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~ ABSTRACT «

&
Traglcomedy has appeared in each of the*three great periods

of drama the Graeco Roman perlod the Redalssance, and the Modern Age..

Y,

An examlnatlon of the hlstory of the concept of traglcomedy sugges s)

.

that the modern form of traglcomedy is, dlStlEitly dlfferent from its

predecessors. It 1s a synthetlc genre, invo 1ng a. meclprocmty between _

comlc and traglc elements in such a way that the effect of each is not

I3

. reduced but helghtened The lack of morphologlcal constants in comedy

" or tragedy requlres that’ the dlscu531on of tnaglcomedy be ln terms of

effect, or accordlng to how varlous elements functlon as’ traglcomlc in RN
r i -

- o .
e -

the context of the,play,'

.._;~' . . X . LN

‘Modern traglcomedles may be organlzed lnto three ba51c types'

'accordlng to thelr mimetic structure (1) the naturallstlc play, whlch
X empha51zes typlcallty, (2) the theatrlcal traglcomedy, whlch employs
' some aspect of. the spectacle as a metaphor for llfe, and (3) the gro-
tesque, whlch presents an abnormal and shocklng world.' Each of these- ‘g,‘
types or frameworks, furthermore, is partlcularly sultable for express—.fiw
ing the traglcomlc. The core of . the the51s is the examlnatlon of these ;
three types of traglcomedy w1th 1llustratlons from varlous contemporary

.plays to SUPPort and suPplement the . dlSCUSSlon. o o T
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INTRODUCTION

Delmonte; I ‘play everythlng, clas51cal -and modern plays,
tragedies and comedies.\y - . 5.

~——

ﬁﬁIsabelle: -And you never get them muddled; mix them up at all?

Delmonte: Never used to in the old days! Comedy was comedy
and tragedy was tragedy! But with the plays we get
served up nowadays, of course < e e .

Jean Anoullh, Dinner with.the Famjlyl‘

A random survey of contemporary drama, w1th such names as Sean
o' Casey, Samuel Beckett, Eugene Ionesco, Prledrlch Durrenmatt and Lu1g1
favoured genre in modern world literature ‘It has recelved .a great deal

of attention in the twentieth century by CPlthS as well. Tragicomedy,

‘however, is not a phenomenon solely?of contempo._ry‘CLv1lization‘ but

ex1sted as a dramatic mode in the West as far back as classxcal Greek and

Roman theatre. Despite Delmonte s statement about ‘'the old days", one
whlch reflects a common belief that the anc1ents observed strict purlty

of- form and prec1se demarcation between comedy and tragedy, varieties of.

. ]

mixed drama Were in fact ‘a famlllar phenomenon. The genre of traglcomedy

-,

became prominent again, to a far greater extent,'ln the 31xteenth century e

but was understood in a new way. The modern age w1th its own tastes ands
_attitudesi employs the. term ln yet another way, one in accord w1th 1ts ,f ‘
dlsposltlon. Thus traglcomedy has appeared in each of the three great

periods of drama., the Graeco ~Roman. perlod -the European Renalssance, and

in the perlod from 1850/60. Over this history the term itself has

remained relatlvely stable (tragicocomoedia, tragi-comedy, tragicomedy),

3
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comltragedy" (com1co—

The concept of the term (1 e., the PUles N

:
A

AN
3 howey r, has changed so much ‘so that, as was. 1nd1cated

v

‘uthe mod rn un erstandlng of traglcomedy w1ll‘sh0w'little affinity

_ SN )
{w1t bidts: pred_cessorg\ This thesis is concerned w1th the vndern coneept

of tragxeomedyhgénd accordlngly, thé theorles and examples used within:

1t reflect as fér as p0551ble the‘general consensus among contemporary

deQuate discussion of traglcomedy, however, cannot afford‘ .
4' Y ' .
”histérlca;

.,u

. D
Jévelopment of the term and of the varlous con-.

4 =

J ! ¢ ’ 3 (
- W:'{-f g e

.'cepts a&socmated w1th it partlcularly, as w1ll be shown in Chapter 11,

"{prev1ous notlons are stlll accepted today The’ first : )

n 4!,1

trace the history of traglcomedy Such an over—

,\--’l'_o 4 . /IZ’” . .
' ‘gygeﬂgdkl%‘?%;u'efule r{galnlng valuable 1n51ght 1nto this genre and w;ll
CECLT o PG U :

tPWD@QZﬂﬁ’A,M ‘ AT pb'
Yaid inm establlshlng a worklng deflnltlon of modern traglcomedy.

"The sécond chapter is devoted towards formulatlng such a work-

lng deflnltlon, and indicates as well Some of the problems 1nvolved in

) doing.- The profu51on of works on both ~comedy and tragedy today attest

.\’
3

to the dlfflcultles\\\\deflnlng these dramatlc genres, and the deflnltlon

' of tragicomedy proves no . 51mp1er a task The approach taken in this
- thesis is to dlscuss the genre in terms of functlon or effect 31nce any
vdeflnltlon accordlng to morphologlcal or formal elements has thus far
proven to be def1c1ent and 1nconclu51ve.v Traglcomedy is then deflned as. ”
a synthetlc"phenomenon in whlch the comic and the traglc are 1ntegrated
consistently throughout the- play |
‘ The first two chapters are thus a basis from which the actual
' analy31s can’ proceed ' The core of the the31s is the ‘examination .of

various aesthetlc frameworks in whlch modern traglcomedy most commonly
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appears. These ape three: (1) tragicomedies using a naturalistic frame-

'iwork; (2) tragicomediesAin.whichﬂﬁheatriCality constitutes thé dominant

"framework- and (3) tragicomedies in which the grotesque is the pr1nc1pal

«

medlum. The criterion for this categorlzatlog was based upon the partlcu-.

"sjlar selectlon and arrangement of ‘the elements in the text. The natural-

--\»_ﬁ_l,; o
/ . .

- -

typlcallty or the everyday world. The theatrical play, taklng 1ts story

»

i5 o mater1a1 and dev1ces from the world of the spectacle, presents a more - ., |
o \ ' tb
S formallzed uorld. The grotesque Is stlll further removed from the

S ’domestlc scene by its radlcallty, its extrenqe and exaggerated nature.

ﬁ%; e yRadlcallty, aCCOPdng to Phlllp Thomson, is the dlstlngulshlng feature

[
v

:;;}ff, of the grotesque, present "in both substance and presentatlon' 1n the
g subject matter presented and in the means employed in the presentatlon" 2
Hav1ng dlscussed the basic concepts underlylng each framework,

”f_the 1nteract10n betueen the specific framework and traglcomedy is then

; analyzed. Each frame is shown to %e partlcularly dlsposed towards :
| expre551ng the traglcomlc, the features characterlstlc of each varlety‘
being part‘g.cularly oonduclve to tragloomic treatment.' These lfeatures {1"‘ I} ‘ |
are then analyzed by u51ng examples from varlous modern traglcomedles.' }

14

~This the51s is not 1ntended as an exhaustlve examlnatlon of traglcomedy,, N
' nor does 1t a*tempt to analyze 1nd1v1dual plays. It 1s a general survey

of some of the characterlstlcQtechnlques employed 1n modern traglcomedy
accordlng to the three varletles -mentioned. The plays dlscussed have been'h
0 N . N
.chosen from a'wlder corpus, ~and’ features from them h ve been 51ngled out o

g

5

whlch relate the plays to their genre. An attempt was made to glve a

falrly representatlve cross-sectlon by 1nc1ud1ng plays from a varlety of

countrles and urltten at dlfferent points within the perlod of’"Modernlsm"

. - . . .
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The analysis, howeverg.will be synchronic, with no relevance being

assigned according to Vhen a play was written, other than being a post-

Enllghtenment phenomenon. '

~

Such a synoptlc v1ew Hlll hopefully prov1de greater perspective
1nto the nature of traglcomedy. As was stated earller, much has been
written recently on thlS genre but few works have attempted\a deflnltlon

.of the term or ah analy51s of the mechanlcs or technlques employed.

Mary Lascelles, in her study Snakespeare s Veasure for Measure has
lremarked that "traglcomedy has suffered in estlmatlon from careless sfudy,
and 1ncomplete understandlng" 3J;thle there are several studies of the
history of the term,inOne of these touch upon the modern cohcept of the
.T term.u There are, however, four major works whlch deal w1th the modern
tragicomedy.' Eric Bentley devotes a. chapter to traglcomedy in The Life -
- of Drama but applles a Renalssance concept of the term to modern plays.

Cyrus Hoy, 1n The Hyac1nth Room: - An Investlgatlon intg the-Nature of

FComedy, Tragedy and- Traglcomedy, aims at show1ng that all thiee of these"

genres rest upon a common principle, but he does not analyze tragicomedy

‘as an independentvgenre, J. L. Styan's The Dark Comedy: The Development

AN
\ N

of Modern Comic Tragicomedy, while dlscu551ng many recent traglcomedles

and ‘examining the blendlng of. the comlc and’ traglc w1th1n them, similarly
- devotes llttle attentlon to the theory of the genre. (The most adequate

‘and systematic’ dlscu531on of the theoretlcal aspects of traglcomedy is

found in Karl S. Guthke s work, Modern Traglcomedy - An Investigation

into the Nature of the Genre., These uorks, however, have in various ways¢

supplled valuable materlal and 1n51ght 1nto the genre. ThlS the51s, by

’analy21ng the ;nteractlon between the aesthetlc framework and the genre,

<
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CHAPTER I

e -

', THE TERM AND CONCEPT 'TRAGICOMEDY': . o

A HISTORICAL SUMMARY ' - ’
/.

Tragicomedy first appeared during the time of Ancient Creek and-
Roman drama. The- theatre was experlen01ng a "golden age"; comedy ‘and,

. [ .
' tragedy were domlnant forms w1dely practiced and dlscussed The interest

in dramatlc form contrlbuted to experlmentatlon and varlatlons ‘on tradl—

. tional models which led to many varletles of mixed drama. (Before the -

/ L : A S , :
term tragicomedy itself wds employed,'there were indicatioﬂs-of an inclin-

ation towards such a form in.the drama. Pwo’ hybrld forms, hllarotrag01d1a'

and spoudalge101on were each based upon the idea of m1x1ng elements of

tragedy with those of comedy. The hllarotragoldla was a parody or bur-

lesque of tragedy and myth §§rm1ng11ng elements of each into. ultxmately

farcical sketches.l The spoudalge101on was a serio-comic form used to

‘1convey a seripus message\through a humorous medlum.2 Thls‘was a dlrect B
'outgrowth of Greek phllosophy which appears to have admltted a comblnataon )
v,of the 'serious and the gay, partfiularly as a didactic technlque in thCh

good—natured laughter assumes a moral purpose. Plato had 1ncorporated

‘ such @ perspectlve 1nto manyVof his works on the assumptlon that laughter

renders‘ihe serious more;eas;ly intelligible. In the Laws he defined the :

function of laughter as-refreshing the mind by interrupting'earnestness,
or as a means to understandlng serlous thlngs.3 Statements in Phaedrusu”
_‘and the XEEOSl refer to the seriousness of laughter.5 In the Repub 11c
- life is a game fiot worth taklng serlously Man is a mlzacle)of the gods,

whether created in play or Ferlously (Laws) Ex1stence is then a mlxture"

. R . } ’ . 7 . o '\“
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of sorrow and joy, comedy and tragedy (Phllebns) The osium con-

cludes in a serlo .comic vefh w1th .an observatlon on the afflnlty between -
o/ . S

_comedy and.tragedg? ‘ R nr // “4 o

N
“

'. . . the chief. thlng which he remembered was Socrates qompel—
g the other two to acknodgedge that he genlus“of comedy was’
(th same wlth that of tragedy, and that the true artlst in 3
tragedy wascan artist in comedy also. To, éhis they were con-
'strained to assent, being drowsy, and not qﬁlte following the
argument. ) \ S

The serlo comic mode was well—represented in' the Graeco- Romaﬂ

ﬂ?:" !

-
e
L

. © ok

lltérary tradltnon belng discussed and emgtoyed not only by ’lato~ but

by Aristotle, RhetorlclO by Terence, Plautus and Horace to name only a

%

P

fezgputStanding examples. o -
s ) :

The m1x1ng of elements in drama is dlscussed by Arlstotle in ;
chapter thlrteen of the Poetlcs ,ia practlce which he does not appi*ud but .
> o

which he acknowledges because of 1ts popularlty g ‘ !
i L N .y

4 (\"
7.  In the second rank comes the kind of tragedy which some e
\place first. Like thibodyssey, it has a double thread of plot,,
and also an opposite catastrophe for the .good and:|{for the bad.
} It is accounted the best because of the weakness the specta- o
tors for the poet is gu1ded in what he ﬁrites by the wishes, of
 his audlence. 1
8. The pleasure, howe er, thence derlved is not the true traglc
pleasure. It is proper)rather to Comedy, where those who, in
the piece, are the deadliest. enemies--like Orestes and Aegisthus

" -=<quit ihe stage as- frlends at the close, and no one stays or 1s
3 slaln. _ ) _ o &

~ The dlstlnctlon between comedy and tragedy 1mplnc1t w1th1n thlS

L

quotaxion is one. accordlng to the. endlng, the pleasure or quallty of

comedy belng the reconc1llat10n or happy endlng. ThlS type of traglc

Y

N drama, the double issue play featurlng a happy Qutcome, is used in

\

Iphlgenla by Euripides. .Such a pattern was to be wldely practlsed in. the
i ‘ , .
Renalssance and labelled as traglcomedy

C ’ L L . (.,,,»b e-,“

IS
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The Roman writer Horace also dlscusses ‘mixed plays, but he

oo

dlstlngulshés between comedy and tragedy accordlng to style or level of

.dlotlon.; The mlxed play is one in which the_high style characterlstlc

. of tragedy is mlxed with low dlctlon, an attrlbute of comedy. Whlle the

- ‘Ars Poetlca was not intended As a defense of hybrid dramatlc forms,

-

assertlng that. "A subject for comedy refuses to be handled in tragic ~
2 over, S

verse,' Several of Horace's state ts are tolerant of some. v1olat&cn

;.

of form. Horace placed tbe pleasure of the audience before purity of
’ , A : 3 A
- style: "It is not enough- for poems to be fine; they must charm and draw

the mind of the llstener at’ w1ll."13 Empha51z1ng the functlon of drama,

L e

A .
T

the qualltles of entertalnment and effect Horace could Cfndone some-

mingling of the features of comedy and tragedy. .

3

At tlmes, however \even Chremes rants and raves, often too, in

a tragedy Telephus lof Peleus utters hlS sorrow in the language

of prose, when, poor and in exile, he flings aside his paint- 3
‘pots and hlS words a yard long, in eagernmess to touch the : -
- spectator s heart’with his lamentable tale 14 : '

The form\of the satyr plays, as dlscussed by Horace, is another
g o .
. exampé% of mlxed ‘drama. It stood nearer: to tragedy but was conduc1ve to .

on of

i
~y \_.,x/ ) .
- the play. ThlS is the form of that varlétyipf tra; o edy tc be 1ntro—

' mlrth, embrac1ng both the ludierous and the serious“within the act
duced by Glambattrsta Guar1n1 in the,latter part of the Renalssance. - The
E notxon of the tetralogy 1tseIf 1ns1nuates the concept of mlngllng tragedy
and comedy. Tragedles were wrltten as trllog_es but any submission to
‘the c1v1c-contests -in order to be considered complete was expected to
contaln a satyr play as the fourth plece.

The examples.mentloned thus far 1nd1cate tendenc1es ‘towards'. -

o -

accommodatlng’mlxed drama in the Graeco Roman llterary tradltlon. On;/of hf“y
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_ that the term was used again by later Athenlan playwrlghts

.Nhlle the idea of mlxed drama and of some form of traglcomedy ex1sted

10

such a context the traglcomedy a§259§?d/’ The first known use of the term

traglcomedy is a questlon not completely. settled. General agreement

attrlbutes the term to the Roman playwrlght Plautus who used it in the

play Amphltryor The llterary historian Frank Ristine, however, main-

' talns that Plautus no more 1nvented the term }han he was the first to m1x '

ﬁxhe two, genres,l5 The term Ristine argues, wasg coined by Greek comic

poets preceding Plautus. He cites ev1dence whfch suggests that a Middle.

wSomedy writer, Anaxandrldes,

wrote a play entltled Comaedotragaedla and
uc :

How they

understood the term, however, is not known, but we do know that Plautus

-~

used it to de- 1gnate a play which mlngled high and low personages—-gods,

¥
kings and slaves.

What?',érohning because I said this was to be a tragedy°(/‘\ll o7
transform it. 1I'll convert this same play from tragedy to
comedy. Of course. it would never do for me . to make it a comedy,
out. and out with klngs and gods. on the boards. * How about it
‘then?. Well, in view of the fact that there is a slave part 1n
“it, I shall do just as I :aid and make it a tragicomedy.

[y

The term 1s, of ccurse, used facetlously, and thls, in fact

zlS/)

'catlve of the general inuifference paid to traglcomedy at thlS tlme

o traglcome y in the drama of Graeco Roman perlod was never so establlshed

a genre as elther comedy or tragedy. Although a concept of traglcomedy

was, accommodated, it never recelved suff1c1ent attentlon by elther
2 )
scholars or the playwrlghts to develop into a s1gn1f1cant and dlstlnct

genre. Traglcomedy remalned a secondary form, developlng from the many

hybrld varletles of drama that flourlshed at this time. It was not until

the Renalssance that traglcomedy became a’ fully deflned genre.

" 'In the 81xteenth century the  tdrm’ traglcomedy came into -

-

The god Mercury addresses,the audience in-the,prologue:~.
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promlnence belng ‘widely practlced and dlscussed in France, Germany,

Italy, Spaln and England. The term was eagerly adopted by Humanist and
~ \\

-..Renaissandée scholars as a convenient label sanctlfylng their practice of
mrg?d plays. The concept of tragigomedy in the six enth century, then,

' is one in accord with their heritage, rather than [with that of the
w

ganclents. : ?' . ' : - é - | -j\g
- The Rdnalssance had 1nher1ted the Hedleval tradltlon of leacle;..

Mystery and Morallty plays. These plays, Hlth the1r essentlally d1dact1c
purpose, had'the form of a serious actlon'crouned with a happy ending,
' empha5121ng the ]oyful, splrltual denouement of tragedy averted. Sacred
drama ln the Hlddle Ages was becoming 1ncrea51ngly secularlzed with
elements of the comlc the ludlcrous and the familiar belng 1ntroduced
" 1ntoﬁthe squous themes. Hedleval taste, naive of the dramatlc decorum

.establlshed by the Anclents, 1ncorporated these varlous secular 1nterests
- into the structure of rellglous drama, mingling not only serlous and
‘comic incidents, but m1x1ng high and low personages as well. This,»'
fact, was nece551tated by the fabula of the plays which, taken from
,Blbllcal epﬁsodes or sacred legends found deities frequently associatlng
,w1th‘common men. u@udrama in thls perlod was prlmarlly sacred with a
happy denouement and' containing a substantlal number of secular elements.
~With the dlscovery of the Greek and Roman cla551cs, and thelr subsequent |
‘1mpact theoret1c1ans and playwrights were spllt 1nto tuo groups. those

who sought to 1m1tate the Ancients; and those who contlnued the Hedleval
.‘herltage. A debate arose between those scholars demandlng the Arlstotellan-
purity of form and defenders of the establlshed mlxed drama. The latter '

group, see 1ng sanctlon for thelr practlce, also looked to the clas31cs for

]ustlflcat;on. Precedents were fOund in Eurlpldes Horace the examples

ey



» of Greek mixed drama, and the label so convenlently contrlbuted by Plautus.

