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: ,. Chapter One
introduction

In Ireland, for a few years more, we have

a popular imagination that is fiery- ahd
magnificent, and tender; so that those. of us
who wish to write start with a chance that

- is not given to writers in places where the
springtime of local life has been forgotten,
and the harvest is a memory only, and the
straw has been turned into bricks. .

J. -M. Syngel

* Literary criticisﬁ of modern Anglo-Irish drama
centres, invariably, on the appreciation of the works
of the major figures such as ﬁ. B. Yeats,‘&. M. Synge
and Sean O'Casey. However, there are other less well-
known dramatists whose contributions té the Irish
dramatic movement are also significant. This thesis
hopes to encourage interest in one,0f these dramatists,
" Teresa Deevy. - L

The sighificance o% Teresa Deevy to the Irish
dramatic movement lies primarily in the fact that in
its rélatively distinguished history the Abbey Theatre--
the bastion of the movement--could nqt‘bgaﬁtﬁof a wqQman
dramatist writing about woﬁeh.;_Tﬁe major figﬁres oj\\

th;\movement created heroines who made, and will always

make, indelible impressions on the minds of students

-
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of English literature. Yeats's legendary Kathleen
Ei‘ﬁqulihan will always be the symbol for I?eland in
her struggle for freedom from the- English yoke.'
Synge's Pegeen Mike remains the ébitqmé of the ydung
and wilful Irish peasant girl“ ‘And O'Casey's Juno
Boyle éyﬁbélizes'the iong suffering earth~mother figure
that evokes sympathy in all of us. But the§e and othef

+

heroines were presented- te Irish audiencest and_to the

world at large from the male point of view. .

Lady -Gregory, the only famous woman dramatist g

"in the Abbey, was more ihterested in the establishment

. \ &
of the mythic or folkloric qualities of her heroines.

Thus, Dervorgilla is more'supernatural than natural,

while the women in plays such as Spreading the News

or The White Cockade merely represent Irish traditional

values. TE@ heroines in the plays of Aliqe Milligaﬂ,
a relatively famous woman dramatist, are often over-
shadowed'by the nationalistic and dogmatic tendencies
of their creator. Therefbre, until ;he arrival of
Teresa Deevy on the Irish dramatic scene in the gearly
1930s, there was no outstanding woman dramatist whp

. * L
placed special emphasis- on her heroines. For this

rs
reason Teresa Deevy justifies our attention.
The present thesis will undertake a criticai study

of the wqmen in three plays by Deevy{ A Disciple,

The King gf“ﬁpain's Daughter and Katie Roche. It
¥ :

is important to indicate-at the outset that the
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following is not a feminist treatise, nor is it tenden-—.
‘tious in any mannér. Rather, I shall be intent on’
making-é case for Degvy}s positive achievements at
each point: . While I’ shall mention critical defects
and proﬁlems as I see them, I have made it my dbjective
‘to account for the best of Deevy's achievement within

. oy
the scope of this thesis.

The stuéy of—~these women immediately encounters
a couple of probléms. The first 's.the fact that Deevy,
like Lady Gregory and'a host of other Abbey dramatists,
left us little in the way of commeﬁf either about her
l;fe or her plays. fhe seéﬁnd problem arises from
the sketchy quality of the available biogréphiéél data
on Daev&._ The b%ogfhghical information which follows
in %hé next pafagraghlwas'a;rived at only after careful
.and protracted'cofzaboration with John Deevy, a nephew
of the dramatist who 1is the current trusteeléf the
Deevy estate. |

Teresa Deevy was born on 21 January 1894 in Waterford,
the capital city of County Waterfo;d in Ireland.2 Her.
parents, Edward and Mary (née Feehan), were well-to-do
‘drapery store owners and p;operty developers. Teresa
was the last of thirteen children, three of whom joined
religious orders. ‘Apcording to Joﬁn Deevy, religion i
was a way of life for the family, and his aunt was

particularly religious.~  However, as will be later

seeri, HNer staunch Catholicism does not manifest itself

f
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strongly in her plays. :Fo{lowing the‘death 6f her
father in 1896, ﬁeevy was b;ought up by her mother
.and older sisters. . | ‘ ‘ |
She attended the. Ursuline Coﬂven£ Sc%ool in Water-
.ford, where. she is ‘still fondly remembered by the nuns.>
In 1913, she was admitted into the First Year Arts
- programme at Uniwversity College, Dublin. Déevy took
rst Year Arts courses in English, Fregnch, Irish,
(Z:tin-and‘Logic and was immersed in the -University's
liberal arts curriculum. But she;did ﬁot continue
with her University eduéation, in spite of her eiigi—
biiity to do so, because 0f growing deafness.4 Instead,
Mrs. Deevy arranged for her daughter to study lip-
+  .reading in London ;ndrit'was during her stay there
that Deevy discovered her EFue vocation.
Her family had wanﬁed Her to put her Catholic
education and her piety to-'geood uée-by joining a religious

order but Deevy did not become a nun as her famify

icipated, although she maintained close ties

e Church. .Instead, while in London,‘she made
se of the freedom from family restrictions and
. . . Pl

made numerd>ys radical acquaintances. Her stay in London

also freed her from the strongly nationalistic and
anti-British climdéte in her native Ireland and exposed
her to foreign influences. She frequented the English

theatres and was especiglly interested in‘plays by

Ibsen, Shaw, Chekhov and, later, the French dramatist
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) Jéah—Jacqﬁes Bernard.
éer interest in dréma grew in spite of the fact

. that the medium required a keen sense of*sound as well
as of sight. For Deévy‘had gone totally deaf by the.
time she waS‘twenty—three-years of age. But she manééed
to adapt her handicap to é:dedium in which the auditory
as well as ?he-visuél senses play an important part.
She learned to remain attentive for the duration of
every play and, in a letter written. several years aftér
her sojourn: in London, she déécribéd how sﬁe would
"read the ,plays beforehand," and then "watch them on\

the stage, watching the movements of the actors' lips."S'

i‘In this way she w?s-éble to understand the'dramatzz
and technical aspects of the stage. She returned to -
Ireland in 1919, héving decided to pursue a cafeer'

'§n drama in spite of her handicap. .
She frequented the Dubiin threatres and was
'particularly interes£ed in the activities of the Irish.

- National Theatre Society. The Society was founded

i in 1903 by W. B. Yeats and Lady Gregory and could boast
of such‘acclaimed playwrights as J..M. Syngeﬁ Padraic
Colum and William Boyle. The founding mgmbers, under
the leadership of Yeats, had adopted the aims outlined
in the preamble to the constitutidn_of £n§ Irish

Literary Theatre which the Irish National Theatre

Society replaced:



We propose to have performed in Dublin, in
the spring of every year certain Celtic and
Irish plays, which whatever be their degree
of excellence will be written withs.a high
ambition, and so to build up a celtic and
Irish school of dramatic literature. We

"~ hope to find in Ireland an uncorrupted and
imaginative audience, trained to listen by
its passion for oratory, and believe that
our desire to bring upon the stage the deeper
thoughts and emotions of Ireland will ensure
for us a tolerant welcome, and thdt freedom
to experiment which is not found in the
theatres of England, and without which no
new movement in art or literature can succeed.
We will show that Ireland is not the home
of buffoonery and of easy sentiment, as it
has been represented, but the home of ‘an
ancient idealism.®

By the 1930s, however, most Abbey dramatists-including

Deevy agreed with these aims in theory only. As the

ensuing stqdy of her heroines will convey, Deevy, among
other;!_was interested more in drama than in éhowing
that "Ireland is not the home 'of buffconery and of
easy sentiment.” But in the first ten years of its )
history, the society which was to bring Deevy into

the Irish literary milieu adhered successfully to its
dual policy of polishing the image of Ireland abroad
through a dramatib literature that is marked by a high
degree of literary axcerien;e and of building up a

Celtic and Irish school of dramatic literature.

Plays such as Yeats's On Baile's Strand and

Synge's The Shadow of the Glen, which were performed

"during the first week of the Society's premiere, are

characterized by their 'Irishness' as well as by

i



Jtheir artistic merits.. However, thevdefinition of
Ireland and the Irishman by members of the Society
conflicted w1th that of the various movements for
nationalism.” So that instead of an "uncorrupted and
imaginative audience" that would ensure a "tolerant
welcome" for the Society, this one was comprised of
,nationaiists and government officials on the one hand,
and of apolitical intellectuals‘on the other." 'In the
first place, the nationalists challenged the'Society‘s
rightwto uselthe title it had chosen for itself--the
Irish Natioqel Theatre Society. The followers of move-
ments for netionelism such as the Sinn féin (translated
"ogrselvesﬁﬁgéontended that oniy a theatre usiné the
Iﬂish languege'solely to stage political plays could

be beth Irlsh ‘and National.

Therefore, protests ‘and antagonisms followed the

L g

' performance_or'productlon of some plays by the Society.

-Fér example,'cﬁarges of 'immorality' were laid by the

. .extreme nationalists against Synge's The Shadow of

the Glen. They felt that insult had been added to

injury through the character of Nora Burke, the heroine

o?ﬁ%he play. ©Not only did members of the Society not

use their medium for propaganda'egainst England, but

they defamed the purity of Irish women by showing Nora

-meking plans with her lover while her 'dead' husband
- lies on the bed nearby. The nationalists were blind

~ to the fact that, as Una Ellis-Fermor puts it,
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There was perhaps noWhere in Europe a group

of people qualified as were these by their
genius and by the discipline they had accepted
from their genius, to bring into being again

a living theatre and a poetic drama, and
supported by actors and theatre workers whose
appreciation was such that they went on giving
their services free.

By tHe time Deevy arrived on the scene, such furore

" over the portrayal of the more realistic and human
qualities of the Irish woman had guietened down. Ireland
had won independence from Britain .in the early 1920s

and the mainstream nationalists had been somewhat placated.
Thus, when Deevy dramatized Kaﬁie Roche's flirtations
with her lover, which the heroine hoped would hurt

her husband, Abbey audiences were interested more in

the drama isself than in the consequences to or the
judgements of the reputation of Irish women.

- In the first two decades wf the Abbey's history,
hdwever, the deeply religious Deevy family Jjoined the
Clan-na-Gael movement and the clergy in the denunciation
of Irish womanhood as represented by Nora Burke. But
their objection to Nora Burke remains insign%ﬁicant

compared to the riots that ensued wheﬁ.Syng%)s The

Playboy of the Western World was first performed in

January 1907, which are well-documented in The Irish
Drama by A. E. Malone who was a witness to them. Buﬁ
these riots served'only-to highlight the genius of

L) .
Ssynge's plays and to bring international recognition



to the Scciety and its theatre. As Lady Gregory comments

in Our Irish Theatre,

»
-

we would not allow any part of our
audience to make itself :final judge through
preventing others from hearing and judging
for themselves. We Hhave been justified,
for Synge's name has gone round the world,’
and we should have been ashamed for ever
if we had not insisted on a hearing for his:
most important work.S

r
Despite increésing world-wide recognition, the

protests against the Sgcietybdid not stop. On the

other side of the mo&ement for Irish pationalism were

a group of young Du?}in intellectuals who attatked

the Abbey for quite different reasons. These

intellectuals, made up Qf graduateé of University College

and Tfinity Coliege, Dublin, protested against the

Abbey's parochiélism, its insistence on the produétion

.of only Irish plays. Iﬁeir objection.tolthe Society's -

"Irishness" policy was particulariy.significant since

the rest of Europé was under the spell of the "Vviking"

dramatists--Ibsen and Strindberg. Furthe;more, other

important dramatists.such as Pirandello, Hauptmann,

Bernard and -Lenormand were burgeoning elsewhere and

their genius was recognized in all the ﬁajor dramatic

centres of Europe. Deevy, at the time, was already

familiarizing herself with Chekhov, Pirandello and

Turgenev and supported the complaint against
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parochialism.

Barlier, a prominent member of these intellectuals,

- James Joyce, had recognized the threat of an hermetic

-

Irish culture feeding on itself until it was devoured.
In "The Day of the Rabblement"” Joyce rails agaihst'
the Scciety's insistence on a 'Celtic and Irish' drama-

tic literature:

(Y

The Ifis% Literary Theatre gave out that
it was the champion of progress, and pro-
claimed war against commercialism and vulgarity.
It had partly made good its word and was
expelling the old devil, when after the first
encounter it surrendered to the popular will
[namely, nationalists who wanted the promotion
of an idealized image of Ireland]. Now your _
pepular devil i1s more dangerous than your
vulgar devil.. Bulk and-:lung count for some-
thing, and he can gild his speech aptly.

He has prevailed once more, and the Irish
Literary Theatre must now be considered the
property of the most belated race in Europe.9

Although the Trish Naﬁional Theatre Society deviated
from prqducing plays designed to élease its audience,
it continued to neglect the Qorks of other European
dramatists. The sole motivation‘for this neglect lies
in the belief in a ‘"popular imagination that is fiery
and magnificent, and tender . . . " which Yeats found .
wanting in the works of Ibsen and the Continental
dramatists. However, the Society later acknowledged
Joyce's warnings and produced plays by the European

masters.
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In the meaﬁtime, the Abbey began to experience
the cumulative effects of all the protests and contro?
versies. The years 1911 to 1920, which ended Qith
Deevy's return to Ireland, also witnessed a decline

in popularity of the Theatre in its own home, resulting
in grave f£inancial problems. A brief account of the
imporﬁant events of these ?ears sets the scene for

the introduction of Deevy Eo;the Theatre. Oné of the
founding mgmbers of the Soci;ty, Edward Martyn, had
left over the furore caused by Synge's plays. His
departure meant the loss of a source of considerable
revenue to the Theatre. In.order to relieve some of
its financi;l woes the Society undertoock & tour of
both Britain agd the United States. The British tour
was, according to Malpne, "an artistic'triumph and

a greét financial success.“l0 However, the American
tour which took élace between Sebtember 1911 and March
1912 was unsuccessful. As expected, Irish;American

e . .
audiences were as enraged as their native counterparts

over the 'immorality' in Synge's The Shadow of the

Glen and the use of the word 'shifts' in The Playboy
11

of the Western World.

Moreover, such Abbey leading actors as Maire O'Neill,
éara Allgood and Arthur Sinclair demanded higher fees,
‘while the formation of a School of Acting, first by
the Fay brothers, then by Nugent Monck, served only

to drain the Abbey's financial reserves. . The final



blow came from Anne horniman{ an English woman who
was the Abbey's leading benefactress. © She withdrew
her quite substantial subsidy of the theatre due to
the fact that 1t was open on the night of King Edward
the Seventh s funeral. She demanded the immediate
dismisSal of Lennox Robinson, who was in charge of
productions, from his post at the Abbey.‘“Bbth Yeats
and Lady Gregory refused to comply with her wishes; .
they felt that it would be a great mlstake if the Abbey
succumbed to pOllthS and lost Robinson's unquestlonable
managerial capabilities in the process. Their decision
to rally behind Robinson proved wise for Robinson later
hecame responsible for introducing new dramatists to
the Theatre; Teresa -Deevy was one of them.

As if the loss of a valuable subsidy and rts :
attendant problems were not enough, the artistic quality
of the plays produced by the SOC1et§ also became an

issue. The death of Synge in 1909 had deprived the

Abbey of one of its foremost dramatists and Yeats's

plays were not snfficient.to fill the vacuum left by

Synge‘s death. The plays by the "Cork Realistic"

dramatists, which included those by Lennox Robinson;

T. C. Murray and Seumas Kelly, emphasized only the

harsher aspects of peasant lnfe 12, The situation and
3

the social comment became more important than the char-

acters. Malone comments:
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. The plays at the Abbey began to be derivative
and imitative; the wordt traits cof the more
important dramatists being copies, ... .

"and the so-called' 'peasant' speech reproduced
with the accuracy of a gramaphone record.
This was supposed to ‘be faithful' realism.l3

"A.E." dérislively described the Cork Realists as "this
school.of , Irish dramatists who say they are holding
up the mifror to Irish peasant nature, " but who, in
effecﬁ, "delight in the broken light of insanity, thq
ruffian.who beats his wife, the weakling who is unfor-
' tunate in love, andlwho gogs_and drinks himself to

'death;"l4

Thesé Cork Realists were greatly influenced
by Ibsen and the trend towards realism in literature.
They wanted to banish forever the image of the romantic
Irish peasant advocaﬁea by "A.E.", Yeats, Lady Gregory,
and others. |

To "A.E.'s"™ criticism, J. Bérnard MacCarthy, 5ne

of these 'Realistic’ dramatists, replied in the Preface

to his play The.Long Road to Garranbraher:

To many honest persons the.so-called 'Abbey'
peasant in a serious play is anathema :
They are sunny, well-fed folk, who stoutly
refuse to think that the Irish peasant

is anything else save a good-natured giant
singing at his work all day long out of sheer
joy in existence, and dancing merrily at

the cross-roads of evenings. It is a pleasant
picture: pity it is not a true one -

You have not discovered the real peasant,

and you never will. You have passed over’

the grim passions, the primitive hungers

and desires beneath the crust.
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fBut the overriding emphasis b.y dramatists like J. Bernard
MacCarthy on the physical hardships of peasaﬁt exis;
.tence résulted.in what.can oniy'be.describéd as 5“'
monotony in the form of the.plays and, a- stereotyping

of character. Inltﬁe study of her plays, it will bé

seen that Deevy does not turn a blind eye to the mgre
'reali;Eic‘ ;spects of péé;ant lifé. However, she
dramatizes £he character of her heroiﬁe relativg to

the rural setting; And she parallels the harsh exis—
tence of the peasants with the 'imaginative' attempts

at escape by Peroiﬁes. She théréby avoids the monotony
of form and conventiopality of character that was a
‘feature of the majoriﬁy of Abbey plays in the decade

1910 to lézo. '

“‘Recognizing the threat inherent in a continuation
of the realistic peasant play and the crippling effect
caused by the lack of sufficient finances, Yeats under-
took a ﬁumber of initiatives designed to improve the

: .
situatioﬁ. At the inst%gation of Ezra Pound he turred
to the Japanese Né.drama which-he later called his
‘mysterious art' written for a 'secret audience'.
‘ﬁxplainiﬁé the motives behind his initiative in a letter

to Lady Gregory, he comments:

We set out to make a 'People's Theatre’,
and in that we have succeeded. But I did
not know until wxery lately that there are
certain things ‘dear to our hearts which no
'People's Theatre' can accomplish.l6

y
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In other words, he was beéinning'to.see the stunting -
effects of ﬁarochialism and the insistence oﬁ'ihe perpe;
Fuatlon of Irish culture through the medium of drama
Still, he used and 1n51sted on an Irish basis for the?
plays; thus while the form of his plays during these:
years would reflect the influence of the Japanese No , .

drama, the content would be purely Irish:

A writer is not” less national because he
shows the influence of other countries and

of the great writers of the world. No nation,
since the beginning of history, has ever
drawn all its life out of itself.1l7

Yeats's plea for the acceptance into Irish drama of
'international' influences is of particular significance

to Deevy. In most of her plays, and Katie Roche in

particular, the influence of Chekhov and otﬁgr European
dramatists can be felt permeating the‘basic 'Trish'
situation.

In October 1918, Yeats cooperated with Lennox
Robinson teo found the Dublin Drama League, another
initiative designed to amend the situation. The objec-
tive of £he League was the introduction of féreign

dramatists to Irish audiences:

A Y
Its purpose was to perform plays of inter-
national repute . . . 1ndeed in its ten years'
existence ‘it only produced three plays by
Irish authors, two by Lord Dunsany and
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one- by Bernard Shaw. Instead, it introduced
Dublin to the work of Pirandello, Sierra,
the Quinteros, Lenormand, Eugene 0'Neill,
d'Annunzio, et al; the League's performances
were held in the Abbey Theatre on Sunday

and Monday nights and they eventually became
very important theatre functions where every
seat in the Theatre was occupied.l8

5
Y

In retrospect, the League was an imaginative attempt
to alleviate the monotony in the Irish Theatre. It
bermitted the Abbey to continue wiﬁh its dedication
to a Celtic and Irish'school of dramatic literature,
while providing a valuable training ground in moderh
dramatic techniques for Dublin's young theatre people.
Deevy made amp;é use of the opportunity to increase .
her know%edge of the Continental dramétists and their
works.

| The arrival at the Abbey of Sean C'Casey in the
middle twenties also helped to counterbalance the increa-

sing production costs and actors' fees.  With three

plays~-The Shadow of a Gunman, Juno and the Paycock,

The Plough and the Sﬁars—-O‘Casey rapidly demonstrated
that he was the mos£ controversial dramatist to appear

in Ireland since Synge. Following up on its cooperation
with the Dubiin DPrama League, the Abbey opened a small
theatre, the Peacock, in its own building. The Peacock
wa2s under the direction of the famed actress, Ria Mooney,
and was the site of the first Dublin production of

Ibsen's Peer Gynt by the remarkable team of Michael
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MacLiammoir and Hilton Edwards. Later, in. 1928, these
two¢E§n went on to found the Gate Theatre which intro-
duced Denis Johnston to the theatre world.

Deevy maintained close contacts with all three

Dublin theatres. Her friendship with Lennox Robinson,

who repiaced Nugent Monck as a chief producer of the

Abbey, enabled her to foster life-long friendships

with people at both the Abbey and Peacock Theatres.19

"And she was a good friend of Christine, Countess of

Longford; the latter'é‘husband, Edward, had.joined
both Edwards and MacLiammoir in the running of the
Gate Theatre. Deevy's contact with the Gate was instru-
menﬁai in the dévelopment of her friendship with Denis
Johnston, Shelagh Richards and James Cheasty.20 However,
her relationship with Robinson proved to be more 5ene—
ficial in her attempts at playwriting.

