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Before World War I, theatre in Canada waSelargely a
matter of British and Amerlcan repertory companles. whose
visits temporarily ceased .with the start of World war I.
There were 1nd1genous dramatlsts. such .as Charles Mair,
'Charles Heavysege Ellza Lanesford Cushlng. Sarah Anne Cur*‘j

zen and 1cholas Flood Dav1n. However. because 'of a. }ack of
'.demand for native drama, many playwrlghts could only write
"closet“ dramas, plays that, ‘as Michael Talt'says 1@ YPlay-
wrights in a Vacuum",ﬂwere fdenied the vitalizdng‘contact"‘
with the coarse realities of stage production" (19?2,}3).
Canada seemed too sparsely populated to support a theatrez

)

. . i N '\ N
of its own. Moreover, perhaps becduse it was a fairly young

»

"country Just emerglng from 1ts colonlal stage, there were
\dlfflcultles in flndlng popular support for a theatre Wthh

said 1ittle about what the maJorlty ‘of Canadians had actu-

N

.ally eXperienced. : " o ‘ .

" Merrill: Denison, one of the flrst wrlters of radlo )

drama 1n Canada and one of the writers’ for Hart House,

whlch was es/tablish d in Toronto in the 19208 to encouraéé

y was - an early critic of Canadlan wri-

- -«

e world they lived in: : . )
-, R ' ) N ! " ]

4',W1th too few exceptlons. Canadlan authorehlp

. had been selllng Canada short~-making llttle

or nohattempt to establlsh the basis for a.

LY

"Canadlan identity, elther by recalllng the

’ .

]

heroic struggle of the past or by xnter—

~

\
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Thls- s:Ltuatlon ‘qgca.me -even more acute when the creatlon and

3

e

(ka 187) *Becaguse most Ca.nadlan radlo dra.ma was not ~spon-—‘

e, x”

bored but produced\\py the CBC Ja pu‘bllcaliy fufided network, ‘

- there was no such pressure Although certaa.n«plays, several

by~ Peterson, in fact, sparke&i a publlc meactmn that result- Q.‘

ed :Ln the producer o*fh the STAGE series,. Andrew Allam. bemg
called on the carpet, (Pe'berson, 1982, 29). Canaddan play— ~
wrights were nevert};eless mainly free to wr:l.te about ~the

# -

. truth as they saw it. o - . '_/,

- - PRl

The producers of Canadian radlo drama. espemally “the
four ma.)or producers  of the CBC Nat:.onal Drama Depa;'\tment. .' )
I An/d)rew Allan, Esse L,]ungh, J Frank Wwillis, and Rupert Cap— .
i 11an. encouragéd the wrlters in sthelr work. Though each pro-— u
t ducer spec:Lal»lied in a dlfferent area of drama, the four
l‘ :-worj}éed closely together, cr_'eatmg' ‘what Fink has described as
 ean atmosphere of ar‘i:is:t"i'c fement“ (236-297). Writers were
'encouffaged to express thelr views and, as Andrew, Allan ex-
Lo plamed in hls au'bobxography. the preoccupatlon wlth soc:.al
ﬂ-" . problems, espec:,@lw in\the aarly years of theé STAGE serles.
wis shared by all of thos

"

involved in radio drama at the
‘y.timez,f"-"- ' S h

e
B












fCareful Boy"(19h9), an insecure boy's lnablllty to please '
‘his difflcult father leads him to seek refuge in a world of
resentment and revenge. in “Adolescent Rebelllon" (1948),

a’ strong-WLlled teenage glrl rebels agalnst her authorltar—'”
ian parents;. in "Fhe Woman Who Is Prone to Accidents™(1948),
a woman unoonsclously uees "acc1dents" to av01d fac1ng her
dlfflcultles w1th her marrlage. Peterson often attacks at- . :' -
_.titudes whléh are. pnevalent‘ln soclety and whlch have a neg—'t .: L
atlve effect on "the mental health and well-~ belng of an 1n—’
‘dividual. "A Feellng of Inferlorlty“ (1950) is about the
victlm of ant1 semltlsm, "They Broke HlS Splrlt"(1950) is
about. the detrlmental effect of corporal punlshment and
' "The Mlnlster Who Was Indlscreet“ (1953), about a mlnlster s
frustratlon at the 1mp0531ble demands of hls parlshloners. - .;v
,Peterson s very concnete and reallstlc dramatizations of
. various nental problems must certalnly have helped to de-

m&étifyjtheh to some degtee. ?he plays are” also intereetlng- -
becauae, although they, are Qritten‘injan early style and~ - ',.,
.:’form that Péterson .was meting away from in his'seriousAdraa'
" matic work of thas perlod, they share certaln characterlsa' .
tics of h1s serlous work: a preoccupation w1th'current ‘prob-
lems; a’ concern for the underdog or the persecuted lSO- R .
lated 1ndav1dual. ‘and technlques of dramatlzatlon using .. ;f .
language, oharacters,.and situations to whlch an ordlnary '
audience,‘rather than an elite, could relate. ‘