: s

| The term "tragicomedy" was then applied to denote the prevalent type of
rellglous drama with the serious theme ‘and happy ending. - The early

» Renaissahce dld/ﬁ;t really attempt to 1m1tate cl3351cal mlxed drama.nor
Plautlan traglc medy, but used thengonly as authorltatlve referents. The
“term "tragicomedy" was used more to ficense the practice than as a model
The contact:* Hlth ty/ cla531cs did, however, serve to refine '

‘some of the elements of the Medieval tradltlon remOV1ng the miraculous
and Plb%id thus brlnglng the hybrld forms ipto strlcter adherence to
neoclassxcal rules. By the mld-seventeenth century the term traglcomedy

. was belng applled to any play mlxlng characters, 1nc1dents and styles.
This was the form of that "mongrel traglcomedy “ e nelther right

' tragedies nor rlght cqmedies" cen redmby Sir Phlllp Sldney for mlngllng v
F"Kings and clowns" "and matchin‘ "hornploes and f'unerals".'17 The decisive
crlterlon however nas upon the endlng of the play. The natlvevherltage‘

,ddeveloped into- the form of traglcomedy in whlch a serlous or potentlally
traglc play ends happ1ly. Thls was the most con;plcuous feature of
"traglcomedy 1n Prance, England Germany and Italy.le It was, 1n factA to.

such a form that the term "traglcomedy" was flrst applled in the Renals-

sance. It was used in the play Fernandus Servatus (1493) by Carlo and

Marcelllno Verardl. Whlle Plautus is c1ted as an authorltatlve referent
the defense used in the subtitle is not that of Feri t; "because»
- the dignity of the persons d that impious v101at10n of the.royal

majesty seem toibelong to tragedy, thekfavorahle'outcome, on the other

‘hand, (belongs)“to comedy."lg

”Withzthe play, Pastor Fido (1585), Glambattlsta Guarini 1ntro-

!

duced a new form of traglcomedy, the pastoral Jykather than mix the_y
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extremes of comedy or tragedy, or use the form of the’ neocla551c tragedy

" with the deus ex machlna happy endlng, Guarini presenfed a mixture in

which the elements are tempered. The form is no- so much a "hybrld" but
rather a more harmonlous combination of mild actlon, sltuatlons and inci-

dents. The dram- is personae,‘shepherds, satyrs and nymphs, are not

really from either comedy or tragedy : Although the play was very popular
it was heav1ly cr1t1c1zed as usurplng the Arlstotellan and Anc1ent
tradltlon whlch recognlzed only tragedy and comedy as pure and pr0per |
“forms. To vindicate the play from the v1gorous attacks laid upon it,

Guarini composed a defense of traglcomedy, The’ Compenﬂlum of Traglcomlc

: Poetry (1599), which had far greater effect than that of hlS play.
Guarlnl s argument is essentlally that of Horace of the primacy of the
appeal to- the audlence.' He cites as.well the c1a351cal practlce of mlxed
plays and'ls one of the first to quote chapter thlrteen of the POthCS as a
counter argument. Guarlnl s apology for traglcomedy became extremely
popular and was the most famous theory of thlS genre in the Renalssance.“
Its effect was felt throughout Europe,.and the two most prominen tragl-
comedians of thlS later stage, Fletcher and~§eaumont, prOfited a great
_deal by Guarini's example.20' However, even thlS later form of traglcomedy

- benefitted from- cla351cal theory essentlally only in. terms of sanctlon
In- general cla351cal theory dld 11ttle to alter the form of the Renais-

vsance mixed play As was suggested earller, 1ts 1nfluence was more as
a precedent than prototype. | |

R The concept of traglcomedy, then, may be traced as havlng grown‘
‘out of Greek philosophy and drama whlch accommodated a: varlety of oxy—.

moronlc concepts of which traglcomedy was merely one member. At this .~

"tlme, it was not a very significant nor dom;nant fOPCe. The'conditions
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of Rénaissancé dréma.made it convenient terﬁploj the'ferm "tragicbmedy" for '
i'ts Own purpose, refining tragicomédy ‘info an independent’_genre and pc;_pular— :
izing it as a respectable and very prévalent form of drama. .in thé early
pefiod»of thé Renaissance, thévlabel "tragic§medy" was'applied to a pléy
'haﬁing one or more of the follbwing characteristics: the ﬁixing of noble .
aﬁd ébmmbn personages ("kings and c16wns"); the mihgling of gémic with
fragic incidents, i;e., gaiety ané/disaste£ (fﬁorﬁpipes.aﬁdvfuneraié");:
the'coﬁbining of high é;yie and l;hvstyle; and, mosf commdﬂ,_the_fixing

qf é;happy dénbuement onto a tragedy.. In the later stages, with Guarini,
Fletcher and'Beaumont for exaﬁﬁle,vfhe concept of tragicomedy becomes

thaf of.a \BMewhatwintéggediateform;.occupying a middle ground between .

tragedy and comedy. “This becomes the mést established and prevalent

notion éf‘the term. Modified féatures of both comedy and'tragedy are
! ~ ’ . .

|

empléyed, avoiding any extremes. It is a_middle genre;'not5quite comedy |,

nor true tragedy./ This attitude is apparent in Guarini's statement:
He who composes tragicomedy takes from tragedy its great person-
ages, but npt its great action, its verisimilar plot but not its
true one, its movement of the feelings but not its disturbance’

of ‘them, 'its pleasure but not its sadness, its danger but not
its death;/ from comedy it takes laughter that is not excessive,
modest amysement, feigned difficulty, happy reversai, and above ‘
all the comic order. . . . These .components, thus managed, can -
'stand together in a single story. . . .21 M

" su _ a view of tragicomedy as a mixture of diluted comedy and

tragedy is echoed in Fletcher's Preface to the Faithful Shepherdess:
'deragi-comedie is not so called in respect ‘of mirth and
illing, but in respect it wants depths which is inough to make
it no tragedie, yet brings some neete it, which is inough to
make it no comedie.?2 ' : : ) :

Schematicallyipresented,_if tragedy and comedy each formed one
. nte | ‘ k

end of a continuum, the later tragicomedy would be composed of those



elements nearer the middle, being more grey.than a(mixture of biack and

white. By the end of the seventeenth century the term traglcomedy has

s}

- fallen into dlsrepute and is no longer employed.?3 The form, however, is.
contlnued by varieties &f middle drama. In Bngland the sentimentai
comedy and the domestlc tragedy .and in France the dzgmg and the melodrame

contidued to obscure ‘the. tradltlonal boundary between cemedy and- tragedy
It was thls form of drama t at domlnated the Europeanlstage nprnntll the

blrth of the perlod known as ‘M dernism. ‘ o R
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CHAPTER II

*
;

‘s o | ., TOWARDS A DEFINITION | ' 3
| The most establlshed form of traglcomedy prror to the twentieth

century was developed 1n the Renaissance. The most decisive and dlstrnc-

tive characterlstlc of traglcomedy at’ this time was elther that of

(1) a tragedy with a happy endlng, or (2) a form belonglng legltlmately

to nelther comedy nor tragedy but belng a middle or bastard genre. In.y

_approachlng the plays labelled as-tragicomedy today, however nelther of

these two deflnltlons seems elther adequate .Or' . apprepriate. The.gigut of

modern traglcomedy, ranglng from 0" Casey to Beckett, ‘suggests thaﬁga'new'I

o _

concept of traglcomedy has been 1ncorporated J. L. Styan Wrif§ﬁé on

contemporary dramatlc conventlon notes that: "We cap no moreg\udge a -

could comfortably‘wear:a snit of armonr in an.,undéﬁ':l”T

'nor‘accurate.inﬁdescribing the modern Varieties.

the hlstorlcal developniht of the term and of the Concepts of traglcomedy
b :

- is important, its value lles prlmarlly in understandlng modern traglcomedy

in terms of what it is not. It prov1desva contrast agalnst which modern

traglcomedy may beﬁFOSt clearly perCelved as a phenomenon unlque to.the

. contemporary world. A new theory of traglcomedy, one whlch deflnes this.

£

,modern phenomenon, is therefore requ1red
. Desplte thls,fact houever, there dre Stlll some lnfluentlal
'crltlcs today who apply the Renalssance concepts of traggpomedy when

_dlscu351ng modern traglcomlc plays. Erlc Bentley SUggests that traglcomedy

18
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. is elther tragedy transcended, or more common today, comedy wlth an

unhappy endﬂpg The 0. E. ‘D. uses the latter criterion when it defines

tragicomedy as "containing both\tragic and comic elements" or "a play A
. " \‘\\ ' . .

mainly of tragic character, but with a happy'ending".3 Marvin T. Herrick”

understands recent drama as occupying "a middle ground between tragedy
y
and comedy", contlnulng the concept of traglcomedy as an lntermedlate
/

'genre. Ruby Cohn assoc1ates Sidney! s_concept of the "mungrell Tragy-

1 - : .
comedie" with Beckett's tragicomedy Waiting for Godot.s' In his work on

'Sean o' Casey, David Krause calls it "the bastard mgse" 6 Traglcomedy is
_ understood as an impure: form nelther rlght tragedy nor real comedy.

- This deflnltlon is echoed in the recent Penguln chtlohary aof the Theatre

whlch llStS traglcomedy as, a subform ofgtragedy, as a form not quite:
quallfylng as fﬁll—measure tragedy: "In the twentleth century there have
'been‘few attempts°at tragedy proper; more consonant with the mood of the
~time seem- to be domestlc and soc1al drama w1th traglc overtones or mixed
media such as the tragl comedy. n? The critic John Gassner writes‘ "The

~ same deflatlonary sens1b111ty which weakened traglc art favored the-
vdevelopment of the other, 1ntermed1ate forms of drama We may obserye

thls development in a modern-sort of tragicomedy or 'dark' comedy, with

' as wlde .a range as that spanned by Uncle Vanya and Juno and the Paycock n8

Whereas these deflnltlons perpetuate the view of traglcomedy as

,occupylng a mlddle groﬂiﬁ the ma]orlty of modern CPlthS and playwrlghts
see it as a ground common - to both tragedy and comedg It is perhaps this

premlse which dlstlngulshes the modern concept of traglcomedy from its -

predecessors. The one theme common to all earlier notlons of traglcomedy"

' was that of the fundamental dlstlnctlon between comedy and tragedy. In

i

the- theorles of drama from the anc1ents untll recently, there is aﬂhalmost

L4
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unanlmous acceptance of a ba31c antithesis between comedy and tragedy.
Drama is elther one or the other, or 1f elements of both are found within

. [v8 .{?\
one actlon they are each 1ndependent of the other. In The Art of Drama

- the critic Ronald Peacock neatly summarizes thls conv1ct10n- " "In the
midst of - more 1ntr1cate details of aesthetlc analysis 1t is well to state
a simple truth: drama must be one of two thlngs: either comic or
intenSely moving "3 The modern v1ew of traglcomedy, on the ot hand
seems to challenge or even reject the 1dea that elements'of the comedy

vand the tragedy are 1ncongruent or that they are mutually. 1ncompat1ble.

James Thurber notes: "Many dlctlonarles, 1nclud1ng the 0 E. D., wrongly

hyphenate tragicopedy, as if the two 1nte§§al parts were warring elements-

that must be sepgrated. "lO Ionesco Eth?:s this defiance of the tradi-

’7 N .
tional demar ation when he declares hi ntention: "to confront comedy

9,

and tragedy in order to link them 1n ‘a new dramatlc synthe51s" orhto,’ ‘
1 g S e

convey 'the tragedy of comedy" 1 ‘ . L :

Based on thls idea of the fundamental 1dent1ty of- comedy and -
tragedy, the concept of . traglcomedy as a comp051te or synthetlc genre

seems to deflne the modern attltude towards thls genre. In hls-book

' Modern Traglcomedy, Guthke argues that "the comic and the traglc are

“1dent1cal and mutual condltlons of each -other”, 12 empha51zlng that this
,ondltlon of rec1proc1ty is the trademark of tragicomedy as. a modern

phenomenon. Sean O'Casey, ac emporary wrlter of tragicomedy, has

written:

As for blendlgé "Comedy with Tragedy" it's ‘no new practice--
hundreds have done it, including Shakespeare up to Dion
Boucicault . . . . And, indeed, Life is always doing it, d01ng
it, doing it.  Even where one lies dead, laughter is often
heard in the next room. " There' S no tragedy that isn't tlnged
Wi ~hﬁmour, no comedy, that hasn't its share of tragedy--if
ne has .eyes to see, ‘ears to hear 1
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'The notlon of. traglcomedy as "better expressing the course of the world"
by contalnlng both comedy and tragedy is also fou?d in Guarlnl s argu—
ment 14 and within both Drydén'st and Dr. Johnson's'® defense of
Shakespeare as appealing from rule to nature The essential dlfference, j’

~

. however lies in the fact that it s only in the modern age that the

"%‘;x

wﬁ

notlon of the reciprocity between comedy and tragedy is fundamental to
‘}he concept of traglcomedy. Indeed the mutuality of comedy and tragedy ‘
s so empha51zed that many writers express an 1nab111ty to dlstlngulsh
between them. Charlotte Spivack finds comedy in, all tragedy, aégithe
'playwrlght Jack Rlchardson sSees tragedy in modern - comedy.18 *Durrenmatt
writes that while tragedy 1s no longer p0531ble "we can achleve.the traglc
.out of comedy We can brlng 1t forth as an abyss that opens suddenly,-
.1ndeed many of Shakespeare s tragédlec are already comedles out of which -
the traglc arlses."lg The blurrlng of the tradltlonal boundarles becomes
the domlnant focus in the twentleth century - As one contemporary critic

notes: '"Taklng a glance at modern llterature we, discover that ‘the very

fh{ba51s of comedy is traglc indeed the modern playwrlght no' longer—cares

j%f'to separate hlS worlds into tragedy or comedy, but prefers to use the term
3, : mqf - - .
raglcomedy or, llke Brecht omit any de31gnatlon altogether."QQ_

2

The afflnlty or confusion between comedy and tragedy is a
prevalent phenomenon, and the 1loss of the veny dlstlnctlon is echoed.in

20
the statements by playwrlghts, crltlcs and even creators of comic StPlpS.‘l
o

The wrlter Chrlstopher Fry notes..

R Y

/ , . . . vwhen I set about wrltlng a comedy ‘the 1dea presents 1tself
first of all as tragedy The characters press on to the theme
‘with all their divisions and perplex1t1es heavy about them; they
sare already entered for the race to doom, and: good and evil are’
an infernal tangle skinning the fingers that try’ to unravel them.
If the characters were. not qualified for tragedy there would be
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1 . - .

no comedy, and to some extent I have to cross . the one before I

can light on the other. 1In a century less flayed quiver--

.ing we might reach it mpre dlrectlg but not now, unless ewery
‘word we write is going to mock us

" The inabllity to distinguish any. formal diffdpences between

£omedy and tragedy has significant implications for a'theory‘of tragi-J
o <9
Y..g,me’,dy./ Many traditional. deflnltlons of comedy and tragedy become

£ &
unacCeptable or¢irrelevant to an understandlng of modern traglcomedy.

4
George Bernard Shaw had defined tragedy as "heavy dramh in which everyone *

. 1s-k1lled 1n the last act, comedy being'light in which everyone is married

. 23 ’
.1n the last act". In modern drama terms such as "heavy" or "light" are

not 1nd1cat1ve of any one genre, nor.is death connected exclu51vely with

tragedy, or marrlage with comedy. As Guthke has observed, 1t has not

. ,xv
I3

been p0551ble to use any sfh erlterla to dlStngUlSh between the comic -

u

~or the traglc nor others such as appeal to the mind or the heart, or to

24
view one as the realm of 1mmanence ‘and the _other of transcendence. It

+

is” pos51ble to cite equally sound examples to contradlct gach such posi-.

~ tion. Even the notlon of comedy as "palhless" and tragedy as "palnful“

Py v

are unrellable. Ionesco remarks gs far as I am concerned I have

never been able to understand the dlfference that is made between the
X ;
comlc and the traglc. As the comlc is the 1ntu1t10n of the absurd, it

2

seems to me more conducive to despalr, than the traglc The comic offers
l 2 5 \

. - ho way outs" 7 .
The lack of any determlnlng morphologlcal elements, of. any

structural characterlstlcs con51stently unlque to either comedy,,tragedy :

or trag;comedy by whlch they may be ident fied, is further supported by

the hlstory of these genres As has been dlcated the concepts of each’

have undergone great modlflcatlons, being Lnfluenced and shapédsbyuthe

5

. : ’ : -
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. the elements are organlzed by the author.. A play may be - seen és_gxlarge

23

conventions of each period in‘its history._'There has been no formal

constant throughout the ages nor any partlcular theme, 31tuatlon or

N

character espec1ally compatlble or sui generls to these -genres. These

a

elements by themselves are’ neutral. ‘That is, wlthout any antecedent. or

-

precipitating context, the device-whether it be marriage, deathp'a rise'
. & - :

or a falli-has no valence attached. Elther can be “treated elther way for;;

1

the morphologlcal elements contain no 1nherent valency.
Hence to avoid - the "formallstlc fallacy" whlch equates form
and functlon the approach taken Wlll be to v1ew tragedy, comedy and
Z

traglcomedy_ln terms of the functlon or effect of the elements. Each

element has a partlcular effect w1th1n=a given context. Friedrich von

Ll

-Schlller su ested oné aspect of this when he wrote that what makes  the

'subject matter traglc or comlc is "not the sphere from whlch the sub]ect

©.

is drawn, but the forum before whlch\the poet brlngs it". #6 It is,.
however, neces§a€y to con51der not only the forum fore which the work

is brought but the form in whlch 1t is brought . e., the way in which

)

s1gnalllng system,ln whlch each ‘action (from verbal .to gestural) ‘and each

object (from actor to. prop) act as s,,lgns.z7 . ‘;ji“

o The 31gn is a331gned a value, both bx its socio-~ cultural sig-

.nlflcance for the audlence and by the: playwrlght who places it wlthln a

certaln context. The ch01ce of this context depend upon hlS 1nterpre—'ﬂ

tatlon of the s1gn Wthh is flltered through hlS personai view.- Vlew aﬁg )

: 2
value thus determine how an audlence percelves the sztuatlon. 8 The- way

in whlch the artist shapes and orders the elements determlnes\the effect.'

a4

':,‘_"A d:.scussmn %f ctraglcomedy as genre, then must’ analyze how the effect v

L

{"Ls created--that is, how the sxgns are organlzed for the play to functlon
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. 3 . . A R

In deflnlng thlS genre, without such recourse to any formal ‘

-constants, 1t is valuable to consxder the very nature of dpama. Cyrﬁs'

Hoy, in The Hyac1nth Room An Investlgatlon into the Nature of Comedy,

,Tragedy and Traglcomedy bases his work upon the hypothe81s?that an

g

1dent1cal pr1nc1ple underlles comedy, tragedy and the traglcomedy the

-1ncongru1ty'in the human condition the dlscrep between.noble inten-
. : » . AN

tions and ignoble-deed, between the real and the deal.?? o

This, however, is only one p0551b111ty, for all comedles,,

tragedles and tragicomedies haVe at their ba31s an incompatibility or -

[

clash. ‘There is always a b351c 1ncompat1b111ty whlch creates the ba51s *
of drama-—confllct The lowest ‘common denomlnator of all drama- is that
of'deviation. Dramafarlses from such an 1ndex of 1ncéngru1ty, occurrlng

! as the dev1atlon from the establlshed norm (whether between expectatlon
and consequence or . reallty and 1llus1on) The created world of the play
is based upon a certaln order and thlS becomes the standard Each
'dramatlc text has 1ts own. crlterla—-systems of values, laws and boundarles
"'_-whlch being finite and flxed (wlthln the framework of the play) serve

1 as the ‘basic norms con51stent wlthln that work. The plot of both comedy
and tragedy is the violation of this order. Thls generates OppOSlthﬂ (ﬁ
between the “two facts whlch creates‘dramatlc tens1on. The polarlty or

"re51stance is usually caused by the actlon of the hero whether comlc or

4
traglc, actlng in contradlctlon to the norm. Thus the confllct is

structured upon the . fact that relatlve to the world order wlthln the’ text,

\ the hero does not flt . This is true for tragedy, comedy, and ultimately

. for traglcomedy.