Due to the cumulativg efifect of all these faCtO{i}m

Deevy suddénly found hersedf in a position to write

plays for the Abbey. Among the most decisive factors
¥

was Sean O'Casey's sudden departure from the theatre

amid great furore. His severance from the Abbey had
been motivated by its, and %Ziﬁiggii}l¥*yéats's’ refusal
to produce his experimental “d4nd expressionistic play

The Silver Tassie.21 With 0'Casey’'s departure,‘the

Abbey was deprived of its most popular and most

valuable playwright. Moreover, Yeats's dedication

to the Japanese No drama meant that he became a less
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visible figure in.the theatre. Lady Gregory, tﬁé other‘
limportant member of the Directorate, was forced by
ﬁersistent'illhesses to spend more time at her Coole
Park residencé iﬁ‘Western.Ireland than in Dublin.
Finally, with the cessation of the activities -
of the Dublin Drama League’in 1928, Robinson began
to scout for new talent for the Abbey.‘ He‘kpew of
Deevy'é iﬁterest in Chekhov and‘the Continental
dramatisté; but he urged her to look to her native

Waterford for material and to follow the guidelines

. set out 'in the "Advice to Playwrights who were sending

plays te the Abbey" manifesto:
" C
A
A play "to be suitable. for performance at
the Abbey should contain some criticism of
life, founded on the experience or personal
observation of the writer, or some vision
of 'life, of Irish life by preference,
important from its beauty or from some .
excellence of style’'. . .. We do not desire
propagandist plays, nor plays written malnly
to serve some obvious moral purpose; for

art seldom concerns itself with those interests

or opinions that can be defended by argument,
but with the realities of emotion and
character that become self-evident when made
vivid to the imagination.22

Deevy was already aware of the Abbey's insistence on
an Irish basis for any play it received. But she was
determinéd té adapt her knowledge of‘Fhe Continental
dramatists to the Irish basis in her work;ﬂ The most

striking aspect of the manifesto was its preference



for plays dealing w1th the "realltles of emotlon and
character," that manifest themselves when "made v1v1d
to the imagination."

ﬁs'this study of the women in her plays will
endeavou: to show, Deevy cqncentrates on the.faithful
dramatization of the conflict of various impulses in
the individual and on the more primary conflict between
the individual in question and the surrounding

cemmunity. Her first play for the Abbey, The Reapers,

still unpublished,; is said to have evidenced the

beginnings of such a concentration on charaeter.

Following the first performance of The Reapers on 18
March 1930, Andrew Malone wrofe:

e

Probably the new. dramatlst from whom much

may be expected’ “in the fliture is Miss Teresa
Deevy, whose play "The Reapers", demonstrated
that she possessed a fine dramatlc talent

she did prove that she can create living
stage characters, write sprightly and

natural dialogue and that she has a fine
sense of the theatre.23

This ability to create "living stage characters" dis-—
tinguished her from the bulk of the new Abbey dramatists.
Unlike Paul Vincent Carroll and Pauline Maguire, two
playwrlghts who emerged around the same time as Deevy,
she does not portray stock charactérs such as the
respected priest or canon, or the wealthy landowner.

And her "sprightly and natural dialoéue" becomes even
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more impressivé ip the light gf her handicap. Her
total deafness resulted in thé‘ability to perceive
the intricacies of gialogue and laﬁguage mofe cleariy
than others. Tﬁe following study of her heroines will
*‘show how she makes maximum use of anguége and speech

to reflect the emotioné of her characters.

The Reapers was fqllowed by A Disciple, which
yas produced Qy Lgnno# Robinson on 24 August 1951.24
Deevy's second play for the Abbey, though subtitled

a "comedy in one act, " also evidences her interesf

in the development Qf a chafacﬁer as a result of the
cohflict of‘various internal and external forces.
Chapter two of tﬁis thesis, which Eeals with A Disciple,

will at{empt an elucidation of these various conflicts

and their overall effect on Ellie Irwin, the first

Deevy heroine. It will also discuss the effects of

f .
the comic basis of A Disciple on the characterization
of Ellie Irwin. A Diécigle was followed by Temporal

Powers, which wasrnot publishedl Temporal Powers was

first performed on 12 September 1932 to an enthusiastic
reception; but, as tHe trustees of the Deevy estate

have not released the play, I will withhold comment

on it. \
Deevy perpetuates her coencept cof the "modern Irish
hercine in her third play for the Abbey entitled The

King of Spain's Daughter. This fourth piece, which

* will be the subject of chapter three, was first
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produced by Fred Johnson on 29 April 1935 to an enthu-

[N

: 25
siastic reception.  That astute critic. of Irish drama,
Joseph Holloway, calls the play "a clever little work"
in which the "romantic ideas of a labourer's daughter

are nearly brought to a commonplace end . . . but she

||26

runs away from it all. Holloway's sentiments regarding

The Ki%g of Spain's-:Daughter are shared by Andrew

: a
Malone who calls it "excellent entertainment" in its

"original approach to what might be called an outworn

subject.“27

Deevy's next play ‘for the Abbey, Katie Roche,

i .
is also her mos%gpopular. It was first produced by

Hugh Hunt and with settings by the famed Abbey designer
Tania Moisiewitsch. As I will endeavour to show in

chapter four, the heroine of XKatie Roche is far more

complex than her two predecessors, although she embodies

some of their characteristics. Katie 30che is the
quintessential modern Abbey heroine who, more than T
any other, symbolizes £he Abbey's growing inclination
towards dramatic art and universality, rather.than

”

drama as a cultural statement. KXatie Roche remains

- the one Deevy play that is conétantly revived by the
Abbey Theatre. It was included in the programme of
the First Abbéy Festival which ran from 6th to 20th
August 1938, and was produced during the Thea@re's
tour of America in the late 1930s.

A
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~ . Katie Roche waé followed by the The Wild Goose.

The thfeefact play, which waé first performed on 9
November‘1936,\is set in the seGenteenth century,‘the
pericd of Williamité Rule and Penal Laws in Ireland.
beevy shifts her focus from 'romantic’, rufal lri;h
girls to a young man by the ﬁame of Martin Shea, who
émbodies the symbdlic connotations.of tﬁejfitle, 'The

Wild Goose'. This shift from the heroines’ to a hero

will be discussed briefly in the &oncluding chapter.

The Wild Goose‘is~also.signifibant in thaﬁ;it marked

the end of Deevy's career as an‘Abbey dramatist’ Shé
left the Abbey on her own initiative aﬁd, between 1939
and 1950, she turned to‘Wfiting plays for thg relatively
new medium of radio. The move to radio ié ynusual;

her deafness made it imeossible for her to beér her.

own piays be%ng'performed over the radio. However,
according to Shglagh Richards, director‘of'programming at
Radio Telefis Eireann, she was called upon to give advice
and direct the actors several times during rehearsals.
These radio plays_are listed aloﬁg with others in the -
appendix that follows the conclusion.

Deevy, who never married, wa;‘deeply committed
to-the - Irish theatrical scene. In 1954, her achievements
in'that respect were recognized and_she was elected
to the Irish Academy. of Letters, founded by Yeats,

Lennox Robinson and George Bernard Shaw in 1933, The

Academy, in Richard Fallis' words, "gave a sense of.

o
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.formalizihg the literary movements he‘[Yeats] had nur-

tured-and chastized for generations."28

The Academy
aims-at the promotion of "creative literature.in Ireland"
and the support of "all work of fine iﬁtellectual or
poetic quality written by authors of Irish birth or
descent."29 The Academy's election of Teresé Deevy ,
to its ranks markeg the first s?ep towards recognizing
the contribution by one of the less prominent dramatists
of the Irish Dramatic Movement.

| ﬁefore her death in 1963 a number of Irish critics
also recognized her significance to this cogtinuous

movement. For example, Lennox Robinson, the man to

whom Deevy once said she owed everything, commented:

To my mind she is . . . the most impd}tant dra-
matist writing for the Irish theatre in 1930.

- Denis Johnston grows increasingly disappointing,
an echo of an echo. Teresa Deevy keeping
herself, directly in her line, never swerving
for a moment from her individuality, keeps
her integrity, owes nothing to no-one but
herself.30

And, iﬁ;a eonversation'with Joseph Holloway, the Irish
short story writer, Sean O'Faolain, spoke of his
preference for Deevy's wqug over &ll other Abbey plays
because "she comes nearest the Chekhov technique."

John Jordan, another critic of Irish drama, comments:
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- But the only genuine new voice of the
thirties was Teresa Deevy . . .. The Irish
Theatre has never been the place to look
for the investigation @f human personality
on its subtler levels. Even in Synge the
mysterious human being tends to be less im-
portant than a contrelling myth. Teresa
Deevy, in two plays, the unpublished
Temporal Powers (1932) and Katie Roche (1936)
treated with extreme delicacy the intangibles
of human contact.31

Jordan “in the above quotation points to another aspect
of Deevy's significance; that is, her investigation

of human personality on its subtler levels. The
. . ‘. '
ensuing study of her heroines attempts an interpretation

’

of Deevy's successes and failures in this investigation.
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Chapter Two

A Disciple

Pty

Cominius: I shall lack voice, the deeds
of Coriolanus
Should not be utter'd feebly. It

is held
That valour is the chiefest v1rtue,
and
Most dignifies the haver if it
be,
The Man I speak of cannot in
the world
Be singly counterpois'd.
Coriolanusl
Ellie: ~ . . . Coriolanus . . . Caius,
. Marcius .
' Coriolanus . . . he done things
proper )

trampling on the lot of them
to
The end of his life.

A Discigle2

i

Following the spectacular success of Deevy's

first play, The Reapers, the Abbey difectorate could
not but accept A Disciple, subtitled a comedy in one
act, for production. At that.- time comedies were a
popular feature of the Abbey Théétre repertory. As
Andrew Mq%one'comments, the function of "comedy in
£he Irish Theatre was to be that which Socrates

accorded to the jest, . . . a pleasant interrdbtion
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3 Lady Gregory

from the more serious dramatic work."
was titte first dramatist to provide these pleasant
interruptions. Her numerous comic-farCical plays,

such as Twenty-five, Spreading the News and Hyacinth

Halvey, perpetuate the image of the carefrée Irish
péasant, getting himself into and out of tricky situa-
tions. There is always a happy ending to these plafé,
and there is little or no taxationkon the ihagination
of the audience. -

However,.with the advent of such dramatists as
7. M. Synge, William Boyle and Sean O'Casey, the
-interruptions became less pleasant. Members of the
audience no lbnggr laughed for the sake of iaughter,_

they had to exercise caution:

In all the greatest Irish comedies there .
is always that dubiety whether anything has
hurt: the laugh at Christy Mahon in Synge's’
Playboy or at Denis Geoghegan in Lennox
Robinson's The Whiteheaded Boy must always

. be restrained by a lingering doubt whether
some wound has not been inflicted.4

At times, members of the audience became overly-cautious
and often misjudged the intentions of some of the

dramatists. Thus it was that Synge's The Tinker's

Wedding was fiercely attacked for its portrayal of
nomadic Irish itinerants and for what was perceived

as its total disrespect for priests and the Church.
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And Géorge Bernard Shaw's John Bull's Othér Island was

attacked for what was called English propaganda against
Irel;nd; | |

In spite of the§e criticismg comedies still,
reﬁained popular and most dramatists who wanted to
enter intoc the mainstream of Irish dréma wrote and
" submitted comic plays to the Abbey. Sean.O‘Césey es~
tablished his reputation and saved the‘Abbey from

financial ruin with Juno and the Paycock, his first

comedy. In the early 1930s+Deevy was seeking to esta-

blish her reputation, having found initial success:

Qith The Reapers. Consequeﬁtly, she wrote and submitted
A Disciple and was quickly accepted. However, on
24 August 1931, Deevy's only attempﬁ to court "the
rabblement" ended in failure. All the prominent critics
of the time condemned the play, saying that it was
pointless. | |

Joseph Holloway called it "the maddest farce of
the pantomime rally sort of thing imaginable. All
noise and no sensé."5 Barry Fitzgerald, in a letter
to Sean O'Casey, recalls that A Disciple was "really
very bad, " but that it had "a childish air about it
that made it fairly amusing."6 Iﬁdeed, Deevy found
herself in a predicament similar to that which George

. Meredith describes as follows:
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The aim and business of the comic poet are
misunderstood, his meaning is not seized

upon, nor his point of view -taken, when he

is accused of dishonouring our nature and
being hostile to sentiment, tending to spite- -
fulness and making an unfair use of

laughter.’ : ‘

- She" was accused of writing a play th;h tended to be
more farcical than intellectual. This chapter does
not purport-to deny the farcicallelements in A Disciple.
My intention, instead, is to convey their signifiéance
_in the study of the character of the heroine as well
as +&the importance of the plaf itself in the mainstream
of Deev&'s works.

‘The controlling agent j% détachment. Deevy says
as little as possible and adopts‘an objective stance
in the presentation of her heroine. In a letter written
several years after her Abbey career, she cites the
influence of Chekhov, among others, in her adoption
of this stance of no_n—intrusion.8 .Chekhov himself .
enunciates his stand on the matter in the following

manner: -

Of course it would be pleasant to combine

art with a sermon, but for me personally

it is extremely difficult and almost
impossible, owing to the conditions of tech-
nique . . .. When I write, I reckon entirely
upon the reader to add for himself the sub-
jective elements that are lacking in story.9
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N
. Naturally, a number of problems arise with the main-
tenance of complete objectivity. It actively invites
'judgemént‘of the actions of the heroine;.but these /
Judgements cén be-ﬁade only when the author hints at
or subtly suggesfs where his sympathies or where his
criticisms lie. For instance, despite Chekhov's claims
to objectivity in his plays, it is elear-that his
sympathy lies with the three sisters in the play about
them rather than with the new sdcial force that over-
whelms them. And there is ﬁore than a hint of sarcasm

in his voice when he writes about Lopahkin in The

Cherry Orchard. Thus, when.making a judgement, the.

audience tends to support his view.

In A Disciple, however, Deevy takes this stance
of non-intrusion to.its limits{ she does noﬁ help us.
to arrive at a jgdgement of Ellie Irwin. Our. judgement
is up to us; it is based solely on individual interpre;
tation. At a first glance, Ellie Irwin appeafs to
be nothing more than a crazed adolescent whose iﬁagina-

N

tion runs away with her. But, underlying this, is
an impression that her plight is genuine and that she
should be taken seriously. Thus, we do not kﬁow whether
to laugh ét Ellie or to sympéthize with her in her
unhappiness. This uncertainty makes us uncomfortable
when making judgements, and I believe it is at the

‘root of the initial criticisms of the play.

W
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The opening scenes of the play suggest, that E;lie

is not happy with her present life. She had been taken

in as an orphan by Mrs,

Maher who brought her up to

be her maid. The 51xteen—year old Ellie is character—

1zed by an. air

manner (p. 29).

of smoulderlng fury" and a "contemptuous"”

This often breaks into a criticism

of evervthing around her:

Y

Mrs.

Ellie:

Maher !

Ellie:

Mrs.,

Maher:

Ellie:

What did you want taking .this
Ramshack? -

Ramshack? A real answer to

‘prayer! I had promised five

shillings to Saint Anthony's
Bread if he'd find me a house
in thaq right place--

Right place! A bit of a lane
between mountain and bog

and it flooded more often than
dry!

Between county and town, exact
what I wanted--convenient for
them that do be motoring to the
town', and locking always for good
cooks. Five shillings I promised,
but I gave six pence more so's
he'll send they'll stop here.

Five and six I paid out--I'll make
that up egsy, and no need to stir
ocut of my lf from the fire. The
girls glad enough to come here and
they looking for a job.

Often I look at the ones that

come here: women with life in
them, and all they ask to be took
by someocne till they're too old

to be took at all. Then to draw
the old age, and sit on the bench
and the' sun shining, and shivering
when the sun don't shine, and
spying on one another. Often I

. look at them.

(p. 30)
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Ellie criticizes their slum-like dwelliﬁg as well as
fhe numerous women who éome té MrS. Maher, a kind of
rural Irish pefsbnnel manageress, for work, usually"
as maids.

In her‘opinion, they are only tu£ning the res-
ponsibility for their lives over Eo the hands of their
Prospective employers. Ellie's dissatisfaction with
her life parallels the unhappiness and genéral loneli-
ness of a number of other heroines seen at the Abbey.

Mary Bruin in Yeats's The Land of Heart's Desire,who

is said to be "restless and ill at ease" with her
© surrounding environment, .is one of the earliest
examples.9 Another, perhaps more well-known example,

is Nora Burke in Synge's The Shadow of the Glen. Nora

often contemplates the futility of her life and attri-
butes it both to her marriage to the much older Dan
Burke and to her isolation from the rest. of the world
due to living in the Glen.lO ‘However, Synge gives

us the reasons for Nora's unhappiness through a less
than attractive painting of Dan Bufkerand a constant
iteration of the loneliness of living in the Glen:

On the other hand, any attempt at justiffing Ellie's
discontent is temperedfby the comic frqmework in which
Deevy deals with it. N
Deevy's primary intention is to make her audience

laugh. Therefore, Ellie criticizes the slum-like house

and the women who came to look for work in a language
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that is meant to induce laughter in the audience rather

than sympathy.A-Yet'ELlie's unhappiness is such that

she would like to leave Mrs. Maher and her duties as

a servant, ﬂust as Nora Burke's lonéliness prdmpts

her to look fﬁr means to remedy the situation. "Nora's
opportunity to escape presents itself with the entrance

of the tramp, with whom she .leaves at the end of the

play. Ellie, however, first takes refuge in her 5
imagina;ion. This coﬁrse of éction in itself denies

_whatever pleasant interruption the play intends to ,
. F

generate. This resort to the imagination indicates

that all is.hot as pleasant as we have been led to
bélieve. A number of psychologists testify to the

1ink between.unhappiness or discontent with one's life
and the recourse to the iﬁagination. Freud, for example,

elucidates the matter as follows:

We can begin by saying that happy people .
never make phantasies, only unsatisfied ones. o
Unsatisfied wishes are the driving power

behind phantasies. Every separate phantasy
contains the fulfilment of a wish, and

improves on an unsatisfactory reality.ll

By taking refuge in her imagination, Ellie defines ' K\_/)
an alternative way of life and tries to use it to escape
from her present one. She dreams of a life of heroic

Ty . ‘.

grandeur and then longs for it.
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Moreover, she defines the nature of this heroiq
grandeur for which she craves. Ellie equates Heroic
grandeur with Cor%qlanus, the protagonist in Shakes--
peare's play of the same- ame. This equation stems .
from the irreparable jolt she received during a per-

formance of Corioclanus at a nearby convent school two

years before. The initial reaction to Ellie's equation

is laughter, more especially the kind which Bérgson

-

describes as "an unavowed intention to humiliate, and

||-‘L2

conseqﬁehtly to correct our neighbour It

—
arises out of a sense of superiority over Ellie who

grotesquely chooses & less than heroic figure as her
hero. The action of the first two acts of Coriclanus
centres primarily on Coriolanué, the brilliant military
strategist; and on the execution of his ideas in his
campalign against Tullus Aufidius and the Volscians.

His friend and mentor, Cominius, articulates the admir-

ation he has earned as a result of his victory:

Cominius: I shall lack wvoice: the deeds
of Coriolanus ‘
Should not be utter'd feebly. It
is held ; .
That wvalour is the chiefest virtue,
and
‘Most dignifies the haver: if it be,
The man I speak of cannot in the
world .
Be singly counterpois'd.l3
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But the main thrust of the play emphaéizes the
destructive results of Coriolanus' tragic flaw, his
excessive hubris. Menenius indicates the extent of

Coriolanus' pride:

Meneniu$: His nature is too noble for the

world

He would not flatter Neptune for
his trident

Or Jove for's power to thunder.
His heart's his mouth

What his breast forges, that his
tongue must wvent;

And, being angry does forget that
ever

He heard the name of death.l%

Menenius' words prove to be too true as éoriolanué
fiaunts his pride in face of tHe citizens. They, in
turn, manage to convince the Senators to banish him.
Coriolanus' pride and anger with his rejecﬁion by fellow
Romans prompt him to join Tullus Aufidius and the.
Volscians in their attack on'Rome, with disastroué
results. He recoggizes his tragic flaw towards the

end of the play but ié is already too late. ﬁe vacil-
lates between allegiance to thé Volscians and love

for Rome and his family, and his final éttempt at a
reconciliation of the two divergent factions culminates
in his death. Thus, Cofiolanus is not the figure one
would ordinarily look up to. But, as far as Ellie

is concerned, Coriolanus exemplifies pride and valour,

two qualities she admires most: "Corioclanus
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Caius, ﬁércius, Coriolanus . . . he done things
proper ; . . trampling on the léx of them to‘the end
of his life" (p. 31).
She appoints herself his diSciple“énd vows to

defend him'agéinst any criticism. Thig implies that
any laughter at Ellie's equétion should be checkeﬁ,
singe she is obviously serious. But we are left in
doubt as to how Ellie arrived at her heroic pgrceptioﬁ
of Coriolanus. Deevy does not indicate whether Ellie
misinterpretéd the actionlof Coriolanus or not; nor
does she give pointers as to how her heroine came to
Qisregard the tragic qualities of Coriolanus' character.
She merely raises this doubt of the authenticity of o
Ellig}s ideal and leaves it up to hef audience to inﬁer—
prét.' But shé had already made us uncomfortable by
the initial juxtap05itioh of Ellie's grotesque eguation
with her seriousness in doing so. Holloway and
Fitzgerald chosé.to cite it as another one cof the
nonsensical aspects of the play. However, Deevy's
total'objectiﬁity as regards her heroine's interpretation
of Coriolanus implies that such inferpretation was
deliberate. Ellie chooses Coriolanus as her hero,
and, in\the burning ambition to reméin his true disciple,
she refuses to concede to any flaws in him.

| Ellie also wishes to negate the more realistic
or ordinar§ aspects of the whole Coriolanus episode

in favour of a more romantic or extraordinary viewpoint.

v o

©
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Her idégz’of Coriolanus is romantic, in that he epi-
tomizes the‘Shellyean‘concept of‘the individual non-
conformist_with a sense of superiority'over others.

Consequentiy,&Ellie Qiews his hubris, the tragic flaw

that results in his downfall, in a positive light.

A similar situation arises in The King of Spain's Daughter,

when Annie Kinéeg&a disregards the facts about_the

. wedding launch in favour of an interpretation that

is more symbolically viable for her. The positive
gqualities which Ellie recognizes in Coriolanué"character
represent the standards towards which she must strive;
that is, if she is to escape from the dejection with

her life as a maidland from the religious conservatism .
of Mrs. Maher.

Ellie first directs herienergies towards the
identification of Coriolanus' valour and pride in certaiﬂ
members of her community. Charlotta Burke is her first
candidate. She worships Charlotta Burke, the actress
who played the title role of Coriolanus at the Convent
production of the play, in much the same way that she
worships Cpriolanus. .