Peterson's most signlflcant cont¥ibution to.Canadian

‘radfo‘drama.Iiee in tﬁe plays~treating,serlous thenes, fif- N

\ -, C . ‘'
¥ . ~ ‘ ' . . L -
. ,
* - .
,




1k
‘ and early 1950s. It is more dlffloult ‘to apply 1t to the |
heroes aQQ’herOIHGS of the third perlod who, though they 7"
may not, understand why they are»v1ct1ms. persxst in theig_
struggle w1th a- large degree of moral certalnty oo T
. 0'Faolain goes on to say, however. that the Hero has
been replaced by the “antl -Hero", who “is not a 5001al crea~
ﬁlon but the author S own personal'creatlon (16~17).
such, he ds a much less tidy concept as he tries in his-con-.
'fused.manner to establisn his own "supra¥sooial"'codesh
» . . L *'-.
Whatever'he'is.”weak or braVe."brainy or
. bewildered, his one'abiding'characterietic
’ is'that like'his‘author;creator, he is
never able to see any Pattern in llfe and

‘ rarely its Destination (17). .

Whlle thls may be applled to a few of Peterson 8 heroes,‘lt K
is not true of the maJorlty and deflnltely not tnue of ‘
Peterson himself. HlS heroes are not "good" or "her01c"iin'
the traditional’ senee\because Peterson does not believe in
the concepts of "good" that prevail 1n society Hls heroes'
?states of mind do not reflect Peterson 8 own state of mlnd,
' but are tools for c0nvey1ng his- message, a message of whlch
Peterson becomes more and more certaln.

Peétersaon's only novel CHIPMUNK publlshed 1n 1949, is
:an ironic satire of conventlonal ‘social attltudes in post—

.war Canadian soc1ety. nge “the chlpmunk of the tltle. its

central figure, Claude W1dgewood, is a small nervous crega~- .

v

v geen s s aem
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" divections. Finally, as Donald MeWiinnie explains in his'

book THE ART 'OF RADIO (1959). the words of a radlo scrlpt

may not read well silently because they are wrx.’cten, for a

medlum‘whlch magnlfles., their 1:_npact:

b - L.
[ Y

The good radlo scrlpt usually appears un-

N 'f.u

- déz;y(rltten J,n comparlson with a stage play,. .

- . "s;.mply because the actor 5 v01ce in close

focus 1nVest}s .words, vuth extra maglc and.
X .

power, 'a seemingly prosalc sentence may
conceal emotlonal rlches which only become

apparent w1th the act of speech (124).

’

= ’ -

These obJec‘clons no’cw1thstand1ng. I.am goxng to base my

' study of the plays on the scrlpts rather than tl’te produc— E

tions. Flr.st., the scrlpts contaln Peterson s concep‘tlons of,_

the play. Slnce radlo productlons are- the "collect‘lve“ ~cre—

"'atlons of the producer-dlrector. actors, composer and sound

_techn1c:1an, the sound vers1on will not glve an altogether

- pure renderlng of the auther 5 conceptlons. Secondly, ma.ny

of the. audlo reproductlons of Peterson s plays are nof

s B}

available and a balanced study of hlS work based on audlo

versions alone would be sever‘ely restrlcted 'Therefore, my*

L S

main texts will be the written scrlpts' although I ,w1ll re-—»

-~fer to sound ei‘fects my comments will be based ma,lnly on

' Peterson 5 1nclus1on of these e:f‘fects 1n the scrlpt e

X Today. radlo is generally reg’arded as a ra’ther unspec-“
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L ST fect of hlS relationshlp w1th the speaker.

,
Ny

B . . ' N
- . . ~ .
- - . +
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J Furthermore, radio allows the writer to manipulate the
'\ audlence. As McWhinnie points out, radio--like film-~is an.
) '-msﬁmment of ‘great power. Not only can it select a focus’
at any, given moment, but it can change this focus with
~ . épeed and accuracy (jh). Thisrgives the producer great

t - control over the audience's experience.

IS . ‘

e C Moreover, /th lack of visual 1mage may be .an advantage.

I n 1n that it caﬁ allow a more direct and 1nt1mate \experlence

SO - of a sﬁ:uatlon. espe01ally dn drama. In llve theatre, the

‘-' ’

«md1v1dual in the audlence is separated from what 1is ha.ppen—
mg ’oy a, physical dlstance, the presence of other specta—c

- - _.-i" tors and other actors on the stage can also diffuse the ef-

n film and vi-
<. “deo. the experlence can be more intimate; but .the visual
m ‘_ .. image may 1ntg_:rfere with the spectator s expe ;
: does not corfesjaond to his own preconceptions. Furthermore,
the presence’ of an 1mage itself allows the spectator to
s;tep back and separate himself from what is happening. A ra
.,dlo 01ce_, on the other hand, speaks directly into the lis-
. 2 boe ' !

‘tena?/ﬁs ear, without the:intérmediaz‘ry of an image or, for

that )rmatter, the p%ed word, and thus, as McWhinnie ex-
. 3 2 v

plains, radio “invades the listener's own solitude, re-cré-

ates the illusion inside his own head" (36). This intimacy

is radio's greatest strength as a dramatic medium. -
o~ - The four basic elements of radio--silence, sound ef-

fects, mudic, and words--replace the visual' cuesrin film or
\

theatre--the costumes, make-up, gfacial ‘gxpression, gesture,

s

36)
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I.\:&

:7 to(poetry in that each wordlls of importanoel escriptions,

for example. are often not detalled,,nor need th be, for .

