘_ito .'1sEinct1ve goodness

forms the basis of his artlstlc pr1n01ples B ' A
- .‘ L . { ;’
In' conclu51on, “the - final word must be a

re-iteration of 'my defense of practical cr1t1c1sm. "My

approach.to The Donnellys through the analysmﬁ of style and

structure attempts to reveal the literary complex1ty and

A
\

1)

v

/

:ui
P
§

:i).

o 13 See, for example, Sir James Frazer, The;
Golden Bough, for explanation of Tribal reliance on the
ritual of "Scapegoating". c¢r symbollcally removing evil from
the community. . -

b
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draﬁatic power of a major Canadian work for the stage.
That this leads to nnf'identif§ing e; passionate g&jﬁlzgf‘
community~rathe£ than a rationalmodel for one does not
diminish mv. appreciation of 1ju$ remarkable dramgturgica]

experiment emerging from: James Reaney's _ d>:votion to

archetypal themes and Canadian myth-making.
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