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ABSTRACT

The Jungian Influence in Radio Drama by Lister Sinclair

B

\

. Yolande Kuzmicki : 2 ’ -
i
Lister Sinclair has been making a siénificant con-
tribution to broadcasting "in Canada for more than forty years,
especially in the areas of the radio drama and the documentary. -
His vast knowledge extends into almost all known subjects, mak-
ing him a kind of modern Renaissance man. A COllectipn of four

radio verse dramas, Socrates, Encounter by Moonlight, Return to

Colonus and The View From Here Is Yes, first broadcast by the

o

CBC between 1947 and 1961, demonstrates his gfeat‘ggility to
combine scientific knowledge dith artistic exPressioéb To gif-
fergnﬁ degrees gll these plays rely on the perspective provided
by the psychology of C.G. Jﬁng, and all have a strong dramatic
impact. A close anélyéis of tﬁese literary—dramgtic works, es-
pecially of phgﬁthree later plays, reQéals Sinciair's mastery of
techniqués called for by the radio dramé form, which depends on
the sense of sound. The relétibnship between Sinclair's use of

language and the depth of his ideas provides the basis for

-examining his achievement.
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Preféce
£ - ' .

The aim of this thesis isito examine closely the work of
the Canadian writer, Lister Shedéen\giqcléir. A dominant \
attitude underlying all of his creative output has been that
science and art are equally valid démains, sharing some commoﬁ
purposes. Thﬁb thegis wili attempt to demonstrate the importance
of this attitude in a collection of four "Jungian" radio plays

by Sinclair, broadcast ﬁof the first time betweep 1947 ;nq 1961.
To ghi; end, the thesis will be divided into five'chaptgrs: The
first will provide an analytical aoverview.of Sinclair's career,
taking into account its multidisciplinary character. The second
" chapter will out}ine a critical approach to the influenée of
C.G. Jung's psychology on Sinclair's works, by using the i
changing rélations b%kﬁéen art and science during the }gentieth
century ag‘a theore&ical basis; and it will show that Socrates
was an early attempt on the part"of the playwright to incor-
. pérate Jung's concepts into his own writiﬁgs. Then, ih the final ’

»

three chapters, the radio plays where the Jungian influences are

most s&giking will be analyzed: Encounter by Moonlight, Return

s and The View From.Here Is Yes. . :

» | to Colo
Apart from the Jungiah perspective common to them alf,
these four plays have been chosen because they figure among

Sinctﬁir'é best dramatic works, each having been rebroadcast

”
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several times. The thesis methodology will be in genegal‘to

analyze the plot development, the various dramatic devices

~/ .
employed -and the dramatic tension created by the network of

relations among peripeties in the action, ghafacterization and
linguistic elements, in each radio drama.’

Socrategf, first broadcast in 1947, explores the well-
known story of the famous Greek philosopher. Jung's theory 2f
psychological types will ge shown to-have influenced Sinclair's

realistic portrayal of Spcratesf.personality. By his own ad-

mission, *the playwright leaned'heavily on Xenophon's Memorabilia

and especially on Plato's Dialogues and The Apology‘gg Socrates

to compose this radio verse drama.

Encounter by Moonlight, broadcast for the first time a

r

month after Socrates, is an extremely well-crafted play with a

tightly-knit structure and alternating rhythms reflecting the
changing action, that create a éonstant dramatic 'tension. At the
center is the archetypal situation of the, old kinguand his
suqcessgr. . Encounter by Moonlight dramatizes the Roman myth of
the King of the ;ﬁoa, which Sir J.G. Frazer investigated in his

monumental work on mythology and related subjects, The Golden

Bough. This work was a key influence on the classical anthro-

pologists as well as many other researchers and artis;s of the

. -

" twentieth century. .

Return to Colonus, first broadcast in 1954, is a loose

(

\
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adaptation of QOedipus at Colonus, the second play in.Sophocles'

Theban trilogy. Here, Sinclair translates the -Oedipal myth into
modern, Canadian terms, relying strongly on Jungian psychology,
especially the theory of the four psychongical functions. At
the end of his life the Canadian Oedipus, Proudfoqq, is shown
being guiéed by the archetype of the self and achieving a sense
of psychological wholeness.

The View From Here Is Yes, first broadcast in 1961,

addresses issues concerning technology and morality, scienge and
religion, time and space, and myth. Y1t is subtitled: "A’Moéern
Day Nativity Play". This radio drama is unconventional in form
and full of surprises; ,opposing the objective and the subjeé-
tive points of view, it carries the listener into a crisp,
magical, psychological zone beyohd time and space as they are .
nor&ally conceived. In this play, the Christmas story becomes
the center of a vast, contemporary, mythical reality.

A common factor in all four radio dramas) is Sinclair's
use of myth, which is significant in two ways: on the one hand,
it aligns his work with the modern view of drama as rooted in

myth, and on the other hand, it allows him to apply Jung's

psychology. With regard to the first point, it will be seen. that

' sinclair approaches dramatic art from a point of view which .

resembles Francis Feigusson's concept, the "irreducible idea of

"the dramatic". Fergusson based his definition of the primary and

—

y
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universal quality of the drgmaﬁfc experience ,on the discoveries

© made by

‘ - L .'.,‘ /

> \

< : .
© ~

the Cambridge School of Classical #hthropelogists'

\ _ , _
[who have] given us a new understanding of Greek

tragedy by demonstfgting‘its‘roots in myth-and
i . a - .
ritual, its implication ,in the whole cultutre of its
s A ‘. \,

time. They suggest that drama is prior to the arpgh ’

— a3

the.sciences of man, and the philosophies, of modexn
civilizatiom; and that the tragic form offers a clue

to the refatiqnships of cultural forms which we now -

know ashfiéfyy divergent, divisive, and mutually ]

exclusive. LT
©

-

Regarding the second point, it will be shown that, at
. {

the same time, Sinclair makes free uge of many of Jund's_ideas

aout the mythic basis of psgchip life. Jung has wxitteh that:

Chapter

Y

B - —
[y

mythical’fantasieé. . . are not thought up, but e
. present themselves as, images or chains of ideas

that force their way out of . the unconscious, .and

3

when they are recounted they often have the
character of connected episodes resembling mythical

. ; i i d'
dramas. Q¢hat is how myths arise. . .2 !

II will examine in' greater “detail ‘these.two perspectives

3

a

;
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.images framing the action. 1In the second play, Encounter by

‘theory of. the psychological functions and obbiously refers to

'is significant. ,The medium of radio is essentially dramatic .

because of its reliance on the single sense of hearing: because

_ _ ’ xii.

» ‘ ’ (23
on Sinclair's use of myth in the plays selected for.analysis.

The analyses of the plays will trace an evelution in

3

sinclair's methods of.applying Jungian psychology. In Socrates,
4 ) . —
the earliest work, the playwright uses several Jungian concepts

rather informally, mainly %n order to add depth to his treatment

of'Socgatgs' character and to provide a basis for the network of"
o) .

goonlight, the J?néian influences are more evident since a
clearly ‘archetypal situation underlidg and centers the action;
however, like Socrates, this work does not“formallj announce 1its
debt to Jung's pgychology; The neversé is the case in’'the two

most. recent plays: Return to Colonus leané heavily 2n Jung's

»

other éoncepts developed by the Swiss psychologist, such as the

animus archetype. Sinclair's treatment of myth in The View From

Here Is Yes adapté Jung's ideas on the archetypal realm

extensively in order to examine the meaning of Christmas for
three ordinary men of the twentieth gentury who face the, basic

problem of survival.

-
¢

.The' following relationship between ¥inclair's expertise

0 ¢ ”

in Qritihg radio dramas and his interest in Jungian psychology

7}

it is fed by a sikq;ﬁVggh(pe, the imagination exposed to the

' +

¢

g
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sounds of radio, is activated in é\gnified way.' In other words,

the personal and the collective unconscious of the radio

listener spontaneously provide an integrated array of realistic
, .

images in response to the flow of meaningful sdunds. Sinclair's

success as a radio dramatist is due ig\*&f?e part to his ability

to stimulate this creative.process through the_usé of language.
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Chapter I. Lister Sinclair's Broadcasting Career

Lister Sinclair has been working for the Canadian
Broadcasting Cogporation for more than forty years. éis powerful
impact on Canadian culture, however, is not clearly recognized.
A Play on Words, containing a selection of his scripts, was

\
published in 1948, Return to Colonus appears in Klinck and

Watters' Canadian Antﬁology, and Hilda Morgan in.All the Bright
Company, the recently published Andrew Allan collecéion edited
by Howard Fink and John Jackson. However, although his work is
almost always mentioned in Canadian texts about radio, no books
have yet been written about Sinclair. Most of the literature on
this major broadcaiter is to be found in afticles published in

newspabers and magazines. The. radio drama bibliography, Canadian

National -Theatre on the Air, 1925-1961, edited by Howard Fink

and Brian Morrison, is a. comprehensive source of bibliographical
information_gegaiding Sinclair's dramatic writings for radio.

Ever since he started writing plays for the CBC, Lister

Sinclair's influénce has been infiltrating our collective

consciogusness’ in subtle ways, steadily and permanently, on -

social-dnd philosophical levels. Sinclair has explored most of
the major themes which underlie our culture, as the biographical
overview which follows will reveal. His work demonstrates a wide

?

range of multidisciplinary interests, making him a kind of
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Renaié;ance man of the twentieth centﬁry. Dedicated to'the edu-
cational influence of worké of art, especially in the area of
broadcasting and letters, he has acquired an in-depth knowledge
of literagzre, ‘as well as the fields of music, mathematics,
astanomy, anthropology and o}hers. Besides his many roles at
the CBC, as an actor, a writer, a critic, a commentator, a
producer and an executive, he has also enjoyed success as a
teacher, consultant, film-maker and co-founder of an arfs
association. '

Lister Shedden Sihclair was born to Scottish parents, on
January 9, 1921 in-Bombay, India, where his multilingual,
engineer father was the direckor‘of a chemical plant.l Lister
attended schools in England, including St. Paul's, where he
obtained his first stage experience. He showed remarkable signs
of brilliance even as a boy: 'JHe had reaé most of Dickens by
thg‘age of six. At 11, he was plowing through’higher mathe-
matics. He had an adolesqent urge to be an astronomer at 13, but
he found out 'all of the impbrtant things about it at an early
age, and then got bored with it as a professione'".2 . At eight-’

een, Sinclair moved to Canada, to study matheygiadel cs in Vancouver

at the University of British Columbia. While at university,

- during the early forties, he worked as an actor and writer.with

the young pfoducer Andrew Allan,'at CBC. He earned an M.A.

degree in pure mathematics at the University of Toronto, holding ‘

/

. . \ X
a part-time teaching fellowship there until 1945.° In 1944, when



. Institute for Education by Radio, at Ohio
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Sinclair's Career 3

‘\\1 Andrew Allan became National Drama Supervisor at CBC, Toronto,

he resumed acting for Allan as well as providing him with radio’
drama scripts, including plays on Beethoven and Mozart, and a

satire about racism, The Other Side. The following year,

-

Sinclair finally decided to devote all 5f his time to free-
lancing, as a writer and actor for the CBC and the stage and the
editor of a literary magazine called Reading;

Wiﬁhin the relatively loose framework of the young CBC,
Lister Sinclair's development as a writer, critic and teacher
flourished. His talents were so valued that he was free to
folldw his own bent. Sinclair's éarlyvradio plays were concerned
withtthe problems of social attitudes and psychological situa-
tions; his programs incjluded musical and literary criticism, as
well as portraits of historical events.

Among the hundreds of Lister Sinclair's writings are
found seventy original radio dramas, all broadcast prior to

1962, 3

These include the radio-essay A Play’'on Words, about the
history of language and the trouble arising when words are used
incorrectly; also, a daring documentary-drama touching on a

rarely-discussed.subject: A Case Against Cancer; both of these

' plays won coveted first awards in the annual competitions of the

State Uhivefsity.
\ .
Sinclair's adaptation of Eliot's Murder in the Cathedral and

¢

Ibsen's Ghosts won awards also, an Ohio and a Canadian Radio

Drama; while Hilda Morgan, a penetrating d;géection of family

e
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\
life, earned two Honorable Mentions. ' 1900-1950, a five-paft

series which won a Canadian Radio Award, demonstrated

"Sinclair's incomparable sarcasm. . ., conscientious energy, an

able if sometimes cynical or patronising vocabulary, and inside

. ‘ / . .
savvy of the tricks and limﬁtations of his medium".?

_He also
wrote a play surveying the history of radio, Big Magic, plays on

Bach, St. George and St. Augustined a drama on the devastation

— — — —

—

Man in the Blue Moon, about accepting responsibility for the

state of the future.

In Socrates, broadcast for the first time in February

1947 N\Sinclair transformed the .universally khown story of that
N ’ e

great.philesopher, albeit the average radio listener was ac-
, quainted with it in general terms only, into a palpable dramatic

portrait. Critic Chester Duncan's reaction to Socrates was ti///

describe it as "a youthful work of genius", which used a /

/
/

free and beautiful language. ... through whic
people discover again what they mean by wog&s,

meanings which they have lost in a pass%ynless

ot

neglect; . . . Canada desperately neegé writers who

¥

- w1ll say the words that are aching to be said, for

/
,we are an inarticulate people whq/must not lose, by

o silence, our living sense of mgtality.5
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/// Socrates was published in 1957 by The Book Society of Canada. At
the time Andrew Allan, Cdnada's leading producer during the

heyday of radio drama, considered Encounter by Moonlight which

was broadcast for the first time a month after Socrates "one of’
the most important origina¥ works written on this continent".
Taking its name from one of the twelve scripts it

\contalned A Play on Words was published by J.M. Dent and Bons

(Canada) in 1948; it included Sinclair's very popular satire,

We Al]l Hate Toronto. During those years, hé was also teaching

radio writing at the Academy of Radio Arts in Toronto, as well

LS
as at U.B.C. in the summers. Sinclair was instrumental in

/oa
developing the documentary form of broadcasSting.  He established
‘hihself as a wricer of documentary programs, especially for
short—wave ;roadcasts to Europe, but also at home, for example,
for United Nations Radio. He publlshed aeﬁ;c:js on the subject

/Of music, and, on a weekly basis, hosted a raddio program of

/ - .
* i

musical criticism and reviewed books on the air.

His activities during this period were prolific and
:xtreprdinarily versatile, indiceting his creativity rested on a
complex but unified structure. He adapted others’ works -and
wrote original scrﬂgts, he acted aé\weil as wrote, he read
volumlnouslyrand penned llterary;and mu51cal criticism, and
wrote-tragedy and comedy, poetry and prose, dramas and docu-
mentaries. Sinélair's writings of this period deal with psycho--

analysis and social satire and they demonstrate his concern with
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ethics and linguistic expression. Sinclair has described h%ggéyf
as "incurably didacti-c";7 his natural instinct to teacﬁ”isﬁi@#
expressed by his definition of the artist-communicator's
task: "A play shouldn't have a message,.it‘should‘gg a .
message".8 Although he w&s not a great actor iike Johﬁ Drainie,
Lister Sincalir excelled at character roles. A voraéious
speed-reader, he usuélly absorbed several books a day sampling
all the categories of lité;aturé. |

Reacting-to Sinclaif's frequent use of poetry in his
rgdio plays, literary critic James Scott observed in 1951:
"Sinclair might well have developed into a major poet;". ”
however, because of his contributions to the experimenfal'state.
of the art of radio drama in Canada, §inclair was "so busy
adapting radio shows and performing other radio high jinks. that
"Le never has produced a voiume of verse“.9 Scott is not tﬁe

only writer to have been impressed by the poetic quality often

present in Sinclair's languhge. For example, later, Earle Birney

was moved to describe the radio verse drama The Summit and the
Tide as "a contribution to poetry".loﬁ Lister Sinclair was an
inhébatg} in the radio verse-drama form, composing plays botﬁ
ﬁragic and  comic, verse'and prose. In his radio series, The
‘Meaniné gﬁ Comedy, the playwright ‘pointed out "that the
" essential factor in the comic method of yritiﬁg plays is_irony.
Many traéedies, he said, age quite funny, while some comedies

11 4 .
are sad", . 3

S
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reflected in e great variety not only of his dramatic, but

also his non-dramatic writing, and other wor§ as a broadcaster
during the period from 1950 to the present. 1In 1951, he began

r

preparing and hosting the -weekly program Science Review and

wrote a screenplay for the National Film Bodrd about the opera
school at the Royal Conservatory.of Music in Toronto. By 1952
Sinclair was contributing to television as well as radio, and

Hilda Morgan was produced for TV By Robert Allen. That same

year, the ddécumentary-drama The Hand and the Mirror examired

Leonardo da Vinci "as a man who reconciled the spirit and the -
|

flesh", and a stage version of Socrates was presented at the .

Royal Ontario Museum.l2 Sinclaiﬁ@s two-and-a-half-hour radio

A N
o
portrait, The Age of Elizabeth, focusing on the emotional

3

background of the period, was aired. The Back to Normal series

examined emotional disturbance. Sinclair's Science Review

received a special citation from the Thomas Alva Edison
Foundation, as there weresno programs of this quality to be
heard on the American networks. Sipclﬁ%;lipent Eﬁe bettef part
ol a year researching The Age of Columﬁﬁgf a ﬁagnificent
portrait of the;Renaissancé which was.aired in 1960.

In 1961, sinclair's persoﬁaliﬁy underwent a fundamental"
metaﬁ?rphosis; He had always been introverted and extremely

) serious: but "about the time he turned forty, says [Pierre]

Berton, Sinclair began to have his childhood. Some scientist

[
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;.

managed to convince him logicaliy, . « that his lameness was

psychosomatic. He threw away his cane. . . he began to drive

‘fast cars,. . . became a gourmet, a wine expert".13

' In 1964, Sinclair devised a series analyzing the

i -
processes of the creative mind. A key opinion which he expressed

~during one of these programs was typical of him in its practical

approach: "The creative mind sﬁould not feel héndicapped by

s
having to deal with reality; the creative mind makes use of . //-
reality, as architects{hake use of steel and stone, glass and
/ N 4
/ wood. ' The creative mind does real work in the real world."14

v i

/ Man at the Centre, a new humanities and sciences TV series,

began in 1968. Executive producer Lister Sinclair explained the
program aimed to "'be highly visual, emotional, non-didactic.

-f “ We;ll try to aim at a general audience, hoping to mgke them see o
things differently, feel differeritly about many things thgy may

have taken for granted'".l5 The Science and Consciepge series

'was desigged "to explore the.moral and ethical quesﬁions raised
by current scientific advénces“.16 For summary lists of Lister
Sinclair's main programs gnd'othgr broadcasting achievemeﬁts,
the riiﬁer i§ referred to Appendiées A, énd B.

By the 1970's Lister sinclair had added the role of a

)

dedicated administrator’ to his repertoire.. For a period he:

served as Executive g;ce-President of the CBC. As an executive
. ‘ '

with plenty of writing experience, he was concerned about the

reigning policy of competing with the Ameriéan networks, rather
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than concentrating on "these aspects of broadcasting?or society
that would disappear if the CBC ceased to exist."t7 ~

-
1

—

kg A e

- Lister“@?@glair's multidisciplinary interests and the
75

extent to whichgﬁéfhas developed and expressed them profes-

sionally constitute a very rare phenomenqg in this era of
specialization. He has concerned himself witﬁ the whole gamut of
classified knowledge. Hié simultaneously humane and rigorously
intellectual outlook define,Lister Sinclair's originality as a
Virguoso communicator. Like a Renaissance Man he is both a q
scientist'and'an artist; he has pooled both types of knowledge
and put them at the service of the electronic media, acknow-
ledging the power of radio and television to affect large
-nuﬁbgrs Qf‘pqople. First and foremost He is.a teacher, relyiné
on his far-reaching scientific awareness and considerable artis- .
tic talents to commﬁnicate'a sophisticated view on some of the
most important cultural issues of ouf time. .The connection
hetween his dramatic a}t and his science, apart from the themes,
is his interest in psycholog&.