* the 1mag1natlon seizes on each word and elaborates it in

[ 3t

1mages. Furthermore. because of. the power of the word, lyrl-

+

cal passages, though relatlvely brlef compared to, those in
f1ctlon. can colour a Whole series of scenes, and patterns

of 1magery can be used to structure a play. The dlalogue in

radio drama is Of partlcular 1nterest 1n terms of charac—

terlzatlon.,as the chblce of words and syntax, the dlalect,

recurring 1mages and the - general style of address tell'us a

great deal about a character. The llstener s response to

I

these llngUISth cues 1s often 1ntu1t1ve. based on ‘what’ is
suggested rather than expllcltly stated Radlo drama—+good

radlo drama——explolts language to Ats fullest uélng 1ts

richness and evocatlve power, its mu31callty. and its rhy-

“thm to brlng the“drama to llfe.‘ . K

Radio's llmltatlon. then, the lack of v1sual 1mage. is

also dts strength for 1t permlts a great deal of flexlbll-

1ty in terms of tlme. space. and characterlzatlon. On ‘the,

~

stage of the mlnd, mov1ng from a crowded street to a coun—.i

try scene. or from the present to the, past. poses no- prob—

lem, nor’ does _the 9x1s rice ‘of characters such as Death or :,

.

ghosts Dependent upon author and producer for clues as to
what is happenlng, here, and when, the llstener 1s 1n a

totélly«eub;ectlve posltlon. As Martln Esslln explalns,‘

Tyt

s RS

this makes radio. partlcularly effective in conveying’ uncer-

’
” +

tainty: - o k N
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NARRATOR: Shuffling along the ma1n corrldor of

. Ithe cxty pollce statlon is.an old man...

. ﬂ‘f“grey. uncombed halr...bent kneee...shlrt
“and‘overalls,too big ﬂor.hle,meatless

frameflf (1)
The\yoﬁng ﬁohan is«@éScribed as~Seppe,sees herz B '2‘.

NARRATDRx «o.He looks .up as ' he cllmbs the porch

e ” steps and’ sees standing at the door a

K:' ”ff . young woman...maybe amglrlm.,a glrl-

‘woman...pressihglthe &oor-belle.;(é)

Peterson does not attempt to create full characters .
<% .ibut uses the characters to make a p01nt. in ‘this case .. i
. about Justlce. Moreover, while the'descrlptlo s may read
:flike cllches, it -is lmportant to remember/;ha§ a radio-
- }‘t;play 1s spokenﬂ not read, and these verbal cllches serve .
: to strlke ‘a respon31ve chord in the llstener 8 1mag1nat10n.'50'j
acting like a klnd of verbal shorthand. In this case,. the
image of the old, worn man symbollzes w1sdom galned ;;o“
‘“-through su ferlng and supports Seppe 8. bellefs ~about Jus—-
txce whlle the glrl—woman 1mage. suggestlng purlty and 1n—t | ‘~'
. nocence. establlshes her as the hapless victlm-' ’
‘ The narrator plays a greater role in "Paper 1n the"
.-‘Wind". which is about a young man who has aust returned
' from the war. Claude 8 father. H.J. Riddlford, a well to-

. AR
’ businesa executiVe. wants hin to o 1nto bu31ness but
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comes_ové_arbearin'g,‘ as‘ whg;i he -gives deécnipti’vg "d’eltai‘lé q'f -
the action that ar:;a uxmecgéssélry. ‘such as, ?‘»R:‘lddifa"r:d' put-
. the cai'_ in the. garage, aind went "into. the ho’us',e.',' (4).- As "-_ _"- t o
this ié not significant to what happens in t'h;e: next Tew.
" scenes, it merely clutters ‘the l‘isltener's \‘)’ima'gi;n’azjy sta‘ge".‘\
Fur.thermore, lines s\uch.a-s "Riddiford felt,upéﬁsy{" ‘(7‘).
. whi\c;h,are‘. incidentally, ‘cut from' the May 5, 1948 prpdﬁ,c-“-

. tion sa;'ipt. ‘are unnecessary and would be r.n;)r"e‘ convircing
| comi.n‘g from .Ri,ddiford. Péterson seems to ﬁaw;e ;‘ecp_ﬂénizet‘i -",
A 'the awkwardness of this-narrative téchrii'qlu'e’ :'for\" hé ré.’rely'

. uses it agam. A more successful approach is the technlque

he uses in "white’ Collar" and "They' re All Afrald". where

the characters themselves create the perspectlve from

“Whlch to judge the events in the play ‘
.‘"w"-h‘i't{e Collar"(1946) is about a stosrecler}t. Cooper.

v;ho, ubecéuse'he is 'hawiing flnanézlal dlfflcultles. unwit=

tingly gets 1nvolved w1th Mattmgly and hxs “plan to “break

" up the union belng formed in the store where Cooper works.