The incongruity between the hero and his:world depends, therefore,
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upon the perspectlve taken (the view and value of the context) in order
to be 1nterpreted as either comedy or tragedy. The situation is similar
to that of,the black keys on a keyboard, which by themselwes are neutral,
hnt rely upon the. context (g01ng up or doun the scale) in order to be .

\s
~underst as sharp or flat. If this Is so, can it not be possible to
view the‘same,incongruity as being both comic and tragic? The answer of
the modern crltlc has been definitely afflrmatlve, and the practlce of

» ,,.

the playwrlght has’ substantlated thlS v1ew. As the .comic and ‘the traglc
¥

springffrom an 1dent1cal source, and depend upon a matter of'perspectlve,
f.thevtwo nay be 1dent1fied and experlenced sxmultaneously. Everyday life
conflrms this experlence nhen the same 1nc1dent appears both traglc and
syncronously comic. The cr1t1c Halter Kerr proposes that. "There is no
ot in 11fe that 1s not when it 1s seen uhole both traglc and comlc at
once.”ao | ' |
in the modern traglcomlc fusion, the one does not serve to -

w%eutrallze or cancel out the other nor does it dlstract as in the tech-
’nlque of comic rellef. The pr1nc1ple of comic rellef alternates a tragic -
1nc1dent w1th a comic one each de51gned to be 1ndependent of the other.
The comlc scene is an 1nterlude and the audlence is not to transpose the
‘comic tone onto the traglc actlon nor to confusebthe mood created by each."
Modern traglcomedy, however, seeks the very opp051te effect—-to super-
impose, relate and 1ntegrate the two. It engages opp031ng effects to‘
evoke 51multaneously oppos1ng reactlons Hlthln the audlence,dcreatlng a
'ihelghtened sen31t1v1ty rather than a neutral.or dlmlnlshed response to

vfthe.actlon onstage. The effect of the one is: 1ntensxf1ed by the Ppresence

- of the other which. rec1procally brlngs the other into sharper focus.b The

effect is "redoubled" " G. Wllson Knight, in hlS analy51s of thls
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Phenomenofi, finds that: -

The comic and the tragic rest both on the idea of incompati-
bilities, and are also, themselves, mutually exclusive:
Therefore, to mlngle them is to add to the meaning of each:
for the result ‘1s then but. a new sublime 1ncongru1ty.

The comic does not alleviate the traglc effect but ». rather, renders it

- 1 . _
more acute, empha5121ng the pathos in tragedy. Tragedy llkewlse brlngs

.out the p01gnancy 1n'comedy.' The effect of traglcomedy is based upon the

- 1nterdependence of the comlc -and tragic, or rather thelr interaction.

The rectéhgslty of the 1nteract10n is essentlal. Integratlon of the two

 1$ the prerequ131te of the traglcomlc effect; ag Guthke writes:

(&)

~

e e e the tragic and the comic are here not. only simultaneous
and identical, but also . . . heighten each other. That is: '
on the one hand the tragic implication adds poignancy . to the

- comic in giving it more depth or more obstacles to be "overcome"
by laughter, making the comic incongruity all the more appre- -
ciable for its increased crassness. On the other hand, the ..
undeniably comic constellation adds acumen to the bltterness

- of tragedy. And both kinds of interaction happen at: once,
depend upon each other, and progress1vely and mutually 1ncreaSe
each other. 32 . . '

Thus, not only is 1t p0531b1e to fuse two mutually hostile

A

reactions 1nto ‘one synthetic response but each reactlon may act as the
context for the other, creatlng what I shall term resonance. While
hGuthke ‘insists that there is a SLmultaneous synthesis of the comic and

the trag1c33 and Mandel argues that there can only be an extremely rapid

'almost 1ndlsttugulshable oscillation between the. two,3u elther perspec—

tive points to the effee: of resonance with the rec;proc1ty of the comlc

1“
')'4' N -

and- traglc 1n the traglcomlc fu51on, each acts to helghten the other, andh

'

.the contlnued reverberatlon of thlS stlmulus in the’ enotlons or response

) of the audlence is 1e,)nance.

I

g
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There are primarily three different ways in which the tragi—

>~

comic effect may\pe\produced; In every case it is the context that
conditions the response. The flPStvlS that of ambivalence in which a

_ context is so shaped SO as to evoke two oppos1te reactions to oge sign

or series of signs. One activity is assigned ‘tw values and iS'perceived
from two‘vieus. This-technique'operates with the i age ofbthe‘tormented
bums in-Beckett's Waiting for Godot and in Andreyev's presentation of the

1

clown in He Who Gets Slapped._ Mrs.‘Foran's remark at ‘the end of Sean.

lO_CaseV s The Silyer*TaSSie is another effectiye example.

A second possibility is that of alternating comic and tragic
signs so that each one comments upon the other.f The one does not distract
from but emphaSizes the effect of the*bther. Thisvcreates a kaleidoscope'

'effect suggested by O'Casey A jewel moved about in tnezhahd shows many
flashes of light and colour"; he writes, "and the human.life moved about
by circumstances of‘tragedy'and comedyashows more.than.many flashes of
diversity in'the unityvof its manjésided nature".as The seemingly random
choice of details that are found in the naturalistic play function to.

create such a tragicomiC'kaleidoscope. Each detail illuminates a comic

or tragic aspect. A gesture or- actiVity can serve to undercut or heightenA

'the effect o{ the words by prov1ding an oppOCite interpretation. Even
when organically unrelated as in the oblique spatial juxtapOSition,
vspatial Simultaneity connects diverse elements. Parallel conversations_
or actiVity on- another part of the‘stage are potentially interrelated.
Figure and setting could contradict each other, or actiVity and mood.,
tAnother example is the use of muSic by O'Casey and Chekhov in which a gay
"~ song contradicts the sad Circumstances and provides deeper inSight into

the Situation. This technique of JuxtapOSition achieves particularly
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intense effect in %he grotesque’ tragicomedy. 1In 0' Casey s, The Silver

Tassie and Durrenmatt s The Visit the Juxtap031ng of symbdls of life and °
il 5 = Tt v

death fertlllty ‘and impotence creates a very emphatlc tragicomic effect. s
The third p0551b111ty is to blur the traglc and the comic’ so
at, nather thad exper1enc1ng both, the spectator is bewildered, bemused
“and is unable to dlstlngulsh elther. ThlS effect is often created by not;
establlshlné some, clearly deflned standard within the text and/or by
c5§at1ng a conqubng context. - The spectator becomes dlsorlented because v

lacklng_securlty in, HOrms he is 51mllarly unable to 1dent1fy or 1nter-
Y@p :

pret the ségns and thelr value as 1ntended wlthln the play. Slmllarly

the‘51gn may .be deceptlve, as when a prec1p1tat1ng context is Ccreated for

one’ 51gn, but another 51gn occurs, thus contradlctlng expectatlon.

Many_wrlters ave juxtaposed the hlstorlcal context of a sign
against its meanlng in the play~to achieve a traglcomlc effect. ThlS can
be done partlcularly in cases in whlch a certain sign has a partlcular
‘ valence attached to it tradltlonally within the culture. The use of a

circus as the settlng for a tragedy is one such example used effectlvely

by Andreyev in hlS play He Who Gets Slapped. Samuel Beckett upsets‘

tradltlonal ‘symbols in hlS play, Waltlng for Godot, in which' comic dev1ces‘

&

- \such l'as the pratfall and other comlc routlnes, take on serlous 1mp11ca—
tlons. Slmllarly a tradltlonally serious realm may be used farclcally'
phllosophy in Andreyev s play, and theology in that of Beckett's, are’

’ subject to comﬁg treatment. The clear—cut demarcatlon of reactlons whlch

e N
T . :

Ronald Peacock proposed becomes 1mpossxble.
Thus we have seen that traglcomedy requlres some recxproc1ty
between its two component elenF %s, elther in alternatlon or fusion or by

creatlng an effect of amblgulty.g%?t must also be noted that in order to
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L] - |
have a traglcomedy, this ' rec1proc1ty must be contalned w1th1n the entlre
.play, not just at certaln moments, as ;n many of Shakespeare's'plays, or
" only at the end, as Bentley' suggests.38 The entire play must be based
on such mutuallty; It is upon such a notion of rec1proc1ty that the
deflnltlon of modern traglcomedy must be based. Thus, traglcomedy as it
occurs today may be defined as the 1ntegratlon ochomlc and tragic.ele-
ments in such a way that they interact with each other throughout the
progre581on of the play so as.to produce a corresponding effect (vision)
witﬁin the audience. This 1s, of course, a very general dellmltatlon of
this genre and is proposed only as a worklng deflnltlon. -From, this ba51s
the actual analysxs of the rple of the aesthetlc frameworks can proceed

with a view towards establlshlng a more prec1se understandlng of how

ragicomedy functlons.
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CHAPTER III - -
THE NATURALISTIC TRAGICOMEDY

The term "naturalism" is generally preferred to "realism™ to
,:war\.‘*
designate that dramatlc convention which strives to present the 1llu31on

vf "a slice of life" on the stage. This term was also applled to.that
type of.nlneteenth century novel in France whlch, incorporating the
blologlcal theorles of Darw1n and the determinism of Taine, traced the
'f social or environmental and blologlcal 1nfluences upon man. The use of
this term in drama criticism, however does not necessarlly imply concern
~ with these doctrines but refers to-a style uhlch.strlves to be llfe-llke
W
not only in what is belng deplcted but in the ‘method of depiction as'well
‘Such attempts at verlslmllltude then were contlngent upon: (l) the
domaln of objects used, i. e.,»ch01ce of story stuff, 1nc1dent character,
etc. ; and (2) the method of presentatlon, i.e., attentlon to detail,
incorporatﬁon of colloqu1al language.

The ch01ce of ‘the story source and the plot/story (su]et/
‘ fabula) ratio in a naturallst play empha512es the 1mpre551on of contlnulty

between life and stage.l In: the plays to be dlscussed in this chapter,v‘

.Chekhov s The Cherry Orchard and Sean O'Casey s Juno and the Paycock the

contemporary settlng and the toplcal problems form an aesthetic framework
famlllar to the audlence. This.technique functions to blur the line
xbetween art and llfe. As Bernard Beckerman wrlte5°“"Reallsm and natural-
ism accustomed audlegces té relate what they saw onstage to actuallty.

e .{. In thls frame of. reference the microcosm onstage was a fragment of

a larger life that went on in the nontheatrlcal world n2 "The

33
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disintegration of. the land-owning class and their estates in Russia and

e

the civil strife in Ireland provide such touch—stones in these _plays.

There is llttle separatlon in! time and/or space between the stage events

. ~
7 . B . L

and llfe offstage.

~“~

-

The illusion of being a "slice of life", of the CODtlDUlty

N

bet~een llfe and stage, is further emphasized psychologlcally and aesthetlc—,
ally- by the plot/story ratio. . Story (fabula) is the ba51c material far
the narrative, whereas plot (sujet) is the artisti¢ selection and order-
ing of thls materlal Thus story (belng the "what happens").seems to |
vhave broaderwélgnlflcance than plot, because it 1mp11es events occurrlng
not only in’ or durlng the play, but before and after both onstage andd_
' offstage. The proportlon between the plot and the story 1nfluences the
- verisimilitude of the play. If the ratio is one-to-one the play is more

\5

'self-contalned and the dlstlnctlon between play and llfe is. empha31zed

: ~ .
In naturallsm however the story is larger than the plot and- hence there
is’ far more connection between onstage and offstage life, blurrlng the,
line between play and life. - "By creating the 1llu51on that the plot
flows: out of previous events 1nto succeedlng events (returnlng to llfe;

- as it were),. naturallsm reduces as much as p0551ble tne 1llu51on of

aesthetlc dlstance' n3 The endlngs of both Chekhov s and. o' Casey s

plays 1llustrate thls. Desplte the cuttlng down of the orchard, the end
of an éra orhthe break down of a family unlt llfe contlnues. The
Ranevsky household wlll resettle and contlnue._ Slmllarly, Mary and Juno

Boyle w1ll also start a new life, and the.Captain will persist in his

‘old ways andfmanners. There is no suggestlon of a termlnatlon-ln the -

.action of thexplays, and the audlence is. encouraged to look beyond the =

~events,
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- audience. - .

: backcloth further makes. the productlon seem more real.
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v

The essentlal quallty of both the domaln of objects used and

th@ method of presentation in th;\naturallstlc play 1s—{hat of typicality.
It is essentlal ‘that the, fragment of life be representatlve with typlcal
settlng, act1v1ty, spEech and characters recognlzable as au—hentlc and

plau51ble in terms of our everyday experlence.

’ Typlcallty requlres a total, three- dlmen51onal representatlon.
The. comp051tlon of the dramatic background is 1mportant for conveylng the

1llu51on of "llfe as it 1s" The use of local ‘colours and speech has

~

already been mentloned as one - aspect of this style. The actual stage ‘set

is ‘also an 1mportant factor. "It must be one famlllar and typlcal torthe

Pl

The'three—dlmenslonal interlor of naturallsm symbollzes a

cross-section ofg@rtual existence, its choice reflectlng the o o
crucial importanc&iof a particular locale in contemporary ' §
existence. -It was minently. approprlate for a materialistic ‘
society to be lodge®)amidst domestic possessions. The living

~-room and kitchen of naturalism, each in its own way, epito- .

" mized the background for the action.“ . ’

The use of real furnlture and uten51ls in the set, rather than palnted

O n
N o -

The ch01ce of the actlon of the play also reflects . everyday

.

existence portraylng the ironies and 1ncongru1t1es of llfe. The little

and great moments are mixed to make the scene more natural.. Gestures,<

conversatlons and 1ncldents are patterned so as to suggest natural

'act1V1ty and to camouflage the ar?%flclallty of the conventions. The

’

tone 1s frequently more dellcabe w1th less exaggerated empha51s placed
upon elther ‘the heroic or the noble. Thls has been termed the domeStlca-
tion or "democratlzatlon of the her01c" 5 The emph351s upon the total ~

,picture, w1th 1ts 1ncorp0rat10n of the gay and the serlous, the great and
. N e - *



thedinconsequential, 1nvolves as well the creation of rounded three-

'dlmen31onal characters who could experience both the tragedy *and the

comedy of llfe. In the preface to Miss Julle (1888), §trindberg dis-

,tlngulshed between the "automaton" and the "character".é The automaton:~

was that kind. of hero which thabited plays before,naturalism. Unchanging, .
IR ' '

flxed to a destlny, he is not taken from life. Thefcharacter of* natural-

ism 1s taken from life. HlS llfe is a conglomeratlonq.f past and present

sad and happy exgerleqpe. He As an organlsm, ever- changlng and grow1n§

7
J, L. Styan labels thlS phenomenon the "chameleon character".
- The attentlon to the total representatlon (through the use of

what the’ CPlth Skaftymov terms "the homely detall") 1n the stage settlng

and characterization, the use of colloqulal speech -and the domaln”

objects used functloned to promote verlsrxhlltude The empha31s upo

'jauthent1c1ty and three- dlmen51onal representatlon in presentlng a cross-—-
,sectlon of dally exlstence nece551tated the- 1ncorporatlon of many colours
- or moods from the spect:im of life. The tragic and»the_comlc 51des}ofu

domestlc llfe, the‘laughter and fhe/tears the serious and the gay C

- moments must all be presented in order for the fragment to seem real/) -As

\

.0'Casey has wr;tten;

In my oplnlon the tlme has passed for-a drama to devote its -
expression to one aspect of life alone, and to cofsider that-
aspect of life as dominant for the time the play takes to
unfold itself; that in one play one aspect of life must be .-
the beglnnlng, the middle, and the end of it. Cons1stené§
of mood and of manner isn't always, indeed not even often,
found in life and why should 1t then be demanded in a play?9

The»fidelityfto life 1ncorporat1ng all the moods of a cross-

sectlon of daily llfe, involves a traglcomlc-perspectLVe. The traglc and

the comlc moments are 1nterrelated in the spec¢trum of existence, as in



. v 37

0'Casey's metaphor of life as a jewel with "the many flashes of diversity
in the unity of its many—sided nature“.lo» Deplctlng such varlegated
moods and activities, Chekhov and O'Casey translated the traglcomedy of

llfe 1nto theatrlcal terms. The Cherry Orchard and Juno and the Paycock

.w1ll be used to 1llustrate how traglcomedy has been realized’ Wlthln the

.

framework of naturallsm.

The Cherry Orchard deplcts the dlslntegratlon of the land-ownlng '

arlstocracy in Russia in the late nlneteenth century '“All‘Russia is our
jorchard" observes the student Trofimov., giving symbollc meanlng to the

tltle of the. play " The action is set on the Ranevsky estate. 'After five

’ " years abroad Madame Lyubov Ranevsky, a w1dow, and her seventeen—year old

"daughter Anya return to the estate ‘to find that it has been heavily-
mortgaged'to pay.for Lyubov's extravagances. It is May and the cherry
orchard is’in bloom but they are told that 1n August the orchard must be

sold to pay the 1nterest on the mortgage. The prlme project of the char-\

' acters is to save the orchard and the play portrays how the various

“r

characters respond to this problem. Lyubov is shown asf;ncapable of

. 1 :
rea1121ng her desperate 31tuatlon. Her brother Gaev, 1s equally unable
- 9
J‘ A | 7/
toAcope. He suggests some 1mpract1cal solutlons f__ keeplng the estate,'
] " "%tq N
but his" chief hope lies in an uncertaln legacy or a rich marrlage for-

/f

ST

Anya. The only apparently feas;ble proposal comes from Lopahln, mer-
epsky famllya‘ He su:lests.

chant whose father -was once a serf of the Rarie

cutting‘down'the famous cherry orchard and dingvthe land“into plots

for_SUmmer cottages.'.The idea of destro ;‘g uch beauty is rejected as"'T
sacrllege and w1th no speclflc plan 1n(m d for sav1ng the estate the'v
'famlly drlfts almlessly but hopefull toward the day set for the auctlon.
The relatlonshlps between the memhers oj?the household and their reactlonj
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to the sale of the estate are the ba51c actiVities of the play The
focus is primarily upon the palpitatlons on the surface of life, the

’Af01bles and misunderstandings that make up dally éxistence.

W7 N
¥

ALl attempts and plans to avert the sale were unsuccessful On
the day of the auction Lyubov gives a party she can ill afford In the E
‘midst of the fest1v1ties Lopahin arrives’ and happily announces that he |
has acquired the estate and soon Wwill be cutting down the orchard The .
estate and‘orchard'gone,.the family prepares to depart. It is now autumn
The household unit breaks up as everyone leaves to go their own ways.
The ‘young couples separate. Firs the faithful servant, forgotten and
left behind remarks: "Life has slipped by as though I hadn t lived. "

dAs the curtain falls the strokes of the axe are- heard in the orchard

Like The Cherry Orchard Juno and the Paycock Sean O'Casey's '

three-~act play, has a double setting The chaotic postwar days of 1922

in Ireland when the newly-created Free State was still terrorized by
1nternal struggle, serve as a context for the 1mmediate act1v1ty of the‘ .
play: the life of the Boyle family in their tenement dwelling in Dublin.