The plax&right's ability to portray convincingly the

psychological level of social situations was already evident in

Hilda Morgan, and was a sigﬁificant factor in many later plays

and other works. He approached the society of "The Age of

Elizabeth" from a psychological point of view, -sifice one of the
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aims of this program was to depict how “Elizagethans‘hhﬁituqlly
expressed themselves".18 The Ways of Mankind demonstrated his
deep interest in the social psychology of all peoples. ‘That his
work in this direction intensified is illustrated by the Back to

Normal series, which dealt with mental and emotional disturb-

" ance. Certain Man at the Centre programs were also a reflection

of his interest in psychology. Sinclair's personal metamorphosis
in the early sixties was an indication of the evolution of his
attitudes,regarding the structure of the psyche: He had moved
from the social role of an unabashedly "didactic" playwright,
writiné chiefly from personal conviction, to the egqually intense
but formally more demanding position of a pfpducer‘with pri-,
maxily audiepce—oriénted purposes. ‘This was what motivated '
Sinclair's statement that his aim/with the major Man at the
Ceﬁtre series was to be: "lyisual, gmotional, non-didactic'",
and to make audiences "'see things, differently, feel dif—‘
ferently'". g \

| As hinted above, Sinclaii's_béychological perspective is
related to his multidisciplinarity. Although it may seem éara—
doxical, Lister Sinclair's background as a traineq mathematician
is a key to his intellectual and artistic development: Matﬁe—v
matics deals with structures (arrangenfents of parts or elements)

and evaluates relations (connections between things). As a

result, questiohs of structure and of the relations among ele-

w‘\ . B , i
s
N 3
. ¢, .
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ments became central to Sinclair's methods of composin$ radio

dramas. He has said: "'Science and drama and verse are strongly

connected. All are involveé in the arrgqgement,of iﬁeas. . e
There is a strong sense of 'the play' in mathematiés, and all
three share a kind of pleasure of arrangement which may some-
times be divorced from reality but have their own:beauty and

\
19 Sinclair conceives of literary and musical compo-

delight'".
sition as giggilel activities, and builds his plays from indi-
viduayly created segments, much in the manner of Beethoven's
structure—oriented methods of composition.- He believes thé
mental processes involved in mathematics oriéinate in intuition,
which is one of Jung's four basié functions.20 The relévance of
his mathematical backgrqund to Sinclair's literary creativi£y is
clarified by Jung'g observaéion that the mandgfa,‘a ;e;y fre—‘
quent symbol for the centering process of the psyghé developing
in the directiopﬁof ;holeness, haé a &athematical.structgre.21

ccording to Bob Blackburn,

’ ' r R
2) The most unusual ahd important talent of the

o Sinclair mind is Its ability to-relate. . . .

o " Everything he reads, hearé, Qees, immediately falls

&

~-into place in the scheme of things. . . . "He has
the gift Jf instant connection," says Eric Koch,

.« the gift of‘seeiag the whole, which to most of us

s e, T 22
is invisible. ®
>
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Jung's idea that the ego experieﬁces the'inability to fee; whole
'pin moral terms pertains . to Sinclair's achievement . "It eould Be
’ °said that it is his need to make things feel whole which has

motivatted the rgdurring theme of moral respongibility found in

' Sinclair's works. His Science and Conscience series in which he

s r

-+

"diégussed the relationship -between ifhidal qufstions and scien-
° .tific progress exemplifies one of the many avenues his programs
have followed, in r?action to modern man's éehge of incom- r'e
pleteness. His radio dramas constitute the other side of the
coin of this uniyersal ﬁerspective. As he himself stmarized,

"There are two approaches to remember, the approach of science,
) L - .
dlwhich is explanation, and the approach of art, which is .empathy.

. %ith.ghe bést programs, we wind up understanding more and

w23,

. L\ . ooy C
feellngfmore at ,the same time. - By clearly distinguishing

between thesé‘twp approaches,_sinclair's og}ﬁion echoes the -

N

k4
Jungian concept that the psyche keeps alternating between ‘the
, . ’ \ :
opposed attitudes of empathy and abstraction as it' reaches

,T!" 24 1

toward wholeness |

* ¢

Maéy'of his plays contain a psyc?ological dimenéion, but
' the “corpus of .his four "Jungian"+plays, as I céll them, may be
vie&eé as.cogstitutiag a culmination of Sinclair's attempts to
incorp&rétg.the psychoiogiéhl_point of ;iew inta his literéry
art. In a personal interview in June, 1983, Lister Sinclair told
me that ‘he had made ﬁse'of.yarious Jungian ideas in writing the

. T four selected plays. This thesis will attempt to demonstrate the

~

5 L - B ]
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compatibility between Jungian psychology and Sinclair's literary

purposes.

In‘conclusion, Lister Sinclair is one of the relatively

- <

few moderh writers, iike T.S. Eliot, W.B. Yeats, Maxwell
Anderson and Christopher Fry, to have attempted and to have
succeeded with the verse-drama form. ° Singclair deliberately used
poetic rhythms on the radio, because of their power‘to enchant

25 1n the sphere of radio broadcasting, hhich is

. L
essentially dramatic,26 rse dramas have also been in the
minority, althoughzﬁsgzzzu:iction is particularly suited to this

27

the audience.

medium. In the U.S., the major radio dramatists who ventured

writing verse plays were Archibald MacLeish and Stephen Vincent
Benét, and the director-writer Norman Corwin éxpanded the hori-
zons of radio by frequently making use of poetic forms in his

radio dramas. 1Initially Tyrone Guthrie's support of the poetic

potential of radio language in Britain had a greater effect “on
: /

the dynamic Features Department of the BBC than on its Drama

Lepartment, which was wary of public reaction to experimental

¢
work. Later, D.G. Bridson applied the theory that “rhyming nar-

rativeé verse has a strongly hypnotic beat. .- it can hold %,

"attention riveted and it can heighten emotional responso".28 In

Canada, J. Frank Willis produced a successful poetry’and music.

series. However, aside from John Reeves and Earle Birney, Lister

PR}
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inclair is the main Engiish—Canadian experimenter composing

. .
.

radio verse dramas.

e

It \is clear that the production of Sinclair's ambitious

verse-dramas, like his other serious radio plaYs; was mage
possible by the CBC's positive policy towards Canadian'cuﬁture}/f/iﬁv
and the relatively large proportion of sefious sustaining drama

programs it produced as a result. This is in the British tradi-

\

tion, and quite the oppésite.gﬁ the commercial attitude of

American broadcasters of the time, as Howard Fink points out. 2°

“ -

S

i
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#Chapter II. C.G. Jung's Psychology and Lister Sinclair's Art:

Powards the Reuhification of Culture

The aim of the present chapter is to analyze the
relationéhip between Jung's psychology and Sinclair's literary
creativity, and more broadly, to place this relationship aéqinst
the bacﬁground of crucial changes in "our conception of nature"
which are oocurring in the present century, affecting many
disciplines. 1 First a series of radlo d%cumentarles explaining
these changes, hosted by Sinclair in '1985, will be .summarized.
Then»para;lels w1ll.be proposed between the ideas presented in
these programs, the psychology of C.G. Jung and Sinclair's
literary and bfoadcaéting achievements, in order to illustrate
Jthe afgument presented in the opening ‘section, that "objectivity
became problematic as coqsciousness began to seep in at tﬁe very
foundations of physics" (Religion, p. 1). The conclusioos of
-this brief study will provide the basis for an examination of

the relevance of Jung's thought to literary endeavor and crit-

icism, 4in general. Finally, a concise analysis of Socrates, the

earliest of the four selected radio plays, will demonstrat “fﬁét

1)

this work by slnclalr was in part an original a?tempt Eo/épply

Jung's ideas to dramatlc art. ' /
[
.The radio series Religion and the New Science was

broadcast on the weekly program Ideas in three parts: the first

A

Y
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outlined and analyzed the "four basic principles™ of classical
science and the mechanical cosmology (Religion, p. 11); . the
second exa@ined some of‘the"recent discoveries which have
contributed "to the emergence of a new world view in scie;ce"
(Religion, p. }d); and the last showed that these developments,
which are especially reflected in the’fields of philosophy aﬁd
theology, lead to "the dream of a more unified cuiﬁure”
.(Religion, p. 11). Hosted by Lister Sinclair, but Qritten and
narraéed by David Cayle?, the series explained that man's

conception of reality has changed, in stages, from the ancient

*T‘Z?e of nature. . ., of a world alive with meah{pgrﬂna‘pur—
pos

to the 1ncreaslng conflict between the qugxnal vxew and
the growth of scientific knowledge, whlch resu ted in the spp—
aration of reality into opposeé>rea1ms of matter and spirit by
thé time of Descartes, to the discoveries of jhé present day
which poin; to the limitations of a divided view of the world
(Religion, p. _2). Cayley summed up the principles of,”élassical

_science, the science which emerged out of the scientific

revolution of thgﬁseventeenth century,"” as follows:

The first is that mind and ﬁatter'are not

essentially related. The second, that matter ‘s
w o ultimately*composed of some sort of ha;d material

particles. The third is that nature obeys absolute

and eternal laws, and the last that the scientist
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can give an aecount of nature wﬁich is complete,§
objective and universal. The sum of these prinéipies
i - ‘ . , was called the mechanical phiiosophy.‘ It viewed

~hature as a great machine without spir%t and without
- spontaneity,.-and it lives on today as. . , [an]
ingrained cultural sense [qf)”what the world is
really like. What I want to argque here is fhat all

of these bésic principles. .:. are beingnslowly

: overcome at the leadlng edges of contemporary

science (Rellglon, P. 11).

v sy

The teleologically-oriented, Aristotelian natural

phllosophy ruled the medieval cosmoeogy until it was overrldden
L

- R T Kl

by the mechanical cosmology. That is, the old view that every-
thing was "in some sense. . . sentient. . . [and ] -continuous with
magic" was replacaé by Descartee' definition of tn:‘yorld as
being divided into "the 'out there' of pure matter and the 'in

‘here' of pure mind," which eliminated the level of the soul, the
form of “the body, from the aceepted three-fold scheme of body,
soul and spirit (Religioh, p. 4). Albert Shalom has proposed
that %g§cartes' dualistic definitipn of reallty was a philo-
sophical response to the sudden rise of technologxes\followmng
the discoveries of Copernicus, Newton, Galileo and others, a
development which seemed to suggest "that nature is inherently

mechanical"” (Religion, p. 3). Nature came to-be viewed as

"absolutely measureable," not magical, in the age of Newtonian

¢ R -. . -

0
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science. Before, "we had a matter. . . composed of matter and

form which therefore allowed us to understand things by. . . [an])

abstraction of'formq.“ With Descartes, \
what's left is a mind which seems to have no direct
contact with material reality. ’It cénnot, because
there are no forms there, It ‘is faged with a pure
extenced [spatial] reality and. . . beqpmes defined
as. . . pure intellectual.activity facing [1it]). . . .
That's. . . the constitution of th; body-mind :’
v problem in its modern form (Reiigion, p. 4).

More and more, science examined only the physical
universe agd left questions of ultimate truth to religion. The
mechanistic view that matter is essentially inert provided the
basis for the“politicai notion of a "fixed social order." 6nﬂ
result was that Various.religious sects based on the'organic
principles of alchemy ér occult philosophy became "politically-
unacceptable," bgéause they opposed this concept. ﬁ:Qtonian
science not only ignored spontaneity in nature, but also "the '
human experience of irfeversible change.” Nobel Laureate llya
Prigogine has described it "as a kind of giant clockwork" with
1§WS‘that'were "time reversible” and "deterministic" (Religion,
p.‘83. The scientists' task became to try to unlock the plqh

according to which the physical universe must surely work:

science was "trivialized® by “being "reduced essentially to
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‘spelliné out univereal‘rules." The growth of the mechanical
philosophy culminated in science abandoning "the'search for -
meaning and value in nature," and religion abandoﬁing "the
qyestion of. what the physical world means,. . . [becoming] a story
of sin and salvation" (Religion, p. 9). While the ability of
scientists to explain increased continually, they no longer had’
access to certain "Qualitiee of being" which "had been consigned
to the sphere of religion," with the result that they were
forced "to suppress their deeper feelings in the name of sup-
pressing subjective emotions. . . . [The loss oﬁ] sensitivity
toward value in the universe.wéich is more necessary than
perhaps anytPing elsenin‘our minds for relating to the world"
was ae effect of the efforts by‘classical science to explaie the
laws of the physical universe only (Religion, Lp. 9-10). '

In contrast to the tenets of the mechanical philosophy,
some of the scientific discoveries of the twentieth century are
contribut}ng to the emergence of a new teleologically?oriented
governing philosophy. Theoretical phfsicist David Bohm has
hypofhesized the notion of an implicate order in nature. He has

proposed that particles are more complex thg&kﬁfaditionally
supposed, respondiné "to ieformation in a wave rather than being
.pushed around mechanlca;ly," and that the more they are ana-
nlyzed the more subtle they seem to be. Therefore, the enfoldlng
and unfoldlng motlon of quantum mechanlcs must stem "from some

more subtle order beyond time and space“ (Relxglon, p.13). 1In
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Bohm's view. the implicate order makes the classical mind-matter
dualism unnecessary. For him, "mind and matter. . . [are] the
opposite ends of a continuum,. . . the primary quality of

reality is wholeness" (Religion, p. 14).

Physical chemist Ilya Prigogine has discovered that

non- equlllbrlum systems "spontaneously develop their own ‘struc-
tures.. . . [due to an] influx of matter. . . . In Prlgoglne 8
'world, order emerges unpredictably out of chaos" (Religion, p.
15). Here, time again becomes irreversible because dynamical
laws "become probabilistic and time-oriented." Prigogine's view
brings the human perspective back to science, and "is a step
gion, p..16). Rupert Sheldreke’s approach to/morphogenesis or ////

s

\“\\ ‘ towards the reunification of culture and of knowledge" (Reli-

"the coming into being of form" is based on the widely accepted,
fairly recent theory of form—shaping’fields. Sheldrake added to
the concept that "the fields have a kind of invisible structure
_whieh molds the developin§ organism," by proposing thet "the

-+ fields are influenced by previous members of the species”

~

//'/ (Religion, P. 17). In other words, every member of a species —
g draws upon a built-in memory pool, which is not far {rom Bohm's

e P idea that "the implicate order shas a kind of built-in, ‘cumula

s tive memory” (Religion, p. 1)) “Finally, James Lovelock's Gaia

Hypotte31s came out of his studies of unstable gases in the
earth s. atmosphere, which led him to conclude that "the earth iq

not just an environment where life evolved, it is an environment
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which was created cooperatively by life" (Religion, p. 18). He
looks at nature as "something alive, intelligent and respansime,
"¢ . . [as] a single, living being" (Religion, p. 20).

' These recent developments have led many scientists-to
assume a double perspective on reality: “aystems of knowledge
about empirical reality" do not suffice; there are also
"systems of belief about a primitive reality," based on induc~
tions made from empirical knowledge. Modern physics has recog-
nized "that science is not in contact with ultimate,reality,;
with the result thae the new science is "more humble, more
unified, more phllosophlca‘“ than classical science (Religion,
pPp. 24-25). These attitudes have carried over into theology.
Father Thomas.Berry has urgedienfering "into the dynamics of the
world," rather thag‘concentrating on=ge§ng saved out of it
(Religion, p. 26). The first step to this is to enter into the
cfeativity of the natural world, to begin celebrating the whole
"liturgy of the universe" by entering its "brimary ritual"” more
fullyq(Reiigion, p. 28). This theological view is an effect of
the discovery by scientists of the mythic aspect of what they
are doing, and their realization that even scientific "knowledge
is at least as much subjective as objectlve“ (Religion, p% 27).

Phlllp Hefner has said that ultimate value is to be
found in the cosmological process: salvation "has to be

‘interpreted as our participation in the future of the universe" °

(Religion, p. 27). Philosopher Jacob Needleman has analyzed the

LY
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need to integrate internally the two parts of the mind which are
affected by scientific and by religious activity, describing’ :

‘ o= P . .
this as "the job of a real spiritual discipline." -Science and'

religion can only be inﬁ;graéea in the mind of the individual
who allows the part of the 'mind which "needs to organizé data
throuéh‘theories" to mesh with the part-that speaks "symbol-
ically,. . . i%agisticélly, in a 1anguage—£hat touches the hearﬁ‘
and feeling of the mind. . .»that has to do with integrating the

\

whole of myself and moving me towards some higher thing called

God" (Religion, p. 28). - ,

Religion and the New Science showed clearly that the

growth of science after the Middile Agés profoundly affected the
* v J

-

entire scheme of cultural values"in the qgstexn world. On the
one hand, the polarization of reality into matter and spirit
seemed necessary in order to deal with the vastly increased

powers of the mind which practised science; ‘on the other hand,

9

by having the observer stand "apart from the flow of time. .
the Newtonian world view excluded/%uman experience." As

Prigogine noted, ) ] I .

when the simpleoand réversiple motions of Newtonian

) ~
mechanics were genéralized into a wqrld view, the.
$ c .
cultural consequences were disastrous. . .

[produciné] a déép division between science and what
. ¢ ) '

. -
b . v

e
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came to be called the humanities. The battle to
humanize science has therefore.involveé’ihtroducing

the idea of irreversible change into the static an8

L

eternal.world of élhssical mechanics (Religion, p.

14). '
Thethentiekh centﬁry has been this béttleground. Jung's
psycbology and Sincléir's continual, overlapping contrib&tions.
_to’both the, scientific and artistic realms are but two examples
of other develépmehts in the western world helping to fashion a
cosmology whiqh is more’ complete. It is suggested here that the
inc;egsing inadequ;gy of the mechanica} philosophy for dealing .

, ]
with fundamental guestions' in the twentieth centgryﬂgave rise’
v \ ¢ )
not only to the hypotheses of Bohm, Prigogine, Sheldrake and
Lovelock, but also to the psychglogy of Jung, the universal

approach to broadcasting of Sinflair and the work of others in

" various disciplines.
/ ~
/\v

i
4

The psychology of C,G. Jung rejects the simple Cartesian
diQiéion of reality into.matter and spirit, since it centers on '
the development of the"iﬂﬂividual tow;rd psychologiqé} whole-
ness. This takes place in steps, and always results from the
marriage of‘¢ppoéed spiritual and matgrial contents in the human

psyche, bringing a third level of reality into existence. Jung

aqained.the generaily acéepted division of the cosmos into the
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conscious and unconscious orders and showed that their reuni-

ficatidﬁ‘is possible; through successful encounters.of the ego
with archetypal images. Jungian psychology reestablishes the
relationship betwégn man and nature because the archetypes of

the collective unconscious link man with his evolutionary past.

The archetypes, which Jung described also as "primordial forms,"

have returned to man the middle level of the soul in the old
tripartite .view of reality. The grchetypes are a modern symbol,
in the Jungian sense, for the value allowing the body and the

mind to be related. &

PS

Jung's psychology is open-ended because it accommodates
. <)
the telos, like Aristotlie's science., 1In the 1939 forewcrd to

Jolande Jacobi's book on his work Jung said:
. . -

Since it is my firm conviction that the time for an

all-inclusive theory, taking +in and describing all

-

o

1from one central viewpoint, has not yet arrived,’l

regard,my concepts as suggestions and attempls at

the formulation of a new scientific psychology based

. in the first 'place upon immediate experience with

himan beings. ,

Jung himself noted a parallel between his own work :and that of

modern physicists:

the contents, processes, and phenoﬁgna of the psyche
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The arcﬁetypes have this péculiarity in common with
the atomic world, which is demon§trating before our
eyes that the more deeply the investigator
pénetrates into the univeése of micro-physics the
more devastating are éhe explosive forces he finds
enchaingd there. That the greatest effect comes from
‘the smallest causes has become patentiy clear nét
-onLyviﬁ pﬁysics but in the field of psychological
research as well. . . . Sooner or later nuclear
physics and the psychology of the unconscigus will
draw cio;er together as both of them, independently¢
' of one‘gnother and from opposite directions, push
| forward into transcendental territory.3

Jung was equally concerned with Fhe structure and with
the aynamics of the psyche. He identified the major archetypeé
of the collective unconscious as the universal structure of the
human psyche. As well, he studied the changing relations between
the conscious psyche and the unconscious life of the archetypes
in great d;tail. Jung's thought paralléls thé.new scientists' in
th;t: while the latter are .beginning to accépt the pythic level
involveq in their own work: he has examined the relationship
between myths and psychjc life. While the new scientists reach
for qualities of sensitivity'toward the.wofld hé has defined
the four psycholog:caL functlons, and shown that the ma;ady of

the mechanxca; phllosophy is’ tied in with 1ts ‘repression. of what
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he has called the feeling function. Because both subjécti?é and
objective experiences are necessary for psychological‘deQél—
opment, Jung accorded them equal value.

Both the.new scientists and Jung are oriented toward the
wholeness of reality, rejecting the coﬂception of time as re;
versible. There is a parallel between ﬁohm's immeasureaﬁle;
implicate order and Jung's invisible, dynamic a}chetypes. There
are also paralleLs to be found between Prlgogine s interest in
the structure and order of non- equlxlbrlum systems and Jung 8
study of the structiure of the living psthe, and between
Sheldrake's built-in memory pool of the form-shaping.fields and
Jung's collective unconscious,'a resemblance which Sheldrake
himself recognized.4

The wealth of Lister Sinclair's contributions to

Canadian culture both artistically and scientifically is

directly in line with the new scientists' and Jung's intnrp}e~

tations of reality. His hosting Religion a;d the New Science and
acting as a behiﬂé—the—scenes planner of Ideas epitomizo ‘
Sinclair's career-long efforts to bring the interests of science
and the humanltlps closer together. 1In introducing Part I1 of
this séries he used the phrase "heal this division," in refer-
ring to the opposition between matter and spirit iﬁ the méqh;n-
icai philosophy. That heatxng resuits in transforming dividpd\\
things into wholes is a Jungian concept, one whith Sinclair

adopted. The notion of healing is reflected also in the re-

\
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unifying é;irit'underlying avant-garde twentieth-century

"thought., Many of Sinclair's programs openly declared his sym-

pathy for a less divided approach to reality, for example,

Science and Conscience and Man at the Centre. The latter title

* ’ may be consxdered to refer both to the centering, ordering
________________________ tendency’ of a (healthy psyche, and to Sinclair's sense of man's

need to—find himself at the center of the events of his time.

t All im all, Sinclair's career exemplifies ﬁacob Needleman's

"spiritual task", the integration of the part of the mind which
organizes data with that part which speaks imagistically.