When. the plan succeeds and the union organlzers are. flred, .

o Cooper realmes that, having betrayed hlS friends, he '\has -
‘left himself no choice but -to contlnue with - Mattlngly as- an
-’anti-union agent. . T E— ' .

| _ACooper is an ironlc hero in that hlS actlons them-
selves are not heroic ,although his motlves are. Caught ' R ‘.

-

between responsibility for his family &nd loyalty to his

~ fellow- wor:kers. he trles to do6 his best yet fails to live

up to his pr1nc1ples. In order to win the llstener 8 sym— ,

- N ,.’ Cy \
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. .
b

The other cnaracter is McBridef Cooper's 3§-wquer-
and closest friend. Although he is one of thé union oréan—
QlZers. Cooper protects him so ‘that he isn't flred with the
rest. McBride is in' the same flnanc1al and’ domestlc situ-
atlon as Cooper, but hls reaction is to flght ‘for what he-

considers to be right:

-

.
. . .
b Ly

MCBRIDE: ...What h;s'all this progress done for
.me? Two hundred;yesrs ago stupid clerks ,
did just as'‘well as I'm doing. -That's
why I...I worked so hard for this Uniont
I thought maybe it could change things ﬁ%ﬁs
a little. Why shouldn't we have a bef%er .
living, more money and fewer hours at
our dnll jobs? What is progress if it
doesn't give us that? I think it can
give us tnat. and ;t's peing helg fron

us. (20)

While both these’ men represent alternatives to Cooﬁer in

his present gituation, Mattingly comes across as a strong-

q

" er force in Cooper's life," reinforcing his sense of im- -

4 "

. potence. __

The third character, Cooper's sickly wife, Néra,
plays a very small yet significant part.In the two brief -

scenes in which she appears, she seems to be a sympathetic

person, yet Cooper's narrative indicates that he sees her

‘and the children as a burden and perhaps even blames them












her but 'they didn' t Thére's no danger of .
\i-' , her creating another scandal She's too
. much 11keLMLSs Benchley and MlSS Dom-

"pilerre now, Sam. (&)

\

. Thg ﬁonotOnous ihﬁonation of numbers that accoﬁpanies‘
Arnié’é speech brings presen§ reality ipto focus.
In a few words of physical description, Peéterson,
- through Arnie, gaptprés an element that colours the iis:‘

tener's perception of that character, as in the following

descriptions of Arnie‘s supervisor and his mother:

o ARNIE. ...Daykln is almost bald, but he has a

few...maybe a dozen long hairs...that"

Al

] he combs across the top of his shiny,
pale skull. He, smokes cork tip cigar-

ettes.(?),

’

3

" ARNIE: ...I never notlced before how tlred she
- was. She was an old woman. Her eyes )
never answered‘bacg. They gave in right
awéy.jShe was old .and weany._ﬁothinggwas
~eay for her any more. As she leaned over .
I noticed a ridge of fat on the'back of
her neck. And that seemed fo bother me

more than anything else!..;(13—1¢)

. In both cases, Arn1§ focuses on qnévdéiail that evokes

~

g

\
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er , as an irenic hego, is a weak and vulnerable figure
from the Béginning, yet his betrayal of his principles and
his friends arouses bity'rather thdn hatred as well as a
sense of the injustice of the situation. Arnie, on the.
other hand, comes across as a stronger‘figure aﬁd although
his failure to live up to his own (and the iistener's) ex-
pectations is dfsappointing, one does nbt pity him but

shares his, anger.

«The fantasy plays.'"Within the Fortréssﬂ and ?Burl&p

Bags", take place largely in the hero's mind, showing ob--

jective reality as it is experieﬁbed by the individual. In °

~this sense, these plays are less subjective t%an realistic
plays like "White Collar" and "They re All Afraid", for
while they are narrated by. the hero, he plays a more pas-
sive role in that he merely recounts his own thoughts or
activities. The- fantasy segmenfs are independent of; his
control. This fofm not only allows Peterson more freedom
to exploit the poetic aspects of language but, because .the
dream world or world of thé]imagination is not limited by
realistic conventions 6f time: space,.and character, Peter-
son is able to attackna wider range of social problems. In
"Within the Fortress" for example, he .deals with the many
different attitudes which lead a nation to war, and while
the play is about Nazi Germany, the attitudes shown are
universal. "Burlap Bags" is a bitter and scathing indict-

'ment. of almost every aspect of twentieth century wesfern

-
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for him lies in the prospect of seelng his son agaln.

~

"Burlap Bags". the other fantasy play, traces the men- .

tal breakdown of the hero Tannahlll , as he descrlbes it

Vin his* Journal, which is. found by a dissolute fellow .named

. Manitoba during the general raid by the other occupants of

the boarding-house ori Tannahill"s room after his suicide .
Pannahill's probléms begin. when he éuddenly sees the ab-
N ’

surdity of .conventional existence. Unlike the people in his

dream who wear burlap bafs over their heads so théy won''t.

.8ee clearly,.Tanﬁahill refuses to hide from the truth. In-

creasingly disillusioned with what he sees, he eventually
loses all hope and kills himself.