: The 1ndomitable mother the mainstay of the’ family, is nicknamed after |
the Roman goddess because s1gnificant events in her life transpired in
.June. But unlike the blrd sacred to the classacal heroine, Juno Boyle's
peacock is a~"paycock"; her paPaSlth hu%band a strutting mock her01c -
.windbag; As the -play begins, the family is in.a bad financ1al p031tion.
Jack Boyle, the wastrel husband spends hlS time tn the "snug" | Their >
daughter Mary, has jOlned the workers strike, and J\hnny, the son, is
crlppled "for Ireland" by a wounded hip and a lost arm, is Sick and very 't;”.
edgy. References to the fighting, and particularly to the death of Robbie

- Tancred a young neighbor w1th whom Johnny vehemently denies any friendship,
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are very upsetting to him. %fhe‘othervmenbers of the-family try to
comfort Mrs. Tancred but they are not deeply affected by the tragedy of
her son_s death One of - the reasons for thelr lack of empathy Hith Mrs.
Tancred 1is that they are now rejoicing‘over news of an inheritance
brought to them by Mary's new suitor, the lauyer'Charles Bentham. The

pattern of life in the - Boyle family changes and they begin to accumulate,

on credit, the garlsh trapplngs of prosperlty. But the 1nher1tance falls

through and Charlle goes off, leav1ug Mary pregnant whereupon Jerry S

Devine, another su1tor turns from her. As the credltors arrive to carry

off their . furniture, Irish- 1rregulars also arrive to take auax Johnny,‘
~ who, they have dlscovered was the one who betrayed Robble Tancred When
. the police arrive to tell Juno that her son has been killed, she leaves

o

to 1dent1fy the body, now .echoing Hrs. Tancred's lamentatlons. The
Captaln is left w1th Joxer, both of them extremely drTnk and maudlln.
As the curtaln falls Boyle is saylng- "I'm telllng ybu - . . Joxer,. . e

th' whole worl's « «. <« in a terr . e e 1b1e state o' . .. chassxs'"

The CherryﬁOrchard and Juno and the Paycock have been )udged by

modern critics to be traglcomedles par excellence. Both however, have
undergone a variety of 1nterpretat10ns and thelr cla331f1cat10n apcord—'
1ng to genre has proved elusive and problematlc. Chekhov-urote that he

1ntended The Cherry Orchard as a vaudev1lle or. comedy.ll- Stanlslavsky

and Nemlrov1ch—Danchenko understood it rather as a tragedy. ThlS latter

.perspectlve prevailed - untll the post World - Har II era, when critical

- opinion 1n the West swung to the opposite v1eu, 1nterpreting it again as -

;-comedy. Critics such aS‘MagarShack 12 Latham, 13 SilverStein,lu and

Gerould 15 rev1ved Chekhov's protests and altered the plcture of the

gloomy, melancholy playwrlght to one wearlng a smlle. A (third approach '
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has recently galned crltlcal support—-that of v1ew1ng the play as a tragl—-

v

comedy.16 ThlS perspectlve 1ncorporates the strengths of both earller
approaches and 1llum1nates the depth and dlmenS1on of the play.

The s1tuat10n is 51m11ar in the case of O'Casey s p’ ay._ Juno

and the Paycock has been understood both as tragedyl and as comedy.lg

{

The vlew of it as traglcomedy, however seems more attractlve to recent
. critics, ‘revealing thé dramatlc artlstry within the play and affordlng a

more valuable perspectlve for understandlng its. complex nature.
. ) A

The traglcomlc movement of both The Cherry Orchard and Juno .and

“ A

the Pazcock may be termed contrapuntal focus1ng at one: moment on a llght

or amu31ng aspect then by a sllght shlft, 1llum1nat1ng the dark side of
| the smlle. Chekhov s traglcomedy does not empha51ze elthe* aerspectlve,

but employs a. llght touch so that thelr comblnatlon is subdued and

'«,"

- smooth rather than pronounced Sllght modulatlons of 1nten51ty and”the A

subtle blendlqg of laughter and tears is characterlstlc of Chekhov' ‘

al PO

' traglcomlc style. As’ a naturallst Chekhov chose typlcal or domestlc

materlal rathen'than "dramatxc“vlnc1dents fbr hlS narratlve,‘ He sought
a greater dlstrlbutlon of empha51s. There ls‘no one " clearly deflned hero»’
or tone 1n the play. "By presentlng a balance of emotlons by 1llum1nat—v
ing both sides (the sad and the gay)vofda character or 1nc1dent he
sought to av01d dlstortlgn.‘ Slmllarly, hlS later plays lack v1olent

» action. Cllmactlc events such as shootlngs flghts and quarrels‘are
played down "After all, 1n real llfe," Chekhov wrote, “people don t
spend every- m1nute~shoot1ng at each other hanglng themselves and maklng-
confe551ons of love..: They aon t spend all the tlme saylng clever thlngs.'l

They re mo:: occupled w1th eatlng, drxnklng, fllrtlng and talklng

wle
stup1d1t1e<~~fnd these are the things thCh ought to be shown on sfage "

. . Al
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W1th the inclusion of a w1de range of act1v1t1es, Chekhov's approach is

more contextual than cllmactlc._ Rather than concentrate upon horizontal
. 7 )A

or llnear development Chekhov portrays the total ~pattern within the

slice of llfe, 1ntegrat1ng the hlgh and low amplltudes, the trivial and

w -

The contextual- approach which assimilates diverse elements is
cOnducive to the creation of theftragicomicveffect A balance between.

the comic and traglc elements 1s created langely through an 1llu51on of

51multane1ty Discussing The Cherry Orchard, one critic observes that
Chekhov "brings together several‘strands of action on stage at one'time

and, by ]uggllng them, manages to convey the sense of spatlal relatlon—

‘'ship between one action and another.'20 These strands of actlon are

8

’
t

.usually of 31mllarly slight intensity, thus no abrupt change is manl—‘

;-fested - The comlc blends_lnto the traglc, or the two become superlmposed
‘upon one another w1thout a concomltant violent sw1ng in intensity.. This

factor, comblned with the vertlcal (contextual) rather than horlzontal

(sequentlal) llne of development produces that characterlstlc of
Chekhov s traglcomedy labelled as "undramatlc drama”.

The’ trag;comlc pattern in O Casey s play is sxmllarly reallzed
through the contextual approach - The comlc elements and the traglc ones
form a context for each other, and become superlmposed upon each other,
Thewcontrapuntal movement between the two effects not only creates

a sequentlal or llnear development but lnterrelates them to glve an

nh

{#11usion of 51multane1ty As in Chekhov s work . the rhythm of:change in

O'Casey s play is steady and undulatlng In the tradltlon of naturalness
v

-éach actnon and mood flows 1nto the next so that there is no 1rregular1ty |

N

-or abrupt change, but gentle shlfts. O Casey s drama dlffers from -
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”bhekhgv's,'howéver, inf\he manipulation of émplitude. O'Casey eﬁploys'

grégferj@Odulationsfof intensity. In'Chekhovfs.blays the tragic ingredi-

| sen;imentality, reflecting the

influence of the temper of eigﬁtéenfh_énd nineteenth century drama.

'O'Casey's tragic elements are far more sérious.and poignant. Civil and

national strife, death, and the'} eakdbwh“qf,traditional institutions

\

such as religion,and'thg family;un't,‘cohstitute some of the tragic

- o o S . o, f :
themes woven into the plays While more serious, they are not, however,
_ N ) v L
- more pronounced - than the comic or trivial side of domestic life, but

seem an integral part of the rhythm of life. There are no irregular or

violent swings of intensity. But because of the' consequence of the
themes, the impécf\upon,the"audienqé is greater than in Chekhov's play.
0'Casey's tragicomic pattern has been censured as mere melo-

~drama, and the wide variety of moods and situétion§'as d jumble of ratWér”%&

confused events. Joseph Wood Krutch reviewed Juno with the compent that

0'Casey's plays - 1 4 R , A R v
. ... lack form, lack moVemeht, and in the final analysis lack :
“an informing purpose. They bustle with characters, generally :
amusing enough in themselves, but the series of sketches which )
g0 to make up one of his dramas is strung upon the skimpiest
threat of melodramatic.aétiop, and though each of his plays
has its moments neither of the two seen here [Juno and The
Ploughl produces any unified or lasting effect,2X

——ar

- However, unlike the melodrama with its pattern of irregular:
pressures and sudden eruptions, O'Casey's drama has a distinctive‘rhythm

of,graduél and steadyﬂintensification. In‘fhe first act of Juno a variety

of moods, tones. and activities is set in the doméstic world of the tene-

'ment. apartment. Allusions to death, and war are made with the 'same
. intensity as to household topics. A chorus of tragicomic vdicesvahd-*‘

N

e ’ Ry L.



43

moods is created;: Juno S witty sarcasms, the captaln s songs, antics and
chatter are 1nterm1ngled with the references to the war and civil strife.
As ‘the actlon pnogresses, the comlc and traglc themes become 1ncrea51ngly
1ntense, bringing each other into sharper focus. The merriment and
Slnglng of the second act are repeatedly punctured by remlnders of the
war, as the background of the natlonal tragedy is Juxtaposed with the
domestlc comfort afforded by the expectatlon of the legacy. Themes

(both traglc and comlc) merely suggested in the first act, comevprogres—
sively nearer to overt manlfestatlon. The tragicomic effect becomes
partlcularly Intense by the last act, - It becomes 1ncrea51ngly apparent

. that the comic "deus ex machlna", the w1ndfall of’ the 'will, has afforded
no.solutlon as- -it would have done in a tradltlonal comedy, but has
created tragic compllcatlon rather than release. The compounding_of
:comlc errors leads to progre531vely traglc results, and "each new'lncident
thus assumes traglcomlc valence. There is no abrupt change in 1ntens1ty,
hOWever for each- strand of act1v1ty is 1nterrelated with the rest by
presentlng a new perspectlve on the precedlng act1v1ty or mood as well

as creatlng a’ context for the succeedlng one. - The varlous tones, elther
of revelry or pathos, ‘become superlmposed upon each other. The pattern
is one of steady 1nten51f1catlon for each progress1vely 1ntense traglc
.note blends 1nto a comic tone of equal intensity, There is no rise and
fall, but’a progre551ve ampllflcatlon of both the traglc and the ludlcrous.‘

RN oY
The ampllflcatlon of 1nten51ty s?created as the actlon moves

from obllque to dlrect confrontatlon. The Cherry Orchard dlsplays the

. av01dance of confrontatlon and therefore the amplltude of 1nten31ty 1s
relatively low. In Juno, however the themes of death and war become

1ncrea51ngly overt in the play, being reallzed in the flnal act 1n Junc s
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direct action or reactions. The traglc, however; does not become pre-
.fdomlnantd for there is o real concrete manlfestatlon on the stage of
the consequences of the war. The audlence is a;are of its existence.as
a force but only lndlrectly, pleaPlly through second- hand.lnformatlon.
'We are glven hlnts and 31gns of the war (1 e., in the first act,

Johnny 5 presence hlS anx1ety, in the second his paranoia, the sounds
of the funeral and the .ominous summons, in the third' the news of hlS
death), but no concrete ev1dence. The movement is from obllque to pro—
gress1vely dlrect confllct but even with the barren apartment and Juno' s:
Jprayer the third act does not culmlnate in complete confrontatlon. “The
play ends in a note of comedy, counterp01nt1né the dlrect traglc lament
. as the captain returns home drunk and oblivious. The actlon.whlch
promlsed traglc confrontatlon is dissipated 1nto absurdlty in Boyle s
.1nab111ty to face reallty. The perspectlve has changed, but not the

3

1nten51ty, for the Captaln s ludlcrous response does not deflate the
p01gnanc;, ‘but helghtens it.

| The use of mood or’ atmosphere is an 1mportant factor in con—
textual drama and contrlbutes to the sense of subtleness found in a
vnaturallstlc play., The naturallstlc play, wlthout recourse to theatrl-
cal exaggeratlon relles upon mood to express the varlegatlon of dally '
experlences and emotions while malntalnlng an air of- casualness.A The
illusion of naturalness’is retalned through the use of thexsubtle 1nnuen—
‘does of mood of suggestlon rather than dlrect statement. Symbolism
becomes important. The domalnvof objects; while Simulating a natural
environment, functions as well“to'create an~atmosphere to suggest the

state of a situation or character. The attentlon to detalls is also

'instrumental in creating.the symbollsm,.as”each detail isAa'manifestation

o
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of'thevinner life. The choice of setting, the rooms and the decor, are

symbollc in both The Cherry Orchard and Juno and the Paycock. In'eaCh

act of Juno the furnlshlngs of the apartment are symptoms of the condi-
-‘tlon of the Boyle famlly. In thls play the phy31cal appearance .of the

charﬁcters is also empha51zed as symbollZlng their inner nature.. The

E descrlptlon of each of the characters ln the stage leeCthDS is a

]

detat%ed account of how his or her appearance, gesture, dress or hablt
of spﬁech is a manlfestatlon of inner qualltles.

Chekhov too effectlvelf employs gesture or 1ntonat10n to com-

!

munliate the 1nner feellngs of the characters and this is frequently more
h s .
\ b . )
important than the semantlc content of . their words.

i e

: Intonatlon or voice expre551on thus function for traglcomlc

\.'

_effect by communlcatlng a varlety of moods. The critic NllS A. Nllsson,
: 4 ,
examlnlng the role of intopation as expre551ng rhythmlc varlatLon notes.
e e It is certalnly true that the emotional scale
C'ekhov Works with is of no. ‘very broad register. The poles
- do not 1lie very far from each otier. But in the middle reg-
»jJister he uses, Chekhov has been able to‘capture very subtle
nuances. . . .
. In this mlddle register he works wlth perpetual changes

" and contrasts. It is as if he were keen that no one key

become  too dominant or'last too long. There must be- change

and rhythm if his plays are really to give a picture of

everyday life. . .. The . . . (1ntonat10nal dlrectlons) that
occur-most often are those that intimate that a liné is to be
spoken "happily"™ and "laughingly" er "sorrowfully" and "in

‘tears"”.  In the play there are some fifteen of each type,

which in its own way thus shows how he tries to keep a balance
between the contrasting keys. ,

" Some.of Chekhov's most usual contrasts )uxtapose a lyrx-
cal or e}ated with a banal, everyday atmosphere, a melancholy
and serious with a comic atmosphere. It is characteristic for

' Chekhov that these keys Dot only succeed each other but are to

be found in balance in the sSame scene. Ay
o . . .

‘Each mood created¢by intonationbbecomes,'in the context of :the -
)j 5 . N ) . B N ' . .
~_scene, traglcomlc. The Cherry Orchard contains many -intonational

e i
3
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directiochs. Some‘of these are basically contradictory, i.e., "joyfully
in tears". More common is the switching of tone midway through a speech.
- In the flrst act, Varya and Anya are . each talking of serlous and tragic

51tuat10ns, then 1nterrupt themselves by 1ntroduc1ng a frlvolous note

Varya-‘ - « . Everyone's talklng of our being married, everysf
‘one's congratulatlng me, and all the while there's really
nothing in it; it's all like a dream! (In another’tone) You
have a new brooch like a bee.

Anya (mournfully): Mama bought it. (Goes into her own room
and in a llght—hearted Chlldlsh tone) And you know, in Paris
I went up in a balloon!? . » :

' ' A
The mood is constantly fluctuatlng throughout the play A

traglc note ‘is frequently deflated by a comic 1ntru51on. As Anya and
Varya despondently dlscuss‘the tragic state of the Ranevsky famlly, L
Lopahln stlcks hls head in the door and "moo" s" llke a farm anlmalx When
. deeply distressed Gaev reverts to comic billiards slang. d
hus1cI1S'also.used.to shift the mood. Lyubov lamenting her -

life, hears distant music whlch changes her- pensive mood to thoughts of
a party. On the day of the auctlon the melancholy of the’ SLtuatlon 1s'
]uxtaposed with the fest1v1t1es of the ball. Nu51c is effectlvely used
~in O'Casey's play as well The revelry of the Boyle famlly ]uxtaposed
with the funeral/“jfgs lni’ct two is one polgnant example - The culmin_
:Fyatlng example is 1n the flnal scene, in Boyle s b01sterous ditty which

occurs imme tately after Juno s prayer.

- Gesture/also plays an 1mportant role in creatlng a tragicomic e

effect lFrequently ‘a serious speech is undercut by a comic act:® Lopahln

4{/enters grandly announcxng hlS role as the new master of - the orchard then

accidently t1ps over the table._ TPOflmOV s pratfall, after his dramatic

ex1t in Act 3, is a 51m11ar example. The action ®of JunoLdpens to find

<

o
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Mary with a newspaper contalnlng news of Robbie Tancred's murder in one
hand and a hand-mirror in fhe other. This 1mage 1ntrodmpes a dichotomy
(between social consciousness and personal;vanity)’characferistic of her.

Charlotta's sollfgquy in The Cherry Orchard contains a partlcu-

larly fine example of deflatlon of serious mood by comlc gesture. Her

lament creates a solemn tone»whlch,ls repeatedly punctured,_ In the ridst
| | : . T
- of her speech she begins to chew'on a cucumber. The 1nclu51on of .

EplhOdOV s song, a musical parody of her sentlments, further enhances the

ironic dimension. The mood which began as penslve and tragic swings

between this . -tone and the .comic.

Charlotta "(musingly). I haven't a real passport,of my own,
and; I don't know how old I am, and I always fee)d-ghat I'm a
young thlng When I was a little glrl my' mother~and father
used to. travel about to fairs and give performances--very
good ones. And I used to dancé salto-mortale. and all sorts
of things. And when papa and mama.died, a German lady ‘took
me and had me educated. And so I grew up and became a gov-
‘erness. But where I came from, and who I’ am, I don't know.
. Who my parents were, very likely they weren't married.

. . . I.don't know (takes a cucumber out of her pocket and-
eats). I know nothing at ‘all (a pause). One wants to talk
and has no one to talk to. . . . I have nobody.

Epihodov (plays on the guitar and sings). What care I for

. the noisy world! What care 1 for friends or foes! How

- agreeable it is to play on the mandolin. 3

Dunyasha. That's a guitar, not a mandolln. - (Looks in ‘the

' hand -mirror and powders herself. )2 :

fhe contrapunfal mouemenf-of nood is sustained as Charlotta
»contlnues her lament’ whlle Eplhodov echoes that.destlny is mercxless
with hlm as well for he found a cockroach in hlS kvass..~‘

The use of the naturallstlc deta11 is. the basic source of the
undercut, serv1ng.to 1llum1nafe the comic 51de ‘of a traglc 31tuatlon.

Not only sounds and 1dlosyncratlc behav1or (lighting a c1gar, chewlng a.

caramel) but smells (the flah—llke smell of Yasha's haLr cream) serve to




CTL D .