\ The four selected radio ‘plays all address the division
between matter and splrit, and The View From Here Is Yes in

i

particular employs the relationship between science and culture,

as a key theme. Various aspects of Sinclair's approach chal-
lenging the "ingrained cultural sense" of .reality were discussed
earlier: his interest in myths, his studies of emotlons, dem—
onstrating his concern with the.modern\body-mrnd problem, his

' acceptance ‘of the distinction between the attitndes of empathy

and abstraction, his appreciation of structural concgpts and his.
’ P

« a8

, moral vision. The detailed analyses of the selected 'plays will
further illustrate the close relationship between Lister

Sinclair's broadcasting career and a new emerging world view.
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The striking parallels between the changing world view
of scientists ‘and Jung's thought, which are also to be discernaq\\
in the area of the humanities, suggest that the mechanical ’
philosophy has run its course as a ruling cosmology. Creative
thinkers, Lister Sinclair among them, have been breaking common
new ground. Conseqguently, the basic relations between the
concerné‘of literature and Jung's psychology, which Sinclai;
applied in the selected radio plays, should be pointed out.

In his important essay "On Psychic Energy", Jung
described one of the basic d}fferences between his and Freud's

thinking, whi%e at the’same time pointing to the latter's

enormous influence over him:

% - ,
Freudian theory'consists in a causal explanation of

| the psycholog§ of instinct., From this standpoint the
spi;@tual principle is bound to appear only as an
appendége, a by-product of the instincts. Since its
‘inhibiting and restrictive power cannot be depied,

C it is tracéé'back to the infiuence of education,
moral authorities, convention and tradition. These
authoritieé in their turn ‘derive their power,
according to the theory, from repression in the
manner of a vicioug circle. The spiritual principle

is not recognized as an equivalent counterpart of

the instincts. . . . Freudian psychoiogy appears

- 2

-

)
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threatening to this [spifitual}_standpoiht, but it
is not more of a threat than materialism in éeneral,
whether scientific or practical._ .

In this text, Jung suggésted that Frgud succumbed to‘the
traditional division between matter énd spirit, by basically
ignoring the spiritual diﬁens' n. For his part, Jung subscribed
to the theory that matter and spirit had éo be confinually
synthesized. ]

At .the center of Jung's psychology is the idea th;E the
psyche consists pf a never—ending,‘everfchanging relafionship
kwhich can be ei;her healthy or unhealithy), b;tween two separate
levels: the usual incompleteness 6f éonscioué life, and the
functions of 'the unconscious, acting to compensate ‘for the
former. On the one hand, the repressed history of all‘thé con-
froﬂtatioﬁs that. have ever taken place between the conscidus and
the unconscious in the psyche of an individual comprises ﬁis
personal unconééioﬁs. On the other hand, the collective un-

: o -

conscious is composed of

the totalify of gll archetypes,. . . the deposiﬁ of
all human expefiehce right back to its remotest
beglnnlngs. Not ndeed, a dg;é dep051t, a sort of
.abandoned rubbish h&ap, but a 1iv1ng system of

reactions and aptitudes that determine the ‘

°
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individual's life in invisibat ways
(Jacobi, p. 36).
An archetype is a poténtiality, a preconscious, invisi-

‘ble form; it résembles Plato's Idea, except that its ﬁature is
not fixed but'dynamip. Itjcannot be apprehepded until the proc-
ess. of interaction wiﬁh the conscious mind has clothed it in an
-image. Becausegthe archetypes ‘are triggered off by phé impact of
individual -events on a human beingfs'conscious‘staée, they bear
in a masked way on his personal situation. Archetypal situations
appear irrational because they are foreign to Eonscfoushqésﬁ The

; A3
archetypes ~ n S -

« are a structural‘condbﬁion of the ps?che, whieh, o .
can bring forth certain "patterns™. . . . [They]
are based on a pxjinc'iple of' form _that? has always
‘been inherent in the ésyche. . . ; [They] are
primordial forms that arose at a time when the
coﬁsciogé-mind did not yet'think but onig
‘percéived,. . . not invented but impoggd on the mind
from within, they are convincing by virtue. of théif
immeédiacy (Jacobi, ppl 50-51). |

Counterparts of the physiological instincts, the archetypes
‘evolved direétl} in relatjon té'them. Juﬁg\viewéd the archetypes

as a ccllection of self-portraits of the biological instincts.

&
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The archetypes are "charged with magic and numinousness,
lend meaningful form to the dynamiﬁm‘of the instinctual foun-

dation of man and represent the spontaneous manifestation of his

. authentic, essential nature" (Jacobi, p. 110). The conscious

psyche experiences the numinousness of archetypes both as "im-

ages and emotions" (Jacobi, p. 37). The, healthy ego must find a

way of changing or expanding itself in order to accommodate the

strangeness of an archetypal image. Jung called®this process the

_transcendent function. It entails the synthesis of a pair of

values opposing each other: one, the conscious state or atti-
tude, and the other, the archetypal image which rises up from

the unknown depths of the psyche. The'synthesis of conscious and .

unconscious contents produces a third, new value, that rein-

forces and replenishes the conscious'statg; In othef'words, a
symbol, the new value, is the result of a marriage between the
ébétract, masculine aspect of the psyche (the form-providing

conscious mind) and the concrete, feminine aspect (the arche-

.typal contents of the collective unconscious). Symbols are

never entirely abstract, but always in some way
"incarnated". . . visualized by the psyche as
specific forms, figufes, images, objects, etc.

; . « « It was this image-making power of the human

psyche which. . . created the boundless realm of
' o~
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myths, fairy tales; fables, epics, ballads, dramas,
etc. (Jacobﬁ, P. 56) b !

Jung considered symbol—ﬁormation to be a central process of

é;eaming also. ' ‘ ‘

Jung's approach to the split between matter and sptr%%l
where it is possible‘to synthesize or marry them in the humaﬂ
psyche, provides a solution to the body-mindxproblem‘of the
‘mechanical philosophy. For.this réasoh, his theory of the
'archetypes of Qhe collective uncqnééious is of great interest to
literary criticism, "since it provides a reQealing perspective oﬁ
the vast range of problems treated in literary works grounded in
traditional western culture. The recognition of "the archetypes
which play a part in a work of literature facilitates analyzing
tge relations among its elements. The dynamisﬁ Jung ascribes to
the érchetypes encourages a very §1exible approach ts their
literary manifestationsf whether in the behavior of characters ‘
. 0r embedded in any other formal element. Certainly, Jungian
psychology provides the basis for an analytical, complex ap-
proachifo the emotions exhibited by literary characters. The
meanings of the images whixh usually fillwliterar} works are
clarified by Jung's explanation of their sources. The sponta-
néous nature of the relationship between the pzecodaéious

i

archetypes and the conscious psyche sugéests there is always a

o

dramatic dimension to be found in literature,
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The position of the cohscious mind in the psyche as a

whole is only relatively centralj It @s surrounded on all sides
by the reality of the mainly hidden archetypal world. The
patterns stored jin the collective. unconscious were created
through endlessly repeated experiences over the entire span of
human evolution, and they have tremendous weight and power. The_
archetypes usually present themselves to consciousnesé, which is
fragile in comparison to them, in a masked-and partial form. On

one hand, the conscious ego tries to accommodate itself to "the

typical norms, customs, and views prevailing in a particular
- b3

environment” which make up collective consciousness, and act to

alienate man from his instinctual foundations. On the othér
hand, the ego also_attempts to integrate} archetypal iméggs,\as

they come along, with ftself. Mental health requires that the

.challenges be met on both levels. Generally speaking, if the ego

Succufbs to the rationalistic pressures of collective conscious-
ness, the individual becomes a dependent, mass man (ulfimaﬁely,
a neurotic). Conversely, should the ego succumb to an archetype,

he may become an "aloof individualist" or a "crank or fanatic,

again a victim of his drives™" (ultimaiely, a psycﬁotic) (Jacobi,

pp. 110-111).,

Jung's discovery of the archetypes of the collective
ungqnscious allowed him to build on the theories of Frgua, by
viewing psychic processes®°in teleological terms. According to

Jung, the conscious psyche grows or develops through the process
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of symbo; formation, which involves moving back and'forth be-
tween the inner world of the collective'unconscious and -
consciousness. The psyche develops by synthesizing these con-
tents; otherwise, it either represses the maFerial which it has
been unable to come to terms with, or it allows an archetypal
image to dominate it. |

‘Basic archetypes are experienced similarly bl large
group$ of people and aré incarnated in collective symbéls, the
" most complet; sets ‘of which comprise the world's great reli-
‘gions.'-From the psychological point of view of Jung, reiigions
constitute a category of myth. He described @yths as,pnojechions
of the relations between consciousness and the collective un-
consciousf shared by all members of a society. ({Projection ‘'
occurs as a result of repre551on complexes in |the personai
unconscious are progected into objects, forms and events outside
the psyche.) The pattern of a new soqlal myth arlsxng to replace
an older one which has lost its relevance can be’ traced back,
through the myth of science, which was independent- of estab-
lishéd re;igion, dominated the nineteenth cehtury and is current
still today, all the way back to the myth of alcheﬁy and even
earlier myths.'"We merely translate one symbo; into another sym-
bol which is better -suited to the existing constellation of our

indivxdual fate and that of humanitj as a whole" (Jacpbi, p.

118).

\ (

fpe:
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In "On Psychic Energy", Juncj explained the opposition

between the mechanistic and the energic points of ‘view:

a /

The mechanistic view is purely causal;. . . the

< energic 'point of view on the other hand is'in*
essence final;. . . The idea ofcenergy. . . is a
concept abstracted from relations of movemén;. e s

Empathy leads to the mechanistic view, abstraction

-4

to the energic view (Jung, pp. 3-5).

»

The only reasonable solution is the formation of "an antinomian

!

postulate, . . . [which] is mechahistic as well as ener’gi/é" (Jung,
/ p. 4). We have already seen how Sinclair made use - of the dis- °
tinction between empathy and abstraction. Jung's theory of

conscious-unconscious relations and his teleological orientation

¥

are founded on this basic attitude. _ K

One of the most important archetypes is that of the

self: it is the preconscious tendency of the psyche to develop

»

in the direction of individuation and wholeness. ~ ‘Through its
ordering, centering influence the archetype of the self enables

the psyche to become more differentiated.
. ' Z

- (
Among ‘the numerous archetypes that [Jung‘] identified
and described are those of birt‘h, rebirth, deat.h,,
power, magic, the hero, t.:he child, :jthe trickster,

God, the demon, the w’iselgld man, the earth .‘mother,
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the giant, many natural obje;s‘ts like trees,(the sun,
thé moon, . . J6 |

The major archetypes reach so far baclz in time they are common
to all human beings, énd play a principal rol;-:- in the devel-
opment of all individuals, Apart from the self, the most
important af;a the shédqw, the pérsona and the -aﬁr)ima 6: {animus.
The first stage in the individuation process is the ego's

encounter with the shadow,” necessary to allow the psyche to

“'‘appear plastic. . . [and not} a two-dimensional phantom'"

(Psychology, p. 106). The persona is like a mask,-. the part of
" the ego which "is turned toward the outside world" (Psychology,
p. 27). While confrontations with the shadow strengthen the ego

L] ~

and anchor it more firmly in our sexual nature, the second stage
.of the individuation process regards the encgunter of the ego
with the‘archgtype'of the soul-image, or the anima or animus,
which '"a,lwarys star;ds for the complementary, contra‘sexual part'of
the psyche.”, . | It represents the image of the, other sex that

we carry in us aS"indg';viduals and also as members of the

species" (Psychology,.%p. 107, lilk—lJIS).

4 Psychic life moves in two directions, in four different

modes. In any given case, psychological behﬂyioro ie e{ther
introvertgd‘(éi‘.récted toward the psyche itself) or extraverted
(directed at the récogniqule worl'dﬁout,sidel the psyche)., Fur-
'_therm‘ore, a,psychologﬁical,experience is eithe;‘ rational or

« N
s
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irrational. -That is, in thleirstainstance, it functions pri-
marily in the form of thought (légigal inference) or feeling
(evaluation, iﬂ terms of acceptance or rejection), and in the
secgpd; it funcEions primarily in the form of sensation (via the

senses) or intuition (sudden revelation). ®©One function will

“develop first and assume a leading or superior role, and one or

two of phe others will most likely develop in an auxiliery role,
but the fourth, the inferior function, is always' the leae;>

aifferentiated and- manifests itself in more primitive terms’ than
* 7
any of the others. The encounter of the ‘ego with the major anima

archetype ocours at'an evolved stage of psychoIogical devel-

opment, after the meeting with the shadow, when the inferior

function has been left far behind the superior and auxiliary

,

Y

functions. . \y»\,
‘ A ‘ \ .

The aspects of Jung's psychology described above hav
- L .
many appiications in the area of ‘literature, Jung's thought on
the healthy and unheagghy‘relations‘betﬁ;en the conscious and

the unconscious psyche .provides a scheme for creating pene--
. ¥ ‘ . - . .
trating psychological portraits' Motivations which lie below.the

Y v

! : . ! 3
surface as well as neurotic and psychotic tendencies can be

presented in meaningful ways,\using Jung's ideas. The teledbonyy

L3
.

of the individual psyche can be used as-a literary deviece, with
unllmlted possibilities of appllcatlon. o
Jung's studies of the realm of the collectlve umK

conscious provide the basis for relating the subjective and ‘the

Y S . . 4 .
£ : 4 ' 4 ‘ R : «
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objective level of experiegce, in literary wo:ks.'The fate of an
individugl, his psychological dévelopment, can be placed against
the backgfoﬁnd of t?e greatéi forces controlling his society,

- which are rooted in the collective unconscious. An understanding

- of the relaﬁionship between_the‘dominating myths gf\a society
and its structure is a powerful tool for identifying and pré-
senting the forces to which %ndividual characters must relate.
The major'archetypes, the four psychologié%l fﬁnctions/énd the
, distinction between introverted and extraverted psycholégiqal
'va-~_—“~beha§ietﬂara_mPs%ﬂuseéuk—eeaee§eé~fef—%he~e£a£%ingﬁoﬁ—meaningéwk————~
‘ literary and aramatic situations. The concept of projection

-

. suggests that a literary work, as a whble, can be approached as

’

a projection of the author's relationship to his culture, to the

- -
-~

key issues of. his time and place.

’
4

9 | Finally, beecause Jung compared mythical fantasiés to

e mythical dramas, emphasized the dynamic @& 'living nature of the
grchetypes, showed that their appearance is accompanied by

¢ ’ emotions.and a sense of immediacy, apd"explainea that dramas, as

well as othér traditional literary forms, are the result of the

process of, image-making or symbol—formatioh, his psychology is

particularly compatible with the drahatip perspective on human

existence., ’ §$§\
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A brlef ana1y31s of Socrates WLll Bhow that in this
radio play Sinclair applled his knowledge of Jung s psychology

in an experimental fashion. That is, the use he made of images

‘and his characterization of Socrates prove to have begm influ-

.enced by Jung's psyohology, but the play as a whole is tradi-

tional in structure. The analyses of the later selected plays,w
however, will demonstrate that Sinclair's familiarity with the
psychology of Jung éeepened with time, giving him the confi-
dence to apply the psychologist's concepts more radically than

in.the first "Jungian" play.

Broadcast in February 1947, §Borates appéared after'C.G..
Juﬁg's;fﬁndamental works had all béen publishéd, but before they
had become as well known as they are today. As C.S. Hall and
V.J. Nordby have written, a positive interest in Jung among both
psychologists and the general public did not oegin to develop
strongly until the 1960s (Primer, p. vii.). It is to Lister
Slnclalr s credit then, that he began to adapt the Swiss
thlnkeF s theorles.more than a decade before the appllcation of
Jung's psychology to the central'problems of 'western culture had
become a popular approach.

Sinclair founded the drapaoic action in Socrates on the

opposition between the philosopher's essentially virtuous

, character and the underlying corruption.in the attitudes of

Athens' political rulers. This analysis of Socrates will examine

-briefly Lister Sinclair's application of traditional_dramétic

>
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aevices and ragfo drama techniqueé, as well as his use of
Jungian concepts. While the opposition between the characters of
Socrates and the rulers of Athens is fundamental to the struc-
‘turé of this verse play, Socrates emerges as the dominant per-
sonality. ‘This famous philosopher has been a legendary figure
for over two thousand years becausé of his repﬁtation for
choosing to accept death at the hands of the Athenian govern-

. [ & 7

ment, rather than speaking against what he believed to be thg
the

tfuth. Almost everyone has heard of and been influenced by

story of Socrates”™ mental courage, but 1its philosophicai aspects
have bee& studied only by better-educated people. On the whole,
his fiéure rgpresenté a rather hazy, but a basic myth of our

cuiture, for he symbolizés a partly mysterious, universal vaiue,

A strength of this radio drama is its success in intérpreting

and clarifying the mythical value of Socrates' wisdom from a
N .
twentieth-century point of view, in part by lean;Pg on Jung's

psychology. Sinclair's method for doing this was to build a
mythic dimensioﬁ into his work by. applying Jung's ideas in tfrec

nain ways: adapting his theory of psychological types and of

-

" the archetype of the anima and creating a network oflmthicaliy;

y

significant images..
Sinclair's adabtaﬁion of some of Plato';‘writings in
Socrates: The Symposium, The Apology of Socrates, The C}ito and

13

The Phaedo, as well as his Lgarrangemeht of hiétoricAl facts for )

dramatic purposes must also be taken into consideration. 1In hins
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* introduction to a later, stage version of Socrates, Sinclair

expzained that "in the interests of dramatic conflict", he had
compressed many important events in the philosopher's iife into
a foéty;eight hour period.7 H

The relationship between the developing dramatic action
and Sinclair's presentation of both the subjective aspects: of
the philosopher'é psychic life -- Socratées' conscience and his

inferior psychological function -- and the objective aspects --

his high moral values, his stubborn speaking out from a sense of

responsibility towifd his society -~ is central to this radio

_play. His two-edged approach to the character of the prdtagonigt

”

reMlects the general dualistic structure of Socrates, where the
action ﬁoves back and forth between—subjective and objective

scenes. Socrates alternates between dialogues in plain language
and poetic blank verse speeches-in pentametér; there is aléo a
consistent, not directly related alternation in scenes betwegﬁ;

T3

the (wo main groups of characters, Socrates and his followers,

-and the government leaders. The movement back and forth from

colloquial language to bklank verse follows the peripeties in the

dramatic action, and distinguishes between scenes according to

-

. whether their contents are mainly subjective or objective in

orientation, whether they depiét essedntially internal, psycho-
N S R

logical experience, or external, individual or social action.
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" A tight network of recurring images Sggvides'a thematic
basis for the dramatic action. Images of morniﬁq\ahd night occur

right at the‘beginning of Socrates: ' ' )

\x
N

It .is morning in the morning of “the world.
The place is Athens: marble beauty dozing
In the fringe of night's dark shining cloék. e

Now she is golden young, dreaming at dawn, \°.

. ) ) 8 \
o Whose grey eyes banish disappearing night., ..

e 2

B

- The opening lines introduce mythic meanings, in the Jungian
sense. The éwiss psychologist's findingé\regarging the . relations
between the ego and the archetypes aro;e from his conviction ‘
that the latter "represent and communicate"™ man's primordial
experiences, and that man's earliest myths were simply transla-
tions of "our eternal knowledge of the sﬁn‘s setting.and re-
birth" into images (Jacobi, p. 46). While tﬁg oppqsition between
the essentially mythic images of morniﬁg And.night”triggers tpe
listener's unconscious mind, helped by the hypnogic egéect of
the repetitive pentameter rﬁythm and internal rhymes of this
p;ssaqe, t also ceiebrates the heights of conscliousness which
the Athenian civilization fi:sp attained ("the morning .of the
world"™). The image of morning, then, Clearly symbolizes tﬁe '

light of consciousness, while the contrasting image of night

stands for the darkness of the collective unconscious,
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To borrow a structuralist expression, this morning-night
opposition constitutes‘aﬁ important péradigm, because it recurs
throughout Socrates and other images are related to it in
various ways. In the next scene Athens' leading politician
Anytus refers to Socrates' strong influenCéJon his followers, by
saying, "his voice is gold," tying in the philosopher's charac-
ter with the meanings alfeady associated with the images of
morning and light: the time of day, the’dgﬁn df civilization,

the light of consciousness, the color of gold (Socrates, p. 5).

It is-also at dawn, at the beginning of this scene, that
the politician Meletus brings news of an important revelgtion by
the oracle, launching the dramatic action. Here Sinclair

:exercises poetic license with the historical revelation by the
Delphic Oracle that no living man was wiser than Socrates. 1In
the radio play, the oracle makes its revelation at a time when
Socrates is already old and has a well-established reputatidn as
a philosopher. The event actually occurred when Socrates was
still a young man, bringing about his conversion to an ironig
moral philoéophgzr.9 This rearrangement of events allows
Sinclair to present one of the most dramatic, known occurrences
in Socrates' life within the Eame time frame as other important
eQents. . '

As it turns out, the image of the oraéle is a powerful

dramatic device in Socrates, for Sinclair associates-the mythic

significance of the Delphic Oracle with a second oracle:
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Socrates' little .voice or personal oracle. While the Delphic
Oracle was a political tool, it also had a religious, that is, a
mythical value for most of the citizens of ancient Greece.