In ‘both plays, the techniques Peterson uses break down

the listener's éveryday sense of time and space to create a

distillation of reality. Fluid changes from scene to scene,
ephemeral characters who speak a line or two and then dis-

appear, series. of images and disjointed fragments of dia-

o
Py

_ Jlogue all evoke the world of dreams, memories and reflec-

tions. In “Within the Fortress", glimpses of dlmer'§'harmoi
nious and peaceful family lifé.suddenly‘dissolve into scénes
of violence and snafches of conversation which show the
frustratlon. anger. and confusion in German society as the
Nazis galn power ‘and go to war. In "Burlap Bags", the same'
techniques-~a plot wh}ch drifts from Tannahlll‘s descrip-
tions of the successive stages of his breakdown to bizarre
images and anonymous voices expressing nohsense or pain--

create the nightmarish vision of life that eventually j

) -

o*
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drives Tannahlll to sulclde.‘
In thls dlSJOlnted and often confusing dreamworld, the
narrative. is an important structural element. The hero-

narrator figure and his'story, standing out from the rest

- of the play as they "do, function as a focal point. Not only

is the hero almost the dnly cons1stent character in the'

fantasy or dream world—-Olmer s w1fe is the only other—-

but his narrative, as we will see shortly, proceeds in a

linear fashion, unllkedthe rest of the play, and provides

a sense of continuity. | | . i )
The'heroes themselves are sympathetic figures who o .

represent the ideal valﬁes’in each play, but who eQe alien-

" ated from their respective societies.,01mer's goal as a

socio;ogiet,is to study social attitudes ob%jectively in .

order.to be able to help the world (5)’, but he learns that

he cannot remain unlnvolved Like Cooper in "White Collﬁg

he is forced to choose between his prlnclples and his fam—

.11y responsibilities. Despite the fact that he compromises

the rormer by serving the Nazi regime.‘heoremains a sympe- .

thetic figure because he ?S a victim of social forces. His .

~self—disgust and- sense of defeat only increase the lis-

tener's sympathy for him.
In *Burlap Baés“, Tannahill's alienation from'society

takes a more extreme form, that of a mental breakdown which

starts when he first begins to see the absurdity of conven-

tional attitudes in culture and politics. As he examines o

o
e e s

L3
P

" the various institutions and beliefs of society more close:

b
)

.
'
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defeat 31mu1taneously, but with a significant dlfference.
.While the people are lamentlng the fact that Germany is
. 1031ng the war, Olmers is lamenting a greater loss, that of
his ideals and his belief in mankind.

In "Burlap‘BagE“, the language*and form of Tannahill's
fery coherent and rational,description of his mental break- .
down in his diary stand out agéinst the disjointed dia- ~
logues and bizarre images of society 'in hie head, producing
a‘schizophrenie‘vis;oR) with Tannahill's idegﬂs on one
hand and reality on the other. However, the dialogue,in
fdct, parallels the narrative throughout Tannahill's break-
down. As his disillusion and despair increase, the ‘absurd
dlalogues and caricatures of" accepted authority figures
su&h as politicians and rellglous(leaders are - replaced by
'nlghtmarlsh scenes of bondage,,the monologues of lost and
lonely people. and visions of mutllated bodies. In the fi-
nal stage of Tannahill's breakdown, the rational narrative .
is not to be heard and we.?re left with tﬁe absurd conver-
sation of Tannahill's imaginary Piano Box people in a paro-
%y of communication.-

These Piano Box v01ces are part of another major

1

structural element in the fantasy plays, an 1ntroduct10n

T

and concluelon.to a play or a- section of a play which acts
as‘e kind of frame for the content of that sectien. This

) frame not omly provides a link between the dreaﬁworld and
‘reality, but. orients the listener by establlshlng and rein-

for01ng the narrative perspectlve.

-
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frames, creates a much bleaker perspectlve. The first dia-

' )
logue between the two loaferS\who read Tannahlll's Jour;a%f
. reveals “that Tannag/;i/ls.con51dered to be an out81der.

Psomeohe who doesn t flt into his SOclety / ' J
- : . ‘ .

“ ' v é .
MANITOBAx ...He was a bit nuts, never spoke.
‘ And wore élasses half 1nch thick. And

. . you shoulda seen his room, Finley, full

. \ \ . ‘
of medicine bottles. (2) ’

‘ . .
After reading the j?urﬁal. they still consider him/crazi
" and go back to their own petty and inane preoccupations,
“ ' drinking beer and sneaking into a "rags-to-riches" moy}e
that is even farther f;om.reality than Tannahill's fanta-
 sies. Clearly.uTannéhill's revelations have had ns impact _ B e;
Con them and there is no hope of changing sociéty.
The second frame structure in “Burlap Bags", to which
I referred earlier, begins and end;'Tannaﬁill's journal,
enclosing his fantasy. The dialogue of his imaginarf voices,
locked,inside a dark, empty piano box, indicates the de-~
cline of Tannahill's contact\with realit&. The first dia-
ylbgue is an absprd parody of realkganersation in wﬂich"
-the system of logic that governs-the;réal. waking world is .