The tendency towards the @worship of a female
figure is also characteristic of Katie Roche. 1In both
cases, an heroic_female figure.represents the 'norm'
'towards which the heroines strive in order to

actualize their longings. To Mrs. Maher and the rest

of the community Charlotta was a "sinful, bad creature"
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who scandalized both ﬁer parents and tﬁe.nuns at the
conﬁent school by taking to fhe stage (p. 35). To

Ellie, however, Charlotta is pfacticaLly the female
equivaleht of Coriolanué, "the kind of person made

for the world to be under her feet" (p. 35}. She admires
the actresé{s pride in her chosen.éocation and finds
confirmation of this pride and the courage to stick

to it both in Charlotta's defiance of parental and

religious authority and in her suicide: ¥

Ellie: The nuns wouldn't leave her wear
men's clothes, but she made up
for that: no one could take
their eve from off her face:

-she carried the house, ~-'twas
only a room, but she carried it
easy: no one in the end but was
cheering for her--

" Mrs. Maher: A pity but she gave heed to the
voice of God--

Ellie: - They thought to make a nun of her,
. thank vyou, says she, and went to
London, and on to the stage—-
and done well. “

Mrs. Maher: Done well! God forgi#e you,
Ellie Irwin! And she--

Ellie: Done fine--and took poison!
(Mrs. Maher groans).

Stasia: Look at that .now! That was a
* mistake for her, the creature.
Unbeknownst it might happen--

Ellie: Took poison for to do away with
herself.

{(p. 36)
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Ellie sees Charlotta Burke's suicide as the fittigg end
to an ;heroic' life; In her defiance of the Church
and the community, Charlotta actualizés the héroic
individualism which Ellie had found in Coriolanus.

Ellie's admiration for Charlotta's suicide con-
trasts sharply with the_response of Mrs. Maher and
the rest of the community. They realize that the Church
does not condone suicide and, in'fact, judges it to
be a sin. They, therefore, feel little or no sympathy
for Charlotta. Moreover, théy are shécked at Ellie's
eéuation of suicide with courage. Bgt-Deevy does not
take their side against Ellie. Once again, she sets
up two opposing points of view without supporting one
against the other or compromising them. She leaves
that decision up to the audience. As Irish Cafﬁolics,
both Holloway and Fitzgerald were shocked at the
impudence of Ellie Irwin in suggesting that suicide
is qommendabie. They were even more critical of what
they perceived to be Deevy's failure to show, in one
way or another, her disapproval of Ellie's eguation.

In their dismissal of Ellie; however,wgoth critics
fail to realize the profundity of her discontent and
her willingness to go to great lengths in order to
acknowledge the alternative situation to that in which
she finds herself. As far as Ellie is concerned,
Charlotta Burke and the example she set is an alterna-

tive. The other two heroines also look for alternatives

=]
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iﬁ their efforts to define their preferréd éxistence.
The following chapters will aléo showlthat these alter-
natives often bring the heroines in conflict with
members of the community. In spite of ridicule and
intense pressure from Mrs. Maher.and the oﬁhers, Ellie
aoes‘not relent in her world view. Indeed,-sﬂe decides
that Charlotta Burke will be the standard by which
she will judge the female members of her community,'
while the men are to be set againSt Coriolanus.

Her first candidates in this respect are Mr. and
‘Mrs. Glitteron, an English higﬁ-society couple whose
jet-set activities are reported constanfly in the
newspapefs; the latest news centres on their impending
divorce. -Mrs. Maher and Stasia Claremorris, being
the staunch Roman Catholics théy are, wou-ld rai;hér
not hear of the couple's activities. And they fear
the scandal and disgrace to the community that would
ensue from the divorce proceedings. However, it is
preéisely the jet~set life of the Glitterons and their
"unconventional” divorce proceedings that attracts Ellie
to them. |

Ellie thinks that the Glitterons are courageous
because they turn a deéf ear to the malicious rumoufs
and gossip about them. In other words, they turn their
kack on the morality of the small Catholic'community

of which they are a part. Like Coriolanus and Charlotta

Buirk‘?the Glitterons are filled with a sense of pride
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or'importance; this contrasts greatly with the passivity

and fear that characterize the likes of Mrs. Maher
A

and Stasia. Ellie talks wistfully;about the jet-set
pace of the Englié? couple and compares it to the humdrum

life she leads: v . | o - ‘

Ellie: lBy private airie-oplane they went
after the wedding from-London to
Paris, and that not six months gone,

\ and them through and done with
: theirselves, and wanting someone
3 new.. 'Twould pierce you. Like

] fire they do be darting here and

' darting there, and we moulding
our life away with every day the
same shadow falling on the flag--!

Mrs. Maher: To save my soul by doing no harm
is what I puts before me--better
than flying into the mouth of the
everlasting fire.

Ellie: If the- tikes of them knew how we
lived they'd laugh! They'd say

- what was we but worms!

(p. 32)

Once more Ellie articulates precisely what she‘;buld
like to get away from and the language she uses/is
meant to heighten the comic effect. Ther pronunciation
of "airplane", and her alliterative use of "darting"
are the surface humour beneath which is the pathos
implied in such terms as "moulding away" and "worms".
Ellie is convinced of the superiority of the

Glitterons anﬁ, since she has not actually.met them,

begins to imagine what they loock like. She envisions
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Mrs. Glitteron to be a highly sophisticated, well- '

dressed, or refined lady whojs marked by an intense

'

pride and single-mindedness lat is reminiscgnt of
Charlotta Burke. Thus, when Stasié tells her of the
imminen£ arrival of Mrsf Glitteron, Ellie becomes wildly
excited. Apparently she hopes-thai Mrs. Glitteron

will look 'kindly on her and, perhaps, felieve her of

her present boredom. However, Ellie ié totally unpre-
pared for the disillusionment that awaits her.

Mrs. Glitteron turns out to be a cheap, wvulgar

. . e .
- woman whose class and racial conscicusness manifests

itself in her
" Stasia for so
husband; then

be williné to

attitude towards others. She reproves
much as having accepted a ride from her
she offers bribes to anyone who would

spy on him:

Ellie: Spy! You spy!

Mrs. Glitteron: Who are you?

Ellie: Who's yourself? No great'
shakes by what I'm hearing
now.

Mrs. Glitteron: How dare you--I'm Mrs.
Glitteron

Ellie: Mrs. a while don't make you -

' his equal! With your
spying and your bribes!
. Stasia: isht now! Oh whisht!
Ellie: | Whisht rself! The likes

of her to be~paired with a
Coriolanus of & man!
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'Mrs. Glitteron: Remember your blace!——
Ellie: I remember me pride!

Mrs. Glitteron: You're an ignoraﬁt, impudent
: little thing--

Ellie: I see you now! Mrs. a while
£ill you're thrun out. .
{shrill)
+ Mrs. Glitteron: You'll be sorry for this!

Ellie: , A twisting little worm eating
' at him--

Mrs. Glitteron: You'll suffer!

Ellie: A crawling little midget
biting at him!

Stasia: ' Let you stop!

Ellie: A treacherous old reptile

turning on him! and I putting
the like on you of Miss
— Charlotta Burke!
(pp. 37-38)
Deevy obv10usly wanted her audience to laugh at this
flerce exchange of words between the two women. She
intended the comic effect to be engendered by Ellie's
disabpointment in Mrs. Glitteron and the language she
uses to articulate it, and by Mrs. Glitteron's social
‘affectation and its exposure by Ellie's outbufst.
But the force of tbe insults which Ellie levels'
at Mrs. Glitteron, and vice versa, elso sﬁows how hurt

she is.. Dramatic irony reveals the pathos that lies

beneath the humour. The situation parallels that found

towards-the end of Chekhov's one act farce, The Weading.
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Mrs. Zhiagalov's disillusionmeht with Revunov, whom she

thought to be a five-star General but who turns out

to be a mere naval Commander, results in a revelation

of the real intentions of both parties:

Mrs. Zhiégalov:

Revunov:

Mrs. Zhiagalov:

Nyunin:
Revunov:

Aplonbov:

Revunov:

If you aren't a General, why
take the money? We didn't
pay good money for you to
break up the happy home!

{bewildered). Pay what money?

You know very well what money.
You got your twenty-five
roubles from Mr. Nyunin right
enough. (To Nyunin) You should
be ashamed of yourself,

Andrew. I didn't ask you to
hire something like this!

Oh, I say, cut it out. Why
make a fuss?

Hired? Paid? What 'do you , - .

mean?

I say; Jjust one moment--—

You did receive twenty-five
roubles from Andrew Nyunin,

I take itz - ' o

Twenty—-£ive roubles? (The
truth dawns) So that's 1it.
I see! What a dirty, rotten ¢
trick!1> :

The irony involved reveals the hypocrisy of the

Russian gentry and the dismissive attitude which its

members adopt towards anyone who is not'bf their class.

Similarly, while Mrs. Maher and others,iaugh at the

deflation of Ellie's expectations, they also betray
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an incapacity for understanding the extent of her plight.

Following her disappointment in Mrs. Glitteron,

Ellie pins all her hobes'on Mr. Glitteron; she spends

quite some time wondering what he loocks ljke:

Ellie:

. . . I don't know what would he look

like? . . . a man with a great set to
his shoulders for sure.

(p. 31)

Ellie is particularly impressed with Mr. Glitteron's

reputation as a ladies' man and also with his numerous

marriages:

‘Ellie: .

-

The first one died right, the
second he threw off from him. There -
was one--I1 disremembers what number--
that he followed by land and 'sea, and
got the better of her too in the end

. .. And now, I don't know how it'll
be. (Turns the paper over). How well
I never seen his photograph, but ever
them racers that do be getting killed.
Dead they likes. a man to be, better
than living the way that would make
your heart burn out with longing to
set eyes on him!

(p. 31)

But Mr. Glitteron turns out to be an even greatef

disappointment than his wife had been.

In the first place, he is-much“oléer than she

had anticipated, and of mean, small stature:
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he is bent and withered and his voice
is cracked and wheezy. As he stands just
inside the door leaning on his stick, coughing,
and looking round at them all, he seems to
be on the point of crying., Ellie is open=
mouthed.

(p. 40)

Furthermore, he is as materialistic %Pd class—conscious

as his wife. The couple argue on such issues as the

ownership of their car and Mrs. Glitteron's fur coat:
Mrs. Glitteron: I'm going!

Mr. Glitteron:  (Shrill) Take off those

- _ things I gave you! Take

off that coat I paid forl

Mrs. Glitteron: Shut up! {(He snatches at her
‘coat, she%pushes him so that
he . falls back on to the chair,

and she hurries out, bangs
the door. Mr. Glitteron
almost falls off the chair
and catches wildly at Ellie
for support}.

Ellie: Leave go! --Remembering you
' paid for the coat!

Mrs.-Maher. A wonder -but you'd hold up
. the gentlemen! --{supporting
‘Mr. Glitteron).
4
Ellie: That! --(an angry gesture).
(p. 42)

Ellie realizes that Mr.‘Glitteron is not "thé Corio%ipus'
of a man" she had imagined him to be (p. 39). He is,

in fact, a weakling, éhapacterized by a total
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dependency on the women around him.
Ellie's disillusionment with the Glitterons is
reminiscent of that of Pegeen Mike with Christy Mahon

~

in' Synge's The Playboy of the Western World. The re-

appearance of old Mahon towards the end of the third
act of the play falsifieg'Chris£y's tale of patricide,
by whichlhe had become a hero in the éfes of the Aran-
Islanéers.' It, therefore, sets in motion the process

by which Pegeen and the rest of the Aran society reject

Christy:

Pegeen: I1'l)l say a strange man is a marvel

R . with his mighty talk, but what's

: a squabble in your backyard and
the blow of a loy, have taught me
that there's a great gap between
a gallous story and a dirty deed.
(To_men) Take him from this, or
the lot of us will be likely Eﬁt
on trial for hisdeeds today.l6

Pe%éen Mike is as.bitterly disappointeq ?ith Christy

Mahon as Ellie Irwin is with the Glitté;gns. But that
is a® far as the parallel with Synge's Playboy goes.

For, while Pegeen Mike immediately attains maturity

or a new sense of self following her realiza;ion of

the ‘discrepancy between illusibn and reality, Ellie

Irwin insists on the actualization of her dreams.

As will be seen in_the study cf the next two héroines,

this insistence on the materialization of ideals cor

dreams is a unique feature of the Deevy heroine.

W’W(Mr T e——
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Moreover, in A Disciple, it acts to heighten the comic/
‘farcical effect in that it is a reépetition of a parti-
cular situation. WNorthrop Frye récognizes this

principle of repetition and its relation to humour:

The principle of the humour is the principle
that unincremental repetition, the literary
imitation of ritual bondage; is funny. 1In

.a tragedy--Oedipus Tyrannus is the stock
exanmple--repetition leads loqlcally £
catastrophe. Repetition overdone or not

going anywhere belongs to comedy, for laughter
is partly a reflex, and like other reflexes

it can be conditioned by a 51mple repeated
,pattern

In A‘Discigle, humour is engendered by Ellie's determina-
tion. to resume her queét among certain figures in her
community for "a Coriolanus of a man," or a man with
spirit--this in spite of earlier failurds. The picture
that emerges, however, is that of a disturbed girl
whose failures only intensify her attempts to escape
from the source of her discontent. . |
Consequently, Ellie turns her thoughts to Jack
the Scalp, a murderer on the run from the police and
a terror to the community. The whole Jack the Scalp
episodé, though farcical, explicitly bears outlthe
dark side'of the humour. Jack derived his nickname,
"the scalp", ffom the manner in which he scalped the
heads of his murder victims, a technique, it is said,

he "learned from the Injuns” (p. 36). This in itself
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is farcical for native Indians afe notAg part of the
Irish scene. Before her disillusionment with the
Glitterons, Ellie had shown little or no interes£ in
thé activities of Jack thé Scalp. ©On the other hand,
_ Mrs. Maher always voiced her fear of his breaking and
entering into her home. When Jack creeps in on the
argument between the élitterons, threatening death

to all, Ellie comments "we héve a man in it ndw"

(p. 44). 1In other words, Jack now epitomizes the man-
hbod and valour she had expected but failed to find
in Mr. Glitteron.

In her Qpinion, chk is as valorous as Coriolanus,
primarily because he terrorizes people, murders and
scalps. Weihave a farcical bﬁt pathetic situation
that arises from Ellie's inability to differentiate
individualism from down-right criminality. We laugh
at her pecaﬁse we recognize that.Jack is a c¢riminal,
while Ellie does not. However, Ellie sees Jgck/as
~a hero only in so far as it will serve her pufpose;
that is, to escape. Thus, while the others retreat
into an adjoining room for fear of their lives,'Ellie,
unabashed, remains with Jack. She even implores him
to tell ﬁer of his pursuit by the police; he obliges:

y

Jack: Like at daybreak this morning I near
died with the laughing. They were
stealing round the old shed they
thought I was in, and myself looking
down from the rock above--each was

-
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waiting for the other to be first
into the shed, and the thought of
each one of them--to save his own skin.
They ran off in the end. .

Ellie: Ha! Ha! Twelve armed men running
from you!

(p. 45)

As the above quogation suggests, the fact that Jack
.is a source of terror to the community and to the police
reinforces her admiration for him and her growing per-
ception of him as a brave Coriolanus. She does not
relent in her worship of extreme individualism.

She actually insists thaé Jack li&e up to her
new image of him. As far as she is concerned he is
no longér Jack the Scalplbut a éecond Coriolanus who

has come to her rescue:

Ellie: Here's for you Marcius. (She has
pulled the broken cover off the coal
box and holds it out to him--for a
shield) -

Jack=: Marcius? Jack's my name.

i -
Ellie: Marcius is a name I iikgs. Hold that
before you (the shield). :

Jack: (Taking it). Jack the Scalp--
(threateningly). A name that brings

fear to all.

‘Ellie: Caius Marcius Coriolanus--(then, in
dismay)--you're cut and bleeding.
{There is blood on Jack's wrist).

(p.- 44)
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A 'similaxr situation to this can be found in Ibsen's

Hedda Gabler, where Hedda insists that Eljert Lovborg

livelup to her conceptualization of him. His failure
to do so constitutes one of the factors that prompts
her suicide. Ellie does not take so drastic a course
of action as suic¢ide. Realizing that Jack is not abouﬁ
to accede to her intefpretation of him as Cofiolanﬁs,‘
she concentrates her energies on escaping with pim.
Understandably, Jack loses his composure beforg
‘this teenager wh&, despite her knowledge of his record
and his reputatidn, is willing to risk all aﬁd spend

the rest of her life with him:

Ellie: I knows a place; they'll never f£ind
us. We could stop for months,
- together, safe. (Turns quickly, gets
her coat. When she turns back again
Jack is pointing the revolver at her).

Jack: Clear out.of this! Go inside.with
them! TI'll blow out your brains!

Ellie: (Fastens up her -coat). I knew you'd
come. I was pining for you. A man
like yourself (close to hlm regard-
less of ghé weapon) .

Jack: (Lowers the revolver). I
What is it you want of me7

Ellie: A man WLthout fear.

Jack: I . . . 1Ihad no deallng with a
woman ever.

(p. 45)
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Jack is‘determir_led not to be followed ?f‘a girl with
them pieréing eyes . . . " (p. 46)}; and, as Temple
'Lahe'éomments with reference to the dramatic irony,
Ellie's "threat to follow him over the world affronts
and terrifies him."18 Ellie, on the other hand, realizes
that Jack is not the romantic individual she had
imagined him to be. He is as conservative as Mrs.
‘Maher and the rest of the community in that he calls
himself "a respectable man"_and professes that he has
"had ne dealings with a woman ever." CE

Fearing the loss of his 'respectability' thrqugh'
association with Ellie, Jackrfinally runs out into -

the arms of the police:

Jack: . . . Leave me go while I can!

‘Mrs. Maher: To the jaws of death? The police
are outside.

Jack: | What matter about the police if
I gets away from that danger.
" Stasia: Sure what would Ellie be doing
to you?
Jack: - (Bitterly) She'd follow me

through weal and through woe!
She'd cook my food, and stop by
my side, and share a bed with me
in the heather--with me, that
was ever a respectable man!!

(p. 46)
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Jack's claim to respectability now éonfusgs_us. It ap-
'peafs that the criminal would now join forces with

us in oﬁr attitude of superioritf téwards-Ellie. The

- Jackithe Scalp episode %s drama which, ag J. L. Styan
describes it, " mpelé the gpectator forward by stimulus
- to mind and heart, tﬁen distracts him, muddles him,

so that time and time again he must review his own

activity in watching, the play." The féct that it
is a repetition of an earlier ‘situation plus ' |
the nature.of the action in itself, impels the audience
fowards laughter of the type‘which Bergson describes
as a "corrective" instrument. But the final outcome .
of the episode is such that we become muddled énd frus-
trated. |

To make things worse, the playwright does not
come to our rescue by taking one side against the other.
Instead, she remains aloof; leaving her audience to
add whatever subjective elements there are in the play.
This impetus towards laughter, .then frustration and
~Iconfuéion at the outcome,.are reéponéible for the rejeé;
tion of the play by both Holloway and Fitzgerald and
for the poor reception of the play on its first perfor-
mance. Members of the Abbéy audienceé usually judge-
a play- on the basis of their réaction to it, rather

than taking into account the author's dramaturgy. Thus

it was that Synge's artistry in The Playboy of the

Western World was overlooked in face of the vehement




57
-]
condemnation of its vision: Of course, the criticism

of A Disciple was not on the same level or not as vehe-

ment as that of The Playhoy. But Deevy learned her

lesson and, as will be. seen in tﬁe other two plays,

she is very much on the side of her heroines so that
it becomes easier to arrive at any judgements'which

the surface objectiﬁity mightigﬁvite.

Jack's identification with the forces of conser-
vatism marks the turning-point of A‘Discigle for the
darker aspects of the humour become more prominent.
Ellie laments the loss of‘manhood or individualismq

which she had seen in Ceriolanus and Charlqtta Burke:

Ellie: . . . There is no MAN living now.
Small wonder any woman to take
poison. Them were best off that were
born in the past. Why weren't I
born in a brave long-ago time?

.  (p. 47)

Her sympathies lie with women like Charlotta Burke,r

who took poison in order to escape from a world iackiné
4in ideals and in coufageous men. And her final

guestion is, in essence, the articulation of the longing
for grandeur or heroism which also characterizes the
other two heroines. With her lament, Ellie seems to
realize the futility of her efforts to actualize her
dreams. It can be presuméd that she attains a new

maturity which evolves from her awareness of the
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necessity £o extriéate hersel% from the "ramshack"

existence she loathes. I can‘only say 'presuméd',

for Deevy prefers not to indicate Ellie’'s next course

of actidn. This hon—rognded ending is also a feature

of the other two plays. 7Tt invités speculation and,

therefore, the active.participation.of the spectator.
.Deevy's invitation to aétlve lnvolvemept in the

action of the play is very laudable and Abbey audlences

greatly appreciated her efforts in thls respect in

her two other plays. However, the fact that she

subordinéﬁed the dramatization of her heroine to the

- comic- structure of this play resulted only in criticisms

and negative reviews. But the 'Deevy heroine' and

the dramatic techniques by which she was to be developed

first appear in thehcharacterization of Ellie Trwin.

It is, therefore, necessary to understand her before

progressing to the study of Annie Kinsella and Katie

Roche.
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Chapter Three

The King of Spain's Daughter

"Then the wet winding roads

Brown bogs and black water,

And my thoughts on white ships

And the King of Spain's daughter."t

A total of four years elapsed between the date

of the first performance of A Disciple and Ehat of

The King of Spain's Dauéhter, which premiered on 29
April 1935. Within those years Deevy wrote Temporal

Powers (1932) and recouped_some of the losses incurred

by A Disciple. Temporal Powers——which; as I have already
menticned, wag not bubliéhed-~was s0 popular as to
win the first prize at an Abbey playwriting competitien.
This success méént that the next play by Deevy was
~eagerly anticipated; and whén it was first performed,
the Irish drém& E;itics hailed it as one of the best
‘plays in the Abbey. for 1935.°

The favoufaﬁle‘receptioh of the play was due not
only to the unuéUél treatment of a éommon theme--the
coﬂflict of illusion and feality——but aléo because
Degvy appeared to be in better pontrol'oflher work..