Socrates referred to his inner voice in several of Plato's

writings. For-eyample, in The Apology Socrates referred to his

inner voice as "the familiar oracle within me."10 Similarly, in
the radio drama Socrates often mentions a mysterious personal
oracle which prevents him from following certain courses of

action. The association between the two meanings of the-oracle

\ /

image suggests that Socrates' little voice or conscience also
has a mythic dimension.
As they confer together, the violent reactionf of

Meletus and Anytus to the revelation by the oracle®expose’ their

fundamental lazzsz morals. They do not have the couiagc to try
S

to think of a Jution to the moral challenge offered by the
message of the oracle. 1Instead they cook up:charges'of blas-
phemy, corrupting youth-and srdition against the philosopher, in
order to protect their position of power,. Mcletus and Anytus
cannot deny that "Socrates is-obedient‘to the law," but they
rationalize the{}_desire to get rid éf him by reduciné the .
situvation to a simple politiqal choice, "mutiny or this man's
death" (Socrates, pp. 4-6). They ponder queations which are
Blatantly immoral: " . . . is it safe to kill him?/ Is it 'safe
to let him live?" (Socrates, p. 6).° This opposes the images of

~

life and death.
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The conversation of Anytus and Meletus, which is
Jdelivered in blank verse, exemplifies Sinclair's device of
ﬁaving She Eype of language used by the characte;s ref%edt
whether the dramatic action in a scene is essentially objective
or subjective. That is, since it falls into the category of
objective, external, sociai’behavior, t?e vehement exchange
betwesn the gﬁvernment }eaders is in blank verse. Their

conversation is neurotic in character, displaying their poorly

individuated psychological state. The formality of the poli-

ticians' language here is an indication that they lack self-

- knowledge, and that the listener's reaction to this scene'is
intended to be more critical than empathetic. It will be shown
how other scenes in the radio drama ;hich have a basically
subjective character employ informal lanéuage, which creates a
more intimate tone than blank verse.

Introducing the séage version of Socrates, Sinclair
wrote: "Socrates was a man,of questions. Some of them have not
been properly answered yet, and the most fascinating are those
that concern his. own personality; for Socrates is, at the same -

‘time, oné of the most celebrated and one of the most enigmatic 4

characters in history" (Socrates book, p. 5). Sinclair proposed

answers to some of these questions in his radio drama, and the
first appearance by Socrates begins to sketch his personality:
he is an ugly man, quietly relazing on a bale of hay, drinking’

wine and joking with farmers, "an equal among equals" (Socrates,
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p. 9). This wisest man alive is as modestﬁas they éome, a true
democrat. The quiet, personal character of this scene contrasts
with the turbulence qoﬁina;ing t?e scene with the corrupt care-
takers of the public good, and is intended to bring Socrates'
individuality, his inner life, to the attention of tha radio
listener. Thgt is, reflecting the subjective character of this

scene, the philosopher and his companions in the market blace

speak naturally, in a variety of rhythms. This initial portrait

of Socrates by Sinclair applibks Jung's theory of psychological—
types to Alcibiades' description of Socrates' character in The
Symposium, and the audience is made to encounter Socrates' human
imperfections before béing shown his outstanding qualities, 1In

his very first scene, Socrates unabashedly displays his gggggig5~

psychological function, extraverted sensation. He jokes about

the size of his stomach, his unseeﬁly behavior when he has been
drinking, his unattractive appearance and the fact that his
relationship with his wife leaves much to be desired. According

to Jung's theory, such a psychological type's superior

psychological function is introverted intuition., As the action
unfolds Lister Sinclair presents Socrates accordingly.

‘ Using .ordinary langugge,'Socrates mentions his "little
inner voice" for the firast time when Crito tries to bersuadé him
to go ‘into hiding becau%? the city is in an uproar éfter the

revelation by the oracle.- This-is a key peripety in the action

because of the importance of the gfacle/little voicezimagary in
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the play. Socrates resxsts Crito's counsel, claiming his llttle
voice w111 not allow him to run away. Rather, he must stay in
Athens to try to stop the brewing civil war by defending himself
at his own trial. This "subjective" scene portraying the
workings of Socrates' mind touches on the question of the source
of Socrates' wisdom. ‘

Socrates' "little voice" can be interpreted as the

result of his relationship to the anima archetype. His inability

to differentiate himself from the éaﬁmnn_nf_hiswanymy4ﬁm®&e*——f—“~j

plays an important role in the delineaﬁion of his psychic life.

N

. /’
Emma Jung writes significantly:

Sometimes an alien will makes'itself felt within
us, which does the opposite of what we want and
what we apérove*of. What this other will does is
not necessarily evil; 'it‘can also desiré the

. good, and then we.fael it to be a higher source
of guidance or inspiration, a tutelary spirit

similar to the Socratic daemonion (Psycﬁolqu, Pp-

\

111-112). .

_ sinclair's treatment of Socrétes' personality, can be seen to
support this interpretation. The philosqpher is ﬁade to refe; to
his "little inher voice"”, or‘his conscience, whenever he has to
make a difficult decision, which associates it with his wisdoﬁ.

That is, as an introverted intuitive type, Socrates habitually
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refers to his intuition, which he experiences/as his "little

woice," before making-use of his highly deve'loped aqxiliary

function, thinking. As a result, Socrates' particular rela-
tionship to the collective unconscious provides the basis’ for
the mythic dimension of his mgputation for wisdom.

Socrates' wisdom is related to his moral Yalues, when he
explains to Crito, "The Qraclé chose me as wisest of men to

teach us all how ignorant we are. You see I know that I know

nothing; and so the oracle rebukes the men who do ?ot know and
think they know" (Socrates, p. 14). The philosopher's knowledée
and his, morality, represented Qy huﬁility, are ironically wedded
in his statement. |
The climactic scene, a late-night party at Agathon's

house, is based on Plato's simgosium (whiéh means "drinking
party"). Sinclair simplified the philosophical content of
P}§£o's text: and summarized and‘collapsed the chief meanings of
Socrates’ and’his friends' coﬁvers;tion on the subject of love.
The result is a series of imagistically.andhéuraliy rich
speeches in blank verge thch deliver some of Plato's main ideés
in compressed form, and have a strong effect on the listening
audience. This scene is "objective" for it depicts external,
social dramatic action, illustrgting the fundamental values
shared by the small society of Socrates and his frienés. The
speech2s of Socrates' colleagque late the image of love to
wisdom, virtue and fire. Socrates, an enemy of rhetoric, accéseS/

)

\ - ,
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them all of identifying "love with evefy sort/ Of splendid thing

t

" regardless of the truth;. . . love, it seems to.me, "is not a

god" (Soqrétes, p. 23). Socrateé aeflétes his friends' eloquent
praise of love, making them realize how absolutely essential
love is to human life. |

| Immedigtely afterwards, soldiers arrive to arrést
Socrates, While his friends insist on helping him, Socrates

resists them, declaring: "We must .stand firm, obey the laws,

&
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and pay our lawful debts.™ He explains that his "little voice"
. P .
is commanding him not to ruz}away (Socrates, p. 27). This

répresents the climax of Soctates: the philosopher‘declares his

intentioﬁ to act consistently with his convictions, even though

1t means .risking his life. 1In this moment, Socrates' subjective

-

experlence and his objectlve behavior are one. That is, his

conscience guides him to expose and declare hlS bellefs une-

-~

quvoca;ly, although they may be mlsunderstood ,
1

The next scene between the phllosopher and the soldiers,

[‘\-q
a fabrication of Sinclair's, extends the use of the drinking and

. fire images. One of the soldiers unexpectedly expresses the fear

that the, orange he would like to eat may be poisoned, which
dramatically foreshadows Socrates' execution by drinking~poison.
Then Socrates recounts a.version of Plato's Parable of the Cave

to the simple soldiers in order to éxplain ﬁhe power which thé

‘light of truth has over philoéopﬁers. .This speech recalls

parallel imagery which occurred in Crito's oration on love, in

-
’
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which he had described how man's "soul drops towering shadows,

streaming out/ From that deep frowning fire within"'fSocrates,

p. 19). There is a Jungian element at work here. The image of
. .
the light of truth, being an intensification of the image of

»

fire, stands for consciousness, and is opposed by the images of

darkness and shadows, standing for the unknown, the collective

'

unconscious.

A A
The trial sScene in Sinclair's radio drama contains

k]

Socrates' mgét,importhnt speech in -the radio play, where he

publicly declares the moral tenets of his philosophy. ,As an
"qugctive" section of action wh%re So%Eates overtly'marries his
fate'with thecwofkingé of government, it is in blank verse in
pentamegef. In tﬁis scene,f§ocrate; is completely concentrated
on.having a positiQe.effecE on.his society, his listeners in the
courtroom. The radio audience is‘presented mainly with the
‘external side of Socrates' characéer, #is role-as Qn accom-
ngshed teafher, nPt with the prdF@Bsesvgst}s inner life, the
roots of his character. His wisdom, his deep understanding of
the meaning of vir%ue, i higglighted:, . . .1t is not\death/’
That ought‘to make us ru awéy, but evil.l 'Socrateé)summaniies
the only possible long-term abproa;h/fgﬁ%umany social existence o
in termé of the ultimate values of life and death: Do not kill

-others, bui improve yourselves" (Socrates, p. 37).

A brief conference among Meletus, Anytus.and Lycon |,

PR s
A .

exposes the violence in their characters: Images of the time of °

’

¢ . .
'
. .
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9 , .

day are again associateq\%ith the dramatic action. Anytus notes
‘ ‘ -~

the .sun is already down. HlS immorality and refusal to confront

the llfe gmv/;g collective unconscious are represented by the

darkness of night. : -
The final scene of the radio play is again.set at dawn.

Socrates, standing for the light in an impersonal, universal

t sense, tells his jailor, "The sun will-rise again, even rhough I

may not see it" (Socrates, p. 40). Like the recurring asso-

ciation between the images.of morn;ng} light, consciousness,

- truth and wisdom,.the image.of‘drinking has had an importantl
role in this radio play, serving to appeal to the partly un-
conscious, mythically-oriented' imagination of the. listener. .Now

’ tﬁe use of the image ofhdrinki,g comes full cirs%é; for Socrates

1 t g ¥ .
is about to drink the hemlock voluntarily. The ts of drinking

iy - . .
wine and drinking poison no longer cogtradict each dther, fer
‘ Socrates is aying for the truth, in order to defend the sa-

credness of the laws, on which the or&ér of society rests. That
.

- 1s, the symbolic act of driﬁking is a base for the virtues which
LI Y
Socrates believes in and which have appeared as recurrent images .

throughout the play. , . ‘ .- ,

V.4
present Socrates' arguments as to why he is acceptlng death Aﬁ/ P
.

« . Sinclair adaptedyparts‘of The Crito and The Phaedo to

the final moment of his life, as Socrates' frlends gather aro&ga‘
&
. him, he speaks of his beliefs calmly: "The truth"shall always
. . 4 , ' .
' charm away your fears/ If you are not afraid to list#h to it,"
4, _

P . \
. N
4 ‘ , R .
- . . . . .
B
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as he has listened to and courageously followed his intui£ion,
his own principal means of contact with the collective uni
conécious.(Socrates, p. 46). He expresseé his conviction that
the soul is immortal and good and that}it is cleansed after
dedth, in order "that we may be whole again," just before drink-
ing the poison (Soérates, p. 47). +Socrates' last words are, "I
owé.a cock to Asclepius. See that the isbt is paid" (Socrates,
pP. 59). As Asclepius was the Greek god of healing, Socrates is

symbolically announcing that he has saved his soul.
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Chapter III. An Interpretation of The Golden Bough:

Encounter by Moonlight

Sinclair designed the underlying structure for the
dramatic action in Encounter by Mooniight by using his knowledge
of Jungian psychology, applying it moreé pervasively than in
Sgcrates. Written in the saﬁe-year, their compositfén probably
overlapping at times, these two radio plays share some common
themes and dramatic techniques, although they are very different

works. The dramatic structure of Socrates is relatively conven-

tional compared with Encounter by Moonlight; as the latter play

is . mainly devoted to gfgloging‘squectiye experiences which
point quite uncomfortably to the primitive roots of our modern
consciousness, the draﬁatic acEion is ‘unusually intense, while
the philosophical éontent is uncomplicaﬁed. The relationship
between the development of the action and the uses of language
is even closer here than in Socrates. Tﬁis second “Jungian"
vérse drama can Be regarded as quité a successful attemp? to
respond to Fergusson's cfiteria regarding dramatic action: he
considered the dramatic art to be most effective in "the “
human-centered realm of Sophocles and Shakespeare, who imitate
the tragic rhythm of human life in a world which, though myste-

rious, is felt to be real;"  'and he appreciated "the great

-\ "

&
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dramatists' appeal' to the histrionic-sensibility, i.e., our
E

direct sense of the changihg life of the péyche."l

In Encounter by Moonlight Lister Sinclair has dramatized
the strange'custom of .the succession to the kingship and priest-

hood of Nemi, the subject of The Golden Bough, Sir J.G. Frazer's

seminal study of the myth of Diana and Virbius, published in

1922; and at the same time Sinclair has interpreted its meaning
Y

in terms suggested by the discoveries of C.G. Jung. Frazer

wrote:

The strange rule of thisg priesthood has no parallel
in classical antiquity, and cannot be expléined
fr?m it, . . . No Qne'wiil—prebab%y—deny'that such
a custom savors of a barbarous age, and, surviving
into imperiél times, stands out in striking

\
isolation from the polished Italian society of the

(o)
day, like a primeval rock rising from a

smooth-shaven lawn.
Lister Sinclair recognizéd the archetypal value of this
material, and trapsformed ;hg legend of thevKing of the Wood
ingo a drama in which the tragic relation;hip between the King
and M;rcellus, his challenger and- brother, is highlighted.
Frazer himself seems to have recognized the archetypal sig-
nificance of the custom, for in justifying his induiry he

\

explained, ". .-’. recent researches into the early history of
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man have revealed the essential similarity with which, under

‘many superficial differences, the human mind has elaborated its

first crude phiiosophy of life," and that accordingly his aim

‘"was to trace the universality of the human motives which led to

'the institution at Nemi (Frazer, pp. 2-3).

Encounter by Moonlight opéns with a descriptibn bylthe
narrator of éhe es;;nce of the legend of the Golden Bough. He
quotes directly from Frazer's work, drawing atheﬁtion to the
anthropological significance of this tale fbased on fact". The
narrator's words focus on the most interesting aspect of the
ritual, from a Psychological point of view, presentihng the .
elements of an apparéntly tragic mental paradox:

The géddess Di%na had as her sacred shrine a certéin
grove of trees. [Here,] according to the greét
anthropolegist, Sir James F;azer,'there grew a '
;érfain tree around which at any‘time of the day and
prabablf far into the night a grim figure might be
seen to prowl. In his hand he carried a drawn sword
and he kepé peering. warily about- him as if at every
instant he expected to be set upon by an enemy. He

was a priest and a murderer and the man for whom

he looked was sooner or later to murder him and hold
the priesthood in his stead. Such was the rule of -

the sanctuary.3

\ M
o [
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The shocking irony of equatiﬁg a murderer with a priest at aﬁ
’institutionél level serves to create a powerful dramatic ten-
sion. From this point on, the fictional and dramatic elaboration
of this enormous conflict Setween two social roles is of
Sinclair's.owh‘devising. \ v

The introductory part of the radio play consists of a
se}iés of brief scenes which—sketch in the background for the
main‘action; and somewhat ease the tremendous mythic weight
imposed on the listener by the opening description. The first .
scene, bnly seven, 1ines 19ng, effectively introduces the ,
audience to the fiﬁctuaﬁing, mental state of the King of the
Wood, The blank verse consists of three lines of five feet
interspersed with'four lines of one foot each, reffecting his
agitation. ' The loqely King tries to pray to the Goadess, who is
embodied in the moon. The sudden transition from his use of a-
glorious image of the Goddesé, to that of a morbid one ("her one
paie pallid eye. . . worm white”) when he realizes he does not
ﬁave her attention, puts the emphasis on his psychological
suffering (Encounter, p. 2).

In the secopd scene, three unnamed female slaves are
gathered round the éeath-bed of the slave, Marcellus' mother,
who has just passed gway. The regular, truncated rhythm of their
one-linefs emphasizes the ritualistic aspect of their comments
and foreshadows the hasty rhythm of thg escape thaé Marcellus

will be making from their enclave. In the third scene, Marcellus-
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joins £he women. They conv}nce him to run away, as his brother
did twenty years earlier;. their mother's eyes were put out when
Marcellus' brother had escaped but the danger that she will be
punished.in response no longer exists.

In the fourth scene, the King is still trying to attract
Diana's attention. The image describing the Goddess-moon as an
eye in the siy is reinforced by a;paching it expressly to the
image: of the night: "her white eye in the forehead of the
night." The suggestion of morbidity in the King's earlier mon-
ologue is translated into a concrete cannibalistic image, des-
cribigg his sléve-like relationship to the Goddess: she "feeds
on my grey flesh; sucking up my soul,/. . . Eating./ Me"
(Encounter, p. 6). The next scene completes the introductory
action of the.play. Three male guards and a centurion discuss
the measures they will take to try to’catch Marcellué, who they
§pecu1ate/has made off for Nemi. The thoughts they exchange

f Eons;itute'the most realistic dialogue used so far.

The first part of Encounter by Moonlight has introduced
Sinclair's technique of varying the rhythm of the languagg to
accord with the quality of the ac£ibn: shorter rhythms ?or—
respond to sections of'éction where the subject has mythic value
or is “archetypal, and longer rhythms to those where the tone is -
more realistic. With a few master strokes, Sinclair has sketched
in the two extremes of the psychological conditions ‘which frame

the action in the play, the extrefie subjectivity of the isolated
Q
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King of the Wood, a former slave, and the relatively conveh—
tional att;tudes of the Roman guards, who are psychologically
secure in their social roles. The mythic basis of the action,
brought in by Sinclair's acknowledgement of his debt to Frazer,
is developed by the playwright's rebeaﬁed identification of the’
GeddeSS Diana with imagee of the moon which a;tuaily reflect the
dreadful~psychological state of the King of the Wood, her
cdnsort, as well as by the Greek chorus-like behavior of the
female slaves.

The fundamental character of the two protagonists,
Marcellus' youthful striking out for freedom and the King's
psychological corruption, have been contrasted, laying the base
for Sinclair's Jungian lnterpretatlon of the legend of the

Golden Bough in the remainder of the radio drama. In his book,

Sir James Frazer outlined the ritudal in general terms and ex- [

. amined its mythic and’religious roots, Lister Sinclair augments

the natural dramatic conflict arising from the legendary situa-
L \
tion, by casting the challenger to the King of the Wood as his

innocent, younger brother; rendering the contrast between their
basic feelings of aggressiveness and tolerance acute. In this
way, the attention of the audience is d;awn to the psychological
dimension of the encounter_eetween the two protagonists. The

first strong indication that the play will'largely be concerned
. : ; e

with analyzing the King's mentality was. his confession that,

- body and ‘'soul, he is beiﬁg censumed‘by the Goddess.

o

\
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s With Marcellus' flight, poetic effects intensify and the

invasion of the radio listener's mind by the rich sounds
enhances his identification with the slave‘s‘experience. The
Chorus'and Antiphon echo the feverish thoughts streaming through
Marcellus' mind as he attempts to evade the hounds in the dark-
" ness. The alternating speeches of the Chorus and Antiphon- sum-
marize the psychological action parallelling the whole of
Marcellus' flight from the élave—caéﬁ'to Nemi, fifteen miiésfa—
way. The rhythm, always short, varies with the fluctuétiﬁgfﬁr—_
chetypal images that flood his conscious mind. ' Framed.by;fn in-
‘ - tricate rhyming scheme, a abb-cded-f£fcf-ggggc
this whole séene allows the listener to step into the run;
away's agonized consciousness. Sinclair's knowledge of Jung's
. psychology can be seen to be at work throughout this passage.
+Marcellus' subjeétive experience‘of terror is highlighted and .
separated from the danéerous wogld of objegtive values, by.the
images which accumulate around the.expressiop "the outside
world", which is répeated in four consecutive stanzas. The

Chorus and Antlphon merely pronounce Marcellus' own thoughts as

he relates to the manlfold aspects of nature during hlS flight.

The end of this passage is signalled by his spottlng a sign of
human c1v1llzatlop. "a t1ny llght/ Is trying to 1lift the burden '
of the night" (Encounter, ‘ 10). ThlS is the "perpetually”\r

burnlng lamp" of the roadside temple at Nemi. {(Golden Bough, p.

4—: 4).. Marce;lus is to have a reprieve from the domination of the

4

e
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collective unconscious, which his intimate contact with‘nature
in tétal darkness has symbolized.

" His arrival at Nemi marks the beginning of the main
dramatic action, when his encounter by moonlight with the King
of-the Wood.will take place. The purpose of the next scene is to

explain to the audience some of the details of the rule of the

v
.

sanctuary, which had been briefly énd ironically described at
the Seginning éf this radio play, and to introduce the young
fugitive to the real natupe of the task lying before him. The
instrument of Marcellus' edification regarding the consequences
of his escape, the priest at the templel refuses at fifst to
help him. Only by almost choking him to death doeg the runawiy
finally extricate'a promise of hglp from this priest, on the
condition that Marcellus touch the altar. The young slave does
so, saying, "Now I'm safe./ You've got' to help me now" (En-
counter, p. 14). Unlike the radio listener, Marcellus'is unaware
of the extremely ironic meaning his use of the word "safe"ﬁwill
prove to have. ﬁy touching the altar, Marcellus has desecrated.:
an established order gudéﬁed over by the priest, and has cléimed
the right to be:initiated into a new level of knowledge for
which he may not be well prgparedn.