~ ,
4

deflate a mood. Serlous moments are also reduced by affectatlons--ln
gesture and dress, but partlcularly in speech Speechlfylng and rhapso-

dizing are major sources of comedy in both The Cherry Orchard and Jun o&c
!

and functlonj?s traglcomlc dev1ces through the dlsparlty between ‘talk
and action in the plays. 1In O'Casey S play the noblllty of the sentl—

' ments is undercut by the lack of actlon to support the words. 'Hary's _
concern- with the strike, Johnny S concern wlth prlnclples, and the
oratlons by both Dev1ne and Bentham embody theorles conﬁradlcted by prac—-
tice. The captain's. rhetorlcal-effu51ons are undercut not. only by his
lnablllty to act but by hlS COmlC dellvery, whlch like hls-slow conse—

quentlal strut’ characterlzes his affected bearlng. Erroneous allu51on

and mlspronunCLatlon symbollze the.crlppled state of language and the \i-/

‘ lmpotence of werds. ‘The action of The Cherry Orchard‘centres about - a :
;serlousw51tuatlon. There is, however no realistic concrete attempt to

J'alleviate or cure it. ‘The responses, frequently eloquent and abstract
are 1ncongruous w1th the problem. -The characters are unable to act. on
thelr zntentlons Troflmov calls for a march forward towards tne highest

truth yet cannot find hlS galoshes. All plans remain only words.

The malady of over-talklng in The Cherry Orckard. is aggravated

by the problem of under—hearlng. Such deafness, overt in Firs, char- o

) acteriZes all the conversations in the play. "' No onefhears the others-but R
_,i§'-“ remains immersed in his own thoughts'and daydreams. The use of ‘the non

segult ,or meanlngless remark symbollzes the deflclency in artlculate—
| !, mess of language. Mutterlng is another paralysis of speech found in the

play.‘ Deafness and the 1nab111ty to communlcate lead to a traglcomlc

-

'y;{¢ effect for while it is-humorous' »it'l -a symptom of the 1solat10n of
. . 2 .

each character from the others and from reallty. This-can be illustrated N
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- by any of'fhe discussions about the proposed sale of the orchard.

‘Lopahin's pleas for_é'decision'from Lyubov and Gaev, an attempt at direct

[

, "confrqntation, create dramatic tension. But the energy is dissipated in
4y . ' ' : e ' . _
Yoo the oblique response.. Neither Gaev nor Lyubov can meet or -understand

s
this challenge.

Lopahin: You must make up your mind, once for all--there's
v no time to.lose. It's quite a simple question, you know.
Will you consent to letting the land for building or not?
One word in answer: Y&s or no? "Only one word! .
" -Lyubov: Who is smoking such horrible cigars here? (Sits
' down.) = : . o v
Gaev: Now the railway line has been brought near, it's made
things very convenient (sits down). Here we have been over
‘and lunched in town. Cannon off<the white! T should like
to go home and have a game. ‘ ' '
" Lyubdv: You have plenty of -time.

o ~ Lopahin: Only one word! (Beseechingly.) Give me an answep!

Gaev (yawning): What do you say?
The: dichotomy betweéh dream and feality is found in O'Casey’s'
play as well. Saros Cowasjee writes:. "Broadlylépeaking,‘iliusioq and

'reality are tﬁanslatéd into terms’ of comedy and tragedy in O'Casey's
~plays: the frequency of the clashes between the former two determine the

C : ' . : : 26 SRR
rapidity of alternation of comedy and tragedy." - - David Krause finds
‘that it is only the men who live in illusion, while the women’gre
‘realists, 5 - o ‘ ~ :

)

The women in 0'Casey's plays are realists from necessity, the
men dreamers by default. The men are frustrated and gulled
by dreams which they are unable and unwilling to convert into
realities. And as if in mock-defense .of those dreams they
revel in their romanticizing and bragging and drinking.27

The tragicomic pattern, then, would occur as the men act as comic foils

to'the‘tragically self-aware womeh, shifting the action from tragic to

i‘ .

N

L 28 - . ' , T oL
comic mood ~ (Cowasjee notes that "most scenes featuring women are. tragic;

most scenes featuring men are comic; and that tragedy and comedy ‘mingle

<
[
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freely in scenes ‘where men and women, appear together") S Krause's state-

3

ment and Cowasjee' s<1mpllcatlon that the tragicomic is a function of the
reactlons between characters is, however, onlykpartlally true. The
prlmary traglcomlc effect is created by the characters response.to the
total reallty or situz on around them. Whereas the everyday foibles and

1ncongru1t1es &f domestic life contained elements of the\\raglcomlc the

full traglcomlc potentlal of both The Cherry Orchard and Juno is realized

only when these spec1f1c act1v1t1es are ]uxtaposed wlth the larger actlon
,of the play. The ba51c action of either play is that of the dlSlntegra—
tion of a prevalllng order. Agalnst thls backdrop, the 1nd1v1dual
reactlons assume greater consequence. A double perspectlve is thus
placed on both the character and the 51tuatlon 1llum1nat1ng both the

As one crltlc has observed abcut

The comic: gﬁééﬁﬁ%s dre not there for light relief, though they
naturally perform that function. However en]oyable or hilari-
- ous -the alcoholic fantasies and®nock heroic’ gestures may be,
the moral 1rresponsmb111ty of the menfolk . . . is equal in
-traglc depth to the formal expression of a nation's grief
epresented in the sufferlngs of ‘the womenfolk

T
Ha

In:both plays the tragicc oattern is created by the inter-
relationship{between the'gesturev(tn\ garticular‘activity) and,the sltua—i
tion,to which it is a response. While each act1v1ty, seen 1ndependently,
vmaybseem ludlcrous, it assumes’ traglcomlc relevance when percelved in
”the'context of the ba51c actlon. . The audlence is always aware of the ..

&
'undercurrent of traglc actlon that runs through the play, and this adds’
new dimension to the 1mmed1ate act1v1ty. The actlon of The Cherry
Orchard 1s set w1th1n tradltlonally traglc patterns. The arrival4

departure'and sprlng—autumn structure symbollzes an end or death:.- In the -
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'play every relationship ends in separation. The attempts to ‘save the

i
[S¢]

2

orchard have 31m11arly falled and as the famlly departs the first axe
sw1ngs to cut down the orchard Yet on the 1mmed1ate level of act1VLty,
-each response by the characters has been frlvolous and trivial. The
‘prlme project of the characters was to save the orchard but our analy31s
.has shown that each attempt was unreallstlc and ludlcrous. There are |
“'many remedles to: allev1ate a number of 1lls proposed in the play. Gaev
| suggests numerous alternatlves (none of them viable) to save the orchard.
‘Flrs ‘advocates sealing-wax for’all complaints. Troflmov s revolutlonary
rhetorlc proposes a cure for the dlsorders of all Russia. Yet, as Gaev
remarks-~ "If a great many remedies are suggested for some dlsease, 1t
means the disease is’ 1ncurable.-. . .« I have many schemes,_a great many,
._and;that really\means none.ﬁ?l Nonelof‘the cures_can come to fruition.
They‘are.incongruous,.impotentvgestures.~ The ludlcrous act1v1ty, how—.
ever, is never totally dlvorced froghthe traglc, ‘For each gesture is a

response to the large actlon to the process of dlslntegratlon and thlS

condltlon adds new pérspective,and_consequence to it. Against the back-

T

".drop of tragedy, each comic'element is 'rought into }J?rperlfocus. The
contrast makes each gesture 1ﬁ€rea51ngly “icrous. Yet simultaneously .
a traglc dlmen31on is added for the lud:  ous becomes-all.theimorﬁ

. pathetlc. |

| : In O Casey s play the traglc and comic 51mllarly counterp01nt‘

”yeach other., The traglc is shown to be at tlmes %s-ludlcrous-as the

comic. This can be foun!iln ahy of the numerous ludicrous responses to

‘a serlous or traglc 31tuat10n. Juno,compares Robbie fancred's corpse to

a'kitchen\utensil: ", .j. an' now, poor Mrs. Iancred's only chilc (has)‘_

-

t
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K )

gone west with his body made a collandher of n32 The- responses to .
Tancred's funeral at times suggest spectators at a parade. Noble senti—
nents and activities are‘revealed to be as hollow as the captain's affec-
tations. fhe representat%ve of the‘union, Jerry'Devine,vand the spokese
man for the "Irish people's Natlonag,regard for the Dead", 33 Needle

Nugent, demonstrate hypocrltlcal behav10r their. practlce contradlctlng

"thelr.words. Yet these 1ncon51$tenc1es add traglc p01gnancy to both the

personal and social levels of exlstence.. Pettlness, pretentlousness, the

comic fozbles of life are an integral part of thé tragedy of the human

condltlon. The comic aspects do not allevxate the traglc sense as David

Krause SUggests,3 but helghten it. They'become part of thé fabric of

w

tragedy in the play, while malntalnlng thelr farcica}l quallty. Captaln

Boyle's comic refraln ".o. o thY whole worl's\\\a—. 1n a terr - .. ible

'state o' . .. chass1s," is not. merely comic rellef but concomltantly is

‘ ¥

used to- 1ntens1fy the sense of tragedy in the play This gag llne galns

consequence as the background of moral, soc1al and pOllthal dlSlntegra~
tion becomes 1ncrea31ngly promlnent. Not only does it add p01gnancy by

contrastingﬁthe tragic, but it is 1ncrea31ngly apparent that it is a

part of the tra edy, and - ‘assumes a traglc valence 1tself Its relevance o
moves from th personal to the social, and by the end of the third act
‘one crltlc suggeSIs /"1t bears unlversal connotatlons commensurate‘ﬂy -
~the" traglc ‘chaos of c;v11 war and of slum poverty 35 The repetltlon‘of |
3 \thls phrase galns and' adds tragic lnten31ty S0 that by the flnal scene
it 1s, ir o' Casey s wordsh both "the comic highlight" and: “the traglc
~highligr too" 'of the play.. | ‘; )
o . , » .
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CHAPTER 1V

THE THEATRICAL TRAGICOMEDY,
“In the twentieth century, as a reaction to the extreme trans-
parency of natural activity, with its loss of theatrical
excitement as well as generalized significance, playwrights

and performers have experimented with a wide variety of tech-
niques for. ach1ev1ng a viable "art1f1c1allty" 1

- \ ,
A "viable art1f1c1allty'" such as is here deSCPled by Bernard

. Beckerman has found its fullest expre351on in what‘mlght be deflned as

| theatrlcallty. DlSCUSSlng the new movement in the theatre, Sheldon
Cheney also attrlbutes the’ tendency toward "re theatrallzlng"2 drama to ‘4
a dlssatlsfactlon with the "fourth wall connentlon" of 1llu51onlst drama

Wnereas in the naturali;%xo play, the created world is probable and

g ) .

‘_anUSlble in terms of the real world “the theatrlcal nlay involves a

‘ﬁself-consc1ous assertlon of the true ‘nature of the theatre. Robert J.

Nelson wrltes that such a play "'shows the seams, ' turnlng the’ dramaturgy

e gk 3 1 |
:1n51de out" The stage itself becomes a medium of expre551on, exp031ng
-

and“capltallzlng upon the art1f1c1allty of dramaturglcal conventlons. As
a theatrlcal.world 1t 1m1tates llfe to some extent but llke a stage set

. 4
calls”’ attentlon to its own v1rtu051ty in so d01ng.
. u*\

"This phenomenon has been labelled by J. L. Styan as- "overt

- »theatrlcal symbollsm" 2 and by Grossvogel as "the self—con501ous stage". 6

As a method, theatrlcallty 1nvolves the use of technlques from the

styllzed types or stereotypes of theatre as the dominant structural

3

w‘pPlnClple. The term "styllzed" types of theatre refers to such forms as

‘the Commedla dell'Arte and the Harlequ1nade “the masquerade, the circus, -
: G
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~~the\whole paraphernalla.of theatrlcal-lllusion——were exorcised and

e 57
R B

the mime or the various forms of musical comedies such as the music-hall
b

revues and vaudeville. The entlre play may depend upon one of these

forms as the settlng, or it may simply borrow partlcular dev1ces from on
or more of then. The characters of the la221 the clown the “fool palr,
or purely theatre characters such as the‘"actor", the "producer", the’

"director" and even the "spectator" may appear in, the dramatis personae.

Technlques such as the pose the front, and 1mpersonatlon are common,

and frequently connected with camouflage and the mask Theatricality

f 2

e w

may also 1nvolve such act1v1t1es as slapstlck buffoonery, 1nflated or

grossly deflated language verbal repartee and trlckery if it is the

theatrical aspect of these act1v1t1es that is emphas1zed
While the technlques of the theatrlcal drama by draw1ng

gttention to themselves as conventlons, stress art1f1c1allty, the result

does not always make the actlon seem less real but often more real. One

of. the deV1ces of such theatre is that of the 1nserted play, or play-'
w1th1n-a~play. Thls practlce dlssolves “the “theatric: * 1llusion as the

audience of the external play becomes 1dent1f1ed w1th the audlence of

-«the 1nternal one. In many modern plays the characters refer to and

address the audlence. ThlS dev1ce whlle emphas121ng theatrlcallty,

31multaneously makes the productlon seem more real ' One cr1t1c notes:
q . v
"It is as lf -+ . the’ whole mechanlsm of wrltlng, produc1ng and acting

N a

‘ellmlnated prec1sely by be1ng ‘named and exhlblted n? ertlng on the

hypocrltlcal nature of naturallsm a modern playwrlght applauds theatrl-

»

cality: » .9

e

'Boundless is the power of the theatrlcal 1llu51on.,,JUSt relish
that word "the—at ri-cal! As to the 1llu51ons from "real llfe"

e

-
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they -are not needed in the theatre, for the theatre is not a
.panopttcon. Whenever the ‘theatre borrows from life its’ belo
' ings without submitting them to due transfo tion, it en&@¥M¥n °
-deplorable and irrevocable failire. All 1srm2q?entlonal i
theatre; say "There is no fourth wall on théﬁstage " and. you
will admit thereby that everythlng must be shown on the stage'
in some particular light, in the llght of theatﬁlcallty.

t

«

The Ru551an playwrlght and dlrector Nlcholas Evrelnov devotes

a chapter to "Theatrlcallty in the Theatre" in hlS work The Theatre in

Llfe,' Discussing theatrlcal 1llu51ons he wrltjmh

"It'is not the subject‘

whlch must be shown in.the theatre but a pictur

. .
the action itself, but the representatlon of the actlon."9 Thls/dlchotomy '

{Jof this subject, ﬁot

is implicit in the very nature of theatre: between the role'and the

‘real, the illusion and reality. 'The use of the theatrical world suggests

concern with these.themes. Ruby Cohn observesﬁ "Almost as soon as there
was a theatre, the world was compared to a stage and its inhabitants to

role-pla»ers."lo' Theatrlcallty thus naturally lends 1tself thematlcally
. / i

‘

to expressjon of and experlnentatlon with the world—stage man-actor

-anley Esklnv it is the "representlng in the theatre the tH@atrlcal

aspects of llfe" 11 using the medlum of the stage. . Theatrlcallty 1s the

.concretlzatlon or actualization of the world—stage man-actor metaphor.
-This metaphor is found in early hristian wrltlng, in the con-
cept of "theatrum mundi" with God as audle_ce ]udge,12 and 1s»prevalent

in Renalssance theatre. - The lmage and the dev1ce are found in plays by

Shakespeare and Calderon. The’ motto over the Globe Theatre reads:’

"Totus Mundus Aglt Hlstrlonem" 13 The world—stage metaphor has become

popular agaln in the- twentleth century... ‘Theatrlcality in various forms
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has been found by mad&;crltlcs as the chardct |
lq E 5 " .- N, :-:‘.‘- ‘ ’Q.
drama”  and by others of all modérh drama teonld Andrey ¥

) A{ :
He Who Gets Slapped and Lu1g1 P1randello in hls plays examlne the fluld

§

”’boundary between theatre and life throughwxhelr reflection on role and

kot
play. The play by Nlcholas Evrelnov, A Ferry Death and Beckett' )

Waltlng for - Godot similarly rely upon tradltlonaé theatrlcal dev1ces,
partlcularly those from the Commedla dell'Arte. In analy21ng how the
theatrlcal framework is conducive to the express1on of traglcomedy, the

principal fbcus wlll be upon Leonld Andreyev s He Who Gets Slapped.

Examples from Plrandello s Henry 1V, Evrelnov s A Merry Death and

Beckett's Waltlng for Godot will also_be used, but only as‘secondary
\ ,

.- sources to supplement and 1llustrate the diSCussion.-

These plays are traglcomedles .which use various forms of
theatrlcallty as 51gns wlth both .comic and tragic functlons. Andreyev

uses the circus as the settlng for- hxs play. Plrandello s play exp101ts

the theme ‘of the masquerade. The play deals wlth a man who out of madness

has played the role of Emperor Henry IV for twenty years. - Hoping to. -cure
hlm four people arrive at hlS villa: his beloved of twenty years ago
her lover, “her daughter and- the psychlatrlst. It happens however, that

for elght years Henry has been sane, but has preferred the splendor of

Tth lus1on to the ‘cold shock of return to the modern world. The 51ght

of the daughter reminds him of the past and emotion overcomes his "luc1d
insanity™. - Hhen the lover steps forward to stop Henry from embracing -

her, Henry kllls hlm—fand.recognlzes thatphe must now wear hisvmask of

madness forever.

Nlcholas EvreanV's play A Merry Death is based on the ‘tradi- -

tional Harlequ1nade form the,trlangle between Harlequln, Columblnewand
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Pierrot The use of the character Plerrot as ralsonneur and his’ flnal

address to the audlence adds a new dlmenSlOD to this structure. DevVices

)
from the Commedla dell'Arte and the vaudeVLlle stage are found in Samuel

Beckett s Haltlng fgr Godot a play about two tramps waiting for ‘someone

’

who by the end of the play Stlll has not appeared.

[

In each of these plays stereotyped theatrlcal devices such as

the mask, the affected pose, play- actlng, slapstlck and verbal games form )

Ce
L 2

the ba31c activities. These dev1cem’have‘tradltlonally comic functions.
The ba51c traglcomlc effect, as will be shown, emerges as thls-familiar
vstock—comlc framework is given traglc resonance. The stereotyped world
galns,traglc dlmen51on as the action of the play progresses and two
aspects the comic and the traglc of character actlvlty or 51tuatlon
are revealed. That whlch beglns as a contrapuntal or dialectal alterna- )
tion between two responses develops into a fused or confused reactlon.
.In the plays of Andreyev and Plrandello the same 51gn becomes amblvalent
both comic and’ traglc.' Beckett and Evrelnov also employ a seemlngly
comic world: The uig of leeCt reference and address to the audlence

~ however, adds personal and soc1al consequence to the act1v1ty onstage.