The “scfion takes place not within a house or a four

wall enclosure as in the other two plays but on. a
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stands on one side of the plain;'the wall itself i

Lcomedles relnforce this olism. In The Klng of
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grassy plain‘in the southern part of Ireland. i;;\\**xxm,,«-'

plain is marked by what once was-a poad, now overgrown

with'grass. A dilapidated wall with a centre gate

very fuhqtionai since it divides the plain fré e /

‘rest of 'the vast, rolling countryside while'thé'gate' \vx

serves as the means by which the characters enter onto

the stageuaeé—the plain. The most 1mportan5)aspects

1 of the settlng, however, are two symbols which are

external to it; -that is, they are not represented on A\;_
the stage ;
The flrst of these symbole 15 the Aprll day on
which the acblon occurs, and the other &s the brldal
o .

Launch that takes place dOWn the river. In the Macmlllan

edition of her playsﬁDeevy dedicates The King of Spain's

Daughter to.an April day. And the/fact that it was
first produced on an "April day adds to the 51gn1f1cance
of the.month of April in the play. Aprilg\fsq;lly

taken to be the beginning"of spring, has traditionally

symbolized Pertility and rebirth. The opening lines

of Geoffrey Chaucer's Prologue to the Canterbufz_gples -

and the act10§{of some of Shakespeare S romantlc

- e

. ~ .
Spain's Daughter,.a wedding*or the celebration of the *

L

start of a new life has just taken place. The .whole . *
community--especially the women—--has gathered at the

river bank to watch the launchingmgg the bride and =

W



groometo their new home further ddwn the river. Every-

body has turned out to gelebrate with the bride and

réroom beéause of the fine April day. It is a simple

and gay affair; the bride is dressed in grey, the launch

is white, "the flags flying an' the sun on the water"

(Pp. 121-22). Having established the affects of the -

two symbols on the community, Deevy  turns to dramatizing

their unusual power -over her heroine.
P .

LY

Y

To prolong our suspense and anticipatifﬁ of her™

heroine{ Deevy'intgoduces us first to Mrs. Marks, the

antithesis 6f the heroine. Mrs. Marks is a big woman

of fifty and is fhe resident busy-body and do-gooder

in the community. The spring-day wedding . serves only

tc remind her of her own'harriage; which, apparently,:

was not a p%};{i?larly exciting one:

Mrs) Marks:
Jim:

Mrs. Marks:
Jim: .

Mrs. Marks:

I was thinking of my marriage
day when I was looking - -at them
two. It.is-a thought would
sadden anyone. ‘

How is that, Mrs. Marks?

That's how it is; the truth is
the best to-be“to;d in the end.

Haven't you Bill and Mary and

the little place? You didn't
fare bad. —

Bad. What have bad or good to
do with it? This is outside

.0f the gquestion. For twenty -

years you're thinking of that

day, an' for thirty years you're



lookin' back at it. After that
you don't mind--you haven't the
feelin'~-—-exceptin' maybe an odd
day, like today. ; :

{(pp. 125-26)

Mrs. Mafks remembers only thé emotionai stasis and
lack of zest éhat characterized,h;r own marriage. She
is cynical by nature and‘she manifests this cyniéism
in her atéitude towards the bride and groom. She
emphasizés'the fact that the bride had unwillingly
agreed to the-ma;riage, and thaf the.groom himself
had ulterior motives in_proposing to her, since he
was offered a huge sum of money to do so, presumably
by the bride's ;arenﬁs. |

| Anﬁie Kinsella, aé I have already indicated, has
a different vigw‘df the activities taking place down
the river. She is about twenty vears of age to Mrs.
Marks's fift&—two; she has red/golden hair and, 'in
the first and subseqgient performances of the play,
Deevy insisted that the acfress who played her wear
a vivid red dress.3 The'se colours aré meant to hint
at the personality of Annie Kinsella. 1In the dpening

scenes of the play she comes across as a bright,

~vivacious girl, the complete opposite to Mrs. Marks's

stern and severe appearance. J. E. Cirlot in his dic-
tionary of colour symbols describes red and gold as
"warm, advancing colours, corresponding to processes

¥
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of assimilation, activity and intensity,.“4 These same
adjectives -are applicable to Annie Kinsella.

A closer scrutiny, however, reveals that there

; : :
is a more serious side to this outward gaiety. It

derives from her discontent with her life as it 1is.

Annie is not an orphan, like her predecessor, Ellie
Irwin,;but the relationéhip-she has with her father
leaves a lot to be deéired.. Peter 3insella typifies
‘the domineering ana sometimes cruel father; he treats
his daughte; like a slave. For instance he threatens

to use physical force when she so much as forgets to

bring his lunéh on time:. o :

-

Peter: (coming in). Is she there?
(Sees.Annie} Ah - h!

Annie: (nervous, almost perky). I'm a bit-
: late with the dinner; 'tis because
- ‘ of the weddin' I didn't hear the
whistle: I didn't know.it had gone-
one. '

(Leaves his dinner-tin on the ground,
not too near ‘him, and moves away) .

Peter: 'Hand me that tin.

(Annie hands it, keeps as far as
possible from him. Peter taking the
tin, hits out at her. Annie dodges
and partly escapes, but cries out;
Jim springs forward; Mrs. Marks
catches Jim by the arm).

® : .

(p. 128)

»
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Annie;s relationship with Mrs. Marks is no betfér.
‘The latter often dol;abofates with Petef Kinsella and
condemns her. In'the‘opinzg; of Mrs. Marks, Annie
is Qotﬁing more than a flirt who would rather "be b
romancin' all her life with whoever she can," than
tend to her father's needs (p. 128) .

Deevy emphasizes the tension in Annie's relation-
ships with both her father and Mrs. Marks in order
to win as much sympathy for ﬁer as po;sible, and to
jusfi%y the subsequent séarch by her heroine for a
means of escape. Her technique in this respect is
much more solid than .that found in A Disciple, where
she paid very little attention to the clarification
of the causes of Ellie's unhappiness. In this play,
Deevy makes it clear that the brutélity of her father
" and the cynicism of Mrs. Marks are enough grounds for
Annie's gqgtemplation of escape. 2Annie, however, does
not pack up and leave the difficult situation at home.
Iﬁstead, she decideé to try to arrive at some under-

standing with her father and Mrs. Marks and to infuse

them with her joie de vivre. Her decision raises an

issue: perhaps Annie lacks the courage to ‘extricate
.herself or force an end to the obviously impossible
.situation.s Deevy, however, did not intend that her
heroine take drastic éourses of action to remedy the
situation. She purposefully portrays Annie's recourse

to. her imagination and the resultant achievement of
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a form of escape that coincides with willingneés to
be reconciled rather than to break with her father
and the community. |

The two symbols, the April day and the bfidal
. launch, are instrumental in this respect. They ére
the “current-impression(s)“ or "event(s) in the bresent"'
which had the power to "rouse an inﬁehse desire to
phantasy."6 They interact and act upon Annie in such
a way as to induce ;.deliberate outburst of creative
activity. In the process, she transforms an ordinary
wedding launch into an extraordinary event, and then
envisions herself to be the King of Spain's daughter.
In other ﬁords, the Spanish princess is the .most heroic
ideal for Annie Kinsella, just as Coriolanus was for -
Ellie Irwin. lTﬁe fact that Deevy had better control
over her theme in this play is seen in hér choice of
a female figure as her heroine's ideal, rather than
the male hero of A Disciple. In effect, she was no
longer tryiné to pléase the tastes of the Abbey audience
but concentrated on the dramatic unity of her work.
Annie was pres;nt at the wedding launch; she saw that
. the wholé event progressed with little fanfare and
she prdbably knew about the bride's reiuctance to enter
into ‘a marriage that had been pre-arranged for her.
But in describing the bride and her lauﬁch to certain

members of the community, namely Mrs. Marks and Jim

Harris, Annie gives a different and a more elaborate



version. Somé people may be troubled by Annie's
" decision to narrate the whole stdry to certain members
of the community, for Deevy makes it clear that everyone
"was just as mesmerized by the activities as Annie.
However, Annie had been present at the wharf and
had seen everything close up. Mrs. Marks and Jim Harris
had seen the whole event from atop the grassy plain.
Annie presumes that they are ignorant of‘the.wedding
launch because they were absent at the wharf. Therefore,
she tells Mrs. Marks that the bride was dressed in
-"shimmérin' green from head to foot" (p. 130). She
d;es not particularly like the older woman, so we find

. that the version she gives to Roddy Mann is a little

more glamorous:

Annie: Wait first till I tell you how she
loocked (low, eager).

Roddy: You have told me already; you have
talked of nothin' else®

Aannie: She was like what you'd dream. . I
think T never seen anyvthing so grand.
She was like a livin' flame passin'
down by us. She was dressed in
flamin' red from top to toe, and (puts
her hand to her breast)--here she had
a diamond clasp.

(pp. 126-27)

The vivid, vital imagery she uses in her description
reflects her excitement|as well as indicating her basic

vitality of nature-
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Annie reserves her best version for Jim Harris

for she™includes a description of the whole wedding

~

I3

launch as well as oﬁ the bride:

Annie: You should have. been on the wharf.
The cheering an' the music, an'.all
the sun on the river, an' everyone
happy-- '

Jim: We'd all be happy if you'd have sense.

Annmie: She looked lovely passin' along, her
hand restin' in his, and her body
swayin' beside him down the path.

The arms of the two families were
painted on the launch; jhe sun was
shinin' on it' everything was white or
burnin' red, but she was dressed in
‘pale, pale gold and--(hands to breast)--
two red flowers were crushed agen her
here.

(p. 132)

A number of similarities can be drawn between Annie

and Christy Mahon the protagonist in The Playboy of

the Western World at this point. Both Annie and Christy

deviate from actuality and turn an ordinéry event into
one with extraordinary proportions. They do this be-
cause they long fo} an idealized or a heroic perception
of themselves. Both Anﬁie and Christy embellish each
succeeding version of the event that triggefed their
imaginative release. |

Christy is overwhelmed by the interest and admir-

ation which his tale of patricide generates in the

Aran Islanders. Alan Price appropriately calls it

.
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"the impetus to imaginative activity" and links it

to "the admiration of the villagers when they hear

7

this tale." Christy's narration of the event to Michael

James Flaherty and friends in the shebeen is simple

and straightforward:

Christy: (twisting round on her with a sharp
cry of horror). Don't strike
me . . . L killed my poor father,
Tuesday 'was a week, for 'doing the
like of that.

I did not then. I just riz theflgy
and let fall the edge of ‘it on the
ridge of his skull, and he went down
at my feet like an empty sack, and
never let a grunt or groan from him
at all.®8

5
'\

When he recounts his tale to the Widow Quinn and the
girls who came to see him he uses some imagery to make

it more interesting than his earlier wversion:

Christy: (Impressively)}. With that the sun
‘came out between the cloud and 'the
hill, and it shining green in my
face. 'Ged have mercy on your soul,'
says he, lifting a scythe, ‘or on
.your own,' says I, raising the loy.

Susan: That's a grand story.
Heonor : He tells it lovely.

Christy: (flattered and confident, waving
bone). He gave a drive with the
scythe, and I gave a lep to the
east. Then I turned around with my
back to the north, and I hit.a blow
on the ridge of his skull, laid

N
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him stretched out, and he split to
the knob of his gullet. (He raises
the chicken bone to his Adam's

" apple) .

Girls: | (together}. Well, you'fe a marvel!
Oh, God bless you! You're the lad
surely! '

Annie, however, does not have the same adulatory audience
that Christy finds; in fact, the reverse is the case
for neither Jim nor Mrs. Marks are pleased with Annie's
tall tales. They had been present at the wedding and
had watched the bridal launch from afar, unlike the
" Aran Islanders who had no way of verifyihg ChriSty'g
story until the reappearance of 0ld Mahon.

Therefore, on learning of his daughter's 'lies',
Peter Kinsella'threatgns her with a life of drudgery
at a nearby factory. Mrs. Marks is particuiarly unim-
pressed.  She harbours a deep fesentment for Annie
and this often manifests-itse&f-in»the-importunaten
warniég§ she gives:to Jim Harris, who is in'love with

Annie:

Mrs. Marks: . . . Annie Kingella——When T met
‘ her down there-—-was tellin' me
how grand the bride looked.

"She was dressed," said she, "in
shimmerin' green from head to
foot."

Jim: What's wrong with that? .



Mrs. Marks:

Jim:

Mrs. Marks: .

Mrs. Marks's criticism

72

-

Didn't you hear her now to Rbddy
Mann, "she was dressed. in flamln
red from top to toe."

So she did. ‘

That's the count she puts on the
truth! I'm only tellin' you now
so's you'll harden your ‘heart!
Whatever'll come easy is what
she'll say. Now-—-for the sake of
your mother—--if you marry that

girl, don't believe one word

she'll tell you. That's the only
way you'll have peace of mind.

(p. 130)

of Annie is not completely un--

founded; Annie is lying.

However, Déévy's s
She has a}réady given u
is lying, an&, by empha
disliké for Annie,.she

with her. Thus, Annie'

ympaﬁhies are with her he?bine.
S some iﬁsight as to why Annie
siziﬁé Mrs. Marks's intensé
makes us empathize all the more

5 lies are more attractive .to

Ao

us than Mrs. Marks’s gl
tion of our sympathies

in the second act of Th

aring truths. Deevy's manipula-
is reminiscent of that found

e Playboy of the Western World.

The Widow Quiﬁn, whose
be denied, tries to dis

infatuation with Pegeen

Widow Quinn:

affinities wi Mrs. Marks cannot 1

courage Christy “fxom his

-

Mike: . A

(scandalized). Have you no
shame? (Putting her hand on-
his shoulder and turning him
around) . What ails you° Near
crying, is it?




Christy: (in despair and grief). Amn't

I -after seeing the love-light
of the star of knowledge shining
from her brow, and hearing words

would put you thinking on the

holy Brigid speaking to the

~infant saints, and now she'll

be turning again, and speaking

hard words to me, like an old
woman with a spavindy ass she'd

have, urging on a hill.

Widow Quinn: There's poetry talk for a girl
you'd see itching and scratching,
' and she with a stale stink of
; poteen on_her from selling in
the shop.l0

.Refe:ring to the "itching", and the "stink of poteen
on her," the Widow Quinn deflates Christyfs idealized
image of Pegeen Mike. But Christy's illusory perception
of Pegeen Mike draws more attention than the Widow |
' Quinn's realigm. The action of theJBlay progreéses
toward the final recognition of Christy Mahon as the
Playboy of the Western World. Synge prepares us for
that reccgnition and manipulates us so that‘we ;dentig; .
more with Christy's point of view than that of the
widow.  In much the same manner, the éction bf Deevy's
play progresses towards Annie's vision of herself as
the King of Spain's daughter. |

Neither the threats from Peter Kinsella nor th%
cynicism of Mrs. Marks can deter Annie from this vi%ibn.
The biggest obstacle to her vision, however, is Jim

-2 .
Harris. Jim rallies to Annie's side whenever she is

threatened with violence from her father or when her
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reputation is called into'quéstion by Mrs. MarKs. He
cannot, however, ﬁnderstaﬂd why Ehe turné down all

fhis propbsals of marriage and why éhe }requently resorts
tB her imagination. He, ﬁherefore,.treats Annieis
longing to be -like -the Kiﬁg of.Spain's-aaughtgr as

mere child's play:

Jim: . She was dressed in grey. Tell the
truth!

Annie: It was.in pale gold I saw her.

Jim: . (furious) And in shimmerin' greenf
an'! in flamin' red an" in milk-white
when it will suit you. ”(:\w
{Silence). )
Annie: (gets up slowly). You're a pack of

blind owls--all the lot of you! I
saw what-I saw!

(Turns frbm him) .

Jim: But why won't you tell the truth,--
an' it just as easy?

(pp. 132-33)

.By his confrontation Jim implies that Annie did not
actually see the bride or the wedding laﬁnch,'but merely
‘decided to envision what it should hdve been like. -
However, his cdnfronting Annie with realities is not |
the same as.deflating hexr illu;ions.

In A Disciple, there was a conflict of illusion

and reality; Deevey conveyed, successively, the discre-

pancies between Ellie's illusion and reality. - In other
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words Ellie, having’ﬁéver met them, was totally

unprepared for the savage reality of the elittero@s.

In The King of Spain's‘Daughter, Annie is fully aware
of the realities surrounding the'brideland her wedding
launch, but she creates an iliusién from them to suit
her own purposes:; Members of the community may. be
corgect in theif definitioh of Annie's versions of

the events at the wharf as being nothing more than
wishfﬁl thinking. 'Nevertheless, the validity of such
a definition caﬁ be questioned when'wq’consider the |
. fine border line which differentiates mere fancy from

the'imagination in Coleridge's terms. In the thirteenth

chapter of the Biographia Literaria Coleridge points

to the essentially creative principle of the im§gination:'

4o

It dissolves, diffuses, dissipates, in order

to recreate, or where this process is rendered
impossible yet still at all events it struggles
to idealize and to unify. It is essentially
vital, even as all objects (as objects) are
essentially fixed and dead:

Coleridge's imaéination recreates; it is a syﬁthetic,
a permeative, and "a bleqding, fusing power" as well
as being essentially‘vi{:al-and'assimilétive.lz

He differegtiates this imagination from fancy

which he defines as follows:



"Fancy . . . has.no other counters_to play
with, but fixities anddgeflnltes. The Fancy
is” 1ndeed no other than a mode of Memory
emanc1pated from the order of time and space;
while it is blend&d with and modified by o
the empirical phenomenon of the will, which
‘we express by the word CHOICE. But equally
with the ordinary memory the Fancy must -
receive’'all its materials ready made from_
the law of assoc1atlon 3.

. - - ‘_'_‘ \ .‘
Elsewhere, he says that the memory is\mechanical

and the fancy is passive, "a mlrrorment . - . repeating
'smmply or by transportatlon And where the‘imaginatﬁ0n~
14+

is a‘VLtal llVlng organism, _fancy is "mechanlcal“
The - essence of Coleridge's dlStlnCtlon between the
two lles, therefore, in. hls rejectmon of pa551ve per-
. ceptlon and."hls recognltlon-of perception as integra-
_ tlve, poetlc, and necessarlly correlatlve with feellng "15_
Annle was not the passive observEr .of the wedding
,event. In faot, Deevy bPresents her as possessing the
supreme quality whlchroolerldge attrlbutes tonoets
dWlth her 1mag1natlon she goes beyond the actual and

changes a simple’ weddlng event into a'symbol that 1s‘

4 ~5

more viable for her. Consequently, instead ofgrey, ’
‘the bride was dressed-in "shimmerin{,green":‘“flamin'
 red"; the'launch'Was white and the whole&event was
'marked w1th trumpets and flourlsh 16 The threats of kf
her father and the sarcasm of both Mrs. Marks and Jim
‘Harris cannot dlssuadeﬁherwfrom her recreation:of the

. ~

events, andythe escape from her'present reality which

‘;

N
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she derives from it. 'Therefore, the two symbols, the

to lnltlate Ann;e s imaginative release.

: Aprll day and the brldal launch serve essentially

This culmi-

nates or climaxes in the vision of herself as the King

of Spain's.daughter:

LI
Annie:

Jim:

" Annie:

Jim:

Annie:

(to herself) "Tﬁen the wet windin'

roads
Brown hogs and black water, |
and my thoughts on white ships
and the King of Spain's daughter

I'm sick of that thlng! Who's the
King of Spain's daughter? ’

Myself.

Yourself . . - (A laugh) 2and the
bride beyond!

It is myself I seen in her——sallln
out into the sun, and to adventure.

(p.

»

"133)

L

Annie sees herself as the King of ‘Spain's daughter and

the bride functiohs to reinforce that image.

»

new percep

tion,

she likene-herself tOwthe'bride'who

was launched 6 the beglnnlné of a new life further

~ down the r

launching~out to a life of adventu;e.,

iver.

The only dlfference is that she is

In this

With‘this vision of herself as the King of Spain's

'daughter, Annie contemplates the alternatlve to her

humdrum exlstence and achleves a. form of escape £rom

«

N

fl

- it, which is.what Deevy suggests by ‘the title. The

-

e T
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title itself is obviously a quotétion from the quatrain
of an uhspecified ballad.-.Annie makes use of this
balléd‘gnd blends and fuses the iﬁage of the King of
Spain's daughter with her recreatiom of the wedding
aﬂd the:launch in order that sﬁé may arrive at a new,
more viable definition of herself. Her imagination
acts. upon this guatrain and the bridal launch in order
to, using Shelley'sg descriptionh of the imadinative.
pfocess, "colour them wiﬁh iﬁs own light, and éomposing

~

from them, as from elements, other thoughts, each con-

-taining within itself the'principle of ;Eg/éwn

wl?

integrity.

Deevy's use of poetry in this way'is another aspect:

of her indebtednesé_zguahgkhov. Symbolic poeﬁry'is

as expressive of Annjie's feelings and situation as

it is of .Masha Prozorov Kulygin in Chekhov's.’ The

.Three:. Sisters. “In act one of Chekhov's play, Masha

recites three lines of‘g,poem ghosé 6rigin and import

elude_he}:.l

‘Fedotick: gnﬂ‘can move now if you want to,
Irina. (Takes another snapshot}.
" You do lock nice today. @ (Takes
. a humming top from his pocket).
By the way, here's a top. It's
got a wonderful hum.

Irina: Oh, how lovelyi .

Masha: 'A green oak by a curving shore
And -on that oak a chain of gold--
"And on that oak a chain of gold!.

i
)
'i:k,

-
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.(Tearfully),

But why do I keep saying that?
Those words have been doing through
my head all day.lg ’

?owards-the end of the play, éhe teaﬁfully recites

the same lines as they come to hol% a special signifi-
cance, for her. Masha realizes that shé is the oak

by the curving gho:e whose instinct to grow, to branch
out; is being thwarted byAthe calculating Natasha,

to whom?the "chain of gold" refers.

In The King of Spainrg Daughter members of the

community.also try to thwar£ Annie's desire to express
herself. I have mentioned already how they-frowned |
upon her vergibns of the bride and her wedding launch.
Their_fai;ure to make Annie conform to their own way

of life,'however, impels them to try harder. Peter

Kinsella presents her with an ultimatum, to choose

L \

between a life'bf drudgery at the factory or to marry.
Jim Hafris. Anhie fears married life,. but Deevy juxta-
poses this fear with Mrs. Marks's advocacy of marriage.
This, in itself, is ironical since she had earlier

made it clear that the older woman had near—ﬁnpleasant
memories of hér own marriage.