\ Dbreaking down: ) . ) , :

»

,Ct We're not in a room.

B: Yes, we are. - a

Qx No, we're outsige. walking down a'street; o

i












5h

The' ominous, threatening tone of the 'Tirst line, which is
‘used like a bhorué; thej§taccéto rhyﬁhm of the shgft sen-
tences, -and the repetition of the "up“ugfa$emeﬁts create a
ten81on that explodes in the lrratlon%; accusation agalnst
the Jews. The hysterlcal claims and chantlng that follow
complete the!.ﬁbct, creatlng an atmosphere in which Olmer{s
- rational detachment is completely anomalous.

In ”Burlap Bags", the 1m;géry. in reflecting the var-
ipus stages of Tgnnahlll s breakdown, shows people who are
progres§ively more distorted; The distortion is an ébéupd
one with the. people ih’the dark piano box, but the people
,Tannahlll sees next are all wearing burlap bags on thelr
heads. As hlS dream continues, people become less recognl-
‘zable as\normal human beings until they are just fragments

of bodies. . . B

TANNAHILL: And oh, what other unattached parts

5y

MUSIC: SEVERAL SNATCHES OF I saw! They were

| MUSIC ON SOLO IN-  too common. The
‘STRUMENTS.iN BG thick skin of some-
one who'd beer hurt too much, the mask of
a model, the distended stomach of a glut-
ton, the sad eyes of a melancholic, the
fist of a-#ully, the twisted back of a

. self-conscious cripple, the writhing

~-nerves, of a neurotic, the jewels on the

neck and fingers of a dull, rich woman. (19)

ot
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CHAPTER THREE ,
THE MIDDIE PIAYS: DISTLIUSIONMENT
l Whiie Peterson's early work was ‘generally very criti- " .
cal of society, such criticism at least implied a beliéf‘
that séciety could change, In most of his serious dramatic
plays in thé next period, form the late 1940s to the mid .
1950s howeyer, the tone ié one of bitterness. The didacti-
cism of "The End of the Line" and "The&'re‘All Afraid" is

replaced by a pessimistic view of man's condition. The focus

) of~thesé pléys is not social problems but the ethical prob-

léms of the individual. In "Everybody Likes Me" (1949), the
proiagonist is faced with--and fails to see--his d@ﬁ hypo-
crisy;.in "Don Juén of Toronto” (1951), he must choose be-
tween freedom and compassion; in "Cold Comfort and Candy
'Floqs"r(1§53); he is forced to see tﬁe disﬁonesty of his
life; in "Man with a Bucket of Ashgs“ (19525, he must ac-
cept the responsibility for his-life and his,aétions.yA}—
though sociétj remains as unjust and hypocritical as it was
in "Buriap Bags", the protagonist'é problems~-and failureS'
--are wholly his own.

The disillusionment exprésséd'during this period of
Peterson's work no doubt stemmed, at least in part, from

the world situation. As Désmond Paéey states, the Korean

Wir, the cgntinuation of the Col@ War with the Soviet Union,"

the McCarthy witch hunt and the constant threat‘of annihila-

\ .
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. when love is. taken away--look out. Last e
éaturday night some of the people .of
Kawagoma deprived a man of‘love. The °

town is quiet today.--There was no ﬁointV»
in taking--ripping Lawrence's'love'from
hin. He was so happy in his idiocy till
Mhen. Some devil got into thé peoplg..ik
. " barely lifted a finger to prevent [ig.. (1)

.By his own admission, Stanyar did nothing to prevent elther
. ﬂ,,\ Lawrence's t;eatment by the townspeople or the subsequent ‘;

killings. Moreover, at the end of the play. he is still

%1iﬁd to the significance bf'what has -happened and sees

evil only in the problems of the city:

STANYAR: Oh, the people in §awag6ma are no bet-
ter than iﬁe city people, but the outcgp
of their vileness is not s0 easily hidde:Z
That makes for compassion. The City is |
nearly two hundred milesJawaf.‘but any
day I expgct to see an explosion out over

. the horizon, rising high enough to—be seen

s , this far. (WARMING) Just deprive JT;;ﬁ

more people of their’love... (31) .

4

Stanyar's ambivalence; risiné from his awareness combined

with his inaction, deflects the focus of the blame from the

»
townspeople onto himself.
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figure. The image of Stuart's “winding sheet of lovely col-

<oufs“l "blood, o0il and water" (17), in the reference to his

. near death during the war, éuggests he is a Christ figure.