Comic antics take on serlous 1npllcatlons, and each success1ve "joke"

evokes a guffaw that becomes StP31DEd uneasy and self—cons01ously reflec—

- -
]

tlve. Amused detachment melts' Vlth the ‘concomitant concern of the’ lmpll—ﬁg"'

4

cated Ruby Cohn wr1tes~ "The worn- out acts of vaudeV1lle and the

ks

threadbare dev1ces of drama emphasize our presence at a spectacle, and
16 : '_/
K symbollze our lives." The traglcomlc effect thus occurs- wlthln the

relationship between the world onstage and the outside world: »

Rather than a tension between traglc and comic within the play,
there is a tension between the farc1cal world on . . . [the]

%
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stage and our awareness of its tragic relevance to our world'

off the stage however 1mprec1sely we define tragic, comic and

farcical. 17 X v : B

The character of the clown or fool has become an increasingly
1

prominent figure in modern drama.. The action of the play He Hho Gets

' lapped centres about the story of a mysterious gentleman—scholar who,-

» renounc1ng his past, becomes a clown in -the well~known circus owned by

)

Papa Brlquet. Although the man has no experlence with the help of the

pr1nc1pal clown, Jackson, he conceives an 1dent1ty and a routlne for him-

, self and is hlred In thls new life he falls in love with Consuelo, the

naive equestrienne star of the circus. Her father, however, is hungry

for wealth and intends to sell her into_marriage‘with a wealthy baron.
_ ) a R

.Unable to.win hepr Or to stop her. father's plans, the clown poisons‘first

Consuelo and then himself.
| ‘The clown 1dent1ty or glmmlck whlch the scholar. 1nvents for
imself is the role of "He who gets slapped", a part thCh he-clalmS‘
su S hls talent H{fhhthe use of thls ‘epithet the ‘entire play gains
dee 2p sxgnlflcance as it draws upon the resources of the age-old Fool
Lre‘ltlon The Fool was first deflned by St Chrysotom and more
r;;ently_by Enld Welsfordl vln her illuminatingoﬁork on this subject, -as
e whobgets slapped";‘ Thus‘Andreyev's hero becomes imbued With ahrich

and extensive geneaIOgy. The Fool has played many roles xn hlstory and

]
JLN

’literatufe from the Wwitty jester whose ou51ness 1t was to dellght and %

entertaln, to that of the sage-fool, whose 1nsp1red 1nturt10n was a.

mouthplece of truth ‘and sanlty. Fool-llterature embraces both the

buffoon with hlS phy51cal clownlng and the traglc fool uho probes’ into

the meanlng of existence. . Andreyev s. clown, mixing philosophy with
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clownery, is closer to the lattervspecies.

~

Ms. Welsford dlStlngUlSheS four possibilities for the role of

the Fool: ™. . . there are those who get slapped, there are those who

- are none the worse for their slapping, there are those who adr01tly
-change places w1th the slappers and occa51onally there are those who

- enquire 'What do slaps mattér to the man whose body is of india rubber

and whose mind of qu1ck 51lver°'"lga As Wlllle Sypher notes, the resili-
20
ence of the comic character is his dlstlnctlon from the traglc nero.

The audlence is able to laugh for time after time, the cloun is struck

. with no palnful consequence. As He himself remarks: "Clown He can have

~

' no rival! Who is there who could stand such a deluge of slaps and not

21

’get soaked°" . As such, the underdog gains a superlorlty over his slap-

o -

pers, §%d encourages the.laUghter of the audlence.. Robert Corrlgan in

;hls essay on comedy, finds that "whenever a serlous deed is allowed to

'enter‘the flemd of comedy N the seriOUs effect must, in some way, beg

\

cut off "22 But if it is not, a dhthe comic and the serious remaln and
p

becomevlmpllcated the result 1s that of- traglcomedy.

i A
o ~In He Who Gets Slapped the gaiety ‘and carefree laughter become_

"BriQuet: I am not satisfied w1th you today, He. Why do you :
tease them? They don't like it. - - A good slap must be
clean like a crystal--fft--fft! - rlght side, left side, and
done with it. They will like 1t,‘they will laugh, and love
you. But in .your slaps there is a certain bite, you under-
stand, a certain- smell-- :

He: But they laughed nevertheless'

Brlquet But without Pleasure, He. You pay, and 1mmed1ately
draw a draft on their bank; it's not the rlght game-—they
won't like you. v

~

-
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There is a bltterness in He's clownlng, a vague v1nd1ctlveness He has

exchanged roles with the crowd and become the superlor in control of the
giving and the taking. As He remarks to the gentleman: "What a comedy.
How marvellously eVerythlng.ls turned about in this world: the robbed

proves to be the robber, and the robber is complaining of theft, and

. s s 3 1Y 3 . ' ’ :
curSJ_ng."2u This turnabout is found as well in the interpretation of the

slaps, theip reception and bestowal. They are not only laughable and

Fd

comlc but slmultaneously have acquired serious 1mp11catlons.‘ The

reactlon to the clown He is 51mllarly subject to relnterpretatlon and.

-

»reassessment_ .He ms not. Just the tradltlonal clown, a type flgure w1th

is

afice beyond his palnted smlle. Nor‘is he as ¢

no existence or 51gn5
‘resilient as the cl0wn ought to be. ‘His bltterness .the bite‘in'his‘

behav1or suggests that his role is not foolproof and xhat there 1s
. A -
indeed a{ﬁan eath the mask The slaps do have a sting. Comedy/does

v
¥ o

3

©not allow for such an, 1nf1rm1ty . The deflnltlon of the comic by Henri
. QP( .

RS Bergson wh%ﬁe'n t‘unlversalLyxrelevant, is approprlate here. Bergson

. Q"

deflned:the comic as somethlng mechanlcal encrusted upon the llVlng. The

comie hero he felt, is dehumanlzed because he makes only- gestures, auto-
matic motlons.25 Tnls deflnes the Comlc nature of - He.. The highlighting

of one domlnant tralt-—that of gettlng

: pped-—glves He a- mechan1ca1

g

character. HOWeVEP, He is not only a ctéun. He entered the play as a s
. A

:man, and the role of clown brlngs addltlonal kﬁowledge. The comic: acflon :

e

-of the s 1nterrupted by remlnders of and 1n51ghts into He as a.

. huma belng. The b;tternes; 1n hls speech and the somethlng strange in
~ his eyes that Brlquet notlces, come out from under his mask and reveal
. . ' . . N .7! .
- his depth as a man. The clown is shown to ‘have emotlons, to be able to

feel and to suffer. The pathos of thls creature functlons to arouse plty.

hd ~

P
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The fool set apart, allenated beaten and buffeted by slaps no longer

-

remains only comic, but gains the quallty of noble sufferbng——thus becom-

ing a potentlally tragic figure as well. Nletzsche has wrltten "Suffer— .

ing makes noble,-lt separates."m\3 In Andreyev s play, the outcast is

both comic and tragic. ‘
The ‘fool has tradltlonally been an out51der an underdog. Yet

' ~this p081tlon as outcast also places him in a perlleged position. From'

such 3 vantage p01nt he is "able to See more,of reallty and galn a. fuller

perspectlve of life. As- the gpunctum 1nd1fferens"*of the play, t?e~?ool

-can be the dlSlnterested truthteller and as such is espec1ally sulted as.

critic of and commentator on soclety and all llfe.v Madness, 1nsp1red

. s ~
1d10cy comblned w1th phy51cal freakness ev1ct the fool to the perlphery
of soctety from where he becomes a spectator and, ‘as such, can see the

whole game of llfe. “He", Harlequln Henry IV _and Beckett s heroes are

all outcasts, and act to provide a more objectlve view of llfe. Slttlng

‘out51de soc1ety, each is the detached spectator free of accepted codes

Each one: too is 'slapped', but yet as fool he is free to mock his assall\

ants and therefore, flguratlvely, to exchange places w1th .them.. The fool

-

. vs. soclety is a pattern found in Andreyev S, play (as the c1rcus is juxta—

posted W1th the arlstocracy) ‘and ls one whlch occurs in A Merry Death

Henry IV and Waltlng for Godot as Well " In A-Merry Death Harlequln, a

'rebel, cuckolds the servile Plerrot the symbol of society.» Henry Iv,

. in Plrandello s play, reveals the masquerade of the "real" soc1ety Gogo :
-ahd D1d1 Pozzo and Lucky are all refrac*ed 1mages of the Fool, set in no
man's land, ;oémentlng on llfe and society, | |

| | The character,of the Fool, partlcularly the theatrlcal fool, is

both phy81cally and psychlcly, ‘a VLOlatlon of the human 1mage. In his
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work The Pogi'and His Scepter, ¥. Willeford notes: '"The costume of the .
)

fool ‘actor often expresses/fzren more lmmedlately than do hls/words,

'\

-
- gestures and actions) qualltlé” characterlstlc of the fool's’}nner life. n27.

~
-Thus 1ncongru1ty of dress, for example in Beckett s characters with thelr

~ C ey e

too—large trousers and. too~small and formless shoes, ds well as. the chaos

of motley in He s costume, suggests psychlc aberratlon, "weak loglc .and 3 ‘

‘

poor grasp of formal pattern in the outer world" 28 Outer dlsproportlon .

. symbollzes,lnner chaos. The mentalkdeflclency may be presented as a

~ blessing, an ;nséi:edIi:lly, in Wthh the fool is freed of ‘social cares,
and leads a carefr e. Henry v and He wear thelr roles as means orb

O
_escape, Henry in the garb of the eleventh century, He in motley and fools

cap with bells. ThlS form of madness 1s pqsltlve and allows total free~'

Y

dom whlch because the fool is. outSLde soc1ety and soc;al roles, is con-

C nected W1th the power of divine 1ntu1tlon and oracular v131on. There is,

hhowever % second form of madness—~the perverse\ As the action of

,Andreyev s and: Plrandello s plays develop, we are shown that far from

a joke, madness 1s often horrlble It becomes demonlc and leads to

murder.’” In the flnaf scene He changes from his partl coloured costume

" tS one of red—~tHe'corour of the“devil

Beckett s form of the fool is that of the fool palrv—Dldl and

-

'Gogo, and Pozzo and Lucky. "The fool frequently has the quality of two-

dlmen51onallty. When there is no such pair or couple, the effect is

galned by a selﬁ—d1v131on of the character to become both fool and a

nonfool.: The antlcs of the clown He are not totally fOOllSh but contaln ,

i
I3

- an element of truth to them. He 1s both a. clown and a man.- Henry Iv has~ -

.

_a s1mllar schlephrenlc personallty, belng both mad and sane, both the

fool and the most enilghtened among the characters. This_duality is
: !
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a,

played fop _both its tragic'and comic potential. When Qt becomes 1mpos~

. sible to dlstlngulsh whether the character is play~act1ng or'serlOus,

belng the. fool or non-fool the effect is that of the tra cOmlC, enter-
y%h - , v"' / . .

talnlng while PeallZlng the traglc consequence. ) s
. -t : ',‘\
The element of doublenesy elso toys wlth agglence 1dent1f1ca~

tion and projection. Wllllam Empson wrltes.

... it is a ma]or act1v1ty of the Fool to make a'éool of other
people, 50 that this word gives a particularly: stronéﬁtase for
. . . the return of the meaning of the word upon the . peaker.
Every man displays by, gontra%t the folly of the wise, and the
clown jeers at his betterS, the contradictions that appear in’
the doctrine were felt to.be again, not an ‘obstruction, because
they brought out this feeling of mutuality; "I1'11 call you-a
fool of one sort speaking as myself a fool of another sort."
Indeed omn ‘the theory of Socrates, that the fool is he who does
not know that he is a fool, any direct use of the word 1nher—;
ently recoils and it can nevep help being mutual.

~

o

! 4

, The fool- -pair or mutuallty of the fool and nonfool in a 51ngle character

is thus expanded to include the belailonshlp between the fool onstage

Aand the aud:eﬂce.' This is especxally apparent in Beckett s drama in

o

which the~ fools create rlddles on 1preduc1ble amblgultles between meaning

- ""

.and meaninglessne%s. The audlence attempts to understand them, to ~make

sense of their rlddles whlch seem 50 symbollc~-untll 1t becones apparent

~

-,that there is Ro answer. WAlleford dlscusses thls phenomenon. His

observatlons may be applled in understandlng Beckett's play "It is as
R -
though the clowns had consplred with the fool thhln ounselves- our

,expeétatlons and our attempts at unders*andlng are- thwarted the energles

lnvested ln them are taken up by ouwr sense of 1dentlty With the clowns,

" and we are fon the moment as. silly ¥s they are. "39 If it is pOSSlble to’

&

come to tepms thh the ]oke laUghter restores equlllbrlum and the audl—

ooy

ence is peturned to itg,nOrmal image.” I, however, this release is not

..
”»
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‘effected, the mutuality remains, and the joke\becomes serious for it is
: ' ' [
of consequence to the spectator. This serves to partlally explaln the

67
< . ~
v

tragic potential of Waltlng for Godot in uhlch the farc1cal and trivial

act1VLty onstage 1s glven serious consequence by the fact of its impli-
catlon to the audience and the world of men. The activity. onstage |
1nvolves the audlence.. “The cr0351ng of the boundary between the stage. ho
and the audltorlum is further achleved by the technlque of the dlrect
addpess to the audlence again ampllfylng the 1mp11cat10n between the t;:
worlds.t |

Whlle 1n Beckett s play, the nonfool (audlence) changes 1nto !

r%fool, in the plays of Andreyev and Plrandello 1dent1f1catlon between
character and audience develops as the fool beglns to’ become a nonfool.
The traglc potentlal of the protagonlst in each play is revealed as he is
shown to be a man,. not a clown " In EVPEIDOV s play there is a balanced
reversal as fools and non—fools exchange pOSlthnS. Thls eftect is .

ol N\
*‘created by the use of Pierrot, a Commedla dell Arte fool as ralsonneur.

At the conclu51on of the play, he steps out to address the audlence. In \
the play he played the role of lackey to social codes, and as a result
becomes the cuckold of llfe. Thus he beglns the flnal speech as a stupld
fool. Then he breaks out of his- role and talks as an’ actor. From_tils
he. sw1tches a thlrd tlme to’ that of comron man, or play-goer commentlng
‘,\on the play. This techniquewof turning fool into-nonfool also has its
lfarclcal 31de in that as the ralsonneur and the audxence become progres—
- slyely 1dent1f1ed the joke falls onto the audlence. They\haye becomeé'
11n fact, the real Pierrots. | | . |

The d1v151b111ty of the fool——as both fool and nonfool~-leads f

to a discu551on of masks. - M. Hlllson Dlsher notes. that the . uord mask 1s
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' deriveu from the Arabic word maskharat for clown. 3 The mask 1s a v1talt
theatrlcal device in the plays of Andreyev and Plrandello, and aniimpor-
tant source of the tragicomic, effect~ | |

The mask is a function of the depth.of a dramatlc character,
the relatlon between his/her outer or surface~act;v1ty and the 1nner

i °
I3
. 2 In naturallsm or the grotesque play, puter act1v1ty 1s usually

ac tlnuatlon or counterpotnt of the lnner llfe. The 1nner llfé reveals

, or if»not totally, as in The Cherry Orchard 1t is’ because there .

33 .
is a se se of 1neompleteness rather than a dEIlberate camouflaglng., In

the plays dlscussed ln this- cnapter, however, theﬂlnner feellngs of the

characters are hldden as the' outer actlvlty bgc0mes opaque.: As the two
are contradlctory, there 1s a duallty between belng and actlng, or- reallty

and appearance.' This quallty is schenatlZed partrcularly by Andreyev
"3 -
- and Plrandello hy the use of masks roleeplaylng and play—maklng._

The dlchotomy between belng and mask 1s ‘a major aqtlon in He

'l

Who Gets Slapped and Henry IV. As has rentloned earller both He and

I7d

Henry IV use theijy roles as a means Qf camouflage and escape. Further

more, the mask’ ocea51onally Sllps to reveal the man beneath. Because

f B
these characters are playlng games Wlth 111us1on and reallty, and exposr-
N .

N

ing the artlflcxallty or socxal masks of the "real" outs1de world, the

s Lo
true nature of every person and gesture becones ambiguous. The'play—

making becomes confused w1th serlous endeavour, and eventually 1t becomes

1mpos31ble for the audience to. distinguish between the two. ‘The games or

-

poses are eomlcal, yet have serlous 1mp11cat10ns. 'Count Mancini's pre‘~

N\,

tenslons are ludler9ﬁs but becqgs séerious hhen they 1nvolve ‘the. fate of

his daughter. The cloﬁn He 1ndulges in myth\maktng about’ himself as.a_

014

4 e . &
god and Consuelo as a gpddess. Net there are Lndlcatlons that he 1is
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serious,‘that the man beneath the mask,is really in love. When Consuelo*
stops him w1th a slap of reallty, he sw1tches back to the mask and_preé-

tends he was play%@gsz Hg s confllct between game and reallty, whlch is

both ludlcrous$én”,ga€%qt1c, is matched by his confus;on of these levels

of activity:- belng and mask.* In the’ ring,’ the clown ' 's confu51on of

reality is funny, A clown who pretends to be a phllosopher is laughter~

{

_evoking, and is stopped by a slap. But when the clown forgetéghe is only .

playlng, and not really a phllosopher or a god the result is also tragic.

There is a tragicomic clash between mask and belng Plrandello s play is
s1mllarly based upon a confu51on of varlous levels of realltles for its
traglcomlc effect. The plays of both Andreyev and Pirandello are con-
cerned w1th the collls;on between double realities. A critic wrltlng on

Y

von that is relevant to Andreyev as well

. writes\ Budel. .’"The crash 1s comlcal because it lays bare the 1ntr1n81c
unreliab'lity of human constructlon (masks), but grlevous too, because

‘however f imsy, the demolished structure did afford some. shelter from the

life." 3 The’ traglcomlc effect is helghtened when an

~

attempt is mdde to recovér the shelter to escape again into 1llu51on.‘
: ¥

Another g jor. dev1ce that functlons as traglcomlc ls that of
o ¢ .
unmasklng" Andreyev presents a face ,whlch 15 palnted with a comic
smile, Plrandello introduces. a madman ThlS mask .is one level of their
being. On another level, however as the action develops, the face 1s.

belng progre551vely "unmasked", and the human potentlal*of the character

is revealed. - Both levels are ma;ntalned and a contrapuntal action

_occurs, as the focus alternates between levels. The surface act1v1ty,

that of the mask, 1s ppesented as comical. The concomltant revelatlon

X
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of the inner_life illuminates the tragic aspect However the mask once,

an escape, becomes a prison. This s1tuatlon assumes traglc overtones ' g
: b

while slmultaneously malntalnlng its farc1eal value. Even the very fact
- that both belng and mask exist is tragicomic. Some critiecs ‘such as

- Nathan Scott 35 have argued that escape ‘is the sub]ect of tragedy, while
38

J

~others such as Enid Welsford Wylle Sypher,7 and Richard Corrlgan
flhd that it is the material . of comedy In the plays dlscussed both

iposxtlons are rlght for escape 1nto mask has both comic and traglc
eonsequence(s). The mask of illusion and the slap of reallty are the

tragrcomlc themes of these plays.

Theatrlcal gesture is another scurce of traglcomedy in many

modern plays. The use of comic gesture such as Slapstick and buffoonery,

3

ls-used to great advantage~part1cularly by -‘Andreyev and Beckett. As men—_

tloned earller these gestures are frequently stock act1v1ty of some form'

<

'vof theatre, from the lazzl of the Commedia- dell'Arte the slapstlck of

13

the circus, the Verbal play of the vaudev1lle or music hall revue, or the

o

mime of film clowns. Walthg fon Godot uses all of " these technlques.

The pulling on and off of the bogts, the derby decked clown remlnlscent
of Chaplln, the hat pantomlme (three hats for two heads) with 1ts sugges—.
tion of pure Laurel and Hardy, the Sl&pSthk falls of the four characters,

l.as well as the cross talk of vaudeV1lle comic couples are- exp101ted as

Vehlcles for arou51ng laughter. The very 1mage of the tlown has become -

q comlc device.  The lmage ‘of the circus is suggested by the actlons of

3 ,
POZZO and ‘his whip and hlS bearlng certalnly suggests a rlng master. A

~ 7 »

lerge part of the" scrlpt of thls play‘ls devoted to stage dlrectlons

- \.

whigch emphas12e physxcal esture and fac1al pre551on._ The exaggerated
4 :

body movements .are sxmllar to. those of a clown who even when de]ected so.

/ Ll

©
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distorts his countenance‘ﬁnd pose as: to evoke laughter.. Even when cOn—i A

R

templatlng su1c1de the concomltant gesture is so ludlcréus (1ve., S

Y. o ol
e :

Estragon with his’ trousers fallen down around his ankles) that the g o i
Saak T Ea
seriousness is lost in guffaws,‘ ThlS gamut of comic gesture takes on .