Her intenktion, therefore, is to reveal the hypo- -
‘crisy beneath the recommendations of Mrs. Marks. The
latter is interested more in meéns oflreformiﬁg Annie
df tying hef down to a humdrum life in the community

K
F
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than in her happiness:

“u
v

Mrs. Marks: - . . . Well now, well, you'll
B be all right. A good sensible-
boy. And you'll have a nice
little place. Mind you keep 4t
well,-—that'll give you somethin'
to do. You won't feel the days
slippin'. (Annie moves rest-—
lessly away from her) well, well,
if you could get to care for him
that would be a blessin' from
"God. TItmightcome to you later.
Soffetimes it do, and more times
£ don't. It might come with
the child.

Annie: T dread that.

Mrs. Marks: What's that you said? Fie on you
3 then! Did you think you needn't
suffer like the rest of the
world? Did you think you were
put here to walk plain and easy
through the gates of heaven?

Annie: ) I dread it . . . dread it.

M?s. Marks: Would you ask to get in on what
‘ others would suffer?

Annie: (ko Herself). I couldn't bear
i-.-1'd be no more than any other
‘wife. ‘

(pp. 140-41)

Mrs. Marks would like Annie to have the same marriage
as she herself had--a marriage that hardéns-one to
the reélities of life. Annie is aware of this and
her dread of mafriage aﬁd motherhood 1is essentially

her fear of turning into another Mrs. Marks. ' We under-

stand her fear in this respect,for, whether she chooses



8l

marriage to Jim or hard labour in the factory, we know
that either way she loses much of her freedom and her

\q\ imaginative faculties:

her spirit will be deadened or curbed,
and the world will soon seem to her as grey
a place as it does to the old wife who stands
by as chorus. But worst of all perhaps is
the realization that she will cease to be
the person she is now; in.taking up a new
role she must leave behind the very qualities
which define her.l?

L]
r

But, forced to chioose between the factory and Jim,
Annie reluctantiy accépts‘Jim‘s offer of marriége.

In effect, the bride and her wedding launch no .
longer prompt a vision of herself as the King of Spainﬂg
daughfer. Insteaa, the symbol serves only to remind .
her thét'she will soon become like the bride in grey,
going into a marriage whiéh her father aﬁd Jim Harris
had arranged between them, ahd which she ﬂad no other
option“ﬁut to acceﬁt. Annie}s féar of becoming athher
br}de in'grey induces feelings of restlessness and
anxiety similar in nature toithose of Nadya Ivanova
in Chekhov's "The Betrothed." 1In other .words, Annie
felt "no joy, slept badly" and "her gaiety had deserted

1|20

her. But Nadya eventually breaks the restrictions

of her mother and her grandmother. Deevy knew better
tHan to blindly imitate Chekhov's technigue. She knew

-

that if she had shown that Annie follows in the
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footsteps of Nadya, the uniqueness of her heroine would

be lost and the structure of The King of Spain's Daughter

would break down completely.’ She'wanted to émphasize
the_assimilativé and reconciliator§ qualities of her ‘
" heroine, and the role of the creative imaginationm in
this reéggét.

_ The;gfore, Annie does not run away from'hér dread
of life with Jim or from the Qrutality of Peter
Kinsella. Instead; she Ioéks_fgr'a way to make her
future as Mrs. Harris more bearablé; she iélresolved
that her marriage to Jim "won't be all they'll say -
of me" (p.‘lél).' She resorts once more.ﬁo her imagina-
tion. ThisAtihe, however, it is Jim‘é noteboock that
ﬁrigge#§ the imagiﬁative activitf. Once more, Deevy

makes Mrs. Marks the chorus to this activity as well

as the representative of all that Annie wants to change:

Annie: (turning the pages). June
July . . . October
November . . . December.
Mrs. Marks: Poor Jimmy Harris . . .. I hope

he's doin' a wise thing.

Annie: February, March, April .
June, July, August . . . October--
and I was black out with him
then--November, December, April,
June, August--

Mrs. Marks: A géod, sensible bby.

(p. 141)



il ' : _ $3
e "
apparently, Jim Harris had saved the sum of twenty
~pounds at two shiilings a week for four years towards
his marriége to Annie. He persevered, in face of
fejection; and admonitions from Annie.

But wheré’Mrs.(Ma;ks praises-Jim's perseverance,
Annie perceives it to be an indication of an -intense

passion which could break out into violence when pro-

vokgd:

Annie: Boy! (she laughé exultantly)
I think he is a man might cut
- your throat!

Mrs. Marks: God save us all!

Annie: - He put by two shillin's every
‘ week for two hundred weeks. I
"think he is a man that-r
supposin' he was jealous might
cut your throat.

2
(Ouiet, exultant, she goes) .
(pp. 141-42)
To Annie Jim bécomes no less than a romantic hero

similar in nature to the Heathcliff of Emily Bronte's

Wuthering Heig@%ﬁ, The intensity of his love for a

ﬁoman matches that of his anger; he mgnifests, acco;ﬁing

to Peter Thorsleﬁ's definition of.the romantic hero,

"y sensibility . . . for the tenderness and paésipn

of love" as weil §s 2 "satanic" quality which often
21

results in a recourse to viclence when provoked.

Thus, Annie transforms a less than aﬁtractive.picture
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of- Jim Harris into a‘percéption.which is more enriching
for her, and whlch will make her life w1th him mgfe
_bearable. lee Christy Mahon, she creates what
Cafplyn Jones calis with reference to Synge's'plays,
""an imaginative alternative."22 It is essentially
the formulation of a lifest?lg'from the richness of
her imaginaﬁion. and with thfslimaginat;ve alte:nativey
she makes a triumphant exit. |

1 The happy endiné which Deevy implies by Annie's
exultant exit can be guestioned. In ;he first place,
it is non- tradltLOnal, and secondly, -we know very well

~

that Jim, .in reality. is the antithesis of Annie's

perception. rThéugh we wonder how Annie‘will maintain
her vision gf him as a romantlc hero in face of actual
banality, the fact that Deevy does not delve into thlS

guestion hints at the ultimate success of her heroine.

The title of the play, The King of Spain's Daughter,

suggests the celebration of the creative imagination;

/

naturally, the play ends with the triumph of -the imagina-

tion over reality.
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Chapter Four

Katie RocheaJ

Pl

Frank: Is.she very reljiflous?

Jo: ah, she's very . . . very vegarious

Frank: Vegarious?

JO:, That's it.

_Frank: T see. (obviously he does not) .
Jo: She varies off.and on.

Frank: Ah, yes. Yes.

S : .. .. Katie Roche™

The audience at the first performance of* Katie
Roche on 16 March 1936 was both enthusiastic about
and puzzleqaby Deevy s new heroine. As Temple Lanex
‘remarks, they had been expecting a her01ne similar
in‘nature to Ellie Irwin and Annie Kinsella.2 _But

Deevy presented them with, a character who turned out

to be much more than they had bargalned for. Joseph

Holloway calls her "the strangest character I ever

saw on. the stage,' and "a bundle.of contradlctlon

'gubsequently, hq\dld not care to elaborate on his com-
ments. 3 andrew Malone s rev1e\“of the play for

The Irish Times reflects the general enthusiasm angd
o

BN BV ™
&
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confuéion about the play:

Tt is difficult to criticize from a subjec-

tive point of view but to this .reviewer the
great charm about Miss Deevy's new play is P
the faint impression of -unreality which it =~ =
leaves . . .. "Katie Roche" is neither a
‘dreamy-story nor a fairy tale, but it has

enough of both gualities to give it a

peculiar. fascination.4 . ‘

LY
Sean O'Casey also remarks on the 'peculiar fascination'

of -the play. Following a New York performance of the ¢

playdhe comments'that Katie Roche revolves around an
"idea" that is "hard to put down on pap’er."5 In other

- «t . : -
words, he could not understand the message in the play,

“nor could he arrive at a decisive conclusion on the

[<d

heroine. Brooks Atkinson felt the same way; in his

review of the play for The New York Times he comments

that the heroine is "“torn several ways at‘ogce-—

' religious, flirtatious, domestic; she 'is full of longings

that trip each othe;‘up‘as‘they‘whirl‘throughlhe;
heaéil.‘.'6 E {
THiS'chapter endeévoufs to go beyond these critics
. _ : o
and attemptAa stud§ of;the obviously difficult heroine
of tﬁé play. ZKXatie Roche is thé mostgcompiex of the '

Deevy heroines, indeed, cone of the most puzzling

&

characjers ever to appear ofi the stage of the Abbey

éTheatre._ This complexf%y is partieularly noticeable |

. - ‘ . \
"when she is compared with her predecessors. Ellie

/
¢ S Ty
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Irwin was a heady adolescent who, in order to escape
from the humdrum l&*g she,led, sought refuge in her
imaglnation. Annie Kinsella preferred either to ignore-
reality- altogether or let her creative imagimation
interact with it. Katie Roche does‘not differ sharoly
. from her predecessors; lndeed} she evidences a numoer'
of similarities to-them. However, she is more complex
than Ellie Irwrn and Annle Klnsella because Deevy drama-
tizes-other factors which surround her basrc quest
for heroic grandeur.
| The_actlon,takesﬁplace ;n'the diving room of Stan

and Amelia Gregg in the village of Lower Ballycar.

Katie Roche is the only one of the three‘blays where

2

. : Deevf defines in geographic terms the.community with-
which the heroine quarrels. The coﬁ;oniﬁy;of Loﬁer' |
Ballycar is not .a united one. Deevy‘dramatizes the - “3i
conflrcts that arise from the various socio- ecoaomlc'

lelSlonS in the v1llage. These confllcts coincide

with and complement the inneT turmoil of the herpine.

- r's ‘.
s -

Lower Ballycar,lies'ﬁalf—way betweeﬁ town or'cit§
- (presqmably ﬁublin) and the opeﬁ oountrf. Therefore,
'.,clty life-style and manners. permeate the bdsrcally
rural atmosphere of the village . Members of the upper-
'classes_are ciry—bred sophisticates who often preach
'the.advantages of city—life. The Fitzsimons are the’

aristocrats or the representatives of the upper

echelon of society. They are in the initial stages



of the erosion of economic and social status which
the Ranéveskys_experience in Chekhov's The Cherrx
" Orchard. - '

Stan and Amelia Gregg, a-Dublin—based architec£
andjpis unmarried sister, represent the middle—ciass.
They £ill the vacuum of influence or power in_the commu -
nity caused by the disintégration of the aristocratic
Fitzsimons. They ?réVide the mofal tone in Lower
»Ballycar, much to the irritation of the lower classes-
or the peasants who question their suitabiliﬁy to do
so. They also adopt.a benevolent, almost patrdnizing,'-
‘attitude towards the peasants, especially towards
‘Michael Maguire and Jo Mahon& whose rustic mannerismé‘”
and agceqt bespgak their lower standing in the community.
Deevy-also dramatizes the conflict of the generations,
alongside the friction between the classes; In a letter
written a year' before her death.in_1963, she cites

the example set by Turgenev's Fathers and Sons in. this

respe_ct.7 The youfhs, represented bf the likes of
Michaei Maguire and Jo Mahoney, spend most of éheir

time down at Riley's club, planning the community's
social calendar. .Their care-free life-style and devil-
may-care nihilistic attitude towards everything is

ofteﬁ frowﬁed upon by the more conservative older group
which includes Reuben, Stan, Amelia, Margaret and Hubert
Drybone. These latter always harp on the importance

of work, service and obligation to the Church and
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tblelders.

But Deevy ad&pts an dbjective point of v%pw with
respect to.,all theselconfliéts within the community
she details for us. In_thi; respect, she differs from
Ibsen and Shaw who, as Robert Brustein describes their
pb;nt of .view, "were occupied with the friction between
.tﬁeir personal rébelliousnéss and the opposing forces.-
Iof the social, religious, and metaphysical ;eélit-y."8
Like Chekhov,.Deevyf%s careful neither.to take sides
"nor to hint ét solutions; she foliows closely Chekhov's
stipulation that, "it is the Business of.the'judge
to put‘the‘right guestions, but the answers must be
éiven by the jury accordiné to their own lights;"9
Like éhekhov, however, ﬁeévy cannot refrain entirély
from showing her feelings about her characters. For
if, like Chekhov, she' is a detached realist, permitting
life to proceed abcording to its own rules, she is
also an engaged moralist, arranging reality in a parti-
cular way in order to evoke some comment on it.-0
This subtle arfangement of reality for a particular
purpose which I have éalled 'surface impersonality'’,
begins with her presentation of the conflict between
Katie and the community of Lower Ballycar; one caﬁnot
.help but feel tha£ she ié on the side of he;_heroine.
This conflict of the heroine with the community is,

=

as we have seen in the other two plays, an essential

part of her dramaturgy. The character of her heroine
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is often revealed within the context of such a conflict
and tension.

In Katie'Roche, however, this conflict arises

out of a_mére subtle intetior struggle within the heroine.
Katie Roche is at.odds with herself; she exemplifies
what Albert Bermel terms a "éontradictory charactér."ll
The various factions in Lower Ballycar are aware of

this inner turmoil and they often forget their differ-

ences whenever she is introduced. They turn on her

"simply because she is different from them. It is heces-

sary to point oﬁt that they are not particularly virulent
in their condemnation of Katies nor do they deliberately
seek to isolate her. My point is that, however one
looks at 1it, Katie aoes not belong to any sector of
Lower Ballycar. The reasons for this are intricately
linked to her illegitimacy, to her air of .superiority
towards others, and to her 'vegariousness' of charactér.
Katie is iliegitimate, the result of an affair between
Mary Halnan, a reportedly beautiful peasant girl, and
Maurice Fitzsimons.‘ The outrage caused by this illicit
union of a member of the ari5t0cracy and a peasant

girl was accentuated by the fact that Maurice Fitzsimons
was already married, with children. The outrage and
gossip subsided after Fiﬁzsimmons, taking into con-
sideration .the defamation of his family's name, rejected

Mary Halnan from the scene.’
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For katie,-;llegitimacy has meaﬁt pfeclusion from
all activities in the‘community and non-acceptance
by all classes. Therefore, ghe has workéd‘as'a maid
all her life, ffom a babysitter cum-maid in her pre- | -
teen yearé té hef present servile position in the Gregg
- household. The other youths of the.viliage do not
accept her énd deny whateYer feelings they have for
her. Michael Maguire, for example, is in love with
Katie,.but he can go no further'than flirt with her
when théy aie aione; He changes his béhaviour.towards,
her in the company of others. He practically ignores
Katie‘before Reuben and denies whatever intimacy may .
exist between them to Stan Gregg sayipg, "my ﬁother'
would die if I were to bring her in the door” {pp.
36-37). And her fellow teénage girls stay as far away
as possible from her, for fear of tainting their
reputétions.

But members of the community notice thét this
subtle discrimination, far from procuring the intended
' i

effect, serves only to strengthen Katie's sense of
worth. They notice that she adopts an éir of super-
iority to them. Katie exudes an air of regality which
-contrasts both with £he fact that she is a servant‘
and that she belongs nowhere. When she learns that

her ;eal father was an aristocrat, she becomes as proud
as Tess of the d'Urbervilles on learning of her

ancestry. She talks to Stan and Amel ia, not as a
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lﬁaid'wbuld taik to her masﬁéftapd mistress, but as
.a forward adolescent would talk to her elders. But
- this pride serves only to further her exciusion;from
At .
§§Qe community, as its members accuse her of suffering

frém deluéions-of'grandeur.

: .

The third and perhaps the most significant reason
wﬂy the inhabitants ©f Lower Ballycar do not fully
accept Katie.derives from what they call her
"vegariousness" of character. This ehapter intends
to deive'into the possible meanings of this description.
Our reaction on first learning of this adjective is
similar to that of Frénk Lawlor, seen in the quotétion

" from the play which opens this chapter. We wonder
at its uniqueness and ask ourselves in what special
N
way does it apply to Katie. But it is the one word (——-ﬁh
which comes cloéest-to describing the character of
Katie Roche. As.Jo-Mahoney exp;ai?s to the curious.
Frank Lawloxr, Katie is-vegariods be;ause she varies
off and on. She vacillates between one course of action

and another and she cannot maintain a particular point

of view or opinion for very long. This differentiates

N

her -from the rest of the community, and, as far as

its members are concerned, it is grounds enough for
her preclusion from the sociéty. Members of the
community perceive themselves to be strong individuals
who know what they;want—-life to them is just a matter

of attaining one's goals.



economic homogenELty, they all ‘or \towards benefltting

the v1llage\of Lower Ballycarxrathe .thah'conoerning
~ N

\ .
themselves-wmth the search for their. indiwiduality.

On the other hand, Katie Roche,.as Joseph\Hoiiﬂ ay
describes her, is a bundle_of contradictions. Dee AN

~

. R - . b
conceived her not as the emboddiment of one passion -

or motlvatlng force but as, in the ords“of Millet

[ *\
\_‘. \

'*. and Bentley, "a complex product of 2 rather\ion51derable AN
varlety of 1mpulses, moods motmveé’and emotio s."12 _ ‘\\

Th\s\multlpllc1ty of moods, motives-and emotions acecqQunts

\‘ -
thé\oomplexlty of Katle Roche. 1It.is also res-

"ponsiblr both for the hesrtatlon by Irish drama CrlthS

 to undertake\an\}n\depth study\of the heroine and for
\

the ongoing pophlarlt of the: play in the Abbey Theatre
Y\

N today. .Deevy concentrates QE the multlpllc1ty of facets'“
‘\ .
or\vegarlousness of : her her01ne~an the first two acts

A
~

©of the play. '\\K A oL \\\\\A' \\

Whén we meet Katle, she appears to possess the‘
.“--..

S,

same qualltles as_Ellie’ IrW1n and Annie KlnselIa\ \hef\

is a glrl of about twenty who is qulte unhappy Wlth\‘\

-\\\\ < .\\\,

er present ilfe 1n Lower Ballycar \\She attempts to ~

allev1ate\thls

in her 1mag1nat¢on

happlness by constantly\taklng refuge ’ I

\A

There;n, she deflnes the

R

'alternative to her p esent 51tuatlon and she views >

.~ ’

ig or great.~;Hav1ngpdef1ned_

\F\gﬁ- o p ?\K
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‘this alternative, she then turns her efforts towards

‘its actualization, or something close to a realization

of this heroic grandeur. In other words,hzﬁg’alrects
hér energies towards the achievement of whdt she calls
ﬁgreatness";. But that. is as far as Kaiie's Affinities

with her predeéessoré go. She has more than one version

of wha£ she wants--or, to put it in another form,'Katie

does not know exactly what éhe means bf heroic grandeur.
t % -

Ellie Irwin's ideal df heroic grandeur was Corioclanus

and she sought the occurrénce of what she saﬁ as his
vqlour and courage in certain members of her community.
AnﬁiéAKinsella's ideal was the Kin§ of Spain's daughter;
throﬁgQ\FEgnperception of herself  as such,[she was
able to éfeate a reality.that‘was more viable or

igg\to her.

Katie first i S 1 of hercoism is sainthood. Con-

appe

sequently she stiives to become a saint: "wouldn't

. it be a good ‘thing Eb save my soul+-and to more than

save it--so what else can I do?" (p. 10). Shg\knows ‘

“the "Spiritual Maxims off by hear;,“ and has read

"a lot of the Saints' lives" while working for the
nuns at the cdg;ent (p. 13). 1In her aspiration towards

sainthood, Katie is motivated by Reuben, whom Jordan

™

aptly describes as a "ragged and impressive minor pro-
~

phet.JlB

Reuben is an "old, small man with a short
grey beard and white hair" (pp. 17-18}. His appearance

. L '
alone sets him apg}t from the other characters in the
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play. Indeed, he‘functions more like a symbol than )
a full presence; he is the éymbol that métivates the ))/
herpoine, just as Coriolanus\rotivated Ellie Irwin in .

‘A Disciple and the bridé initiated Annie's creative

-~

imagination in The King of Spain's Daughter. Katie

wants to emulate Reuben in her attempts to become a
saint primarily because he is a ﬁoiy-man and earns'.
the respect of everybody around him.

But while we realize ﬁhe fact thaé'her aspiration
towards greatness stems f;om her unhabpy situation, .
we are puzéled by her first definition of this samé
greatnéss; it is unusual. We laughed a£ Ellie Irwin's
unusual choice of Shakespeare's most anti-heroic prota-

goﬁist as her hero and model not only because the choice

e
was unusual, buf also because Deevy intended that we
should laugh at it. Katie's equation of sainthood
with heroism is not only extracordinary but algo jars
with the impression of the non-conformist and proud
peasant girl Deevy credfésfat the beginning of the
play. When we first met Katie, she did not strike
us as one who was reliéiously‘inclined. And, unlike
'hgr intention in A Disciple, Deevy was not aiming at
-a particular response to the uniqueness of her ‘
heroine's first ideal of heroism. She wants her
audience to speculate as to the reasons behind Katie}é

eXpressed wish to become a saint. 1In speculating,

however, we are 'torn between two possible interpretations.
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It could be that there is a vulnerable Katie beneath
the‘attitudé of nonchalance and superiority she adopts
towards* the commuhity.' Or, shg might be usihg this
wish for‘sainthood as a ruse in‘ordef;to be gfénfed
permission to attend the Coolbeg dance. Amelia had
earlier denied-herlperm;ssion to. do so. Follawing
Katie's threat to join a convent, Stah Gregg decides
that it is imperative for her td.attend, since it would
be her last chance to enjoy herself.

As if the confusion évoked by Katie's first de-
finition of hercism was not enough, we are left to
witness and ponder he;.changg of heart regarding the
matéer. This‘about—facé begins with her reconsidéfation
of the sainﬁly life. She wants to be a nun and,
ultimately, a saint, but only on her own terms. She
would not like to dress in black-and.look as stern
- and severe as cother nuns, nor would she really like.
to lock herself up in a convent for the rest of her
life. In fact, the idea of a regimented existence
and a curtailment of movement and expression frightens
her. But then we realize that another factor, other
than fear of restrictions and self-sacrifice, is

" responsible for her_changé of heart:

Katie: . . . Well,.. . . Well, . . . I 1:25-
ago made up my mind I'd be a saint.