'However, unlike Christ, Stuart chose joy over compassion,

. and the “gatechism“, as he calls one conversation with “?"
(17),Lreview$ fhe wact In which he renounced compassion.The
prospect of death does not make him think of his immortal

goul but rather %;ouses in him a lust for earthly joys:

LOWRY: It's a goad and‘a séourge driving me
into the arms of women, and through book:
‘after book. No, I don't wgnt—zo forget.
$o I kiss the sharp prongs and the whié -

lashes, (18) -

The use of the, phrase "a goad and a“séourge" and the refer- -

!

ence to whip lashes both suggest a liturgical contexfh In
the following passage, a kind of Dionysian chant, even the
rhythm and diction of the language are reminiscent of litur-

gical language: , ‘ -

LOWRf: A few minutes with you and I'm not!: My
best friend! I get feeling heady. Ah,
forty, sixty, eighty, ninety years éf
this ig given to me! To look, ta touch,
to worship and be worshipped, to hurt
and be hurt, to praise and blame, to
sing, to drink, to love, ,and love againi- (18)

L)
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eeptable. Ironically, he feels he will regain his personal
. freedom from society when he learns that he will go to pri-
- sons . ' . ’

-

BRODERSON:. So: (MUSING: THE BURDEN LIFTED FROM
\ ‘IEM) T'11 be able to paint again. In
“Jjail I'll get back to painting. Jail

"/}, won?t be a prison. I'll be freer there’

than {'ve been for a long time. (56)

Broderson's alienation is expressed'botg'in rms of

- social reality and of his inner self. To convey th former,

,ePeterson uses the -same technlques he used in "Don Juan of
"Toronto™. Broderson has an unpleasant personallty. until’
the final scene when he wakes up and learns he will go to.
jall, he is 1rritable. suspic:ous,-and cynical. Furthermore,:
there is no narrater to-plead his case;. lnstead the listen-
er must depend on Broderson alone. Because the play takes
place almost completely in Brodenson s 1mag1natlon, hlS in-
_ner alienation. 1s conveyed through the elements.of hlS |
dream, the three voices that rollow him about, the circus
imagery, and the languaée of-the'circus.characters.;

_ Unlike the heroes in the earlier plays. Broderson ls
not a victim of soc1ety but has consciously made the~ch01ces
that have led to his present situation. Havxng betrayed his
own values, his alienation is more extreme -even than Stuart
Iowry 8, as he is alienated not only from society but w1th- '
in himself. Thi.sS mtemal brea.kdown is. expressed by the l

. -, N B . ¥ A B
[ .- - . . . : . e
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- OILD MANs (MILDILY) There's a plgt against all of

us, my dear man, if you want to find it.(19)

-

Broderson's fears 6f ; plot are realized when the circus
crowd and the old man turn against him at the end of his
dream, confirming his own sense of his guilt, not as much
for embezzling the mone& és for tye life he has chosen. to .
iive. . _ |

..As we saw in thé&garly‘plays, the dream form allows for
& much more subtie coﬁtrol of the plot. Because:the con-"- )
‘étrictions of realism, in terms of both time and physical
possibifity, are no longer relevant, the play'can proceed
freely along metaphoric lines to mirror inner, psychologi- -
cgl reality. In "Cold Comﬁorﬁ". the basis of the metaphbr
on which the plot is structured is the circus which, on the
level.of symbol, is associated with the world of'fantasy’and :
imagiqation. Furthermore, it supplies Peterson with a whole
.cast of characters and situations which, with little intro-
duction or development, can be used to show Broderson the l
extent to which he¢hgge lost his identity. The young man .
guessing ﬁeighta‘kfor example, guesses Broderson's weight
as nothing (13-14), and the Fortune Teller can't read hié
palms because there are ines on them (39). In the Bug.

- ‘House (house of mirrors) , Broderson's mirror reflections

show. him to be many differenf'people, all of them unpleas-

~ ant in one way or another. Finally, when he is made the

star attraqtion of the Freak Show, the audience can throw
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it is simply a well-written play and not because of any
techniques particular to radio drama as a form. It could,
in fact, be performed on stage without making any changes
at all. '

The central flgure of the play is Dave Clough. an old

drifter unable to keep a job for any length of time, who is

' convincéd that God has chesen him for a mission. Interpret-

ing the flood which threatens the town of Baldock as a sign

.of God's wrath against man, he obeys what he believes to be

God's voice and sacrifices his young son, Michael, in order
to save the town and make God's will known. His wife, en-
raged in her grief, shoots him, and when Clough realizes
‘that God has not proteoted him and that he will die withouf
fulfilling his mission, his faith is destroyed. |

"Man with a Bucket of Ashes" is Petersoo‘s most bitter
play of éggs period. Man's hypocrisy and potential.for evil,
already portrayed in "Everybody Likes Me" and "Don Juan of

Toronto". find their strongest critic, not in Clough, but

: in Balla, the hlgh—rlgger in the lumber camp. He stands out

from the other charaoters in the play as Cfough s counter—
part. A cynical man, . he sees everything as a joke because
he feels that is the only way to surv1ve(h8) Durlng the

war, he .lost falth, not only in God and in some klnd of Di-

e

vine order, .but 1n the moral values of communities like

Baldock:
A

CIOUGH: My deed is a joke?

s
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There are two images-associated w‘tn'Clough.'each of

76

. \ . !
wh%ch signals a different aspect of his~unher01c nature.The

first is “whistle punk", the titlé of Clough's last job,

used in a derogatory way by:his wife and the citizens of

Baldock fo refer touClough's low sfatns within the communi-

ty. The’ second 1mage, introduced by Clough's wife just be-

fore: she shoots hlm, is “bucket of ashes". a reference to

Clough's respon51b111ty for the fire which destroyed his

first wife and famlly./The bucket of ashes is a symbol for

. / , x
the whole pategrn of €lough's life in that he has brought

-

unhappiness on hixn’eelf.all the while claiming it was God's{

punishment for his sins: .. .