- S

v . . e

serious valence when the context in whlch they occur 1s examlned. Eachf‘

c4
“

comic act becomes symbollc. As Bernard Beckerman notes. N
o o o
. 55
Samuel Beckett . . . shows . . . how isolation of an activity -~ .
,<ostext and concentration upon it as a purely opaque ' L
S, the activity of its representational connetation -, ;7
»it with symbollc potential. Every activity .'.,1 ST
(because it) is so sharply defined, suggests a broader range T
of action than a literal understandlng of the activity would . -
\ ordinarily denote. The act1v1ty tends to-be bodily on the one’
hand and theatrical on another.  Vaudeville routines and, story -
‘telllng are two such examples. A connection between stage . : :
life’ and actual life offstage does not - seem possible, because - '
the act1v1ty is not a mirror of the w __X_people live. 'Yet in
such ‘an activity as Clov wheelipg Hamm Around the room, .an
- analogue of action is suggested or rather the idea of an
~action. Does the activity symbollze man's lnescapablllty from
his confinement in his body or on this earth? . . . One is
tempted to pursue such’ StPlCt allegory because the link, '
between activity and action is left so vagueﬁtso hauntlng,

tnat we are contlnually trying to define it.39

In Andreyev's play,'the‘slapstick routihes haVe'less:direct..
b

consequence for the audlence, and hence" the quality" of thelr symbollc,

ivalue is not one which’ 1nvolves audience 1dent1f1catlon. These comic

-

_”acts bear relevance only .in the understanding of the character of the

g ok

© clown He. The mask , “the’ palnted(smlles, the slaps, the poses in the rlng

-
v

and offstage have been given not oniy comic valence, but because of the

,revelatlon of the pathos beneath these gestures, each comic act1v1ty 1s

51multaneously converted into an aspect of the human t agedy Eachvsuc-

(

fofvlts tragic 1mpllcatlons for the hero. The gesture becomes tragicomic

Jﬁ&n Beckett s play when the comlc act becomes symbollc 1mpllcat1ng the L



L

: ,clown s predlcament but 1mplles no reflectlon upon our - own._

..‘real‘world, and thus coﬁbining the ludicrous and the serious. In

L Andreyevfé play, the tragicomic gesture deepens our understanding of the

¥ L)’

The major traglcomlc device employed w1th1n the plays discussed

in. thlS chapter is that of amblvalence. One 51gn is glven tWwo interpre-

3.0

tat1ons-~a comic, and a serlous or tragic one, so that when that sign is

‘ presented two reactions are 51multaneously evoked The endlng of these

" plays, - howeven) operates upon a dlfferent traglcomlc prlnalple*~that of

amblgulty Rather than have two opp051ng, but dlstlnct reactions the

'endlng allOWS for no deflnlte conclu31on.> There is no deflned outcome,

and the resultant effect is one of confu31on and uncertainty. In none
of these plays lS the denouement cleariy comic or traglc. The clown He

dles ln hls 1llu31on and Henry IV returns to hlS role- playlng. Is the
o

pursult ofxlllq51on traglc, or does the game merely continue, and if so

1s the absurdlty of such a 51tuatlon laughable or serlous7 The plays by __

. Evvelnov and Beckett have a 51m11arly 1nconclu31ve endlng ‘The authors

oL v .4

glve no hlnt gs to how to. 1nteppret the result Is it traglc or ]ust a

game or a ]oke°- Thls quandary 1n ltself becomes traglcomlc.

/\

B > ¢
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' CHAPTER V
THE GROTESQUE TRAGICOMEDY

Aé a leading theorié; of drama has written: "Ip evé;y play the
writer presumes a background which he shocks or rgconfipm;."; ‘The back~
ground is coéposed of the socialband psychological &aiues of’the addience,
or in other words, soéial decorum. There is also an artistic decorﬁm
which is,baséd upon those thea;riqal conventions to which the audience is
accustomed and which if'expects. Thé grotesque play is bésed upon SUCh a
familiér world, but then gées on to violate both these,codés so fadically
and suddénly as,fo QCreate ‘a sense of shock within.the au?ieﬁce. Pefining

this phenomenon, Murray B. Peppard writes:

+ - - aplay which successfully fulfills the requirements’ of
the grotesque must proceed from a model of the world that con-
tains sufficient verisimilitude to permit a realist approach _
to people and events. 'Normally understood objective reality
must appear in’ concrete form before the spectator experiences
any disorientation or Weltverfremdung.zt ‘

-

‘The divergence from a familiar world is so extreme that a sense of aliena-

tion’ is created within the audience. As Wolfgang Kayser erphasizes Iu

his work The Grotesque in Art . and Literature, the grotesque is thé

estranged world, ' o : ' - : :
- - - the elements in it which are familiar and natural to us
- - . suddenly turn out to be strange and ominous. It is our
world which has to be transformed. Suddenness and surprise
are essential elements of the grotesque. . . . We are so
strongly affected and terrified because it is our world which
ceases to be reliable. . . .3 - :

Relying upon a backgbOund, the grotesque involves a comparison
. . ;#; e . . v R o . -
between the norm and the distortion. This distortion may produce the

i
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-effect of horror,-as Kayser. emphaslzes, or 1t may corttain aspects of the

comic. G. Santayana brlngs out the latter feature of -this phenomenon:

: Somethlng analogous to humour ¢an appear in plastic form, when
we call it the grotesque. ‘' This ia an lnterestlng effect pro-

- duced’ by such a transformation of an. ideal type as exaggerates
one of its elements or combines it with other types.?

v

Wlllle Sypher also allgns the grotesque closer Wlth comedy. "After all "
he writes, "comedy, not tragedy, admlts the dlsorderly into the realm of
art; the grotesque depenqs‘upon an irrational focus. Ours is a century
of diSorder and irratioualism "5, Theseg _aspects of the grotesque are 5
summed up by Peter Johnson who writes: ". . . the grotesque 1nvolves a‘ o
comparlson w1th an 1deal type which is produced by exaggeratlug or dis-
tortlng the real world and which causes reactions ranglng from uneasy
laughter to fasc1nated horror n® ‘ | B

The duallty of the response whlch can be. evoked by the grotesque
suggests certain functional similarities with: traglcomedy. In h1s ~work
on the grotesque Phlllp Thomson empha512es the fact that thls phenomenon'
is a form whlch evokes a mlxture of mutually hostlle reactions, tﬁe\comic.
w1th the pathetlc or horrlfylng. This would seem to define the relatlon— :
Shlp between the grotesque and traglcomedy, yet Thomson dlStngUlShes

betweeq\the two accordlng to a. dublous crlterlon.

. It is the merging and intermingllng of comedy and pathos in

_ Such scenes. We have to do’ here not with traglcomedy in the
normal sense~~where clegr distinction or alternation between
the comic and tragic takes. Place, esch keeping to its
app01nted realm as it were--but with the grotesque fusion ofv
the two. Tragi- comedy points only to the fact that life 1s
alternately comic and tragic, the world is now a vale of
tears, now a circus. The grotesque . . . has a harder mes- - -
sage. It is that the vale of tears and the circus are one,
that tragedy is in some ways comic and all comedy is-in some

Ways tragic and pathetic. This is perhaps the mogt profound
meaning of g?e grotesque. . . .7

u_j,':l
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This, howeverl<1s aiso the most profound meanlng of traglcomedy
The correlatlon and mutuality of comedy and tragedy has been the basic
premlse of writers in the modern world The genre of traglcomedy oper-
ates upon the pr1nc1ple of the rec1proc1ty between the comlc and the

traglc. Thomson s distinction between traglcomedy and the grotesque

becomes, therefore, inadmg

-ly empha5121ng the quallty of

'elements, and as an 1dent1f1catlon

of the comic and'tragic as one, is also, however reluctant to connect

‘

‘tragicomedy With the grotesque but on dlfferent grounds. He dlstlngu1shes

between ‘them according to. the degree of ver151mllltude found in each and
its effect.~ Traglcomedy, he argues, is bound by a more tradltlonal con-
cept of reallty, and thus is more reassurlng and stable.' The tragicomic
world remains within the conflnes of loglc and what is generallyfaccepted
as the common characterlstlcs of reallty It refuses.to distortfthe
world in such a way that we find it hard to" recognlze it as ours.g' The

i

grotesque, on the other hand, is a world gone mad, so strange as to be

-

uncanny- and demonic. It is much more dlsorlented and hence more unset-

tling.- Guthke s theory, however, is not supported by the practlce in

fact being contradlcted by such modern traglcomedles as Jarry s Ubu Roi,

‘O'Casey s The Sllyer Tassie, Durrenmatt's The VlSlt and the entlre gamut

of Beckett’s plays. Some degree of abnormallty and perver51ty, as werl

as a profusion of anaturallstlc dev1ces, is apparent in all of these._

Other theoret1c1ans and critics are far more dlsposed to

I3

acknowledge the afflnlty hayser wrltes that'

Beglnnlng with the dramatlc"practice of the Sturm and Drang
and the dramatlc theory of Romanticism, traglcomedy and the

<
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"ifinatéon'(dég;cdtion, spitting, sweating) and of dismembered parts are,

':,Bakhfin,fin.his'work.qn'Rabelais,‘devotes ap”extremely‘inferesting chapter

79

i gféfesque’aré COnceptually'feléted, and the-history of the éro—
4 tesgue'is largely one with that of tragicomedy. 9 .
Thomas Mann has written: ’ '

b g : ‘ T do \

I feel that, broadly and essentially, the striking fedture of
- modern art is that it has. .ceased to recognize the categories
of tragic and comic, o6r the dramatiC'clas§;fic§tiohs‘ tragedy
and comedy. Tt seeg life as tragicomedy, with the result .that
the grote§§u§ is its most genuine style. . ., .10 .

)

The_grotesquevtheh; like fhe'trégicomedy,.may be *used to sumhgn

“up the pathetic qr‘ﬁorrlflc as$ well ‘as the comic. One: device, commonly
\ o ) T e ‘ "_'s, B . " o
exploited by the grotesque, is that of physical dbnorfiality. Mikhail .

-

_,

.‘1 . o N . o ar, R . . o

to the grotesque body.;;"éé,yphysicalyabnprmalitles In. the grotesque’
o S R gy R T . . S

, . BRI D L S
. world, he,suggest§;"usually involve gxternal_features,such_as‘bodily‘pro—

- N

P
‘ -

“tbuéidns;or concavitiesw K : o o
- v S o . e . »
iy 4 A R - - .
3The~groteshue‘body .ﬁi - 1s a body in thé’actxof.becoming. It
- 1s n&ver finished, never completed; it is continual;yjbpilt, ‘
* created, and builds and créates Zhother body. HMoreover, the -
- body swhllows: the world aid is itself swallowed by the world
o This -is.why the essential role befongs to those “parts
> Mgrotesque body in .which it outgrows-.kts ‘own self, trans-
gressing its own body, inm which .it conceives a new, second
., body: ‘ the boyels- and the phallus.  These two areas pilay the
. '~ leaqding role in thé‘gro;esq'é image, and it is precisely “for
this reason that they are ﬁzedbﬁinantlyﬂéubjgct to pdsitive .
. exaggeration, to hyperbolization; . ¢ . Next .to the,bowels .and
the.genital organs is the mouth, through which enters thé“uorld :
to be swallowed up. And next is the anus. ‘All.these: convexi-
ties and orifices have a common charactéristic; it is within .~
them' that the confines between bodies ahd between the body and
the world are overcome: * there ,is an interchange and an inter-
orientation., This is why. the main’ events in the life of the
grotesque body,. the dcts- of the bodily drama,>take‘pl§ce~in
this sphere. . . . In all these events the beginning and end
- of life ‘are closély linked and interwéven, ‘ Lo B

a

e ' Images of gonsumbtibn (dévouping,-swailgwgng, drinking),'%lim- o

P .

1
&

G N . 14
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. . o .13 .ow : .
common 1in the.grotesque body. These images, furthermore, are epotic

and involVe sexual double entendre.~ The physical excesses found in folk

literature, the carnival, the anc1ent satyr plays andgﬂhe Commedia dell'-

 Arte combined: grotesquerle Wlth exaggerated sexual suggestlveness and

Ay

blzarre obscenlty ) : \ o . a
: . ' \ v PP
These characterlstlcs abound in many modern traglcomedles T

’

. employing the grotesque. Jarvry, Beckett O'Casey and.Duprenmatt all use

,the grotesque body in thelr pleys Alfred Jarpy s play, Ubu Roi , however,

»
»stands as’ the lbocus classicus of thls style in modern drama._ The play

. was halled as Shocking w1th itas total abandonment of soc1al and mopal

codes as it gave way to phySlQal excesses On the sound level Jarry :

/

employed coa{fe gratlng phonemea, mutatlng WOTdS SUCn as merde" into;an

e
e

even harsher sound by addlng another velar to form "merdre" The language

used is also coarse and exuberantly obécene.. Crude oaths and lnsults

' abound w of Whlch empha51ze th gpo%esque body. fhe verbal lnventaons

. J_ .
‘which punctuate the Speech, uhlle lngenlous are all based ‘on vulgarlsms.

]

"Fpequent anatomlcal references convey the phygrcallty of Ubu s world. .t

/ .
o

Imagepy lS based: on vulgar and physrcal assocratrops ‘?he ébstumes,

5
-

Jappy suggests;, should be ”SQrdld to make the play appeap nore wreteheq

‘- —

n . : .
and horprflcﬂ.l Orguastlc consumptlon and 1mages of defecatlon empha~

- \ N
.szze the physxcaL nature oﬁVUbu 8 world. They are the sources of botk\\

AR

) /1aughter and horror Ubu s thneats -and practice of dlsmemberment cpeate

{".

‘an - effect 51multaneously comlc and perverse. Lust, gluttony as forms of

o bod;ly eXceSSQS, together with mass slaUghter—~consumptlon and elrmlna-

$)

'tlon form the ' sources of the grOtesque in JarQQ s tragle farce.

>

The grotesque body is also present in the plavs of Samuel

\

Bed&ett. The play Waltlng for Godot contains many comments and’act1v1t1es
c. B \& ) - i . N . .. , .
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1mply1ng sexual pervers1ty.: A tone of obscenity is created and in this
/;ontext the 1mages of ellmlnatlon of consumption and of death become
hlghl;’ suggestlve. "Gogo's sucking on a carrot the characters suckmg
\therchrcken bones and the image of Pozzo reflectleJy drawlng on his -

pipe are sources of sexual double entendre Didi's accusatlonlthat‘Pozzo
is mlstreatlng Lucky is expressed through an 1mage of consumptlon. Lucky
is compared to a banana "After hav1ng sucked all the good out of him
.you chuck him away like a. .. 11ke a banana skln "15 ~ Death too is
viewed -as hlghly erotlc. Gego suggests that he and. D1d1 hang rhemselves.
' Didi respehds;' "Hmﬁ;' It'd glve us an erection. "lﬁ'a remark which Gogo -

findsfextremely\eXCiting. In Beckett s play and the one by Jarry,

phy51cal and sexual dev1atlon are more a source of laughter than .of pathos
/

T or horror.~ The references to anatomxcal abnormaiutles are expressed as

v ~

‘obscone ]okes and‘hence the grdtesque is used to emDha31ze the farc1cal

' rather than traglc tone.

,;;‘ The Sllver Ta351e ‘by Sean O'Casey, however, and to a lesser ;

1

'extent Durrenmatt S The Vlslt ’employ the grétesque to" helghten the traglc

- ' -

effect., In The Sllver Tassxe in partlcular3 the groteSQue functlons to’ }”73"

3 . R . el ey N X-

fareate a ;ombre, horrlflc meod The actlon o‘ thls play centres about a’
» ~/ v. e T

young Irishman, Harry Heegan In the clPSt act he is the embodlment of

strength mascullnlty and v1ctory. He has Just won the ultlmate auard R

\

-for SOCCer and as the act concludes 1s on his way to France to flght in

LY

the war. WOunded in battle, kowever, he returns home a symbol of lmpo- B
tence, paralyzed from the walst down. The- horrors of war however, are

most po;gnantly portrayed in the secord act of the play, and it is in

L4

: thlS act that the grotesque predomlnates. T&E)prlnc1pal character,;

Harry Heegan, andfmost of the other characters Central to the major actlon,
; , o §

-]
- .

S T
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e

are absent ln thls act, and the focus 1s primarily on the setting and the-

dlalogue of unnamed soldlers. ~The abstract Setting and the speech of the
Al
anonymous characters concentrate the actlon upon expre531ng the horbors

of war by interrelating images of de¢ath and mutllatlon wlth images Gf

debauchery bawdy songs and perverse, double entendre Death and Eore are

blzarrely juxtaposed wlth images of the "whlte flesh d breasts of a Judy™.
Thoughts of whorlng and suggestlve curses mlngle wlth the shattered

{ g A
flabre ' effect created by the Juxtanosang of'images

R of procreatlonﬁmuiQ%ttlllty with those of. death. Even the props, "tio

]

lacerated fingers of stone N lean dead hands are protrudlng. Further

on splky stumps of trees . fl nl7 are sexually suggest‘veqas phalli, but

1ncluded 15 the blzarreﬁfact that\they also symbolvze death. This gro~‘l

© tesqQue 1magery 1s cdntlnued 1nto the last act in whlcu tbe 1mpotént,
Crlppled Harry~—h1mself a Splky tree stumo-—'"he rlslng sap 1n trees It ll

18 '
never feel" pursues ‘the: wanton wenth Jessle, nho Doptrays llfe and

. fertility. Harry s song is one of death ‘whlle Svlvester 1r31nuates that

' z ’

thls Negro Splrltualesuggests to: nPS. Foran more the negro than the Lt

4 - _—’. 1 Pl

e ’ Sprrltual "Brlngln befope you gllstenln bodles of blaeks, c0111n Y
ey L ' , . . ' 19 : .,
v themselves an’ shuftlln' an' pranc in' in 3 breat Jungle dance " Agaln,
‘:‘ 3;:{_,}\‘

; the lmage of death is, cOnstrasted wlth energy; aet1v1ty, llfe ang fer-"
m&&‘o «

or ey .tlllty The ludicrous and farc1cal elements in the play serve not to
3 :

detract from but rather to emph331ae the horror of the s1tuat10n and its

. "5» .
F'n pathos Wthh ar purely traglc portrayal mlght ova rdo and destroy, As. one

CPlth notes‘» "Fop O'Casey the grotesque was a means of expre551ng

tragedy and horron on a large spale» klthout tonplng the drana 1nto comsx
plete pathos or melodrama, though often sk1rt1n5 tne edge of both " O,flhef,

Y

‘l;,images of llfe act as a norm abalnst whlch the grotesque anongrumty is '
P . ‘.vl i . . ’
P KR IR N T : « o

-
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~

vof the grotesgue in art)2 eatlng, drlnklng, smoklng and consumerlsm

..

;‘ness W1th1n the play,\and make lt a horrlfylng carnal carnlval

]
2

contrasted, and this contrast serves to heighten the effact of the
\v./ .

horrors of ‘war. - 2

J

!
The Vlslt by Friedrich Durvenmatt also’ uses the bodlly gro- :

tesque as a major ‘vehicle. for the tragicomic effect. Whlle sexual sug-

.gestqveness is more pronounced and farcical than in O' Casey s play, the

X

B horror and tragedy are more emphatlc than in the plays of Jarry or

Beckett. Images of perverse sexuality dominate the play. The themes of

consumption and plunder are emphasized. Food Scenes (a traditional source_‘

( .
o

,'abound Sexual appetlte is 1ncluded as. Well and glven a perverse effect.