I was trying to find one went before
me in a way I'd like: the most of
them entered the convent very young,
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and I was wonderlng would I-—-

- But now there's a man came here and
asked me to marry him--and I know 1n
my heart I'd like that better.
{Silence)

‘ . (p. 19

Katie is not sure bf her aspirations to sainthood angd
this hesitation and uncertainty is dramatiéed in the
pauses and breaks in sentences which charaaterize the
earlier part of the above scene. But as she articu-

lates the'reason behind_@sr change of opinion, the B>

. language begins to flow smoothly, ending with a finality

that reflects atie's certainty, however temporary,
of purpose. L

'Now, we kgow thatrthe reason why Katie mulls over
her earlier desire to becoﬁe a sa;nt is the proposal
of marriage Stan makes to hefp Andrew Malone found
Stan's amorous’ advances towards Katié to be oné of
the disconcerting,éualities about the play.l4 And
we cannot help but agree with him, especially when
we consider the circumstances éﬁrrgunding his relation- .
ship to Katie. Stan had been in. love with Katie's
mother, Mary Halnan, but she had rejected him in favour
of Maurice Fitzgimons. The memory of Mary Halnan
haunts him, aﬂd is, perhaps, respoﬁsible for his
attraction texﬁftﬁé. We can only conjecture about

Deevy's intentions in having Stan propose to Katie.

Perhaps she was aiming to shock the sensation-loving
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and scandal-prohe Abbey audience of the lQBOs.’PThgy'.
would have been greatly.attracted not oniy to the idea
of a much older employer mafrying his young émployee
" but also to the know1edge that the same employer had
made similar advances to his ma;dfs‘mother. Hoerer,
it is much mor-é probable thét she wanted to show qhow

Stan's unusual move complicates things for Katie.

—

Katie knows of Stan's previijﬁ infatuation with
her mother and threaténs to "flout" him, that is, turn
him down .as her mother did 'if he persists in talkiné
down to her. But she accepts his proposal despite
Stan's steadfast adherencg to his condescending
attituae; and the reasons she gives for her agreement

to marry Stan are, in' themgselves, ambiguous and contra-

- . ’

dictory: i

Katie: I do indeed [care for him] . . . for
a long time now when he'd come to the
house the power would go out of my
limbs. I didn't know that was love
till he asked me [to marry him] just
now, and I said to myself, "there's
your convent." (Pause). But I'll
tell you a queer thing--(lower tone)--
I have another boy besides--Michael
that woxks at Rileys. He asked me

} to go for a walk. He's a clever,
handsome boy. But I don't know is he
great in any way like Mr. Gregg is.
Mr. Gregg draws plans for houses.

N

(p. 20}

\‘\__,,_." .

Katie tells Reuben that she leoves Stan and had gone so

for quite some time. But the comparison she makes
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‘betﬁeén Stan‘and Michael calls intd question this sup--
posedly overwhelming love for é%an. She compares Stan-
to Michaei and deduces that the forﬁer is'“greatér",
simply becaﬁse he "draws plans for-houses."- She also
talks about the d;sire to be "the woﬁan behind" him,
and "a help at his work" (p.'40f; Inlother words,

it is his work, rather than the man, that draws Katie.

to marriage with Stdn Gregg. |, . .

Indeed, we begin to realize that Katie perceives

-+

'greatness' in the fact that Stan is a “famous architect.

 He becomes her latest ideal of heroic grandeur dnd

her need t0 become his helﬁﬁate rgp;esen?s her aspira-~
tion towardé this ideai. We become more puzzled as

we try to reconcile Katie's first ideal to her laﬁest,
‘which is even more unusual. We know, already, that

these attempts at a definition of heroism stem from

.t.v A

her dissatisfaction with life as a maid in Lower Ballycar

and that they represent her longing for an alternative

form of exjystence. Yet she chooses, as her latest

ideal of heroic grandeur, a man who represents all

that from ich she wants to escape. Like the other
inhabitants of Yower Ballycar, Stan® Gregg does not |
accept her.as an equal becausershe is illegitimate,
_unreliable and in his own view, ﬁneducated. We are
not sure of his love for her; and Deevy aggravates

the issue by not hinting at the reasons behind his

attraction to Katie. KXatiée, obviously, does not know
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what she wants and the resultant vegariousness could -
be attributed to a number of factors.

This uncertainty, in the first p ace, can be blamed

on her lllegltlmacy and lack of rea)l identity. Katie

'belongs neither to the aristocratid class of_ her father

nor'te the peasdnt class of hexr mother. Instead she
claims 1dent1ty with the two as well as with the niddle
stratum of Stan and Amelia Gregg, her marriage to Stan

makes her an official member of th;s-mlddle class.

-Foflowing her birth she was entrusted first to an old

woman by the name of Mrs. Roche, who gave her her surname,
pPresumably out of sympathy for the unnamed and unwanted
child. But she spent the most formative yvears of her
iife working in a convent, wnere the nuns brought her
up like all the other orphans in their care. When

she was old enough she was sent to work for one oﬁ

the few families‘in the eommunity who could afford

to keep a servant: in her case, Amelia Gregg took

her in. This brief history of Katie's.childhood and
early adolescence shows that.Katie was an unwanted
orphan who was moved constantly from one 'foster' home
to the next. This often results in an uncertainty

of self and of purpose, both of which could be held
responsible for her 'vegariousness' or 'contradictory'

nature and for her longing for heroic grandeur.

¥

Katie's age can also be held accountable. She

is twenty, which implies that she is about to leave
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childhood and embark on a new, adult life. This J,

'transience' stage and its attendant pressures- is’

usually the most difficult of one'é life. Anna Freud

descrlbes this pericd of late adolescence as one in

whlch the subjects exhibit the coincidence of contra-

dictory qualities:

Adolescents are excessively egoistic, regar-',

ding themselves as the centre of the universe

and the sole object of interest, and yet

at no time in later life are they capable
of so -much self-sacrifice and devotion. They

only to break them off as abruptly as the
began them. On the one hand theythrow th
selves enthusiastically into the life of
the commuplty and, on the other, they have
an overpowering 1ong1ng for solitude. They
oscillate between blind submission to some
self-chosen leader and defiant rebellion
agalnst any and every authority. They are
selfish and materially minded and at the
same time full © of lofty idealism. They
are ascetic but will suddenly plunge into-
instinctual indulgence of the most primitive
character.

form the most passionate love relations, e;;j
y .

Katie exhibits the coincidences of contradictory

e~

gqualities-which Anna Freud generally finds in adolescents.

In the first act of the play Deevy dramatizes the

h]
attendant uncertainty of self and purpose which mani-

fest themselves in Katie's attempts:to define her indi-

viduality.

Having made this statement, however, we

are confronted with another problem. Ellie Irwin and

- Annie Kinsella were also adolescerfts, but they did

not experience the same difficulties as Katie Roche;
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Deevy did not' dramatize their adolescence and its atten--

“dant problems. Indeed, both heroines knew who they

were and what they wanted--it was just a matter of

getting it. Hoﬁevex, Deevy's dramatization of Katie's
vegar iousnes's and her search for definition of her

individuality bears testimony, to the maturity of her

‘concept of the Irish. heroine.

‘Tf the first act of the play affords us an intro-

ductory glimpse of the contradictory nature of the
X ‘ . .
heroine, the second act elaborates on these contradic-

‘tions. It is probably the most important phase in

ﬁﬁEﬁdramatization of Katie Roche; it deals solely with -

Kédtie in her new role as Mrs. Stan Gregg, In the
.v ) . 1

'Bpéning scenes, the "air of life and warmth" which

'ﬁbw characterizes the living room implies-on the surface

that there is nothing wrong with the marriage. Katie
fosters this ‘impression of a happy marriage by her

pride in Stan's work and her sense of duty towards

“him: ‘ e

e

Katie: I am the proud woman this night. I
know now for sure you're great.

Stan: I think it is good--so far (Anxious).
I think it is a fine plan.

Katie: Fine. It is like what would come
out of the head of a prince. (He
laughs). I think that is it. =
(Takes a letter from him: reads)
"The Commissioners are very pleased--"
so well they might. You have taken
the breath out of their body.
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Stan: and my little wife's very pleased
: too. .

(pp. 44-45)
E
It is as if Kétie has finally found her niche as an
.individual in Loﬁer Ballycar. She also gives the
impression of having'defined that longing for h?roic -
grandeur which motivates her. She proves to be an
invaluable asset to Stan's work, giving good advice
where necessary and displaying a strong sense of good
taste in her suggéstions for thé_houses.
' Yet, as the plot progresses, we see that Katle

_ is as unpredictable as evér, the.same victim of impulse.
We find that she is not as secure.as she first implies.
She learns that a change of name and official acceptance
by membérs of the middle—clasé does not necessarily
define one's individuality. Katie’séyé that she loves -
her husband, and in?ends to remain faithful to him,
yvet she flirts with~Michael Maguire and others of.her
age-group. Indeed, sﬁe is torn between the desire |
to return to her old way of life as a simple,‘unwanted
but proud maid under the care of Stan and Ameﬁaa Gregq,
and her allegiance to this new respon51b111t{’as Mrs
Gregg. She grows ponderous whenever Michael reminds
her of their carefree days: "oh 'tis grand to be free

to wander around with that wherever you'd like,

to b%_at no one's bidding, but to please yourself”
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(p- 54) .

Katie finds herself in a predicament similar to that

:

of Marceline in Jean Jacques Bernard's The Unquiet

Spirit. The title of Bernard's play itself points

to restlessness of spirit which chafacterizgs both
Katie and Marceline in their married life. Marceline,
unsure of:the réason why she married Philip in the
first place, finds herself in a near-neurotic situation.
She ig motivated by a varieﬁy of impulses to look for
éomeﬁhing she knows is there but which kee?s e&ading
her. Marceline talks about "duty in marriage," and

of "impulses one must check . . . Hopeé to be buried,"
but turns around and.jlouts the very'conventions she
expounds.16 Like Bernard, Deevy is careful ngt'to

suggest that Katie is the epitome of the heartless-:

femme fatale, one who would have her cake and eat it

-

too. Indeed, her attitude towards Katie's flirtations
with Michael is sympathetic for she‘does not‘lay the
blame squarely on Katie's shoulders. 1In the first

place she suégests that her heroine'é uncertainty of
purpose in life and vegariousness of nature should .

be held partly responsible for the unfaithfulness to

Stan Gregg. Secondly, she dramatizes other external

factors which she suggests are also responsible for

the difficulties in the marriage, namely, the middle

class stuffiness of Stan Gregg.

A
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I have already'inaicated that Stan Gregg does
not appreciatelhis wife fully, and I ééree with Temple
riang when she comments that Katie'is "unjustly handi—
capped by everyone's notions about her, and fears for
her."lj In Stan's view, Katie is no ﬁore than.a;very

immature young adult and he treats her as such:

" 8tan: (putting her aside). I can't delay.
There's a good child.

_Katie: Child! I am your wife that you
married. ' :

Stan: Then do what you're told! Keep out.

(Katie springs back——stahds aside,
stiff}.

Katie: Is that what I am for?

(p. 50)

.

i

Moreover, he-attachés more importance to his sister's
wishes :and opinions than to those of his Qife. This
course of action would cause probléﬁs in any relation-
ship, let aloné in such a marriage of incompatibles.
In effect, Stan's attitude towards his wife parallels

that of Torvald Helme¥ in Ibéen's A Doll House. In

the beginning of the play, Torvald Helmer refers to
his wife as the "little skylark chirruping out there,"
the "little squirrel," the "little spendtﬁrift," with
 her "frivolous ideéé."la He loves his wife because

she is helpless and always repentant. But when Nora
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tells him of the léngtﬁs‘she had to go in order to
save his and her.faﬁhef;s life, he is ready to renounce
his love for her. His main concern foliowing Krogstad's
revelation is the disgrace to his'hondur and the threat
it poses to his new positidn ;t the Bank.

Ibsen present? this less than attractive picture
.of Helmer in order to justify Nora's departure/
separation from the doll house and to reinfﬁrce the
feminist message in the play. ﬁeevy dramatizes the
objectionable side of Stan Gregg so as to manipulate
the audience's sympathies to favour her heroine. She
wants us to realize that Stan does not exactly facili-
tate Katie in her striving for individuality. Deevy

used the same technique in The King of Spain's

Daﬁghter Jhen she justified Annie's search for escape
f:gm reality by presenting'us with anﬁugly picture
of Peter Kinseiia. Deevy also suggests that the
relationship between Katie and Amelia is responsible
for Katie's infidelity.

amelia is an old maid whose”quiet, pious nature,
contrasts greatly with Katie's unpredictable nature.
Temple Lane aptly describes her as "that homely, diuvrnal
charaéEer of unspectac;i;r selflessness,” who earns
the respect of everyone around her by virtue of her
sfeadfastness and willingnéss'to do good at all times.lg‘f

In other words, she e%$mplifies Burke's theory of

"paradox of substance," whereby the character of the

L 4
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hero/heroine is highlighted by its différence from

that of another:

o

A character cannot "be himself" unless many
others among the dramatic personae contribute
to this end, so that the very essence of

a character's nature is in a large measure
defined, or determined, by the other
characters, who variously assist or oppose
him. 20 ‘

We have'aLready seen Deevy's manipulation of this theory

in The King of Spain's Daughter, where Mrs. Marks acts

both as a necessary contrast to Annie Kinsella and

as the stepltowards a greater understanding of Annie..
Katie finds it difficult to live with Amelia pre-

cisely because the quiet, conventional and spinsterly

manners of her sister-in-law jaf with her own impulsive’

nature and keeplher‘on edge. She is very very conscious

of herself and her weaknesses whenever Amelia is |

around. Deevy then hints that Katie's flirtations

with Michael signify herx aFtempts to escape, at least

temporarily, froﬁ this nerﬁousness and agitation induced

by Amelia's presence. Katie's confﬁsion an%fyncertainty

is further aggravated by Reuben's revelatibn that he

is her father, the sdpgosedly dead Maurice Fitzsimons.

The revelation results in another change of heart for

Katie as Reuben becomes her latest ideal for herolism:
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Katie: Oh--you're a great man! . . .
You're a saint!--

Reuben: Be good now. Be a good wife.

Katie: Good is it? (Laughs, wildly.excited)
I'll be a great woman. I'll make

my own goodness. {He turns from
her). Don't go from me without
a word! .

Reuben: I have nothing to give you.
Katie: And you a saint of God.

(p. 60)

It will %enremembered that Katie had admired Ré&ben
for his piety and goéd nature, and had expressed the
wish to emulate him in her attempts to become a saint.
Thaf_impulse was'quickly‘dismissed soon after Stan's
proposal.

With fhe'new revela;ion, however, Reuben becomes
in her view a -saint. Tﬁis implies that she has:
reverted ta her originai definition of greatness in
terms of sainthood. She also decides to emulate him
in her renewed efforts to achieve greatness by. becoming
a saint. Stan no longer measures up in her view and
she subsequentiy hurts him by falsely té}ling him of
her preference for Michael:

4

Katie: To see me he came-~-for old love's
sake.

Stan: He wasn't here long.

Katie: It didn't seem long to me.

-
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Stan: Don't give him drink here again.
Katie: (turns to him). 'Tis a terrible thing
for a woman to marry an' she not very
sure in her mind . . .. And then the

man - she didn't marry to come in and
sit down, and she by herself.

-

(p. 63)

-

Kaﬁie feelslthat she has fiﬁally EEund what she had
‘been iookiné for, that ié, she will follow Reuben on
his messianic journey through Ireland.' But this cer-
tainty of purpose, like the others before it, is shoxrt-
lived, for Reuben tells her she can attain greatness
only- by becoming a good wife to her husband.

Wi?h this directive, Katie‘s confusion reaches
néw heigﬁts.~ She becomes neurbtip, muttering to herself,

or making incoherent sentences when spoken to:

Katie: We can only be great in our own way.
You and myself couldn't ever be like
\\ two. other people . . . {Pause) Is
it in anger you're going? '

L]

Stan: It certainly is.

___"Katie: Because I went out? Well, I made my.
choice for this to-night, I won't cry
now. (Then, in low tone) "Is it as
snug as the turnips you'd have us
live?" All the same~-(she breaks)--
I didn't think you'd go off from
me in such a great hurry. (Silence,
struggles for composure, looks towards
the table; says in a lighter tone)

You had a right not to tell me till
after the.tea. ©Now 'twill be
spoiled .. . . and your bit of sausage.
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Stan: Take your tea.

{(She hesitates, goes to,the table, sits
down, pours out, her own tea) .

Katie: Won't you have any?

Stan: No, not now.

. (She sighs, sips her ted; then, after
a moment) . '

Katie: 'Tis to Reuben I went that time, not
to Michael. (Silence). I only made
up about the hill of Knock. {Silence.

Thinks again--then) It is you I love
~ TDest. T never changed in my heart at
all. (Silence). Ah, take a bit '
before you go. That would be good
sense. I'll be that brave you can go

off jaunty. I'd like you'd enjoy

yourself wherever you'd be. (Silence.
Frightened now). Wﬁll you come back
ever? 1
J
(pp- 75-76)

Deevy's art in this second act lies in her dramatization
of even the unconscious and involuntafy movements of
her he;oine. At the end'of the act, Katie realizes
that her husband is about to leave her because of her
flirtations with Michael and her frequent changes in
pehaviour and mood. She had also promised to make
amends and must keep her promise tO Reuben.

Her actions, therefore, reflect the innef struggle
between her desire to follow Reuben, her attempts to
detain Stan in Lower Ballycar and the unconscious fear
.of what lies before her if all else fails. For this

scene, the actress who plays Katie must summon up all
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her resources. She must show sSurprise, determination,’

‘incoherence, mock anger, hesitation, cheerfulness and

conciliatoriness, all within the space of a few seConds.2l

She must also convey how Katie tries to regain her
composure and ‘to explain her actions to her husband.
Her efforts must culminate in the éuggestion of Katie's
final-breakdown which results from hef awareness/ ot
the consequences of her vegarious nature and f ém her
fear of the future. Abbey audiences, from the incep-
tion of the theatre in the 1890s to 1936, had never
\géen witness £o such a dramatization of the momentary
surfacing of a characker's unconscious fears and desires,
which, as Albert Bermel puts it, "clash with each other
and with [her]_conscious motives."22

As the quotation also indicates, Katie's inner
turmoil and her attempts to recollect herself result
in a dialogue that is fragmentary and allusive in nature.
Deevy learned how to perfect the technique of using
dialogue and language to convey the inner conflict
her heroine experiences through her interest in Jean
Jacques Bernard's plays as well as in those by‘Chekhov.
The dialogue in Bernafd's plays is characterized by

innumerable pauses and incocherent sentences. Kester

Branford describes Bernard's technique as follows:
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A noticeable feature of Bernard's theatre

is the habitual omission of the last term

of a progression (often in a sentence). It
is this procedure that operates when in

L' Invi®dtion, Oliver and Marie-Louise £fail

to have the explication we were expecting,

or when Martine, on the point of. declaring
“her love, appears suddenly to lose her voice.
This Bernardian version of ‘brinkmanship’
shows his disregard for the exigencies of

the well-made play, his disdain for the cult
of the scéne 3 faire; but the denial of sure
dramatic effects is also a sign of an attempt
to de-theatricalize the theatre and to
dramatize the undramatic--an _attempt in which
he was preceded by Chekhov.Z3 '

In most of Chekhov's ;nastroenié' or 'mood' plays,

the characters, as Maurice Valency.comments} "communi-
cate thréugﬁ innumerable pauses and silences; theée
silences are often singularly meaningful. \Fhe speeches
themselves, on the other hand, are often inéigg}ficant.
The lines of thought converge, but soon part company£
quite often, they seem to ruf éarallel to one other

without making any contact."24

In Katie Roche the
technique of surface impersonality, by its subtle mani-
pulation of language, enables Deevy toO dramatize the
inner turmoil of her heroine.’

I have already mentioned that, prior to Katie
Roche, Abbey audiences -had never béen witness to such
a detailed dissection of'é character's‘interiority.
Therefore, they warmly welcomed what was hailed as
Deevy's "special and original view upon character,"

and the accompanying impression that the theme of
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?the search for self is as important and entertalnlng

a;\the fight for the cause ‘of Ireland or the dramatiza-

tion\ f Irlsh life as a conflict between peasant and

'aristocrat.25 And over the years the Abbey directors

have continued to revive the play known in IrlSh liter-

ary c1rcles as one which deals with™ the "1nvest1gatlon

-of the human personallty on ltS subtler levels

R

_ But this descrlptlon is appllcabla to only the first

two acts of the play. It seems almost inaccurate when
applied to Act Three. This third act, which should

have been the grand, convincingifinale to the special

and innovative view of character, actually lets the

play and the dramatist down.-/ggt=¥3£9efis/%lawed pri-

ma;ily bécause Katie Roche, who dominates Acts One
and . Two, suddenly takes a béck‘seat, and Amelia Gregg
emerges as the new héroine. .

Deevy begins th;s act by introducing us to Amelia
and Frank Dhawlor. The latter was menticned in the
first act and we quickly forgot about him since our
interest was centred on Katie. Deevy, now, decides
to bring him back for no réason other than to function

as the love interest for Amelia:

Frank: T love you, Amelia--be my wife.
imelia: Oh!
Frank: There, I didn‘t mean it Honest I

didn't. WNever meant to. Felt too
damned nervous myself. Rotten feel.
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. (Pause). . You'd better think about
it. ‘ :

Amelia: No, Frank; no, I couldn't

Frank: You couldn't? . . . Won't even .
think of it?

Amelia: I . . . I'm not young enough
Frank: Neither am I. I wish we both

were . . . o +y
Amelia: Frank, you must marry somebody young.
Frank: Good Lord--not if you paid me! I

thought¥ we were fond of one-another.

gl g

Amelia:’ But ie. I'm too old.
Frank: Nonsense, woman. Do you think I
) want children. I want you. I've
been a fool. Don't know why I didn't
come before.

" (p. 86)

After similar displays of humility aﬁd matronly ﬁrotesta—
tions, Amelia agrees to marry Frank. The Frank énd
Amelia episode-sefves only to evoke irritation and
antipathy in us rather than the warm-hearted feeling
towards the romance between two old people that Deevy
obviously intended.

Deevy increases our antipathy by deciding to intro-
duce us also to Margaret and Hubert Drybone, Amelia's
younger éister and husband. Furthermore, when Katie

Pt
finally appears, well into the act, éﬁe has undergone
an amazing transformation. She is no longer the impul-

sive, colourful and vegarious adolescent of the

[}
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preceding écts, but a humble, pious and dutiful yoling

wife. The new Katie now concerns hgrsélf witl¥"the

happiness of others and the comfort of her husband.