S The prieét tells tﬁe young. slave they must row across a .
lake which “qnlyrlivgsiin moonlight" and hands him a much-used
sword. In the next scene, where nature again is a protagonist,

the Antiphon and Chorus are heard for the second time in’the

N ‘¢
1 '
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radio play. The poetic exchange between them signals the
transition to the final location in the play, wheFe the central
dramatic action will unfold. The Antiphon describes the moon~-
light reflecting om the lake as the boat moves across ;t, sym-
bolizing ﬁhe values of the established social order featured in
this/arama, while the Chorus refers to the power of the lake
beneath the reflections, symbolizing the depths of the 4
collective unconscious. Th}s'scene serves to transport the
expectant listener to the deepest encounter with "the changing

life of the psyche" -which this work has to offer, to Eﬁké place

in Diana's sacred gro%e, isolated from the external world. 1In

»

ther words, the boat carrying Marcellus and the priest is a
mbol for the transition of the dramatic actionh%rom £he domain .
of established social values into unknown psychological
territory. ° . ) '
Almost the whole of the speech by the Antiphon is
devoted to describing the visual effects of the boat's passage
6ver.thq surface of the lake, which "tears her tender veil./ The

silver moonlight mirror flies apart". The poetic rendition of

the intertwining imagery in this section ‘is aurally enchanting.
; The strong role accorded to. the r;flections/lake-imagery at tpis
important point in the play confirms that Encounter by Moonlight
is a play of the night:' that it is_congerned with deep psycho-
logicalwprOCesseé; and it pnderlines the iﬁpoftance of the moon

o : imagery which is associated with 'the power of Diana. The

~
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(L

breaking apart of the moon's reflection symbolizes that the

status quo in her send‘hary is about to be challenged. The

Chorus, in contrast, concentrates on "the blaqk lake" beneatﬁ .
(Encounter, p: 16). That is, the deptﬁs of tﬁg\jege; opposed to-
its suréace lights, stand for the dy;amic iife of the collective
uneconscious, whicﬂ Marcellgs is about to encounter even ‘more
forcefully than during his terrifying flight.

On ehore, at the edge of the sacred grove, the priest
points dut a single oak tree whose lowest branch looks "golden
even in the silver moon" (Encounter, p’,19) Except for the
quoted introduction, this is the first reference in the radio

J

play to ’Fs main symbol. Frazer's monumental anelysis of the

roots of the legend of the Golden Bough 1nf1uenced the classical

' anthropologists and all dramatists -and)students of drama since.

His coﬁclusions.included, . Ve
t;e King of the Wood. . .‘may have personated in
flesh and blood the great Ttalian éod‘of the sky,
//> ) JupiEerj who had kindly come down from heaven in the
lightning fiash to dwell among mennin'the mistletoe
- the thunder-besom - the Golden Bough - growing in
“the’ sacred oak in. . . Nemi,, If that was so, we need
» not wonder that the prlest guarded the mythlc bough ¢

h which contained the'god's 1{£E/zﬁa_ﬁzs own. The -

goddess whom he served and married was. . . no other

S

A1



Encounter ¥ Moonllght 68

Q | ’ \
. *than the Queen of Heaven, the tnue wife- of the
» : . Y
oL sky-god (Frazer, p. 930). \

:,,.*,

%

~,
3

It w1ll be shown that, by explorlng the inner experlences of the
4

two protagonlsts as they re-enacy the tragic ritual, Sinclair's

X

interpretatdion of the barbarlc radition of defending the. Golden
. . 1 . * A

Bough goes further in explaining its importance to our. culture.

The stage is set fof the main encounter- The ' priest

from the temp;e has flnally explalned to Marcellus his full, )

' '

1ron1c,rlghts and obligations, remarking: "The pr;ce of safety

v N . re o
is the pricevof life", and has left him (Encounter, p. 20).

e
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Marcetlus' terror 1s-v01ced by the Antlphon in-a bloodcurdliing
" . L

saries of imayes, descrlbtfg the, fertlllzatlon of nature by all

- . hd

' the slooﬁy encounter whlch have occurred in this spot. We hear®

>

the Kigg,finally uéceeding‘in addressing the Goddess, which he
, ‘ : -

does at iength, p ayingAfor death to reléase him from his curse

bf iﬁmortality. T e,rei.ipf the play then depicts several stages

w
1n the encounter b tween the prlest klng and hls possible
. v ?

successonmand betw en th@ ratlonal and the 1rratlonal forces

1nvolved 9/, . c
: \ . - .
The teﬁSlon and v1olence domlnat;ng the last part of the

o

dramatlc action give Say tolthe quret climactic scene, .pregnant

ith meanlng :Ehe horus reflects Marcellus' natural sensitivi-
: . . \

ty: by contrastlng 4l e previoas morbid 1maQery, whlch descrlbed
i

th repetltlon of a loody ritual by numberless generatlons of

unthlnklng men, Wlth ra ahort dellcate description of nature,

. N
P v

f
n B
N ,
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suggesting the theme df;;ndiviQuality, "a single drop of dew/
Fidgets down a leaf" (ﬁncounter, p. 53). The Antiphon ftressés~
the philosophical freedom of the fugitiye, despite what,he has
been told aboutrthe ruie of the sanctuary: ."Marcellus' ;ate'is
woven thr?ugh) The fabric of his choosing" (Encounter, p. 23). ' -

The pentameter rhythm in which the #ction at the sacred grove

has been proceeding is suddenly shortened to tetrémeter, sig-

< . ' ¥

nalling that thé climactie, decison-making moment unfolding
[ 4

1n51ae poor Marcellus' over-excited mlnd\:as an a}chetypa*

dlmen51on Rememberlng the prlest s lnstructlon and without

stopplng to thﬁ@k further (the mistake of hlS predecessors) for

. he is driven by strong,feellngs of fear, which have accompanied

the images pquring into his conscious mind from the collective

J ﬁnconscioué, Marcellus breaks off the branch. The Antiphon“d/

describes his act as ™a little thing, but. . .>»the fatal wound,"

.
'which~éug§gsts.that Marcellus' ﬂhminent tragic fate is ‘the

t -
outcome of -his normally rational, conscious mind beécoming

®

temporarily overwhelmed by archetypal, fearainspiring images'of -
‘ [~
presentatlon of the climax also 1llustrates the common attitude ’
,’
of Jung and other c!&atlve thinkers of the twentleth century,

that graat meanings can be found in ‘small causes, that is, their

#

" .recognition of the validity -of approachingfregliﬁy“from a.

>

subjective point of view.

- ' . - . -
t a ‘ N . ’ . ~
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The next scene features a verbal encounter between the
4 King and Marcellus. The King describes his state of divinity’as
being "possessé% in agony. . . . There is an evil wo;gé than-‘
. death" (Encounﬁer, pp..fs-ié). Thes? are the saﬁe’words Socrates
., used but under entirely different condition & for as a murderer,
the King is trapped by the'evil which Socrates escaped by
.chdbsiné to die. Marqéllus is so Yepelled by the only future
- which is open to him here that he decides to take his chances¢
with the blooé%ounds. However, tpis is hot to be for the moon
floods the scene sudéenly and the King is possegsea by thg
3 gesire to kill, for Diana's sake. |
His words now reflect his full-blown madness, an
expression of the &estiges of primitive biood—thi;st which are

- BRI

breéent in the human psyche. His statements externalize the

inner workings of his state of possession by a barbaric,

. Pd \ [3
.aanconscious force:

Ld

;T . -All I want .';'. is blood' and brains. o« o Thé
\\“\ o . : G?ddess. .. loves the sweating,/ Ané éhe strain aﬁd 2
M>| = o all thq\éparting bléod!/. . I am a holy creature;
x_\rgéy . bo?‘aég\worshlp:/ wOrshipme~w1th blood; or let me
o _ spill/ My holy blood, to you my proud successor./
\>4r»’m/ ‘ k . . . She is the urgent mother,/ Livingi All alive
B o : . with living lifeL/'Sﬁe needs a man to die to help.

' : her live! (Encounter, pp. 28-29)

. N ; v .
- , . fa w -
' v ¢ ( ~
« , -
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Diana's consort exprefses the passions mptivaeihg not onl§ the
ritual at Nemi, but all the.pagan customs ﬁhat:have.eveé

inQolved human sacrifice. His reaction depicts the conclusion
arrived at by Frazer, as well as the classical anthropologists,
Jessie Weston and oéhers, thet‘the orig%nal, buman and later, .
symbolic sacrifices were an integral part of ancient fertility'
rites and religious rituals which followed the cycles of nature.
According to the classical anthropolegists, these primitiée

xituals eventuallf evolved into the art of drama.

In Encounter by Moonlight, Lister Sinclair not only
applies these scholars' discovery but he also explores the

Jungian, subjective meening\to be found in the barbaric ritual

of Nemi, Jung wrote: . _. _ . - — ———~ -~ ——

/

E-3

By sacrificing. . . valued objects. . . the
- . ) instinctive desire. . ..is given up in;order that it

may be regained in new form. Through sacrifice man
, " E o ‘

ransoms Himself from the fear of death; . . . 1In

1.
Py [

) ‘v .
the act of sacrifice the consciousness. . . (which)
has strayed too far From itéxroov + + .. gives up i;s
« - } i .
power in the interests of the unconsciousﬂ

-
+

In EniguiFer by Moonl;ght Lister Slnclalr comblnes the ideas of
twentieth- century anthroﬁbloglsts regarding the link between

drama, myth, ritual, sacrifice and the cycles of naturej w1th
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Jung's thoughts on thé psychologicall dimension of the act of
sacrifice. ' |

Marcellﬁs parries the King's thrusts, and finally calls ‘
ouf his long—losg brother's name, Flaviug. The weakened older
man then stops fighting. This recognition scene adds a new |
psycholpgical level to the dramatic action. There is a friend-
ship between the: two men; Marcellus comménting that brothers
-cannot kill each other, but ﬁhe King is aware of an unrelenting
teﬂsion'r?igning in the grove. At last he realizes that the ’
Golden Bough, the symbol of the King of the Wood's divine life,
has been plucked by Marcellus..The Chorus and Antiphoﬂ point out
that the processes of nature have béen arrested and must be

replenished by a sacrifice: "Something is done that cannot be

changed/ And someone must pay a price" (Encounter, .p. 32).

\
\

The brothers confér, as nature;waits for thé\sacrifice.
The King has become calm in his certéinty regardihg ;hg reign of
nature, but now Marcellus is deeply upset at the alternégive of
eitqér having to kill his owh brother or be killed hihselé;
Flavius, who has been praying for dgath, asks his brother tg\
kill him. Marcellus is desirous of living and attempts to do  the
King's bidding, but heqcannot'evén lift his hand to strike. ﬂike
partners, they decide to stand shoulder to shb;lder under the
oak, létting the light of the moon shine on the one who is to
live. It falls on Flavius. The fact that fhey are brothers not-.

|
withstanding, the absolute, divine nature of the fertility'rite

\



f Encounter by Moonlight 73
; N ) )

)

mﬁst be reépected,~or the cycle of nature will be broken. The
King of the Wood gnderstands this, but Marcellus is young and
inexperienced and has had a hard time coming to understaﬁd the
laws of nature and his own place ‘in the séﬁeme of things. Now;
he finally accepts that against all reason, one of them must die
although ge himself cannot kill: "If all the fertile earth
depends on me/ . . .I'd rather die for fear/ That cherries might
not grow, nor robins sit/ And nibble them" (Encounter, p. 41)..
According to the primitive copviction of the ancients, repre———

sented by the attitude of the King of the Wood, Marcellus' death

fertilizes the eartg and compensates nature for the breaking off
' o~ !

of the Golden Bough. The robins that he saves, by alloding the
King to execute him, recall T.S. Eliot's hermit—thrusQ\in The

Wasteland, symbol of fertility.

v

This play successfully communicates a vision of nature
-as a living, even absolute, force, and shows the archaic level
of the dynamic collective unconscious overcoming man's more

evolved conscious capacities. However, human reasoq, represented

|
by the innocent Marcellus, has made a valiant attempt to cope

with the power of nature. Insofar as Marcellus' death is volun-

°

. . ", . s
tary, because he consciously accepts its necessity, a positive
R . Y

meaning can bé found in this tragedy, the ability of rational

man to put the welfare of others before his own.
S

In conclusion, the tight structure of Encounter 92

S

Moonlight, in which the role of most‘pf'ﬁhe characﬁers‘is

'



under cover of night, and has focused on the‘changing'forms of
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~

sec%ndary so as to highlight ﬁhe subjective nature of the action -
between the two pfotagonists, results in ideal radio-drama: the
dramatic tension arising from the uncertainty about. the fate of
the two combatants, amp%ified by thé poetic langudge.of the
Chorus and Antiphon,’ceuses meaningful images to stream contin;‘

’

uously into the listener's mind. All the action has taken place

'the psycho;oéical suffefing cf'both prbtaéonﬁsts. That is, by
pointing to’ the role of the'colﬂective unconscious in their
conscious experiences, the redio play has interp;eted the
barbaric tradition of defending che Golden Bough -in tWentieth—
century terms. The more civilized but less éxperienced psyche of

Marcellus has lost out to the psychotic relationship of the King

- of the Wood to the collective unconscious. However, it is

Marcellus' psyche which has developed, while the King does not

<

seem to have gained by the encounter with his brother. Never-

theless, Marcellus dies tragically; wh}le he has reached out.

for values which his soc1ety can hardly furnlsh freedom from

slavery on one level, and the right to llVE on a more basic

plane, he has been unable to take 1nto con31derat10n the con—

sequences of his decision ‘to challenge the established order.
The paradox1ca1 conditions of the sacred grove symbollLe the

social, 1nst1tut10nal forces opposmng his personaL desxres.

in Encounter by Moonlight the listener is moved, through

-
¢

a realization of the power of the uncgnscious mind and of the

3
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i

'
i

. importance of man learning to deal with it creatively, not s

degtructiéely. The ancients kept phe\legend of the Goldeﬁ Bough
alive, because it allowed them to récognize the difficulty of

this task in a symbolical way. The simultaneous, contra?ictory
roles’of the King of the Wood, priest and murderer, repzz?ept

what has.always'been the fundamental challenge facing th 'human

psyche: to replaqe a primitive form of consciousgess with a '
more civilized one, written about exteﬁsiyel§ by Jung. From the
point  of view of his psychology, the sacrificeﬂofgthe priest-~
king's challenge;,for Diana's sake'éllowed the ancieﬁts to
syﬁbolize,their need tﬁ coée with bowerful, irratiqnal‘fe%;i?gs

of fear. Sinclair's radio dramatization of this barbaric legend

forces his listenei to face ,the reality of therprimitibe roots

-

4

of the-human psyche.
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Princeton University Press, 1949), p. 5. Further references cite

. "Fergusson". ¢

2 gir. James George Frazer, The Golden Bough, A Study in

Magic and Religion (Londoﬁ: The MacMillan Press,. 1922), p. 2.

In further references this work is abbreviated as "Frazer".
8) .

3 2
Lister Sinclair, Encounter by Moonlight, CBC Stage,

Trans-éahadd Network, 7 May, 1961, p. 1, Concordia Radio Drama
Archives: ‘M052602, quotations from 1961 rebroadcast: . MOO312§.
In,fufther refé:ehcés this radio script is abbreviated as
"Encounter". ~

4'C.G. Jung, [The Sacrifice", in Symbols of Transformation,

tr. R.FE.C. Hull, *Bollihgen Series XX'(?rihceton.University

Press, 1956), p. 432. o X
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Chapter IV. The Canadian Oedipus: Return to Colonus

¢

-

N C -
Return to Colonus draws on three main influences- for

its content and structure: it\is a modern-day adaptation of

Sophocles'. Oedipus at Colonus2 placed in Canada; it makes

strong use of Jung's theory qﬁ psychological types; and it
,” A

borrows kéy themes and dramat%c devices from Murder in the

3
Cathedral by T.S. Eliot.

Return to Colonus imitates Qedipus at Colonus, as far

as the general arrangement of the scenes is concerned, but it-
also constantly deviates from the way the action unfolds in
Sophocles' play, in order to present themes which are fed by

twentieth-century notions, and which do not figure in the .

~

original work or are present there only in germinal form. For

example, it will be shown that Sinclair presents a specifically
° ar , ’0

Canadian image .of nature, which at the same time owes a debt
: 7
both to T.S. Eliot's vision and to Jungian psychology; Sin-

clair's approach to’ﬁhe protagonist's‘psycholqgicai_developme;t
is based on the psychology of Jung and resembles Eliot's ap-
proach to™is protagonist's spiritual development; and his
portrayal of the p;otagonist's gersonality, including an exam-
ination of his relationship with his daughter, is based on the

- thought of Jung, especially his psychological typology.

Nevertheless. these points also constitute an elaboration of
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dramatic eleﬁents which have a role in the ancient play: the
vitality of rﬁe sacred grove of the Eumenides, Oedipus' wisdom
and his closeness to Aﬁtigone. The analysis of the radio play
will examine hgw Sinclair weds his own dramefic and literary
purposes with those o} SOphocles, through building on the
framework prov1ded by Oedlpus at Colonus. By this means,

...... |
Sinclair tranSmutes the message of the second part of Sophocles'

Theban trilogy, the mature Oedipus’ "accepgance of fate"- after

having stepped "outside from the stream of man's right rela-

[

tionship to God", 1nto a set- of terms which' is particularly

relevant to twentieth-century audignces (Oedipus, p. x). It will
be shown how, like Scphocles in Oedipus at Colonus,'Lister

J 4
Sinclair.in Return to Colonus approaches the perennial conflict

between man's rational and irrational aspects by probing psycho-
logica;'suffering with great skili, but from a more modern3
perspective. “

Proudfoot is the Canadian Oedipus; the Greek name‘means
”swpllez;foot“, symbolizing the ancient hero's fatal flaw or
weakness, his "overweening. . . self—ceefidence" (Oedipus, p.
x). He utters- the first words of Return to Colonus, which are
éregrant with significance: "I hear the rough hoon laughlng up
the storm./ Daughter, lend me your eyes as you lead me to rest"
(Return, p. 2). Proudfoot'e remarks establish some basic

perallels between the ancient and the modern play: the con-

nection between man's destiny and natuxe,’ symbolized by the

1
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initial reference to a storm, the blindness of the protagonist
and hi; reliance on his daughter. |

The reference to the loon has two chief purposes. Flrst
of all, Proudfoot begins the radiO‘dra$a by- describing his
experience of the bird through the sense of sound, which adds
poignancy to the next realization the radio listener makes, that
the speaker is bereft of another primary sense, sight. This ’
foreshadows the use Sinclair will make in Return to Colonus of
Jung's theorf regarding the r;le of the senses in the structure
of ¢ theAbsyche. The laugh of "the rough loon'r Eontrasts sharply
with the lyrlc "song of nlghtlnga;es" whlch is heard at the

4

beglnnlng of the Greek play- (Oedlgus, p. 87). One o; the main
issues is ‘the problem of man's relationsﬁ‘p“to,haﬁure”in t?e
technologiéally oriented twentieth qigyffz. The loon represents
the relative coldness, hardﬁess and wildness of the Canadian
anironmenf, in comparison with the Qarm climate a#d evolved
éulturé of Ancient Greece, which Sophocles' description of the

: ngghéingales singing in the "ciearli cqnéecrated ground" -sup-
Ports (Oedipus, p. 87). The laughing sound of the lon is meant

-
to produce a sense of premdnition, like the "subtile fore-

bodings" expressed by the Chorus in Part II of Murder in the

Cathedral, one of which is "the laugh of the loon, the lunatic -

‘bira" (Eliot, p. 72). In short, Proudfoot's very first utterance
siﬁultangously introduces* two important themes in- Return to

% - .

-

o,
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Colonus: the pkotagonist'q’sense of relationship with natﬁre,

and insanity. //// ‘ a

Just as in Sophocles' play, the first conversation in

hd '

Return to Colonus takes place between the old, blind‘protag;
onist, a wanderer who once knew days of glofy, and his daughter,
- who is his faithful companion and protector. The intimate,
fundamental quality of the relationships between both Oedipus/
‘:An igone and Proudfoot/Grace is reflected in the awareness of
natire which ‘their conversatiogé display. _However,'the idyllic,
self gontained sacred grove of the dreaded daughters of Earth
and Night is replaced in Return to Colonus by a starker land-
scape,.phe detailed descriptions of which contain no references
to female divine forges. Rather, at first, nature is depicted as
personifying a feeling of universa} or archetypal proportions, ’
.in tgrms’that are masculine in character. "The dark tower of the .
.coming storm" growing "like an anvil," "the rocks" where "pines
peréh,“ thg bog as "a quiye{ of‘spruce trees" and "the last
" steel light before the thunder" are alﬂ\metaphoré describing
4Grace'$ feeling of severe trépidation before'an unknown’ event of
éremendous significance, which the approaching storm symbolizes
(Return, p: 2). These images introduce the listener to the
p;ychological, Jupgién element at work in Return ﬁé Colonus;

they are projecfions of feelings Grace is having which are y .

connected with her animus, that part of her personal unconscious

x

identified with her father. It wikivgf seen that Sinclair's
; B . . . ’ o . '
r - : - N

. 'l ) H .\

|
T
R 4
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A

™«

treatment of the relatiothip between Proudfoot and Grace’

expands on and gives a Jungian interpretation to the, sexual

opposition found in-OQOedipus at Colonus, between the exnkina of

Thebes and the Holy Ones residing in the sacred grove, where; his
steps have finally, unconsciously led him. These:.essentially™
male images, however, are preceded by Grace's mention of a

. symbol which is feminine in character, "the northern lake",:

3

showing that she functions primarily via her womanly ego

(Return, p. 2). ‘ ) . '

sinclair plays on the significance attributed to the |

storm in Oedipus at Colonus, where it is foretold that. it wi¥1l -

[ ™

signal the protagonist's death, by referring ta its approach

- immediately, andwainking the image of the storm to other images
R *

of the Canadlan landscape. The reﬁerencbs to the storm in

o
Slnclalr s play are connected to his more analytical, twen-

tieth—century conception of the relationship between man and . 1
nature. It resembles T.S. Eliot's vision in Murder in the & & ’

Cathedral, thch deliberately. highlights 'the bond-between the \'
fate{of man and the seasona\'oycie, reflecting the modern

interest in the mythic roots. of drama.’ i ' ‘ ) . ‘ \

PhllosophlcaL‘ramlflcatlons of’ Slnclalr 'S treatment of
7
nature can be discerned in Proudfoot" éggswer to Grg%e 's |
eXpressions of worry, as she looks after her Blind father in

this outdoors locatlon. When®she cohnselé him not to wander,

.