Clalre is shown to be an old whore consumlng husbands.d It is flttlng

that ‘111 be the proprletop of the general store, fo% he becomes a tonsumer

ligood hlmself ; The MOtif of the hunt—~1n wthh I11 is the prey~~1s another

aspect of the theme of sexual consumptlon. Innuendoes such’ as-Claire's:

S

attentlon to the protrudlng Adam's agple of the school-~ boy, and her admlr—

ation of the: body of the gymnast helghten the tone of sexual aggre531ve-"

5
i

Qj-”/ Images of: elxmlnatlon and’ dlsmemberment are also Vltal to the"

-.\"

A
: .grotesque nature of'the play. \ The settlng of the’ play 1sC%n Guellln,

K

.whtgh, lt has been noted, is the SW1SS German word for lquld manure 22

¢

'Clalre herself is connected W1th thls town by the outhouse thuilt by her

»

father Ellmlnatlon in Clalre is in the form of dlsmemberment She has

~ castrated, llterally, her two servants, and flguratlvely she has gobbled

W

”Lup her entlre retinue of servants and the husbands. She herself is half

art1f1c1al w1th a wooden leg and a hand made of ivory.

The grotesque’ lmagery of the play is based upon the’ theme of

'Atransformatlon. Anlmate objects become llfeleSS (i. e., Clalre s llmbs

o T .. SR
,—-/ . . . e . s . ) g
. S, R - o AN
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,rl

On -the one hand, the’ cycle of deat

’ a‘ L
.and ye‘c concomltant—ly, the. r‘eVer‘se i :&.

lose the humanlty they prided themselVes on,

: .by greed.

A

_to the townspeople s Ffalle

, The processes of tregaformetlon wh

&

zl'

horrlflc, serve as well to undeﬂﬁlne the tragedy which occurs in the,

\mldst of. these gpotesque 31tuat10ns., Whlle hlS townsmen fall deepez 1nto :

thelr SeLf—decept ons, 111 emergas fpom belng

. ,lator to\bé@ome a noble and self»awape hero.
, w '

N
PR ,

8y

anicalvsounds) whlle 1nan1~

are able fO‘talk. Phyéical

" the metamopphoszs of people places thlngs and

h--fert111ty—~llfe is

to renewed~11fe and fruition.

4

wfso apparent. . The townspeople

and become savages, consumed

ile both ludlcroys and

i

~

v

s

i

a shallow bourge01s specu—”

The more ludlCPOUS and

v

lnhuman the people s actlons, the more the traglc sense is 1nvoked by -,

Ill's 1ncreas¢ng COUSCLOUsness. Ill's awareness also Sérves as a contrast

/‘,

.t B

ien the moral state of the c1tlzens Sf Guellen

@
'

state, thelr greed and corruptlon.'

_— Qlelre Zechanas 1an s- sense of humour ig another lronlc comment

-' N 5

.' her detachment from

'50c1ai codaé ‘the preroga ive of the klng or fool, functlons tb'iiiunin—

ate the humour An the pre ensxons of the people.' Beycnd social or moral

codes, she enjoys the iron§

c dlscrepaneleg between their ideals and

‘reality,: She v;ews their p tvonal’zatlons and pretensions with cynical

3

detachment Yet sxmultaneou,ly th;s same detachment emphasizes her

lnhumanlty and is 3 source o horror in the pla). As she is beyond human

weaknesses, ;80 Lﬁ}she beyond 1 humanxr/ Clalre, the young vxbrant

girl who laft Guellen, retu

/ transformed xnto so*eth ng unnatural and

lnhuman, a stoneridol. Ever one essocieted wlth hep Ls'in various stages




131nlster. From her balcony,'she tempts and corrupts the men. Topo~

‘lrruptlon of the savage God—-a cruel lnhuman force, whlch causes welrd

' 85,

of moral or physical death. All values become ﬁerverted Love is tran$-

&
formed in Clalre lnto a tw13ted ev1l thlng The hoped-for rejuvenation

”"

- of Guellen made the townsmen look to Clalre as a redeemer. With her

money and poyep she becomes indeed a deity, but an inhuman one, invoking

a mood of cosmic cruelty.

ThlS motlf of cosmic cruelty is common in the grotesque world
Whlch ‘is frequently associated w1th the demonlc Wllllam Butler YEats
after w1tne551ng the premiere of Jarry's play Ubu Roi in 1896, was con-~
v1nced that henceforth all European llterature would be dominated by the
"Savage God";ij hbn.is.a eadistic cruel autocrat whlmSlCally mutilat-

ing'and slaying his subjects. In Beckett's play, Godot never comes,

mocking the "vague suppllcatlon or prayer" of the tramps. There is an

-

‘lmpllcatlon of "cosmlc cruelty" 1n O Casey,s play in that the prlvileged

“offlcers pull the strlngs from, on hlgh w1th no compa551on for their

- L \

fellowmen..i

@

[

Clalre Zachana551an is the savage.god in The VlSlt.: Her red .

halr and black robes suggest both the mythlcal Greek Fatés or some element

';of the demonlc ascendlng fnom hell W1thther wealth sﬁ? is’a semi- dEltY-

F 4 -

She embodles the concept of omnlpotence Wthh leaves man, i & state of

.subserv1ence, lmperfectlon and 51n Clalre S, power is pervePSe and

graphlcally, her perch from the haftony suggests her control of the town,

and as a "del" she 1s more a puppeteer- pulllng the strmgs. 'I‘,‘he, towns~

people have been changed into marlonettes The demonic grotesque'is the

and perverse~transformations,' ThlS functlons to create ‘the feellng of
3 ) - : .
allenatlon and detachment 1n the audlence. . S e

a
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Some form of dlstortlon or transfonmatlon has been present 1n e

the structure of the grotesque in the plays examined. The created world

>

of each was a- dlstortlon of the natural order in the real world.¢ A dls—7
tOPtlon or changlng of a system of. values and morals was central to the

[
theme of these plays. ThlS was represented in the metamorphoses of

physlcal elements, i.e., reshaping (as in Ubu's body) or mutllatlon, the

e

comblnlng of dlsgarate elements into alien though recognlzable forms, or
by the anePSlOI'l of known functlons, in which anlmate and inanlimate . -

objects exchange properties. The grotes%%e arises from the juxtaposing «
&, s

el

of sexual, carnal images. of life w1th motifs symbollc of death. This
chaos of 1nverted values and functlors and of conVerted forms was
ob]ect1v1zed in Yeats' prlnc1ple of the savage god. Kayserfattrihutes

this chaos as the 1ncomprehen51ble 1nexpllcable and 1mpersonal ”It"

- "One could use another. descrlptlve phrase and characterlze the. grotesque '

as the objectlvatlon of the 'It', the ghostly 'It'¥—_». . the 'Itt'which

S

- Ammann deflned as the third meaning of the 1mpersonal pronoun 2u

i F—

Durrenmatt wrlteS' ‘", 0 . the grotes:ue is only a way of exnpe551ng in

N ~

a tanglble manner, of making us percelve phySLCally the paradox1cal the

25 s .
_form of the unformed. . . ."“> The effect of. the dlstortlons or chaot;c
transfqrmations may be. viewed as ‘comic ‘or tragic, but neither view is -
5t .
‘free of an elementldf horror. Unllke carlcature which also deforms

: through ludlcrous exaggeratlon but functlons as .comic, in theggrotesque'
anysgbm&_/dr traglc element becomes associated with the perve;se,\the
macabre or the blzarre. "In contrast to the dlstortlons of carlcatuhe\: )

whlch render the already famlllar even more famlllar the grotesque seems

e

e
o
-~

Lol
P

indeed, to be an artlstlc eXpres51on of an unfamlllar (1 e., allen and

' threatenlng) world though both carlcature and the grotesque may contain

. ]
P

u

R



‘an element of the ludlcrous n26 ' o s

’-

% . The distinguishing Characterlstlcs of the grotesque are thosa

of exaggeratlon, dlsharmony and "the amblvalently abnormal" 27 . The tragic

elements (i.e., in The Silver Tass*e an& The Vlslt) were mlxed with the
\ i

; ludicrous in the 1mage of senseless death and kllllhg, both effects S0

empha51zed as to create the effect of horror. Nor were: the comic

elements exempt from the horrific. Humour, writes ‘;j"T?. Gluth, makes

\

than 1dent1f1cat10n and the purgation by pity and fear is kept from

9 : '
taklng the form of a stean bath of- v1olent emot1ons."2 Yet, as we haVe
‘seen, numour has not dlsarmed or llberated the ten31on, but rather lmpllv

e ﬂ
cated the traglc and the thrlflC Clalre s’ sense of humour, the

_presence of the conic. chatterlng castrati, and the deluslons of the towth

people serve ratner to deepen the sense of the tragedy of. Gu1llen and of

i

$ 111, and to heighten;the horror. Tae dlStOPthnS and transformatlons

b

. can be seen as 51rultaneously humowoggﬂ,and frlghtenlng. Humour does'not

- ‘N~.
functﬁon as™ comic reélief In these" plays. The ComiC“OF faDC1cal elements .

Y
IS

do.’ not create a tone cf llgntness or playfulneSS, but seyve to helghten

‘4

. the. ten51on. In The- Sclver Tassie the preponderance of farcical deV1ces

a

‘are anx1ety creating and are used to ampllry the 1nten51ty in the play

B

It becomes more ominous.and traglc in 1ts effect.. Thus the comic, rathap

than allev1ate the’ horror or -pathos by allenatlng or . dlstancxng the audla
e O .
ence, 'is often more ten31on—produc1ng. '

Kayser found the function of the grotesque to be the attempc
i

’ R
‘to 1nvoke and subdue the demonlc aspeats of the . world 30 This effect of

‘
'

exorc151ng the demon" dOeS not hcwever occur in any of the grvtesque



T
*
%

-

3

tragicomedies examined. Giving shape to the shapeless has not proven
adequate to "manage" the demon. There is neither resolutionnhor relief

from the tension. The comic cannot alleviate or remove theltragic or
horrific'for1it‘fs a part of it--a reciprocal condition fqr it. ‘InuUbu

fo:

Roi, Waiting for Godot, The Sllver Tassie and The Visit the synthesls of

the comic and the horrific both llberates and 1nh1b1ts. Pathos is

A

related to the ludlcrous and the comic is wecd to the hOPPlflC. The

“ 2y

jten51on between the responses (identification vs. alienation) is similar

to that found in "Gallow's numour" in which hoth laughter and tears ave

wln the preced

N

- in-the reactibn t produces, that 1s the ﬁundamental cnaracterlstlc of -

the grotesque

-~

evoked Qﬂf in the end nelther seens ‘quite adequate or approprlate.

.

fhe grotesque traglcomedy tHe comic and the traglc are so.

exaggerated ,hat each becones a source of the hOTPlflC The effeet of

? ambiguity orn of amblvalence_ks related to the sense of shock, horror and

disorientation produced by the grotesque'werld. Both Thomson31 and

Guthke32 empliasized the essenqially acnormal nature of tHe—grotesque and

the radlcal ,eans of presentlng,th;s abnormallty In the plays examlned

B -

ng two chapters tne traglcomlc was largely the result of “

thé harmoniou

-

lntegratlon of hetefogeneous elements and effects‘ fhe

v

or confllct of dlsparate elements. The essentlal crlterlon

of'tbagic edy , that,é% rec1procl§y between dlSSlmllar elements is ma1n~

tainéd,\stt ‘f he enphasls upon dlsharmony, both w1th1n the work and




FOOTNOTES

,

lBernard Beckerman Dynamics of Drama: Theor and Method of”
Y
Ana1251s (New York: Alfred A Knopf, .1970), pp. 140-41.

2Murray B. Peppard, "The Grotesque in Durrenmatt s Dramas,"
Kentucky Foreign Language Quartenl ly, IX (1962) .

~

‘ 3Wolfgang Kayser, The Grotesque in Art and Literature, trans.
~»Ulr1ch Weisstein (Toronto McGraw—Hlll 1966) pp. 184-85,

quorge Santayana, The Sense of Beauty (New York: Modern
- Library, l955) P. 256, : ‘

Wylle Sypher "The Meanlngs of Comedy " Come@z} Meaning and
Form, ed. R W. Corrigan (San Francisco: - Chandler, 1963), p. 23.

)

v Peter Johnson, "Grotesqueness and Injustice in Durrenmatt,"
. German Life and Letters, XV (1962), p. 266, : ' ‘

3

7Ph111p Thomson, The Crotesque, The Critical Idiom Serles
No. 24, ed. John D. Jymp (London Methuen 1972), p. 63.

L]

! 8

A

' Karl S. Guthke Modérn Tragicomg§X (New York: Randbm House, -
‘ . 1966), P The - ~ c _
/ N R .
o 9 . . ' 3 : ! . * . C , M
Kayser, _E._cit., p.'Sk.”\- " . R, '

<

. o 10 Thomas Mann Past- Hasters and Other Papers tgans..H. T; Lowe-
- Porter (London M. Secker 1933), pp. 250-B1. o

w:g;f | v llMlkhall Bakhtin, Rabelals and HlS World, trans. Helene )
~¥:. Iswolsky (Cambridge: M. I. T, “Press, 1965),
?~ '”‘J%; ) |
o 21pi4., po 317, '
B1pia.
St

; ' Alfred Jarry, Letter to Lugne -Poe in 1896 rpt. in Alfred Jaﬁry;
Ubu:R01, trans. Barbara erght (New York. New DlPeCtloﬂS 1961), p. x.

. Samuel Beckett Waltlng ‘or Godot (New York Grove Press, 195&),
p. 23. 3 s T



v
L
<~

" (London: MaeM§llan, 1964), p. 35.
. ?'\£ .

30

16Bec‘kett, p. 12. - ' ;
P - : :

l7Sean 0'Casey, "The Silver Tassie," Collected Plays, Vol. II

e 851
o £
g L
~Ibidd, p. ou.
D N_.i“\: $0
1

~.
~

“Ibid.f
B ~e .
2ORonald Ayiing,‘"lﬁfrodgction" to Sean O'Casey:‘ Mcdern Judg-

ments, ed. Ronald Aylihg:(gondon: \Hagyillan;”l969), p. 23.

.

21Bakhtin,égg, éit., p.A303.,‘15f o ‘ SR (L
22 : 'L AT . g “l‘vl- \‘\\r ' \
o Kurt J. Fickert, . '"Wit ‘and Wlsd?m.ln Durrenmatt"s-Names,"
Contemporary Literature, XI, No. 3 (1971), p. 384. \\‘x\\\\;

- ;23William Butler Yeats,vAﬁtobiography (New York: . MacMillan,
1953), p. 210. =~ - - o

\\ft\\\;

R

N

y ‘ o .
,.2 Kayser, Op. cit., p.-185.

25Friedrich Durrenmatt, "Problems of the‘Theatre,"‘The Yodern
p: _ReadjPs and Documents, ed. Daniel Seltzer (Boston: Little,
> 1967),¢p. 67. o S : - :

'3

2§Robert E. Helbling, "The Function of the Grofesquebin

Duprenmatt,ﬂ Satire Newsletter, IV (1966), p. 13.

27Thbmson, Op. Git., p. 27.

‘28Han§ P. Gldth; "Durrenmatt's 'Visit': ‘' The Play Behind the
Play," Symposium, XVI (1962), p. 1lo00. . ' ‘ ' -

" .
291pid.
30 . ‘
Kayser, Oop. cit., p. 188.
a1, . - ’
-_Thomson, 9p- cit., p. 26.
32 ' . . ‘
Guthke, op. ecit,, p. 75,
I S



LI PR

AFTERWORD, N
The purposes of thls thesis were both theoret1cal and practlcal.
After examlnlng earlier vapieties of, treglcomedy, lt became ev1dent that
contemporary traglcomedy was fundamentally dlfferent and that a deflnltlon
of it as a modern phenomenon was requlred‘\ The definition proposed was

one which reflected’ the lnablllty of mOdeDn crltlcs .and playwrlghts to

~dlStlngUlSh any 1nherent morphologlcal op thematle demarcatlons between :

comedy and tragedy Any dlscu551ons of either of these two genres have

'

been reetrlcted to con51der1ng the effect or functlon of an element 1n

the context -in which it appears Hence, a. context could be 50 structured

that one element could evoke two responses SLmultaneously, the comic and

the traglc ta produce the traglcomlc.

The pr1nc1pal concern of thlS thesis was an examination of how

domlnant method of representatlon employed as to whether the means and
A\ . .

: materlals ‘used reflected a naturali th world a theatrlcel world or the
Sgd “ i

grotesque. While 1y critics have referred to the organlzetlon of- traglv

‘comedy into dlfferent moaes, none’ have actually c1a351f1ed and analyzed

o~

these framéworks in this way. Thus Whlle the categorles auggested hereln

. are not wholly novel, this the31s undertook to present a more detailed and

‘comprehensive examlnatlon of them and thelb relatton to traglcomedy. /

However, because the lmmeéﬁate conoe%n of th thesls was wlth
generic features the analySLs of 1nd1v1dual plays was’ necessarxly llmlted.

N
The references to Spelelc plays served pplmablly to 1llustnete and support

-

\ -

-9



’

the argument} But while the attent;on to the plays themselves was incom-
plet%' the dlSCUSSlOHS presented in the the31s weret made with practical
7 ;. analy51s in mind. - The pOSSlbllltleS of such study suggest. themselves as
a particularly fru1tful area for fuf%her research. Fop example, the
acla551f1catlon of Aofreyev's play, He Who Gets Slapped, as a- theatrlcal
tragicomedy and fho ougéestion of its relation to the* " fool' tradltlon in .

TN - ’\ . ’ s o .
A literature introduced a totally new perspective for its analysis;, Conse-~

ntly the materlal presented in tRis thesms will serve not onl to
i y

~

d‘\e_

the understandlng of modern ‘tragicomedy but also, ideally, t

.

N

* As has been obserVed research into comedy, tragedy or

tlons or way of deflnlnb these terms. The varlous schools of structural~

s

“ism, in their concern with exact and,sc1entlflc (i.e., verlfieble)

- methodology, have %ontrlbuted many 51gn1flcant 1nSlghts znto the natuyre
v £ :
. of ver51f1catlon and, more recently, {Eﬂo narratlve modes Surprlslngly

7

llttle attentlon howeVer has been paid to drama and/or the dramatlc

. genres. With the exceptlon of the work Dyriamics of Drama in which Bernard
A O TR

Beckerman proposes a theory and method of ‘structural analysis for- dramatlp
form drama has been largely neglected and struotural analyses of the -
dramatlc genres v1rtually non- exlstent, At present, regardless of how
objectlve" or dlSClgilned" the drama: crltlc may a*rempt to be, by belng

confined to dLscus ing effect or functlon hlsiétatements must ultlmately,
. {

remaln 1mpress;onlst1c. The dis cu551on of traglcomedy in thls the31s was

. ) { M .
- -~largely nestrlcted to such an approac} The actual examlnatlon of the

¥ -
types o mbdern traglcomedy, hOWeVGP, >ought to lncorporate and implement*

’ N . R
d : . !
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more structural concerds. The very cla531f1catlon into F&pes prov1des a

basis whlch could eventually lead to more sc1ent1f1c and exact analyses.

[

It becomes 1ncreaslng1y«ev1dent tﬁit a structural approach to drama,

»,

455 r

'pagaicularly to the dramat&c genres, lS an area partlcularly essential

and Challenglﬁg for futurewgnvestlgatlon‘ h . S

5 © - ’ ’ »
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