Indeed, she goes to great lengths to prove that she

has matured. As a

result, she is surfrisingly reticent,

even in face of harsh criticism from Reuben:

- Reubeng
Katie:

Reuben:

Katie:

”

What did you promise me out there
in the winter?--that you'd be good.
Is that the way to keep your
promise? ‘ )

I was only trying to keep up my
heart. (Pause). I would like that
God would be pleased with me--I've
tried for that.

3

--But you'll please yourself! She'll

'serve God—-when she's ready! She'll
be a saint--in a way she likes! :
Full of false pride! (Turns to Stan)
She's not to be depended on what she
needs is humiliation,--if she was
thoroughly humbled she might- begin

to learn.

(Stops abruptly: Stan is looking at .
him in surprise}. '
(turns to Stan, pleading). 'Twas a
hard thing surely--saying to myself
for so long, "He'll come to-night”

. and again, "I don't mind," and
that a lie. And all because I once
tried to put my strength agen you.
(Silence}.

{(pp. 105-106)

Katje is bent on proving to both Stan and Reuben that

she is "not bad at

succeeds, but we remain unmoved. .

all" {p. 105), and in that she:

Ea
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We alreadf'know of Kaéie's promise to Reuben to

. be a good wi}e and a gbod Christian. Her interest

in community events and affairs, couplea with her
humility and sense of duty towards Stan, are.manifesta—
tions of her steadfastness to this promiée.; However,
the|%ransition from the unpredictable, confused and
héady young girl we saw in Act Two to thié humble young
wife is far too abrupt. Deevy fails to drématize the

transition though she had led us to believe that she

would do so through her depiction of Katie's search

pEUN
for iﬁﬁividuality in Acts One and Two. ‘Deevy adds

to this glaring flaw iﬁ the structure of the play by

' trying to leave us with the impression that the process
whereby Katiérarrived at hertbresent state of mind

is not all that important. It seems that she wants us
to believe that Katie changed during the eight months
that she was separated from Stan. In other words Deevy
is no longer the objective realist, one who arranges
reality in such a way as to elicit the intended response
from us. She becomes the omniscient dramatist who

wants us to like Amelia Gregg, whom she describes as
"the truly spiritual" character who is not driven to

extremes by Katie's "faults and weaknesses."27

In
sum, it appears that by Act Three Deevy was no longer
interested in her heroine. This contrasts with her

technique in The King of Spain's Daughter where the

action of the play demonstrates Annie's triumphant
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and steady progress towards the creation of an imaginative
alternative. , —

In Katie Roche Amelia assumes greater importance

'as‘the'play nears its end. Deevy,-perhaps-acting under
"the impression that'shé hds shortgchanged Amelid'thﬁs
far, makes her responsible for thé reconciliation of
Katie and Stan, and, more important, makes her the
ultimate factor in Katie's final pprcéptionlof purpose.

Amelia persuades Katie to see the 'challenge' in her

moving to Dublin with Stan: ) S

Amelia: Katie, you must be brave.

Katie: Brave is it? (bitter). There's no
grandeur in this! Taken away
my own fault. ‘

(Covers her face with her hands).

AmeXia: . . . If you're brave, you can make
it grand. My dear, you must!

Katie: (gazes at her for a moment, then).
I think you're right! . . . (Pause)
I'm a great beauty . . . after all
my talk--crying now . . . (grows
exultant). I will be brave!

(They catch hands).
amelia: We baoth w}lll |

Katie: {(gentle now and suddenly perceptive).
I think you were always .
'Tis a promise between us--whatever
"1l come, good or bad.

Amelia: A promise, my dear.

Katie: I was looking for something great to
do--sure now I have it.

(p. 113)
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In A Disciéle Ellie irwin, by herself, arrived at the
'concluéion that valour or courage beléhged_to the_past
and nbt the present. - Annie Kinsella by herself, arrived
at the decision to perceive Jim Harris as a romantlc

hero rather than a dull husband, .and The King of Spain's

Daughter celebrated the trlumph of the individual's ’
imagination over the COnventlonallty of the communlty
In these plays the 'perception of purpose' scene served
bhoth as the climax to the play and as the 'recognition'’
point whereby the heroine decided on a more viaﬁle'
course of action. |

The 'perception of purpose' scene 1in Katie Roche tells

us more about Amelia's goodness of heart than about
Katie's maEurity. Indeed, whether or not Katie matgres
through this recognition of heroic grandeur is not

the issue, for Deevy has already indicated that the
maturation process took place during the eight months
that Katie was separated from Stan. Thus, if we ques-
tioned the plausibility of Annie Kinsella's imaginative

alternative in The King of Spain's Daughter, we are

confounded even more by Katie's concludipg remarks,

"I was looking for something great-to do--sure now

I have it" {(p. 113). We wonder if she has really defined
that greatness. This grave doubt which the conclusion

of the play induces in us is the only flaw in an other-
Qise innovative and successful investigation of the

human personality on its subtler levels.
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Chapter Five

Conclusion

On the stage one must have reality, and
cone must have joy, and that is why the
intellectual modern drama has failed, and
people have grown sick of the false joy of
musical comedy, that has been given them
in place of the rich joy found only in what
is superb and wild in reality.

J. M. Syngel

N

Teresa Deevy's significance to the Irish dramatic

- movement derives mainly from her timely emergence onto

the Irish theatrical scene. In 1930, the year'in which

her first play The Reapers'was written and pgrformed
at the Abbey, the Irish National Théatre Society was
~on the verge of a new beginning.

The twenty-six counties had been ﬁroclaimed a
Republic and were under the leadership of Eamon De
Valera. This meant that Catholic Ireland, at least,
was finally free of the English yoke: This freedom
from colonial rule was reflec%ed, on the theatrical
front, in a decreasing emphasis on nationalism and
‘romantic' Ireland as themes for a drama..

The Irish National Theatre Society, the driving
force behind the movement for the propagation of

Irish drama, was subsequently‘besieged by plays
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that were characterized by their affinities with the
different literary and political 'isms' that pbst—

World Wﬁr I Eﬁrope spawnéd. For e*ample, Yeats's
adaptationé of the Japanese No drama for his own purposes

was followed closely by O'Casey's The Silver Téssie,

which he wrote as a byproduct of-his contact with the
movement for expréssionism in titerature. The movement
"for surrealism in art and &ite%iﬁq;g,a&so found adher-
ents in Ireland, because the number of 'faﬁtasy' pléys
being submitted to the Abbey increased. George
Fitzmaurice achieved £ame through his predilection
for and dramatization of surrealistic or }fantastical'_
themes. |

Given this pfOliferation of plays which appeared
to be designed to keeprabreast of the various litérary
and-socio—political movements, the Irish National Theatre
Society needed a starting point for its second
beginning. Members of the Society did not oppose expéri-
mentation with new or old ideas; in fact, they encouraged
it. However, they wanted plays that not only inculcated
the dramatist's ideological or artistic preferences
but also adapted these preferences to a basic }rish
context or situation; éo that the plays would be marked
more by their 'Irish' quality than by their foreign
extraction. In this regard, members of the Society
could not immerse themselves fully in the pattern created

by W. B. Yeats, the most respected dramatist in Ireland,
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or in that of OfCésey and Fitzmaurice. They realized
that their adaptations would not appeal ﬁé the Irish
populace.2

‘With Teresa Deevy, howéver, the Soaietyiseemed :
to have found a so;ution to thé precarious position
in which it found itself. The difference between Deevy
and the other Irish dramatists whose plays manifest
foreign influences.was that Deevy had a defiﬁfté drama-
tic fbcus-ﬁthe individual. A single character, rather
than a éroup of characters or a community, dominates
the action of her plays. Deevy's individuals are,
in the main, young, adolescent girls on the verge of
womanhood; being a woman, she felt she waé a better
authority on members of herlown.sex than on those of
the opposite. The fact that she had pre-defined hef
dramatic focus facilitated her adaptétion of the influ-
ence of such foreign playwrights as Chekhov and Bernard
to the basic Irish céntext of her plays.

Deevy's dramatic vision is, in some respects,

akin to that of her famous predecessor, J. M. Synge.

"The actions of the three plays manifest a strong tendency

towards Synge's belief that "on the stage one must
have reality, and one must have joy."3 Deevy rein—

forced the realism of her plays not only by setting

‘them in the Ireland she knew but also by introducing

elements of the Irish landscape which Abbey audiences

would readily recognize. However, she balanced this
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.reaiiém with her celebratibn of #he.'joyous‘ or
‘iﬁaginative' attitude té life.

Deevy's concept of an individual is intficately
linked to the word imagination. In fact, we,can_safely
‘assuﬁe that the most.funaamental similarities betweén.
the three heroines derive ffdm their recourse to the
faculty of the imaginatioﬁ. This recourse to the
imagination often resulté froﬁ theilr attempts to escape,
albeit temgorarily; from an existence which they £ind
stultifying;‘Ellie Irwin in A Disciple and Annie Kinsella

in The King of Spain's Daughter both try to change

what they perceive to be a boring life. They cannot
identify with the conservatism and often hypocrit;cal
piety of membexrs of their community; thus, they resort
to the imagination not only to escape from the harsh
reality in which they find themseivés but also to'define
their individuality. . ‘ BN
' However, Deevy's celebration of the imaginative
attitude to life is more refisgd than that of Synge,
primarily because her heroines also create viable alter-
natives. These alternatives are often modifications
of the harsh realities from.which they attémpt escape
or transformation of these realities. For example,

Annie Kinsella's perception of Jim Harris as a poten-

tially dangerous romantic hero at the close bf“The

King of Spain's Daughter was the result of her imagina-
. [} '

tion acting upon the evidence of his notebook and of
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his persevering qualities; her perceptioﬁ facilitated
her acceptance of ah unattractive future as Mrs. Jim
Harris. | ‘.

Deevy's uniqueness and significance derives'alsd
from the dramatic techniques she employedﬂinithe portrayal'
of her heroines. From her readings of Chekhov and
of Bernard, she develoéed.a'technique which I have
called "surface impersonality" whereby she appeared
to adopt an‘objective point of view in her plays but
Fctually manipulated language¢t6 draw an aédiencé to
agree with the often sympathetic representation of
her heroines. |

| Deevy was the first Abbey playwright to dramatize
the unconscious or involuntary feelings of her heroines
alongside their conscious or more obvious feelings.
This also resulted from her interest in Chekhov and
Bernard, both of whom explored the intricacies of the
unconscious in their works, and developed techniques
whereby these intricacies would become plausible to
an audience. The most significant of tiese techniques
was the'development of a language and dialogue which
would reflect the inner.or unconscious conflict which
the individual exper ienced.

Deevy adapts successfully this technique whereby,
as George Lukacs explains, "what is said becomes ever
more peripheral to what is not expressible . . . the

melody in dialogue is ever more submerged in the
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accompaniment, the opehly spoken in the allusion, in
silehces, in effects achieved by pdauses, change of
tempo.“4 Deevy used this technique to a lesser extent

in The King of Spain'é Daughter, where Annie, in the

middle of an argument with Jim Harris, suddenly arti-
‘culates the symbolism which the bride and her wedding
launch hold for her. But she made ample use of the

technique in Katie Roche, which was lauded for its

"special and original view upon character." Thus,
as Katie tries to recollect her thoughts after Stan
with sentences

no sense at all

walks out on her, we are confronte

‘as well as gestures that seem to ma
but which nonetheless reflect the warring spirits

within Katie.

Deevy's last play forrﬁhe Abbey, The Wild Goose, also
reflects her emphasis on the;individual as a dramatic
focus. A brief consideration of this play is needed
fbr a more rounded understanding of Deevy's dramatic
vision. Unlike the three plays which were studied

in the course of this thesis, The Wild Goose refers

to a young ﬁan, Martin Shea, around whom the: action
revolves. It refers also to a phenomenon in Irish
history known as the flight of the wild geese when
thousands of Catholic youths migrated to foreign iands
in the seventeenth century. These youths were frus-
trated with the oppression of the English and joined‘

foreign armies, notably the French, who were fighting
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their own wars with the:English..

Martin Shea is a 'wild' gdose because he is torn
between three Vefy strong forces--his home, his'fiancée.
and the cause, whidﬁ is freedom for his countr&. Deevy
attempts to make'tangible the consequent internal
struggle which the hero experiences by employing the

same methods as in Katie Roche;‘but she does not succeed.

The Wild Goose remains flawed primarily because of

‘her conscious efforts to transfer a technique that

ﬁas successful in the portrayal of a young adolescent
female to the dramatization of a young man in seventeenth
century peasant Ireland.

The silences and pauses, the fragmentary and allu-
sive sentences'which Deevy intended to convey the inner
turmoil,are far too numerous. Martin Shea ends up
saying nothing at all; and during the few occasions
on which he talks, his emotions, despite Deeyy‘é obvious
attempts to make them otherwise, become too contrived
to be believable. Indeed, our attention eventually
diverges from Martiﬁ to the three women whose fortunes
are bound up with his; and the interest in them grows
as Martin's conflicts and vacillations lose interest
for us.

As_the play progresses we become more engrossed
in Mary Kavanagh's simple and honest nature, in Hannah
Power 's sound judgment as well as in Eiieen Connelly's

éﬁtempts to make Martin honour the marriage proposal
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he made;to her. Martin Shea has only one courselof

éction,open to‘him, one which was even impiied in the

title of the play, and that is, to join the rest of '

the wiid.geese on their ﬁ}ight to France. Deevy's

attémpts to introduce subordinate themes such'as

JMartin'S‘love fo; his home, his aunt Mary, and fér‘

Eileen Connolly, appear to be more of a‘comﬁerciai

ploy than an intimatevor fundamental part of thé dramatic

- conception. ;

Nevertheless, Abbey audiences applauded Déevy's

initiative in trying fo convey a psychological and

a human slant to a prcoblem which a majority of nation-
' L}

alistic Catholic youths had experienced. They realized,

for instance, that The Wild Goose was a more thorough

play than Lady Gregory's The White Cockade, which also

dealt with the wild geese phenomenon but failed to
suggest the external and internal struggle which the
average nationalist undergoes before making a final
decision. Indeed, by her emphasis oﬁ individualism
in drama, and specifically on the Eonscious_ and un-
conscious sides of an individual, Deevy led the Irish
National Theatre Society out of the doldrums of various
'isms', conventional or commonplace themes, and out
of the stock cﬁaracterization techniques in which it
found itself.

As I have already mentioned in the Introauction,

Deevy turned to radio plays after November 1936.
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‘These radio plays (listed in the appendix), most_bf'
which remain unpublished, all deal with the same subtle
agpects of human emotions rather than with social thémes;
this, accopding to Shelagh Richards, accounts for their
present-day popularity with Irish audiences.5
It has been the intention of this-thesié to initiate

interest in the wofks of Teresa Deevy, 6ne.of the less
well—known'dramatists.whose contribution to the continuous
Irish dramatiq~movement is nonetheless significant.

It is hoped that this study of her three most popular
plays will provoke greater critical inﬁerest_in‘her

life and works and in the lives and works of those

~ : .
other dramatists who admired and were influenced by

her dramatiC'initiatiﬁes. In my view,.tﬁe critical

study of Teresa Deevy's plays as welf és the works

of these other less well—kno&n dramatists, alongside

the ongoing attention being given bf critics and'students
alike to the wqus.of Yeats, Synge, 0'Casey and Lady
Grégory, will very much enhance our understanding of

the Irish drama. A'recognition of the significance
‘of Teresa Deevy will also, in my view, further our
appréciation of the uniqueness and artistic excellence

of the drama.



"Conclusion

Notes

L John Millington Synge, Preface to The Playboy
of the Western World,.J. M. Synge: Collected Works,
ed. Ann Saddlemyer (London: Oxford University Press,
1%68), IV (ii), 53-54.

2 At the same time the Abbey directors realized
‘that those plays which dealt with popular themes,
especially those by Paul Vincent Carroll and Lennox_
Robinson, were beginning to wane in popularlty Abbey
audiences clamoured for a break from these plays which
seemed. to be successive re-enaé¢tments of Irish tradl—
tions.

3 Synge, p._54.

George Lukacs "The Sociology of Modern Drama, "
The Theory of the Modern Stage, ed. Eric Bentley
(Middlesex, England: Penguin Books, 1968), p. 443.

> Letter from Shelagh Richards, Director of
Programming, Radio Telefis Eireann, 18 April 1980.



BTBLIOGRAPHY



Primary Sources

I

Plays

Deevy, Teresa. Three Plays: Katie Roche, The King
of Spain's Daughter, The Wild Goose. London:
Macmillan, 1940.

—————————— . "“A Disciple: A Comedy in One Act." The
Dublin Magazine, 12, No. 1 (1937), 29-47.

—————————— .  "The Enthusiast." One Act Play Magazine,
No. 1 (1938), 771-85.

—————————— . "Strange Birth: A One Act Play." Life
and Letters, 60 (1940}, 22-30.

—————————— . "Going Beyond Alma's Glory." Irish
Writing, No. 17 (1951), 21-32.

Other Woiks

Deevy, Teresa. Rev. of Selected Tales by A. E.'Coppérd
and A Summer's Day by Kate Roberts. The Bell, 12
(1946), 530-33.

e . Patricia Lynch: A Study. Irish Writing,

No. 5 (1948), 76-82.

————————— . Rev. of The Three Brothers by Michael
McLaverty and of -My Love to the Gallows by
Rearden Conner. Irish Writing, No. 8 (1949), 91-
93.

T Rev. of William R. Wilde's The Beauties of

the Boyne and its Tributary, the Blackwater.
Irish Book Lover, 31 (1949), 71-72.

—————————— . "John Potter's Story." Irish Writing,
No. 12 (1950), 43-49. :




136

Deevy, Teresa. Rev. of Sweet Cork of Thee by Robert
Gibbings. -The Bell, 17 (1951), 70.

mmme—cew---_ Rev. of Teresa of Avila by Kate O Brien.
Irish Writing, No. 18 (1851}, 54-55,

i aintaindnbadnininie .- Rev. of Brogeen follow the Magic Tune, .

The Boy of the 8winging Lantern, and Tales of
Irish Enchantment, all by Patricia Lynch. Irish
Writing, No. 20 (1852}, 86-88. ‘

—————————— . Rev. of The Bold Heroes of Hungry Hill by

Seamus MacManus Irish Writing, Neo. 22 (1953),
73. . ‘ :

—————————— . Rev. of Irish Sagas and Folktales retold
- by Eileen O'Faclain. Irish Writing, No. 28
(1954), 71. : - .

Primary Sources

IT

Works by Other Dramatists
: . _

Bernard, Jean Jacques. The Sulky Fire, Five Plays.
Trans. and ed. John Leslie Frith. London:
Jonathan Cape, 1939. {(Includes Martins, The
Unguiet Spirit, The Sulky Fire.)

Chekhov, Anton P. The Oxforxrd Chekhov: Collected Plays.
Trans. and ed. Ronald Hingley. London: Oxford
University Press, 1968: (Includes, The Seagqull,
The Wedding, The Cherry Orchard, The Three Sisters,
The Bridal Party, Uncle Vanya.} Vols. II and III.

—————— —~—-. Anton Chekhov: Letters on the Short
" Story, the Drama and other Literary Topics. EG&.
Louis S. Friedland. London: Vision Press, 1965,

—————————— . Anton Chekhov's Short Stories. Ed. Ralph
E. Matlaw. New York: W. W. Norton, 1979.
(Includes The Bethrothed, The Peasants.)




- 137

Gregory, Isabella Augusta, ed. Ideals in Ireland:
Essays by "A.E." and Others. London: The
Unicorn Press, 1901. :

Grégory, Isabglla Augusta. Coole: Essays with Intro-
ductory Verse by W. B. Yeats. Dublin: Cuala
Press, 1931. '

—————————— . Journals:' 1916-1930. Ed. Lennox Robinson.
Dublin: Putnam, 1946. ‘

—————————— . Our Irish Theatre. New York: Capricorn
Books, 1965.

—————————— . Seventy Years: An Autobiography. Gerrard's'
Cross, Buckinghamshire: T. R. Henn and Colin
Smythe, 1974. ' -

—————————- . Collected Plays, The Paddy Peddlar. Ed.
Ann Saddlemyer. Gerrard's Cross, Buckinghamshire:
Colin Smythe, 1970. (Includes Twenty-five,
Spreading the News, Hyacinth Halvey, The White
Cockade, Devorgilla.) . Vols. I and II.

Ibsen, Henrik.  The Oxford Ibsen: Collected Plays.
Trans. and ed. James Walter MacFarlane. London:
Oxford University Press, 1961. (Includes A Doll's
House, Hedda Gablex, The Wild Duck, Ghosts, An-
Enemy of the People, The Pillars of the Community.)
Veol. V.

Martyn, Edward The Heatherfield: A Play in Three
Acts. don: Duckworth, 1917.

Molloy, Michael J. Three Plays: The King of Friday's
Men, The Paddy, The Wood of the Whispering.
Newark, Delaware: The Proscenium Press, 1975.

O'Casey, Sean. The Flying Wasp: A Laughing Look-over
what has been said about things of the Theatre by
the English Dramatic Critics with Many Merry and
Delicious Comments thereon, with some remarks by
the Author on the Wise, Delicious and Dignified
Tendencies in the Theatre of Today. London:
Macmillan, 1937.

> ' L
—————————— . Autobiographies. 6 wvols.  London:
Macmillan, 1963.

—————————— . Blasts and Benedictions. Ed. Ronald
Ayling. London: Macmillan, 1967.




138 .

O'Casey, Sean. The Letters of Sean O'Casey. 3 vols.
Ed. David Krause. London: Macmillan, 1973.

—————————— . Three Plays: The Shadow of é'Gunman,
Juno and the Paycock, The Plough and the Stars.
~ London: Macmillan, 1975.

—————————— . Three More Plays: The Silver Tassie,
Purple Dust, Red Roses for Me. London: Macmillan,

- 1977. .
Robinson, Lennox. Tﬁe Crossroads.‘ Dublin: Maunsel,
1910. ,
—————————— . The Dreamers. London: Maunsel, 1915.
—--——5552—. Crabbed Youth and Age. Dublin: Putnam,

B
——————————— . The Big House. London: Macmillan, 1928.

————eeZ————, Rev. of Three Plays by .Teresa Deevy. The
. - Dublin Magazine, 15 (1940), 71-72.