)

Proudfoot's response 1s.anoth§i;example of éinclaif{s adroit. )

¥
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" borrowing from both Sophocles and Eliot;( A variation of the

sacred "Rock of Athens", on which Oedipus inadverteéntly seats’ -
" himself, is to be found in Sinclair's radio® play. Proudfoot

- -

‘ by . .
answers @race, "Let me feel the rock, and lean/ On this great

lithograpﬁic*stone. . . ." VNot taking the natyral object for |

granted, he analyzes iés meaning, as he coﬁtinues, ". . . from -
wﬁicﬁ[ We pullﬂthe proofs 2% lifé. Laurenkian giant,/ Whose

bones are ground to make our bread!" (Return, p. @): In this
original elaboration on Sophocles’ image of the Rock, Sinclair

has also been influenced by the Second Priest's statement in

-Murder in the Cathedral, "We can lean of a rock", which refers

i AJ

to the gigure of strength represgnted by Archbishop Thoygs a
Becket (Eliot, p. 17). In Return to Colonus, Lister Sinclair has
cémbined Sophocles' and El%ot's unreléted uses of the image of a
rock. He has-pgtained the archetypal importance of the rock in

Oedipus at Colonus, while lending it a specifically "Laurentian" "

.

e
Eliot, he has the rock stand for a fundamgntal kind of strength,

and, at the same time, metaphysicai significance; and like

which of course‘reCQlls Chr;st's/designation of Peter as ‘the

rock on which He would founquis church. Proudfoot's vigorous .
ruminations as he rests against the large rock reveal at once”

his current mental state ;pd geveral aspects of hig_pefsonaliﬁy:

his need to make up for his bliﬁdnesg through the sense of .
touch, his awareness of man's irrefutable physical and psycho-

.logical relationship to nature, the strength of his mind as he



~
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thinks deeply about his experiences, tfanslating them into
scientific tegms, and his philgsophical preoccupation with

fundamental,qgﬁitionsl symbo'lized by the Laurentian rock.

o Grace:s response,."This~i§ not the place/ To wonder",’
ver?ally élaysyén the first warning‘shé made‘to her father,
. . . this is not the time/ To wander" fReturn, pp. J3-2). T;at
there is a rglationship~between physical and mental forms of

action which are nst entgggly deliberate is suggested by the
fact that "wander" and "wonder" rhyme.' The notion of this
relat{onship will be repeated in the play. The theme of danger

then is brought up for the first time, and images of nature are .

associated with it. The apprehension Grace fedls is reflected in

‘her sense of the"landscape as dangerous: "Th}s lake is not for
¢

strangers,. . . The undergrowth is thick as thieves;/ The air
has a sour bite to it;/ Perhaps-the lake is polluted" (Return,
pp. 3-4).
" The arrival of the Ranger and the Guide in ﬁeturn to
Colonus corresponds to the arrival of the countryman of Colonus’
in Oedipus at Colonus, both signifying a transition of the
actéon frém the father-daughter relationship to a widef social
perspective. Like the countryman o; Colonus, the Ranger ;nd the
Guide provide the protagonist with information about the ter-

ritory where he has arrived. In Oedipus at "Colohus, the action

grows out of Oedipus' .concern with’ascertaining his location,

because of a prophecy made when he had blinded himself many
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years before, ". . . how I should reach my journey's end/ when I

found a shelter at 'the seat of you/ the dreaded Holy Onds"
(Oedipus, p. 90). In the radio play, the concern with place
recalls the wandering-wondering*motif, and is not so much a
question of the ihportanée‘of a sp;cific physical fpot, a%%of

the pursuit of syﬁbolic difection in the psycholo@icai‘!ealm.

¢ Chorus-like passages in Return to Colonus are modelled

on Sophocles' Choral Dialogues, which bridge the gap betweah the

audience and the external action by commenting on events in -

detail. 1In a lengthy chorus section, the Range} and the Guide

discuss the qgestion of éhe"difficulty of)finding oné'é way in

psychological territory.  The question} "How do the blind/

Penetrate watched woods?" is played off égéinst another (

» question, "How do  the wisg/ Pehetrate watched words?". The
sigﬁifiqance of Oedipus' blindhess is-given a new definition
from a twentieth-century pédrspective, for thé Exchgnge between

the Ranger and the Guide simply results in more questions, which -

.have an existentialist character: "Is thére something unsafe in

°

security?" and "Is there something unwise in our wisdom?"

A -~

Physical blindness, it is argued, is a natural protection

. \ against the falseness in the official world, and true wisddm is
néfﬁrally objective.—Tike the opposition between the physical
dimension of "woods" and the psychic\dimension of "words", the
meaning of Proudfoot's blindness functions onﬂ;wo levels in

Sinclair's work, as a physical handicap, and symbolically,.as a

[} *
. - .

. . -
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a

mental attitude which is innocent and intelligent, oblivious to

the duplicity in the soc¢ial world. The correlation between tlie

protagonist's blindness and his wisdom is made to refer to the
- rqlationsﬁip between man and nature. -
At the end of this chords section, action resumes in a

more recognizably realistic mode. An R.C.M.P., Officer, suddenly
. - .

|

arriving on the scene, attempts to cross-examine Proudfoot.
. .

Piqued by the objective attitude Proudfoot displays toward his
own o0ld age and blindness, the Officer pompously asserts him-

self: "I have full userof all my faculties." Proudfoot now
‘ »

. . . T N .4 »
drives home a crucial point. Raising his voice, he states, '
N por

rather sarcastically:

)

Of all his faculties! A prodig§!

Ful} use of reason, use of intuition,

Use of senses, use of moral judgement?’

Full use of every one? (Return, p. 7).
This is Sinclair's first clear application of C.G. Jung's
thought in this radio play. roudfoot expresses a profound and
hard-won truth; in the'Jungiag terms of the theory of the four

psychological functions. He resembles Oedipus, in that both are

characterized by their wisdom, the xesult of a lifetime of

suffering, but the modern Canadian protagonist differ; markedly .
from the ancient Greek in his habit of constantly drawing

attention'to the meaning underlying his ironic statements. This

~
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is fed by twgeFieth—centuryAknowledge, much of which seems to be

3

h

composed of the psychology of C.G. Jung.

The R.C.M.P. Officer finally proceeds with his ‘\

cross-examination of Proudfoot, ending in the revelation of

3
L]

Proudfoot's identity. This peripety announces a transition of
the action from a suggestive, introductory stage to a formal

) recapitulation of the main events in Proudfoot's life. To thé“
Officer's routine questions, Proudfoot consistently provides

disguised but profound philosophical answers, which pass for

. v o . . . ! .
truculent simplifications when their ironic tone is not taken

re
into account. For example, after Proudfoot. remarks that he has
come to Canada to die, the Officé}‘inéuires whether the ‘
authorities knew this when he entered the gountry. Proddfoot ‘
responds to an unintended lével of meaning in the question:
"The& forgot to ask:. . . No one asked me if I meant to live" “

. (Return, pp. 8-9). At last the Officer puts an end to the

discussing and declares, "You must be searched. This area/ Is

deéignated a forbidden zone. .,. .. There is secret/ Work in

progress" (Return, pp. 9-10). This brings the ‘major subject of

formal scientific activity into the action, in relation to which
the tragic reason for Proudfoot's ironic cast of mind will
lfinally emerge:! When the geiger counter is applied to Proudfoot,

it goes off with a roar and his idenfity is,quicklylestablished. \

0ld Doctor Proudfoot's reputation as the inventor " of the atomic

bomb is so well known, that the Officer, feeling pity for him

~
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: ;
and Grace, imﬁed&ately‘changes his attitude and expressés awed
fear regqrding the punishment and the.rqpbrse of conscience
-which has been the lot of the séienéist. . Proudfoot has over-
stepped the law of God in an extreme Qay and is in a social and
moral situation which strongly resembles 6edipus':' he is an
impoverished exile,’inspiring,fear and pity in his fellow men.

" At this point, the Guide and the: Ranger take the placé
of the R.C.M.P. Officer in the conversation with Proudfoot. The
~ Guide and the Ranger ps;‘thé pronoun "we"'and’exgress coillective
thoughts and feelings, like Sophbcles' Chbrus; The action again
. enteés’a’mythical mode, like the chorus section earlier in the
radio drama. 1In poetic rhythms, a short version of the main:
evengs in Proudfobt'sllife is presented by fhe protagdgist him-
self, often commented on by the Guide and Ranger. All three are
united in their ritqal—like telling of this stgty, strugg;iﬁg to .
- face a univérsal truth. o ‘
Déscribiné the first ones as piétureg, Proudfoot‘dividéssf
‘ his 1ifd into éeven sectioﬁs. In tﬁe first, he is a successful
student/. As heamoves'chronologically through the stages of his
life, the language used becomes more intense andspoetic. In the
second|picture, he is a practising scientist- doing résearch: "I .

turn my all/ To the infinitely small,/ To the radiant heart of

the atom." Now the ranger's reaction voices a commonly held

opinion giwfoik-myth of the west in the mid-twentieth centufy,

)

that "tqe voice of Science is th'voicé of God,/ For the objects




3

"picture, Proudfoot discovers the atomic bogb. With the

{picture, the forward movement of act1v1ty and creat;VTty in .

———
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of Science are seerd with the eye of Faith." 1In.the "third )

A\

Proudfoot's life is reversed: ". . . Renunciation. . / See
me now aione. . . ./ I discontinue military research. . +/ The
fire left "in hedven, empty-handed Prometheus" (Returd, p. 15)

The Ranger echoes Proudfoot's<«feelings of sin and gquilt

at the results of hls invention, using images which remind the

listeoiii%f original sin: "This is the caterpillar at the

core;/ The unforgivable violation/ Of that whicK gave you birth"

(Return, p. 15§ The Guide, however, gives voice to Proudfoqt's

contrasfing feeling that he has betrayed his talent; by delib--

erately ceosing to use it: "How bitter to withhold the power!

. . ¢/ The.apple that debased Adam exalted/Newton./ Why did you
. - - : . .

dare, unhappy man, to spit out this precious fruit?" (Return, p.
< ! ! N , \Return

15) . 4 ‘ g

In the fifth scene, Proudfoot- has become a social

outcast, who, howeve&r has the strength to accept "the conse-
’ 1 J 5 )

quences of [his] actions" (Return, p. 15). In the sixth, the

scientist de7éribes the accident the laboratory whlch

resulted in/his bl@ndness, ", .' in a memorable flux and a

-~

glory/ A crumb of matter became¢’ a universe of radiation." The

Guide and the Ranger respond fo Pr udfoot's’ tale in chantlng
rhythms, focusing on man's elatlonshlp to nature and fate° "Was

this the foreordain®dd revenge/ Of violated nature?"f A logical
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"/ N scientist to the core, without denying that he has indeed sinned

against nature, Proudfoot complements their archaic deter-

ministic view by referring to the lesson of individual respon-

-

sibility which he has learned: "I am blinded and killed by the
,-accident of my own hand./ This is the truth; this you. must

/ understand. / Accept the consegquences of what you choose to do"
/ . . ‘
s (Return, p. 16).

[

While Proudfoot fights for human COnsc1ousqess, he does

- not in the least deny the reality of nature; on the contrary, by

opposing the narrower, deterministic wiew of nature implicit in

the Guide's words, he underlines the fundamental, living quality y
of the relationship between man and nature, rem%niscent qf Xﬂ
Jung's approach‘to tﬁe'life—giving archetypes gf.the collective\;'
unconscious. This epposition portrays Prouﬁfoot's wisdom
- vis-a-vis the less individuated Pttitude of ordinary men, ex-
\pressed by the Guide. 1In awe of the‘poﬁer of science, the aver- |
age modern man can only enVLSage ‘Proudfoot's enormous travesty
in terms of a b;51c symbol for the human condition, or1g1na1
51n, and cannot divest himself of the debilitating sense of

O gullt which is a fixture of lqié culture.

The division'of Proudfoot's life iﬁ&e stages which trace

. his personal and profees;onal evolution is based on Jung's
:, ~ theory of‘Ehe psychSlogical development of’the individual. The
" fourth plcture, the mid-point in thls serles, coFresponds to the

mid-life CrlSlS, when the process of adaptatlon to the external

g4 - ’ -
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world is reveksed and becomes replaced by a process of internal
and cultural development, Sophocles' play emphaSL;es over and
over again that Oedipus is in ppssession}of special Khéwledgg or
wisdom: gained through a long life filleé with suffering.
Sinclair has taken up this theme and given it a twentieth-
ééntury interprefation, by transforming Oedipus.the King into N
Proudfoot the famous scientist, and analyzing the process
- resulting in his acquisition of wisdom from a Jungian perspec-
tire. This analysis is based on the relationship bétween
Proudfoot's career and the mytﬁig status of science in the_
twentieth century Proudféot's fall?as a scientist has spir-
itual- rellglous repercu551ons which are timeless on a general
level, but which also reflect the particular problems of modern
culture. \ . / .
<. , ‘ : <
Both Oedipus and Proudfoot enjoyed supreme earthly power
early in life, ané lost it as a resplt éf'over-confidence‘or
pride, not recognizing their human limitations. 'Sopﬁocles céuld
invest the figure of Oédipus the King with a mythical aura be-
_cause the Th%Pan legend was aireadj~anc“ent, famous gnd revered.
Similarly, Sinclair could give Proudfoo['s character a mythical _’
dimension by placing him at the summit Pf the reigning cultural
myth, according to Jung, the divine status science had achleved.
— The maip difrerence between the tragic situations of Oedipus.and

Proudfoot stems from the hiétorical moment to which each be-

longs. Oedipus put out his eyes and accepted a life of wandering

’

“
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in a state of utter poverty, because he(%ad_unwittinglylmurdgred
y.his'fagher and then unknowihglf ma;riea his mother; his acts of
_renhnciation were motivate? by a religious. need to make up for

having stepped outside the Greek law of God~ Pfoudfoot*s |

renunciation of his énormous‘%Yestige and all creative activity

7

is a modern-day equivalent of Oedipus' acts; however, he

stopped doing scienQXfic research as a result of the rational

realization thdat his endeavors were destructive. Like Oedipus,

s

without willfully setting out to kill, he wound up doing so.
Proudfooty however, was more consciously involved in .the
creation of his own tragic¢ situation than bedipus, sincg he was
occupied with étfatching the limits of scientific kgéwledge.
Like Oedipus, Proudfoot eventuaily 1ea£ned the supreme impor-

tance of humility, patience and goodness. There is, morezﬁer, an
a

analytical level in his reaction, due to his scientific ien-

*

tation. This modern perspective motivates Proudfoot to.keep

as—

repeating his existeﬁtialist—sounding convictions that there is
an element of choice in human behavior and that one must accept
the consequences of one's actions. From the Jungikn point of

view, underlying the presentation of Proudfoot's life-story,

pu—
-

these are the opinions of a man who has succeeded in deweloping

an internal life and has formed a strong awareness of his proper
.place within human culture.
- Th horus<Tike role_ of the Guide and the Ranger in

Return to Colonus, resembles the role of the Chorus of Women of

.}
]
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Canterbury in Murder in the Cathedral. Although in Eliot's play

the sections in which the Chorus appears are on the whole more
developed than in Sinclair's, in both works chorus or chorus-

Iike sections serve to communicate a sense of the relationship

- Al
_between man and nature./ The Chorus of Women of Canterbury

relates the cycles of human life and of nature to Thomas a

»
Becket's spiritual.struggle towards martyrdom. Like Eliot,
Sinclair is concerned with moral-and spiri&ual problems per-

b

taining to the Christian tradition. Botﬁ/examine central myths
of thel; c;lture in their plays, the Chriitian ideal and the.
promise of science, in srder to mgke statements about these
problems, and both are indebted to the drama of Sophocles. As
Pranéis Fergusson says: "Though the form of [Murder in the
Cathedral] is derived from ritual tragedy, it is far more

abstractly understood than any tradfffana; ritual tragedy. It is

based not only upon Dionysian but also upon Christian ritual,

- 4 . . .
" and upon the resemblance betwéen them". Sinclair's creative

writing was influenced by Eliot's adaptation of ancient(drama.
Proudfoot's encounter with the cultural values of the

west in the mid-twentieth century and the ;piritual problems-

which accompany them is featured in the seventh scene. The

format of this series of scenes is bas€d on Jung's theory of

psychological ﬁypes and on Part I of Murder in the Cathedral,
when Thomas meets the Four Teﬁptgrs. There are three—distinct

parts, each followed by a chorus section, Qggresponding to Ehe

N

L

- i ; -
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psychologicél fﬁﬂé£ions %f thought, intuition and sensation, on
the one hand, and to Thomas" conyersatioqf with the first Three
Tempters, on the other ﬁand. The fgnction of feeling, cor-
responding to the unexpected Fourth Tempter, is addressed in a
different set of terms 1ate£ in this radio drama.

The Director of the research going on in this ﬁlace,
Pr?udfoot's first visitor at the last social event of his life,
, isqan old fellow student. He is a force in the modern tech-
nolog®cal world and a thinking type. The Director is upsgt that
science is no longé} sgrictly a matter of using one's reason
because ulterior motives of others in his field "soil the search
for'knowledge" (Return, p. 20). Proudfoot is not taken in by his
old acquaintance's one-sidedness: Y. . . Reason and all,/ You
sound lost to me, . . L/ Refuse to act unless you choose to act.

.. ./ There is such a thing as sense" (Return, p. 20).

Déepl§ conscious of the bitter ;}ony in this exchange
;ith éﬁe Director, who is not capable of ﬁnderstanding his moral
vision, Proudfoot exclaims: "Alive an outcast; _dead, an
.ornament!/ Beneath éix feet of granite, I'll be safe" (Return,

p. 22). -The oépbsiﬁg pair of  images of safety -and danger, which

recurs throughout the play,'is used in the same way as in Murder

* ’
a

in the Cathedral, communicating an ontological meaning. "In

Eliot's play, the Chorus first''brings up the opposition between
these two notions in the first scene. Later it becomes clear

that the spiritual fate of the Chorus depends on Thomas a

Py
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Becket's own fate. When it becomes _obvious that' the Archblshop
" may be murdered by the\Four Knlghts, his reactlon is to equate

danger with spiritua} unworthiness: “Peath wrllccome only‘when I

am worthy,/ And if I am worthy,:there is no danger" (%}iot, p.

75). This contrasts .strongly with the Priests' feeling'of safety

once they have barred the door, and resembles Oedipus' opinion

N

that God's eyes® can discern between the just and the‘nnjust man,

-

so "no flight will save the wicked mag" (Oedipus,, p. 97).

The chorus section which follows begins with a poetic

passage, marrying Proudfoot's consciousness of his cldseness to

at

.~ death w1th beautiful aspects of the uniquely Canadian landscape..

fhe Guide commences: "Here our home, ‘rock- bottgm)d evergreen
pride,. . ./ The ice- ebb waters, black with elarity. . ."
(Return, p. 22). After thlS allu51on to the relatlonshlp bedbeen
the~11fe of nature, Proudfoot's mlnd and the archetypes,_syml
bO;lZEd by the black water, the Gulde and the Ranger express the
desperate spiritual state of the whole curture, whlch is
conditioned against Proudfoot's messege& '

2

We cannot accept your assurances

V. . -

Nor adopt your solution. . . .

( We are taught that all making'is sin. . .°"“¢
n . . . ‘ > ¢ ’ [ K
We are taught to fear L
' Fulfillment\is near,
. " And how shall we come to the’parvest, we who are
k) f )
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R " barren and sere?. . .. ,

.

"The poor loon, too, is mad again. . .

(Return, p. 23).

- fl

(A
The chorus sectign ends, .however, with Proudfoot reiterating the

-

thoroughly practical lesson‘of responsibility that he has
. 4 /

learned from life, which opposes the submissive attitude of the

-

{
average man: N .

there‘are'oni¥ consequences;
d ; suffering is never punisﬁmegk
But painful conseqﬁenSe;
-+« + . happiness is nevér‘a'rewagq
BUut pleasant consequence (Return, p. 24).
As Proudfoot comments that his time to go down to tﬁe

v ", . . . .
river is near, his second visitor, who is labelled after Eliot

" the Temptress, arrives on the scene. Spe epitomizes the

limitations of the one-sided, intuitive type to an exaggerated

« . "
degrée, for she is a fanatical socialist grasping at a myriad of

concepts. When she actually claims, "intuition is the only
} thing," Proudfoot corrects her: "It is the truth; but not the

wholes truth./ [his ‘own] great pefusal.¢. . was an adt of faith and

<

-fntuition, " but it seems to have been wasted (Return, p. 27).