---------- . Towards an Appreciation of the Theatre.
Dublin: Metropolitan, 1945. :

—— e . Ireland's Abbey Theatre: A History, 1899-
1951. London: Sidgwick and Jackson, 1951.

Robinson, Lennox, ed. The Irish Theatre: Lectures
delivered during the Abbey Theatre Festival held
in Dublin in August, 1938. London: Macmillan,
1939.

Shakespeare, William. The Complete Works of William
Shakespeare. Ed. W. J. Craig. London: Oxford
University Press, 1957. ' (Includes Coriolanus.)

Shaw, George Bernard. Dramatic Opinions and Essays.
2 vols. London: Constable, 13907.

—————————— . The Quintessence of Ibsenism. London:
Walter Scott, 1913.

—————————— . How to Settle the Irish Question. Dublin:
Constable, 1917.

e . Our Theatres in the Nineties. 3 vols.
London: Constable, 1932.

————eee———-, The Sanity of Art. Ed. E. Y. West. New
York:- Hill and Wang, 1958. -



- ' 139

Shaw, George'Bernard. The Matter With Ireland. Edé.‘
Dan Laurence and David Greene. London: - Rupert
Hart-Davis, 1962. ' : : :

~m—=r——=——-, The Bolley Head, Bernard Shaw: Collected
Plays with their Prefaces. London: . The Bodley
Head, 1970. {Iincludes, John Bull's Other Island,
The Shewing Up of Blanco Posnet, Back to Methuselah,
Candida, Widowers' Houses, A Doctor's Dilemma,
Pzgmalion;) Vvols., III, IV, Vv, VI.

Synge, John Millington. Collected Plays. 3 vols. Ed.
Ann Saddlemyer. London: Oxford University Press,
1962. (Includes Riders to the Sea, The Shadow of
the Glen, The Well of the Saints, The Tinker's
Wedding, The Playboy of the Western World, Deirdre
of the Sorrows.) - :

—————————— .  An Autobiography of J. M. Synge. Constructed
from the manuscripts by Alan Price. Dublin:
Dolmen Press, 1965.

e . Some letters of J. M. Synge to Lady Gregory
and W. B. Yeats. Ed. Ann Saddlemyer. Dublin: :
Cuala Press, 1971. : :

Yeats, William Butler. Plays and Controversies. London:
Macmillan, 1923.

—————————— . Autobiographies. London: Macmillan, 1961.
{Includes The Trembling of the Veil, Dramatis
Personae, Estrangement, The Bounty of Sweden.)

ke . Essays and Introductions. London: .
Macmillan, 1961. (Includes The Cutting of  an Agate,
Tdeas of Good and Evil.)

—————————— . Mythologies} The Adoration of the Magi,
Per Amica Silentia Lupae. London: Macmillan,
1962. i :

—————————— . Eleven Plays. Ed. A. N. Jeffares. London:
Macmillan, 1968. (Includes The Countess Cathleen,
Cathleen Ni Houlihan, The Land of Heart's Desire,
The Words Upon the Window Pane, Purgatory.)

—————————— . Uncollected Prose I. Collected and gd. J.
P. Frayne. New York: Columbia University Press,
1970.

—————————— . Uncollected Prose II. Collected and ed. J.
P. Frayne and Colton Johnson. = London: Magmillan,
1975. ' e




Yeats, William Butler, ed.
Ireland. New York:

_

140

Fairy and Folk Tales of

Macmillan, 13973.

e



" secondary Sources

‘Books

Auerbach, Erich. Mimesis: the Representation of
Reality in Western Literature. Trans. Willard R.
Frask. Princeton: Princeton University Press,
1953. -

Ayling, Ronald, ed. Sean O'Casev: Modern Judgements.
London: Macmillan, 1969.

Barzun, Jacques. Classic, Romantic and Modern. London:
Secker and Warburg, 1961.

_Bentley,'Eric. The Modern Theatre: A Study of Dramatists
and the Drama. London: Robert Hale, 1948.

———e———=—=., The Playwright as Thinker: A Study of
Drama in Modern Times. New York: Harcourt, Brace
and World, 1967.

—————————— . The Theory of the Modern Stage: An Intro-
duction tTo Modern and the Drama. Middlesex, -
- England: Penguin Books, 1968.

Bergson, Henri. Laughter: An Essay on the Méaning of
The Comic. Trans. Brereton and Rothwell. New
York: Macmillan, 1937. g\

Bermel, Albert. Contradictory Characters: An Inéerpre—
tation of Character in Modern Drama. New York:
E. P. Dutton, 1973. ‘

Bowra, C. M. The Romantic Imagination. Cambridge,
Massachusetts: Harvard University-PreSs; 1949.

Branford, Kester Adrian. A Study of Jean Jacques
Bernard's Théitre de 1'inexprimé. Romance Mono-
graphs, No. 24. Mississippi: University of
Mississippi Press, 1977.

Brustein, Robert. The Theatre of Revolt. London:
Methuen, 1970.




. 142

Burke, Kenneth. Language as Symbolic Action. Berkeley,
California: University of California Press,
1966. _

Carpenter, Andrew Isdell, ‘ed'; ‘Place, Personallty and
the Irish Writer. Irlsh Literary Studies I.
' New York: Barnes and Noble, 1977.

Cirlot, Joseph E. A Dictionary of'SymEgIé. Trans. Jack
Sage. London: Routledge and Kegan Paul, 1962,

Clark, David R. W. B. Yeats and the Theatre of Desolate
Reality. Dublin: Dolmen Press, 1965.

Coleridge, Samuel Taylor. Biographia Literaria. Vol.
I. Ed. with his aesthetical essays by John
Shawcross. London: Oxford UnlverSLty Press, 1954.
Vvol. II, 1958.

Corkéty, Daniel. Synge and Anglo-Irish Literature: A
Study. London: Longmans Green, 1931.

Corriggn,'Robert W. and James L. Rosenberqg, eds. Context
and Craft of Drama: Critical Essays on the Nature
of Drama and the Theatre. San Francisco:

Chandler Publishing Co.:qi364.

Coxhead, Elizabeth. Lady Gregory: A Literary Portrait.
Toronto: Macmillan, 1961. - :

—————————— . J. M. Synge and Lady Gregory. London:
Longmans Green, 1962.

Donoghue, Denis. The Third Voice: Modern British and
American Verse Drama. London: Oxford University
Press, 1959.

Eglinton, John. Literary Ideas in Ireland. London:
T. Fisher Unwin, 1899.

Ellis-Fermor, Una. The Irish Dramatic Movement. London:
Methuen, 1939. T

~———————=-. The Frontiers of Drama. . London: Methuen,

Ellmann, Richard and Ellsworth Mason, eds. The Critical

Writings of James Joyce. London: Faber and
Faber, 1959,

Ellmann, Richard and Charles Feldelson, Jr., eds. The
Modern Tradition: Backgrounds of Modern Literature.
New York: Oxford University Press, 1965.




143

Fallis, Richard. The TIrish Renaissance. Syracuse:
Syracuse University Press, 1977. (The
most recent account of the Irish Dramatic
Movement.)

Fallon, Gabriel, ed. Abbey Theatre, 1904-1966. Dublin:
National Theatre Society, 1966. : )

Fay, Gerard. The Abbey Theatre: Cradle of Genius.
London: . Hollis and Carter, 1958.

r

Freud, Si%mund. On Creativity and the Unconscious:
Papers on the Psychology of Art Literature, Love,
Religion. -New York: Harper and Row, 1958.

Frye, Northrop. Anatomy of Criticism: Four Essays.‘
Princeton, New Jersey: Princeton Uniqsifiii‘Press,

1857.

—me—me——=—-——_ A Natural Perspective: The Development
.of Shakespearean Comedy and Romance. New York:
Columbia University Press, 1965.

et . A Study‘of English Romanticism. New York:
Random House, 1968.

Grene, Nicholas. Synge: A Critical Study of the Plays.
London: Macmillan, 1975.

Hahn, Beverley. Chekhov: & Study of the Major Stories
and Plays. London: Cambridge University Press, -
- 1977.

Hennessy, Maurice. The Wild Geese: The Irish Soldier
in Exile. London: Sidgwick and Jackson, 1973.

Hill, John Spencer, ed. Imagination in Coleridge. London:
Macmillan, 1978.

Hingley, Ronald, "Nastroenie and Atmosphere in
Chekhov's Plays," in Anton Chekhov's Plays: A
Norton Critical Edition. Ed. Eugene K. Bristow.
New York: W. W. Norton, 1977. )

Hogan, Robert. After the Irish Renaissance: -A Critical
History of the Irish Drama since The Plough and

the Stars. Minneapolis: University of Minnesota
Press, 1967.

Hogan, Robert, ed. A Dictionary of Irish Literature.
Westport, Connecticut: The Greenwood Press, 1979.




&
e i

144

Hogan, Robert and Michael J. O'Neill, eds. Joseph
Holloway's Irish Theatre. 4 vols. Dixon,
California: The Proscenium Press, 1969.

Johnston, Denis. John Millington Syngé.' New York:
‘ " Columbia University, 1965. - :

e ———— ———. Personal interview, 2 April 1980.

Jordan, John. "The Irish Theatre: Retrospect and
Premonition." Contemporary Theatre. Stratford-
Upon—-Avon Studies. Eds. John Russell Brown and
Bernard, Harris. London: Edward Arnold, 1962.

‘Vol. IV.. :

Kavanagh, Peter. The Irish Theatre: Being A History
of the Drama In Ireland from the Earliest Period
Up to the Present Day. Tralee, Ireland: The
Kerryman, 1846. ‘

Krutch, Joseph Wood. 'Modernism' in Modern Drama:
A Definition and an Estimate.  Ithaca, New York::
Cornell University Press, 1853. .

Lawrence, David Herbert. The Complete Plays.-: London:
Heinemann, 1965." {Includes The Widowing of Mrs.
Holroyd, The Married Man, A Collier's Friday Night,
The Daughter in Law.)

Lucas, Frank Lawrence. The Drama of Chekhov, Yeats,-
Synge and Pirandello. London: Cassell, 1963.

Lukdcs, George. "The Socioleogy of Modern Drama," in
The Theory of the Modern Stage. Ed. Eric Bentley.
Middlesex, England: Penguin Books, 1968.

Lyons, F. 8. L. Ireland since the Famine. London:
Fontana, 1973.

MacLiammoir, Michael. .All for Hecuba: An Irish
' Theatrical Autobiography. London: Methuen, 1946.

Magarshack, David. "Purpose and Structure in Chekhov's
Plays," in Anton Chekhov's Plays: A Norton
Critical Edition. Ed. Eugene R. Bristow. New York:
W. W. Norton, 1977.

Malone, Andrew E. "The Rise of the Realistic Movement,”
in The Irish Theatre: Lectures delivered during
the Abbey Theatre Festival held in Dublin in
August 1938. Ed. Lennox Robinson. ..London: Mac-
millan, 1939.




145 .

Malone, Andrew E. The Irish Drama. New York: Benjamin
- Blom, 1965.: ‘ o T

_ Mercier, Vivian. The Irish Comic Tradition. Oxford:
" Clarendon Press, 1962.

'Meredith, George. An Essay on Comedy. Rﬁkt‘washington,
New York: Kennikat Press, 1972.

Millet, Fred B. and G. Eades Bentley. The Art of Drama.-
New York: Appleton-Century-Crofts, 1935.

Nerthercbt, Arthur N. Men and Supermen: The Shavian
Portrait Gallery. ©New York: Benjamin Blom, 1966.

0'Driscoll, Robert, ed. Theatre -and Nationalism in
Twentieth Century Ireland. Toronto: University of
Toronto Press, 1971, ;. : ‘

O'Hoaaha, Michael. Theatre in Ireland. Oxford: BRasil
Blackwell, 1974.

0'Neill, Michael J. Lennox Robinson. WNew York: Tﬁayne
Publishers, 1964.

Price, Alan F. Synge and Anglo-Irish Drama. London:
e Methuen, 19p61.

-~ ~

Saddlemfer, Ann. In Defence of‘Lady'Gregory} Playwright.
Dublin: Dolmen Press, 1966. ]

b

—————————— - J. M. Synge and Modern Comedy: A Lecture
Given at the Eighth International Yeats Summer School
Sligo, Ireland, 18 August 1967. Dublin: Dolmen
Press, 1968.

A

—————————— . "Synge and the Doors of Perception," in
Place, Personality and the Irish Writer. Ed. Andrew

Isdell Carpenter. ©New York: Barnes and Noble,
1977. :

Saddlemyer, Ann, ed. Letters to Molly: J. M. Synge to
Maire O'Neill. Cambridge, Mass.: Harvard University
Press, 1971. - .

© Sahal, Nathamal. Sixty Years of Realistic-Irish‘Drama,
1900-1960. Bombay, India: Macmillan, 1971,

Settlerquist, Jan. Ibsen and the Beginnings of Anglo-

Irish Drama. 2 vols. Dublin: Hodges, Figgis,
1952, '




i N

146

Shelley, Percy Bysshe. A Defense of Poetry: The .
Complete Works of Percy Bysshe Shelley. 10 vols. -
Eds. Roger Ingpen and Walter E. Peck. New York:
The Gordian Press, 1965. Vol. VII.

Styan, J. L. The Dark Comedy: The Development of
g Modern Comic Tragedy. Cambridge: Cambridge
University Press, 1962. .

Thorslev, Peter L. The Byronic Hero: Types and Proto-
types. Minneapolis: - University of Minnesota
Press, 1962.. "

»

Turgénev, Ivan. Fathers and Sons. Trans. and ed.
Ralph E. Matlaw. A Norton Critical Edition. New
York: W. W. Norton, 1966. (First published by
Turgenev in 1862.) ‘

Ure, Peter. Yeats and Anglo-Irish Literature. New York:
Harper and Row, 1974.

Valency, Maurice. The Breaking String: The Plays of

. Anton Chekhov. New York: Oxford University Press,
1966. : ‘

Williams, Raymond. Drama from Ibsen to Brecht. London:
Chatto and Windus, 1968. hS -

| mememmm———— . Drama in Performance. London: C. A, Watts,

S

. ww

Wimsatt, William K. and-Cleanth Brooks. Literary Criti-
cism: A Short History. Vol. II. Chicago: '
University of Chicago Press, 1957.

Reviews, Articles and Theses

3

Atkinson, Brooks. Rev. of Katie Roche by Tereéa Deevy. ™~
The New York Times, 17 April 1937, 4.

ayling, Ronald. "W. B. Yeats on Plays and Players.”
Modern Drama, 9 (1966), 1-10. '

Bowley, Charles. "The Irish National Theatre." The
Dublin Review, 150 (1913), 132-44.

s w.

Boyd, Ernest A. "The Abbey Theatre." The Irish Review,
2 (1913), 628-34. '




s

1147

Caswell, Robert W. "Unity and the Irish Theatre."
Studies: -An Irish Quarterly Review, 59 (1960),
63-67. ‘ -

Davie, Donald. "The Dublin Theatre Festival." The
. Twentieth Century, 162 (1967), 71-73.

Finneran, Richard J. "Anglo-Irish Literature, A Review

. of Research[ﬁ New York Modern Language Association,
1976.
Ford, Mary K. "Forty Years of Irish Drama." The Times

Literary Supplement, 13 April 1940, 182-86.

Jones, Carolyn Sally. -"The Imaginative Altefﬁati?e, A
Study of  the Plays of J. M. Synge." - M.A. Thesis,
' Simon 'Fraser University; 1970. :

Jordan, John. "Teresa Deevy: An Introduction.” Irish
University Review, 1, No. 8 (1956),,6 13-26.

+

Lane, Temple. "The Dramatic A¥t of Teresa Deevy." The
Dublin Magazine, 21 (1946), 35-42.,

McHugh, Roger. "Yeats, Synge and the Abbey Theatre."
Studies: An Irish Quarterly Review, 41 (1952), 333-

40.

Murphy, Daniel J. "Yeats and Lady Gregory} A Unique
Collaboration." Modern Drama, 7 {(1964), 322-28.

—

O'Neill, Michael J. "The Diaries of a Dublin Playgoer
as a Mirror of the Irish Literary Revival." Ph.D.
Dissertation, National University, Dublin, 1952.

Riley, J. D. "On Teresa Deevy's Plays." 1Irish Writing,
No. 32 (1955), 30-36.

a .

Saddlemyer, Ann-E. "A Study of the Dramatic Theory
Developed by the Founders of the Irish Literary
Theatre and the Attempt to apply this Theory in the
Abbey Theatre, with particular- reference to the
Achievement of the Major Figures during the First
Two Decades of the Movement." Ph.D. Dissertation,
Bedford College, University of London, 1951.



APPENDIX

na



Plays Produced by the Irish National

Theatre'Society

The Reapers: A Play in Three Acts. Produced by
Lennox Robinson, 18 March 1930. T

A Disciple: A Comedy in One Act. Produced by Lennox
Robinson, 24 August 1931.

Temporal Powers: A Play in Three Acts. Produced by
Lennox Robinson, 12 September 1932.

The King of Spain's Daughter: A Play in One Act.
Produced by Fred Johnson, 29 April 1935.

Katie Roche: A Plgy,i% Three ‘Acts. Produced by Hugh
Hunt, 16 March 1936.

The Wild Goose: A Play in Three Acts. Produced by
Hugh Hunt, 9 November 1936.

Light Falling: A Play in One Act. Produced by Sean
MacShamhrain for the Abbey's Experimental Theatre,
25. October 1949.

Plays Broadcast by Radio

Telefis Eireann

poy

Strange. Birth

Dignity
In the Cellar of My Friend

Wife to James Whelan, :

Within a Marble City

Goihg Beyond Alma's Glory




ABSTRACT

The thesis is essentially an introductory study
' to the worksﬂof Teresa Deevy. ‘Shg is among a‘numbér
of médern Aﬁglo—Irish dramatists whose plays have -re-
mained relatively unexplored by critics. These less
weli-known dramatists, who were active within a period
of socio-economic and political unrests. in post-
IndependencelIreland, alsq made significant contributions
to tﬁe Irish Dramatic Movement;_ Howeﬁer, they have
been oversha@owed by the popularity of such pioneers
of the Movement as W. B. Yeats; J. M. Synge and Lady
Grégory. | |

The thesis hopes to initiate greater interest
in these other dramatists by undertaking a cfitical‘
study of Deevy‘é plays, and ﬁore particularly of her
heroines. These heroines are yoﬁng, imaginative adoles—
cents who are often at odds with the rural community
‘in which_they find themsélves; Deevy's uniqueness
as an BAbbey dramatist stems from her portrayal of
adolescence and the unusual individuality of her heroines.
Aé well, She was successful in coordinating the various
socio-literary and political influences of the time.‘
As a result, she played an important role in the shift

in modern Anglo-Irish drama from a propagandistic outlook



to. a more artistic aﬂd literary infent.

The introductory chapter deals with the circum-
sténces behihd DeeVy's role in this,changé. The change
had actually beéun before Deevy's'arrival onto the
Irish theatrical scene. rLénnéx-Robinson had spear-
headed the movement for .a shift away from pardcﬁialism
in Irish drama by founding the Dubiin-Drama League,

_ and Yeats had seconded him with the iﬁtroduction of
elements of Japanese No drama into his plays. While

in London to study lip-reading, Deevy was exposed to

the works of the C#ntinental dramatist. . She was drawn .
particularly to Chekhov's‘techniQue in cha;acterization.
Chekhov assumed the role of objective realist in the
presentation of his characters, who seemed to suggest
their emotions more by silences and gesﬁures than by
words. At the same time, Déevy was aware of the literary
conventions of the Irish National Theatre Society with -
‘which she had aliéned herself, particularly its insis-
tence on an:Irish context for any play which was sgbmitted

to it.

A Disciple is Deevy's first attempt to drématize
her concept of the Irish heroine within a framework
that not only fulfils the prereguisites of the Abbey
Theatre “but also reflects the foreign influences to
which she had been drawn. She fails in her initial
‘attempt primarily because, as chapter two argues, shg_

loses track of her dramatic conception and concentrates



on pléasing her aﬁdience. Thus, her her01ne, Ellie
1Irw1n, makes us uncomfortable for we do- not know whether
to continue to laugh at her, as Deevy lntends, or to.
sympathize with her, as the act;on of the play would

sometimes lead us to do.

The King of Spain’'s Daughter, however, indicates
that Deevy learns.from her past nistakes for it 1is ‘
more unified, strhcturally, than ité predecessor. The
third chapter first surveys the glowing reviews which
the play received after its first performance, then
tries to justify the reviews. Deevy's depiction‘of
Annie Rinsella'is consistent precisely because she
concentrates .on the character. She introduces, in
the course of the deplctlon, her adaptation of
'Chekhovian conflict within the self and conflict between
the individual and the éommunity. She also-elaborates
on the Syngian theme of the celebrationloﬁ the
imagination by investing her heroine with the mantle
of the éoet. out of the richness of her imagimation,
Annie Kinsella creates an alternative form of existence.
Deevy's conceht of the Irish heroine attains'

maturity in Katie Roche, which-was the most popular

and most complex of her works. Chapter four argues
that Katie Roche is the quintessential modern Abbey
heroine. She is both Irish and international and,
as such, she exemplifies the new direction towards

universality in characterization in-the Irish drama.



Katie Roche's popularity with Irish audiences stems
mainly from the complexity of her character. In the
‘preseﬁtaﬁion of her heroine Deevy elaborates on the

techniques which she had introduced in The King of

Spain's Daughter. She dramatizes Katie'é'conflicp

with herself as well as that with ﬁér co-inhabitants

in Lower Ballycar. Katie's inner conflict derives

from uncertainty ;boﬁt herself; this uncertainty exacer-

bates the antagonism between herself and the community..
Tﬁe‘conclusion is this: Deevy introduced a psycho-

logical and a mdre human slant to the.definition of

the Irish heroine through an iméqinative'dramaturgy .

that made the intanq;ble aspects of her heroine plausible

to Irish audiences. Despite an‘unsuccessfui attempt

to transfer this éramaturgy to an Irish hero in The

Wild Goose, her significance to the Irish Dramatic

Movement and to the study of Irish drama in general

warrants greater critical attention.. The B;bliograéhy

is foilowed by an Appendix listing those plays by Deevy

which were performed at the Abbey Theatre and those

broadcast by Radio Telefis Eireann.