The Temptress stands -for «another major problem of western A

culture, the threat to individqal liberty posed by the rigid
» .
attitude: ' "Unswerving 10§¥&5}/€u\fée ideology/ Is worth much

R ) o [
! 1 4
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\
more than personality" (Return, p. 28). B biudfoot rebels
strongly against her dehumanizing, doctr(éire point o‘f view,
and divides civilization'into three camps in order to illustrate
*the impor.tance of individua/l rights: ". . . the two hélves of
the world/ And me" (Return, p. 29). ‘

Proudfoot's successful encounters‘\Qh the Director and
the Temptress symbo/Ilze the integrair:ion of two o0f the four
Jungian psychological funct’ions, th,i.nking and feelin;;, into his
ego. Proudfoot's maturity in th.is regardhhas been preser;ted
aga:itnst the background ;>f the unhealthy spiritual state of
western culture. Still, the Temptress has evoked a §tr,ong»
em&tional reaction in Proudfoot, and he is moved to vindicate
himself, evoking compéssion in the Jistener: ". . . you thought
I was concerned/) Al’oout 'wk;ich lives& I took.. But now you knca:»z/ My
ing\rest.was as \wide as life itself" (Returﬁ, p.°30). This point
in the dramatic action is the climax of Return t_o; Colonus. ‘

)

The intense Chorus Section which follows belongs to the

climactic movement. Central themes in the play are recapitulated

. here and shown to bear intimately on each other. First, the

L]

limitations of the senses of sound and sight' are treated meta-

2

phorically, and suggest psychoiogical confusion: "ﬁow_ can the
man with two right ears/ Knowuthe—(man with two left eyes?" Then
this’ iﬁdea is' confirmed and inflated to appl)‘/ to the Npsycho-—
logical health of the worlad: ,"What is ,t.zhe prognosis for a

planet/ Stricken with schizophrenia?. . ./ Split. . ./ Into
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extremes of communication". Finally, the\causé of the malady
threatening wedtern culturé, its moral disorientation, is pin-

pointed: "Is the final gross intervention/ The massive shock of
'

war/ sThe sole alte&gative to the unmoral empty mind/ Of cultural
lobotomy?" (Return, p. 30). The theme of lunacy,‘which wa's

foreshadowed by the loon, now has become the focal point of the

D -

dramatic action. N

Proudfoot's third visitor arrives at this point: the

Politiciaqy "a man of senses" (Return, p. 32). He stands for the

limitaU{dnq of the one-sided sensual type. Proudfoot is equal
1Y

- N N Q\
also to him: "All you have to give, I take, accept./ I embrace

the senses without which/ The world and I would not have known

each other" (Return, p. 34).

- In the chorus section which followsi dividing the series

/

of scenes in which Proudfoot has symbolically reviewéd his
spiritual dife-story from the final scene of his life, Grace

summarizes the spirituai dilemma of the times: 'O God,.m . ./
v 4 43

How we long. . . / To find a faith that will endure (Return, p.

,36). Proudfoot imﬁediaﬁely defines the essential ingfedient of

" faith, a sense of responsibility:- "Without the consequence of

action,/ Faith is flattery and self;delusion" fReturn,_p. 57).
Corresponding to Thomas' surprise at t;; arrival of the

Foqrth Tempter, whose r&le is only to distanece the Archbishop .

‘phiioééphically from his spiritual struggle, allowing‘him to

understand it more clearly, Proudfoot's encounter with the

¢

[ 3
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fourth psychological function also occurs at an ‘unexpected
moment, when he is preparing to descend to the river to-die.
Accordlng to Jung's theory of psycho;oglcal development the
path to psychlc compLeteness, the archetype of the self,
motivates the ego towards the integration of all four psycho-
logical functions with ttself, an extremely difficult task. 1In
the. last moments- of his life, Proudfoat f}ndg himself further
developing his feeling function, what he has called "moral
judgement". This occurs through a cohfrontétion with his
daughter. Just as her animus has identified with Prouéfoot, his .
anima has identified with Grace. 1In Jungian ps&chology, in the
seéond-half of life the psyche grows by developing its inferior
function, which attaches 'to the anima archetype. 1In Proudféot'g
case, it_is thé feeling function.\ He had never‘rgglized how
powerfully he had affected Grace's development of her feeling
function, but she tells him now: "The'bencb of good and evil's
in my heart:/ The judéés sit therg where you sat them!. . ./}
Those old men are you; my dreams are yours" (Return; p. 35).

4

- ot Grace cannot help condemning her father for his great

'mistake, and moves him so -deeply that he ‘admits his inner

relationship to.her. She is:

Daughter; child; my inner self made ﬁlesh. e o .
The female beckoning that haunts my dreams;. . .

~ .
ke ’
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you are my daughter I' love you

And I hate you as you are my mother (Return, p. 40).
Grace's inner relationsﬁip to hér fatheg is identical: "As you
are my father—I h;te you/ And I love you as ydu are my son"
(Return, p. 40). With his greater.matufity Proudfoét has been
able to let his daughter vent the sufféring stemming from her
animus complex, and has grown in-the process himself: "My hand
has rested on my daughter's heart./ I now leave her unburdened"
(Rgturn, p. 41).

Proudfoot's inferior function, his.moral judging, is
also the inferior function.of his culture, which cowers behind-
mechan%stic notions. His wisdpm i§ the result of his developing
the feeling function, after committing the great mistake of
relying too much on thinking, ﬁis superior function. This very-
ef.fective dramatization af the relatioriship between Proudfoot
and his daughter in Jungian termé, at the end of the play,
expands on the relationship between Oedipus and Antigone, a;é

' . the father-daughter relationship reflgcts(the cultural state of
the protagonist's whole society. Prdudfooh learned the pecessityﬁ
of staying within .the law of God at a great price, by finding
the courage to develop all fouf fﬁnctions of tﬁe psyche during
his life. . The leéson'of‘moral health, of faith £hrough actibn,

is one which his whole culture needs to learn.
” #

Proudfoot's final scene with Grace is a culmination of:

~

the theme of the collective unconscious-, which has éiopped up in

~

Ty T o Y
?;1_-};‘,* A
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subtl%vyaYS thrpﬁghout Return to Colonus. Rational life requires

employment of the will, but both Oedipus' and Proudfoot‘é tragic

mistakes .were not entirely deliberate. The strong impact of this -

.scene, where very deeply hidden experiences are suddenly re-

vealed, underlines the notion of the vitality of unconscious
life, at work in the play.

Return to Colonus ends wiﬁh Proudfoot's assertion of the
wholeness he has achieved as a man, an end in-itself from the

psychologial point‘of view. By applying the thought of Jung,

Sinclair has built on Oedipus' desire to reach "some rounding

-off of life" (Oedipus, p.;91). Dying, Proudfoot thanks the ffour

screens of knowledge, four-fold cross of consciousness” through
which he became "a man, a whole man" (Réturn, p. 545):. This
wholeness, made up of four.parts for érchetypal reasons as Jung
has pointed out, was also Thomas a Becket's goal. .Sinclair
married Eliot's presentation of Thomas' spiritual struggle,
mirrored by the rhythms of nature which the Cﬁorus of Women
express, to Jung's . psychology, to create the figure of the
Canadign Oedipus.

L]
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Notes

1 Lister Sinclair, Return to Colonus, CBC Stage,

, 1954, Concordia Radio Drama

Archivgs:' M002864, quotat\idhs from 1957 rebroadcast: M002972.

Following references will be abbreviated as "R urn", i%.text.

Sophocles, "Oedipus at Colonus", The Oedipus Plays of

Sophocles, tr. Paul Roche (scarborough, Ontario: New American
Library, 1958). All further references will be abbreviated as -

"Oedipus", ih text.

A

3.8, Elio\4§ffrder in the Cathedral (London: Faber and
Faber, 1968).'Further references will be abbreviated as "Eliot",

in text.
4 Y
Francis Fergusson, The Idea of a Theater (Princeton:

rinceton University Presé, 1949), é. 213.
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Chapter V. The View From Here Is Yes: Myth and Modernity

L d

Written seven years later than Return EEKColonus, The

- 1 ;
View From Here Is Yes contains many.of the same themes as the

?

previous work. The relationship between man angd nature and the
role of science in modern life are examined in more radical

terms here, however. There is no conventional plot in The View

From Here Is Yes, yet the complex underlying structufe is so
well balanced that the action i$ deeply dramatic: the radio

audience is allowed to experience anew the spiritual signif-
/ -

icance of the birth of Jesus Christ in this "modern-~day nétivity

EY

play". - Here Lister Sinclair successfully experimented with
p " .
conventional concepts of time and space, especially the former,
s 3 ' - ‘
* having- the/ action develop in a time-space construct which is
/ v
, :

mythical’/ and realistic at the same time,
/

/' Part of the originality of The View From Here Is Yes is .

’ —_——

the/fesult of Sinclair's use of the Wakefield Master's drama-

t?fgy in The Second Shepherd's Play, a nati&ity play from the

fifteenth century. As the editors of The Genius of thé’ﬁariy

English Theater have pointed out, pre-illusionistic drama

contained "the element of play, of fun", which would not allow
. * 4
the audience to identify completely with the action on the

stage. As they say, "Shakespearean theater asks for thé more

complicated response. . . that the audience particiéate in the

’ . ) - . .

°%
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6, world on the stage and at the same time recognize that this
world is a sort of playful adult make-believe that illuminates
our world and yet vanishes when held against it“.2 Lister

‘Sinclair imitates and elaborates on the Wakefield Master's
P

g

techniqueé in this regard, addressing the audience directly, and
crossiﬁg u;expectedly between two time periods, in order to

. force the audience to dissocia?e itself repeatedly from the )
appareqt progress in the action. By this means , py having his
characters employ blank verse and by relying on the psycﬁo-
logical thought of Jung to bolster the philosophical content of
his radio play, Sinclair stretched the limits of the radio drama

form in The View From Here Is Yes.

This work can be divided into two.distinct parts, the
dramatic action taking place before the climax, which is the
nativity scene, and the action following it. The first half of

. the play introduces all the characters, who are grouped in

threes. This technique is based on The Second Shepherd's Play,

where "the three innocent shepherds form a contrast with what

hastﬁeen called the Unholy Trinity of Mak the sheep-stealer,

- . * ]

qi}l thé wife, and their stolen sheep, and these three of course

contrast.with the angel, Mary, and the Lamb of God" (Genius, p.

;39). Gabriel, Raphael and Uriél‘are the angéls sent by God to
v | annqunce,éladktidings to men; Herod, Joseph and Mdry form one

group of historical foures from Holy ééripture, and Africa,

India and Europe, the Three Wise Mén, form a second; and Vic,

T AL P SN
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the Cook and FreA are three modern working Canadians. While each:

of these chéracters has his own identity, their grouping has a

' similar purpose to that in the medieval nativity play. 2As a

group, the angels represént the highest spiritual level in the
play because of their proximity to 'God; they contrast with the
human character of Herod, Joseph and Mary, who differ from the
Three Wise Men in that the latter‘person&fy the processes of
wisdom and represent the characteristics of. their continents
more than being portrayed as individuals. The three inarticulate
Canadians are distinguished from the other groups of characters
by originating in the twentieth century and-by the utter

i
1

simplicity of their behavior. .

v

- _ Gabriel is the most important\hngéi) since he is both
the narrawor and the coordlnator of thé action in this play, for
some of the characters (Gabriel, Raphaei Uriel and Herod) are
aware that the story of the nativity of Jesus is ip the process
nf being reenacted. There is, then, a doubleiperspective on time
in the play, some of the charaéters'being aware of what thg
drgmatic action is about. Whilé helping to blqce the viewpoint
01 the audience outside the action to come, - Gabriel in his
opening'gtatement introduces the theme of danger; which aiso

’

-y
played an important role in Return to Colonus: "Beware of this

‘%amilLar story.' It is very good news, but still as dangerous as

o
*

ever. . . . it can give a man's heart a mortal wound. . . it can

make him as rich aéphe dares to be, providingbhe will also be as

~
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éoor as the can afford" (View, p. 1). This suggests there is
danger in the meaning of the story, not in some physical event;
tﬁ@t is,;, it poings to an important psychological experience
which is the likely outcome of the story.

(i In the! same speech, Gabriel posits various levels of
mythical meanings against each other. First, he stresses the
archetypal value of the story of the,Birth of Christ which is
about to be retold: "I can show you once égain the familiar
greaﬁ(example, repeate@ endlessiy to guide and nourish, to'warn
andiédmonish" (View, p. 1)., A shocking, but undeniably valid,
jukgaposition of the govefning sacred-spiritudl and mundane-
material meanings found in the celebration of Christmas is
fpilowed by a reference to the pagan origins of many of the
modern symbols associated witﬁ it, "ancient cerémonialuobjects:
the pine tree$ of Adonis, the holly of éaturn, the mistletoe of
Diana" (yigy, p. 1). Finally, this examination of the'backgrouﬁd
of the‘feast of Christmas, which moJes’back@ards through time,
cﬁlminatés in a set of truly primitivén archetypally powerful
images. Gabriel pronounces, ;For now noon is watery, the sun is
pale and we are under pight's‘dominion. VWe are drifting in the |
ﬁrough of the year, w;iting for a child to be born in the belly
of the white whale of winter, that great fish" (View, p; 1), (
Through this reference to Jung's concepﬁ of piybho—

logical regfession, whilch is the process by which the ego gets

back in touch with the life-giving archetypes, Sinclair has
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cdmpleted the comparison and linking together of different -

levels of m§thidal significance surrounding tge Chriétmas-story.
Gabriel's words have drawn attention to the conflict Setﬁeen the
holy elements and the coméirc1al aspect of Chrlstmas, and have
demonstrated its culturaﬂﬁfﬁbts in the rituals of the past and

.in the most basic mythological symbols of mankind. Furthermore,

kS

-his appeal to the collective unconscious of the audience
stres;es his warning regardi é&e danger in the well-known
story. That this psychologizgl danger is essentially of a
positive naéure, that it consists of a challenge to the side of
huﬁan nature which is oriented. toward God, is suggested by
Gabriel's conclusion, "Many an upstanding citizen. . . has heard
this old story, and métivated by love and guided by reason has
done something quite different" (View, p. 2). Then Gabriel turns
direbtlx to the radio iistener, both guiding4hi§ understanding
and edcouraging him to become a player in the dramatic action in ——
its broadest sense: "I will put you in the proper place: here
and now. But,-. . . you must take your own view from here: is it
yes, or no?" (View, p. 2). '

| Herod 1nterrupts, by expressxng the cynlcal oplnlons of

one who likes holdlng power but is only interested 1n main-

taining the status quo, in a series of rationalizations that
sound fqﬁillar indeed to the twentieth-century listener's ear:
"I'm only doing the job because if T don't, somebody else will."

"Herod criticizes the play which Gabriel is coordinating as being

’

-

L
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in bad taste, because he is afraid unc6nsciously 6f the truth
that it might yield. Despite his political power, Herod's
admissions of his limitaﬁioné combined with his displays of
egocentrisﬁ make him a very realistic human character. As a
result, it is easier to like him than to respect him, anq the
partial truth of his statements has to be accegted. For?example,
although this admonition, "Remember that every question has at <
least two sides:" is motivated by his defﬁnsivé attitude, it is

of value from an objective point of view\ (View, p. 3). This is
th/Gabriel, who narrates and helps coofdinate events, points

out that even Herod "is of use in tHe balance of forces" (View,
[} -«

p. 3). . ' .

Gabriel then introduces the "here and now", a freezing

street in a Canadian mining town. Herod's inte}ruption, with

its simultaneously Biblical and'twentieth—éentury overtones, has
served as'a transition from the mythfc suggestiveness .of the
angel Gabriel's first speech to the initial realism in this /

modern scene. It quickiy turns out; thouah, that Sinclair has

been teasing the listener's expectations regarding the dramatic

setting, for two other angels are étanding on guard at. either
. '.9

end of this apparently ordinary town. In effect, in the present

scene Sinclair broadens his use of myth. The angels of Time and -

‘Space guard "the bounds of Nétural Law," which it is suggegted

£y

were unrestricted before original sin, ‘for their "burning swords

once¢ turned every way outside the Gates of Eden" (View, p. 3).
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Both Raphael, the Angel of'Tlme, and Uriel, the” Angel of

Space, take their cues from Gabriel, and they speak as calmly

and objectively as he. Each of their addresses deals with a pair

of mutually exclusive logical concepts, resolving the obposition
Liith a Jungian kind of synthegis, and draws léngﬁhy relation-
ships between mythicald images and scientific attitudes, and -
. ' between the poetic -and the intellectual perspectives. Time is
the healer and vhe butcher, the divider of duration into ;énses,
of human beingsi;rom each other and of all human experiences
into "happy and unhappy events. However, "the‘past is‘not a
place. It is merely fearrangementf and all its eleméaés are
always here" (View, p. 4). The poetic language, intellectual
persééctlvp and SClentlf:C orientation of the mythlcaL flguré o}
Raphael are eloquently complemented by Uriel's speech, whlch
conC¢udes that while ."Space is the Sepprator, and Space is the
llnk. . . (the) world is not so wide that all its elements are !
not .within your geach" (yigﬁ, p. 4). These syntheses of the
, _oppoéing meaningi)found in theﬁconcepts of time and space
, * resemble the séope of the Natural Law before man's fall 'in Eden.
The mythical nature. of the Anggls of Time and Spaée éllows
Sinclair to deal with key scientific concepts of the ﬁweptieth
century iﬁ intense poetic language, while referring to the moral
problems which are related to them. | -

fter thlS philosophical dlgrdﬁﬁlon, the angels'

. . conversatlon returns to the reenactment of the Chrlstmas story

<&

3
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Theip.detailed descriptions of the extreme cold, in poetic
-laﬂguage, uhdgrline that Cahada is the location of the action,
*and linﬁ the birth of Christ with the cycles of nature in‘a-
“.striking, original\wayg
[
- A cold night near the solstice;. . .
. A good time to be born in. . . .
Cold charts chambers: coid gropeé, cold pfobes,

LI

Cold saps the bronchial tree. . .

7

, (View,_pp. 5-6)-

+  After Uriel spdts Joseph,~aﬁone'on the street, Gabriel speaks

_[xwitﬁ him: Against &l:e background of the terrible cold, Joseph's

“

confession of his troubled state of mind gommunicétes a series
of particuiarly'clear and vivia'images to the anédian listener.
AR ‘ . , )
y The auddience isVdrawn to’ identifying with Joseph's imperfect

-

humanity; moved by his child-like amazement before the bright-

v -7

ness and coior of the Northern Lightéf his cpncern for Mary's
suffering, since she is giving birth at this moment, his

C s o oY .
simultaneous sense of superfluousness and feeling of oneness

[

e + ! . L .
with her and hHis need to "remember/ How much I love whatever she
v & .

e

has done," for pe cannot heip having doubts as to how the child
“was got. G;briel comforts*him by combining‘the~love-reason
formula proposediprevidusly‘with the opposite of the concept of .
ﬁéng;r;'safety:."Be moved Ey love; be guidéd by reason: then all

— of'you are safe" (View, p. 8).

e >
. 3 .
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This semi-realistic, semi-mythic vignette has allowed

the audience to think about the elements of the Christmas story

in everyday terms. Gabriel again distances the listener from the

particular scene, by suggesting a psychological approaéh to .one
of the theological questions raised in the preceding scene. He
compares two basic#attitudes to&ards ﬁhe question of Mary's -

\ vi?ginity: "Some say, the child must-be born of a virgin, for
everything belonging to God is pure ik every way," is the doc-
trinal point of view. Howewer, éhe statement: "others say/}hat
Mary's condition and Joseph's dilemma are always unrnsg}ﬁmd, to
remind us that God does as He pleases,” expressps’a 1rss certain
but thoroughiy human perspective on the EubjecgiVP exXperiences’
of the Mother of God and St. Boseph. The greatnerss of Gabriel's

-'. being is demonstrated i; his clear examination of the conflict
many peopile perceive between these two attitudes, and in his

-\ resolving it by pointing to a truth which lies biryond both

’ ‘ S\ points of view, that both show "a great undnrstanding of Lhe

ways of God" (View, p. 9). Gabriel is saying thal a positive

felationship to God makes the conflict between external dogma s

and skeptical séechlat;on relatively ‘unimportant. ) . |
| Mary ié intfoduced only indirectly, Lhrough“Josnph'S

spoken .thoughts. . The third member of this group of major,

Biblical characters, who has already madr a fleeting appearance,

- \  and whose cynical egocentricity differs.sharply from the . .

: goodgess of Joseph and Mary, now returns to lay out. his,

» ¥
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philosophy. The universe to Herod is "devoid of incident", there

.are no more adventures to be ggd and her01sm is nothing but “an

“empty suit of armour except for the collapsed fabrlc of a myth"

(Vlew, p. 9). Herod in the guise of the unlversal oppor;unlstlc
politician, summarizes thé listless state of the mechaﬁical .
cosmology in the twentieth century. ‘
Gabriel creatively picks up on one of Herod'; phfases,
as he moves the action forward :to the edge of town, where three
mep)work all night. . . and ﬁeei thgt‘history has collapsed. God
QQQ gone, and Man can now demolish Nature" (View, p. 10).
éerod's‘cynicism and tHg hopelessness of Fred, the gés station
$€tﬁndant, the sﬁort order C&ok, and Vie, the ;ongndistance
trucker, are taken directly from Jung's thoughts on the deval-
vation of religious values in the age of classical science. Here
Sinclair provides a qdick‘synopsis of the'gelationship between
the fact that modern man has l;st touchlyithﬁthe life-giving
collective unconsciou§, the stuff of myth, and his resulting
sense of time as reversible or of history as meaningless, ahd of

L

separation from nature.

[l

. The third set of three characters is the modern-day

Wl ’ - £,

. , h) )
version of the shepherds in The Second Shepherd's Play, and in

the‘Gospel according to Luke. These are simple men, vicéims of
theiﬁ social system and they are deserwving of‘good news. Gabriel
explains, "Unless I help them, they cannot put their fgélings

into words; but poor men, and the inarticulate are no fools"
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(View, p. 10). 1In éhe next scene the Canadian ideﬁtitx of these
- chatracters is emphasized; " the coid weathe; is referred to

repeatedly, aﬂd the Cook is lsoking up ﬁbckéy scores. All three

men speak only in very short or incomplete sentences in which

two phrases keep'rgcurring;‘;Sooner you than me," and "It's the’
- same aillﬁyer," éumma;izing the.dehumanizing routine of‘pheir

\evaryday lives.

:

Again a transition -is provided between scenes ;by Uriel
i .

transporting the quéienc& to the motel where "three men have

’ crossed space to make an appointment ‘with time" (View, p.m14).

First, though, Uriel comments on the desperate situation of -the
three working-men; linking it to-the possibility of hope 'which

is represented by the’attitudr of the Threc Wise Men. ”Evyh a

-~

iittle town is a cemetary of *sorts,”" and_in this one, "the old

frame hotel, frame of dreams and deveiopment., has gone" (View,

p. 14). This refers to the~disappqafancb of Lhe old social )

structure, the collapse of history. Howrver, hope i3 goerminating
. o A .

in the new motel in the persons of the three-decply concerned

o
«

Wise Men. 1In their aloqdnncw, undﬂrsLanding of the épirltunl
problems. and nerds of mankind and simultaneous humiuity,,thry

contrast strongiy wlth the three modern shvphvrdq" ‘ s

4

Summarizing the culturai essence of his conLLnenL,

Africa prays for wisdom, "I.am life that wills to livﬁ in the

midst ofvlifp that yills to livq, S Teach usg pity. LOrd of -

-
" L

. the Tropics, Teach us to love 1ife." 1ndia repotts that Lha

’ 4
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star is-brighte;, and yokes faith with modern scientific
. knowledge by concluding, "I think it isla sign of something
r~/§;egia1. . . . God is reliable; . . . He will not make“N;ture
unreliable with miracles; whatever is special, is the proper
cause of a proper effect" (View, p. 15). His opinion echoes
"Einstein's famous epigram, 'God does not play dice with the
universe.'" Europe, "our friend from the north," has his car
with him.' Although he is used to the cold, "I can't guide us. I
can only take us somewhere." He insists, howevgr: ‘"I feel it is
now time" (View, p. 16). The attitudes of" the Three Wise Men are
modern, opposing the limitations of the mechanical philésophy:
Africa's pfayer rejec;é the separation of man from nature;
India applier the legaéy of Newtonian scienée in a humble way,’
expressing his belief in the inscrutab}e order of the uﬁ?verse
(this is why the word "proper" iranicglly precedes both "cause"
and "effect"); an?lEurope refuses to be dogmatic.
. Like an island of light and warmth, surrounded by a sea
of darkness and cold, the climactic scene émgrgés ffpm the
introductory action. Suddenly, as the Wise Men have rgalized and

as Raphael now announces, time is irreversible. Raphael repeats

the mythic imagery introduced at the beginning.of the play, "In

the darkest midnight, the child is born in the‘be;ly of the

white whale of winter." Uriel -- referring to the ultimate

, N R v

purpose of Christ's birth, His eventual resurrection from the :

dead promising lifé everlastiﬁg to men -- employs an image of

: . .
' . ) A
. 0 .

.
"
. . ' . o
‘
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light, oppoéing that of darkness, "Eternity is about us like
sunshine" (View, p. 17). Here'Jung's theory }egarding’the
origins of mythology in the opposition between night-time and
day-time, and the universal associ;tion between darkness and the
process QS regressiop into the collective unconscious, }s skill-
. fully applied to the mystery of the birth of the Son. of God.
Sinclair has shown that Jésus' birth is a living symbol for
hankigd's psycholoéical need to be nourished by_the archetypes
of the collective unconscious. That is, the Christ-child's
emergence from the mythic belly éf the wintery whale siqgnifies
man's attainment of a new form of consciousness after descending
into 'and interacting with the unconscious psyche.

The audience “finally encounters Mary directly iﬂ this

pivotal scene of The View From Here Is Yes. Mary epiiomizcs‘joy,

love and wisdom, as_sﬁg and Joseph share this holy moment, She
cries ogt: "d, he's beautiful/ 1 love him! Look how prrfect he-
is" (view, p. 17). Mary underlines how important it is for man
to understand his essential rélationship to nature as a whole:
"Let your desire and your will be turned OQ;p as a wheel that
eéually is.moved/ By the love that moves the Sun and the other
stars” (View, p. 17). Then Raphaecl and Uriel‘chime in. Raphaerl

expands the recurring love/reason motif, in the rhythms of a

1itaﬁy:
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Lordﬁof Love, move us; ) -

/
Lord of Reason, rule us;

/(4 ‘
g g .

JLord of Right, resolve us;

Lord of Life, delight'us. e e e

Teach us that ‘the view from here is Yes!

(View, p. 18).
Adding other life-affirming preyers, Uriel and Raphael repeat
the line giving this work its title several times more.. Previous
individual references to the theme of taking an affirmative view
have suddenly, dramatfcally multiplied. The holy, tender, joyous
center of the climactic scene has been encompassed by the_more'
vigorous and objective tone of the angeis' speeches, In partic-'
ular, the ritualistic endlng of this scene posxts the intimate
"here and now" of the moment of Jesus' blrth against the uni-
‘versal meaning of this special event, its good news for all
mankind. Gabriel takes over then, stating, "Once more} the event
is securely lodged in Time and Space" (View, p. 18). While, on
one -level, this explains Raphael's and Uriel's pert'in the
c11max, on another level, Gabriel is saying that the dramatlc
“action has reached the poxnt where the mythlc value of the
expectatlon of the Chlld s birth has been reallzed

The rest of_the radio play takes place on the other side

of the main event. It consists entirely of elaborations”on
themes already raised, which-weave a cembelling spell by birtue

of the way they add to the meanings which have” already been

s

8
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communicatéd. - Since Héroa is of us; in "the balance of forces",
Sinclair has him return ;}§hg_a££er the joyous event to reminé
us of the reason for Christ's birth, to save men from the
destructive social conditions which are maintained by such as
Heroa. Trapped-by his opportunistic rationalizations, Herod now
revéais the Cartesian roots of the mechanistic philosophy he
espouses: "I suffer, therefore I am. From which follows, 1 am,
therefore I suffer" (View, p. 18). His substitution of suffering
for Descartes' thinking in the famous formula indicates where
tﬁis conception has led in the twentieth century: to the
spiritual suffering which results from the misquided attitﬁdu
that religion or myth "has nothing.po do with the world, and
civilisatién" (view, p. 18). ‘

~.Nex€, the wisdom of Africa, India ané Europe, which had
barely beenﬁtouchéd on, is explored and celebrated in portic
1angua§e. The negative social conditions in each of their lands,
which are related to the conditions of nature and to historical
and scientific factors, are adalyzca. Africa, who rcproaches
"manind from the -teservoir of slaves", comcs from whnrv—man
"caught his first glimpse of h%msnlf in the mirror of events”
(View, p. 19). This refers to Jung's theory that the self-
portrayal of the biological instincts in the brain produced the
psyche and consciousness.- Indi& comes “"from thr land of a

million gods and one God;. . . the land of toil and resignation,

whose air is #eligion” (view, p. 21). Europc, former explorer of
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the Arctic, now finds excitement by relating to man, "the most'
dangerous animal on earth; the only animal with the pride to

‘ pull qun,his world for the sake of vanity" (View, é; 22).
A EV E—

As The View From Here Is Yes nears the close, the
interweaving of its themes is even more noticeable. Again,
Raphael carries the listener from the intellectually” and emo-
tionally intense action, consisting of the comprehensiye gnal-
yses of their respective cultures by the Three Wise Men, to the
three banédians at the truck stop; "Fhe learned anxiously"
review the past which has lost its powér before the dreadful
potency of the present. As a dying man reviéws‘his life, éo
does a dyiné civilisation review its history. Time, Gabriel, for
the common men‘working in the night." uThat is;’gaphael's ap-
proach to the power of time enables him to draw a relationship
between the plight of the gro;p of WisenMen and that of the
group of ordinary men,

§o; that the audience is acquaintéd with the roles of
all the %eﬁs pfhcharacters in the play, and the present'has'
become pJ;ent as',a result of the birth .of Jesus, Gabriel invites
the threé‘Canadiéhs to speak their ver§ hearté, and Raphael
invites the fhree Wise Men to express what they are s€eking .with
sé much dedication. These tw; scenes are realistic and mithicgl

. at the same time. The birth of Jesus has again filled out the

. collapsed fabric of myth, or revived the present. At the same

-

v
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time, it has made the areadful truth about everyday life more
evident and confronting it more possible.

The poor and:inarticulate modern "shepherds", who have
suddenly Secome spiritually enriched and articulate, confess to
Gabriel how troubled they are: "We want to live happily, not die
safely. .. . . We are frightened that any happiness we gol out -~
of life will torment our consciences when we're dying. ./T/Tyfyx
Thatﬂsword overhéhd,. . . the bomber, the rockeL, the mgrtgagn

payment: We're truly sick of it" (View, p. 26). Gabriel éuidcs

them into asserting that although life is a fight, it is/ worth

living, and to confirm this, he tells them he has brougﬁt good
news and urges thom to bring whatever they value most to present
to the new- born child. i |

Prompted by Raphanl, the aiready articulate Wise Men now
demonstrate a greater philosophical unity than before. They
express the basic spiritual qualities which tHWeir ﬁ%oples and =
aill men desire. Their wishes are clarified for the audinncw by
Raphael's subtle, enlxghtened comments, which frame India's,
Africa's and Europe 8 prayer-like statemnntq, showing that thvy
have also been changed by the holy birth and are‘in the proczss
of growing spiritualily. They are segking emotional richness, "a -
heart that can stand, for the first time, a1§no," and reason
combined with knowledge.

One last time, the theme of political opportunism based"’

on the mechanical philosophy briefly reappears. Gabriel invites
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% Herod to come along to the nativity site, but he reiterates his
jaded point of view, in which time is reversible: "I never céme
with you, Gabriel. We all know this is only a pretence. . . .
God has written the laws of nature. on a bare wall in an empty
room. . . .‘Then he retired forever. . ... The Universe now runs
oﬁ tﬁe momeﬂtum of its owﬂ‘petty regulations™ (View, pp. 29-30).

wThe action now enters its final; joyouslmovement, where
' Mary, Joseph and the baby are visited by the three ﬁodern

"shepherds" and the Three Wise Men. This parallels the ending

of The Second Shepherd's Play, where the daily miser& of the

shepherds is suddenly replaced by the fulfillment of being
cailed -to the nativity'scene. The affirmative ending of The

 View From Here Is Yes has a more complex struct%re than in the

. fiftéénth-century work, becaus® even as Sinclair pulls together
the main themes of thi§ modern nativity play he unéxpectedly
synthesizes fundamental Christian ﬁeanings. Christ's birth is ~

9 connected to His crucifixion and to the human condition .by thé
Cook's gift of bread gnd wineqfor the infant. He tells the baby,
"remember:/ Body and. blood, we are but bread and wine,/ Soon
bruised, soon butchered, soon dead" (View, p. 31). ﬁ Lfts of
‘the three Canadians, who have emerged from the cold into the .
warmth of the presence of the child and with whom thb'Canadian

audience inevitébly identifies, represent life and love, and

Mary acknowledges their  importance.
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Mary also expresses the relatiohship between the médern
"shepherds" and the Wise Men, by thanking Europe for his gift of
’ ' gold wh;ch will allow her family to %uy more of the "food,
warmth and music" which the working-men have brought. The
greater intéllectuality of the Three Wise Men, as they elo-
quently explain the meaning of thsdr gifts of gold, frankincense

and myrrh to the baby, represents not only love and life, but

\

also the powerful human tools of reason and right. The poetic
language wﬁich they use carries the listener into a strohg ex- )

perience of love for all of suffering mankind, but a cynicai,
“ )
articulate intervention by Herod counterpoints a reminder of the

r

structure of everyday reality, where less generous feelings

-

: rule. Herod preaches the Ice Sermon, claiming the "Fire Sermon

is obsolete," a direct reference to Eliot's The Wasteland. The

Ice Sermon is a concise Canadianized adaptation of Eliot's

depiction of faithlessness in the modern era. It describes the
e

limitations of the world view based on the principles of mecha-

nistic science with almost overpowering conviction.

HoweverL_Gaéfiel puts his fingér on the weaknnss'
Herod's attitude, which theé radio listener has been trying to do
all the time he ﬁas‘b&en.;xposed to this politician’'s bﬁf;age“
words: "Denial is the devil; but the denial that'deniesndenial
is God" (view, .p. 39). Herod, tnen, represents the weak spot in

human nature, 'In Jung's terms, he stands for the inferior func~' -
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tion of western culture as a whole, .which has been limited by
the Prinpiples of the mechanical cosmology.

All the other characters take part in the final-life-
affirming scene, praying to God to be taught that "the view from
here is yes," from all the main points of view brought up during
the radio play. ©No longer are the differences among the four
sets.of characters needed to analyse the nature of the chief
spiritual problems of the human race in the twentieth century.
The conventional limitations of space and time have been 05—

served and overcome, through the communication of mythic values.

The complex structure of the radio play has been resolved in the ™ ~

unity of the characters' common, all-embracing faith; except

for Herod, of course. o ~



Notes \

E)

1 Lister Sinclair, The View From Here Is Yes, CBC Wednesday

©
[

Night, Trans-Canada Network, 13 Dec., 1961, Concordia Radio
,' Drama Archives: -M003698, p. 1. 1In quotations from now on the
R
play will be referred to as "View".
2

Syivan Barnet, Morton Berman and,williém Burto, eds., The

Genius of the Early English Theater (London: New American’

® Library, 1962), p. 9. Henceforth this work is referred to as _

~

A

"Genjius".
3

Religion and the New Science transcript, host Lister

e

L]
Sinclair, writ. and pres. David Cayley, Ideas, CBC, 28 Oct., 4

Nov., 1985, p. 12.



Conclusion
\ 4

) The.examination of these four radio verse dramas has
revealed a brbgression.in LisFer Siqclair's application of
Jung's péychology; In~Sobrates, Jungian Eoncepts furnished a
basis for arranging moétly trgditionél dramatic devices in an
origiﬁal tfeatme t of the partly historical, partly mythical
subject’;f the agbient philosopher's personality. In Encounter

~ by Moonlight, Sinéxair departed significantly from dramatic
convent}dns by cone ntrgting on the subjective experiences of
two inéiviﬁuals caught in an extréme, life-or-death situation;
the thoughé of Jung allowed him to mold the strdcture of this
: ’

play to fit the demands of the radio drama form. In Return to
~ —

Colonus, Jungian psychology.achieved a formal role in the

dramatic actioQ; ndeed, it is integral to the basic structurt
of this play, and’/to its central meaning, man's relationship to
nature, to the wo§ld and to himself. 1In the last of these four

. %
" radio plays, The View From Here Is Yes, the dramatic form is the

. 1
least. conventional of all; the treatment of time is non-linear,
-

-

‘inducing the listener to experience the mythical meaning

'underlying the story of Christmas, that~is,'to accept its

»

mystery, while the conclusion is drdwn that the only reasonabfe

way for human beings tolface life is affirmatively.

+ " . A

. : \ N . . r ¢
y ’ . All fouf radio vérse dramas are intellectually rigorous.

o

All* demonstrate Sinclair's "lifelong concern with moral

£
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‘ .

questiong:' This basic characteristic of Lister Sinclair's -
literary artistry is combined with his appreciation of C.G.
Jung's psychology in these plays, shéwing his deep interest in
the need of‘our culture to overcome the traditional division
between matter and spirit. This is why each of thesc radio.
)dramas deals with the subject of spiritual or psychologicail
heaith. Exémplifying Lister Sinclair's Renaissance mind, the
consistently poetic quality of his language is an eqﬁal partner
with the intellectual content Q@ these works, and is.fdndamnntal

iy

to the dramatizationsof his profound ideas.
N 14 »
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Symbolic Representation of the Psyche

After the Ego Has Encountered the Shadow

SENSATION

"FEELING

.

/Legend: A =.the persona mediating between the ego and the

- outside world

B = the anima or animﬁs,'the major activated
archetype, media;ing between the ego and the
inner world of the Pnéonscious

C = the outwardly visib1e|psy hic dispositiqn

f (ego and persona) ;' , , {;m

- . D-= our invisiple, unconscious, inner nature:

. L
(anima and the unconscious)™

[}
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T Note
. t

’

1 ; .
N Jolande Jacobi, The Psychology of C.G. Jung, tr. Ralph

Manheim (Ne% Haven: Yale Uﬁiversity Press, 1962), pp. 115-116.

The exemplary -diagram-is based on the one found here,

.

¢




Appendix A.

1921
1939

1942

1944~

1945

1950

1951
i . 1957

1960
1967

;o 1968

&

p—an

Lister Shedden Sinclair: Biographical Chronology

4

\

Born on Jan. 9 in Bombay, to Scottish parents

Left St. Paul's School in London, England; enrolled
at .U.B.C. ' ‘ ’

In Decemﬁer, married Alice Mather of Vancouver

Started .contributing radio drama scripts to CBC's
..

- Stage 44

‘on television

Completed M.A. in pure matﬁ;matics at U. of T.;
resigned part-time teaching feIloWsHip to frée—lance
full-time as writer and actor for CBC

Including adaptations, seventy-five r;dio drama
scripts already broadcaét; several awards:
Canadian Radio and from the Institute for Education
by Radio at Ohio State  University

Beginning of his first weekly science program for

radio, Science Review

Responsibility‘for the Explorations science series
[}

1 v

Launching of The Nature of Things, TV science series

Pianner of thg "Man &he Producer" buildim.;‘ and theme

consultant for Expo 67

Executive producer of the Man at the Ceptre arts
~ . . k 4

&
and science TV series



1972

1975

1978
1983

1985

Biographical Chronology 132
E;ecutive Vice-President of CBC; by then, ‘had
helped found Association of Canadian Ragio and
Television Artists and had served as Vice-President
of the Producers Association
CBC Vice-gresident} Program Policy and Development
Transferred to CBC Drama Department

Started hosting radio documentary show, Ideas

Invested as Officer of the Order of Canada

%



Appendix B. Lister Shedden Sinelair: Main Works Produced

a

1946
1947

1948
1952
1953

1954
1955
1956

1961

1946
1950
1951

1953
1954
1956
1957

?
Plays

We All Hate Toronto, radio satire

Encounter by Moonlight and Socrates, radio verse

dramas '
A Play on Words published, containing twelve scripts

Hilda Morgan, psychological drama, on TV .

The Blood Is Strong, classic radio drama of settlers
on Cape Breton Island‘
Return to Colonus, radio verse drama

The Summit and the Tide, radio verse drama

Ways of Mankind, radio drama series treating

anthropological issues

The View From Here Is Yes, radio verse drama °

Ma

Documentaries .

The Case Against Cancer, radio documentary-drama

1900-1950, radio series

¢

Science Review, weekly radio series;
£ilm screenplay for NFB about Toronto opera school

The Age of Elizabeth, radio sociological portrait

‘é.gi for Aardvark, radio series about words

Back\gg Normal, radio human relations series

Explorations, radio science series




[y

1959
1960

1961
1962

1963

1964

1965

1966

1967
1968

- Bernard Shaw, TV portrait;

S . ) J,\
o \
Main Works 134
L)
"Apes and Angels", radio documentary on‘Darwin
The Nature of Things, TV science series;

Q .
The Age of Columbus, radio portrait of the

3

Renaissance ’ /

Democracy in -America, radio series

Bertrand Russell, radio portrait \

)
Galileo, TV adaptation; ) % \

Denizens of Outer Space, TV. documentary

The Creative Mind, TV Series;

Shakespeare, This Was a Man, collaborat%on on TV
portrait

Two Strings to Your Bow, radio documentary about

multilingualism in three countries; |
]

o

Animals and Meén, TV series in The Nature of Things

Darwin and the Galapagos, colilaboration on

.

TV series and book;

The Hund&ry Planet, documenfary for Intertel

TV portrait of John Drainie

Man at the Centre, sciences and humanities TV

series; Science and Conscience, TV Series

o

.

—



1956

1958
1979
1983

Criticism

Main Works

twenty-four years; CBC Concert Hall

Jack Kerouac's work analyzed on radio

Morningside, host., contributor, critic

Ideas, hoét and planner

«

135

Court ‘of Opinions, ‘continuous participation for