J ~

vil'I met by the. river? What if 1 have

L]

o all these years’-—stlll go% hold of” it.

T N ’Maybe there 8 nothlng to me, Balla, but

destruction and fallurem (50)

‘tnat ¢auses him to &hrow himself into the river.

‘&

! CLOUGH: What if Edna's right and it was the de- *

been draggin' a bucket of ashes around ”{

N

It is Clough's recognition of the validity of this symbol .

'
N

e

“CIough's ‘own language reflects his need to flnd.

hrough Go@, the same sense of order in the world that he

had as a child: "CLQQG@: When I was a little. boy there was

a god in the world. I tried to bring him back"(jo)

_.only way he can explain the misery 1n the world tp to see

/ﬂ
it as God's puniahment for man’'s wrongs.

R

s

The !
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for mah;S‘soulf and “Pessenger'PigeonﬂPie“ 01960). the-
‘murder of the humele carpenter-king. “Llllth“(1959) and
“Joe Katona" (1960) are more clearly related to spe01flc‘
legends. "Lilith" is based on the Creatlon myth in' the apo; '
cr&phal Hebraic texts; "Joe Katona" echoes the'Sfery‘of
Jaco¥, who laboured to earn his two wives. In his treat-
_ment.efhall Fhese myths'and mythic figures,however, Peter-.
son"deniee-the‘beneVdienf view of an ordered.unigefse’aqd

‘a car}ng God, projecting instead a view of man's existence
‘ip a morally aﬁbiguoqs_and chaotic univerde.

While the heroes'ef thes!ﬁplays are ironioc figures"_
(unlike the protagonlsts of the second period), they are
still heroic figures as well. Granted, they are e;e misfits |
apd marginals of their societies. the drunks, she freaks, -
and the:végrante; they are'rareiy aﬁ;f to articulate clear- -
ly'the'reasoné<fer their strhggle‘duriég their lives end
thus rarely. 1f ever, have the sympathy of their fellow men.
;Flnally, because they dle in vain. their efforts often go
unnoticed. Nevertheless, there 18 dignity in the fact that
they do attempt to. flght back, agalnst the 1n3ustice of
their eoclety as well as the 1nJustice of thelr fate, and .
"as a result, they engage the audience's sympathy.

. The narrttor flg&s a maJor role in conveylng Peter-: .
<son 8 point of view of these heroes. Although each hero is
~the focus of 'the plot of the "play itself. this focus 1§ﬁ

'orraet by the atrong dramatic presence of the ne;%ator. The

latter draws hia'stre:jfh from two ractors. Fiﬁet. he is

1
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HUGH: You make me veﬂry happy--unbearably happy.
SUZANNE: .What's the long face for then?
‘" HUGH: The loon's cry--and I'm afraid this'll

end. (17)

Hugh's happiness is so intense as to be almost painful as

.the loon's cry reminds him of his wife.- When Suzanne ends

their relationship, the last of his dreams is destroyed.:
Rather than blaming her however, he blames himself for
ex'pec_t:‘.m‘g too much: "Suzanne was very beautiful, and I
was very foolish." (30) | )

Suzanne is a young high .school' graduate a}t\the time

~ with high hopes, anxious to start her own life and in

gsearch of adventure.

SUZANNE: .. ..but I needed to defy my family-- '
they got on my nerves! I wanted things
to -happén to me, but-nothing very im-

_ portant was happening. (2)

. : An idealist, she is attracted to Hugh because he is "blunt #.

ey

and straightforvard” (18), and she wants the honesty she
feels exists ‘between them to cont1nue(19) Faced with the e

news of Hugh's marriage, she applies the same ideallsm and ~

rejects him as a cad. Eight years later and in a sim:.lar

' aituation herself. “however, she is more critical of her

idealismu"SUZANNEn My, how innocent and cruel I was"™ (31)

Her condenmation ot har ﬁormer naivaté affirms Hugz v

s
n " :

M "","'”“."‘"
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cular myth on yhich the story is baqed. The heroine. e
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which Suzanne realizes the cruelty of her naiveté, the-

“loon's haunting cry echoes her recognition of the impossi-~

bility.of innocence. .

In "Loon¥, the dramatic elements are pared down to
the baresf effects, involving only the music, the s%unq
effects, and the words of the two ﬁagrator—hero figures.
Because there are no otherjéharacters, it is the narrative
‘that ties the play together and prov1des the main vehlcle

for Peterson's point of view. Through this double narra-

i tive, as I mentioned above, the same events are seen from

two different points of view, one of which changes in the
L N

course of the play, and through the imagery, these two

points of view are linked to the Garden myth. Finally, the

narrative conveys a sense of the hero's alienation. As we

saw in _the earlier plays, the narrator-hero's$ direct appeal

to the listener creates an intimate relationship between
them. In "Loon", each of the narrators has an intimate
reldtionship with the l}stener. but each is cu% off fyonk
the other although they share the same knowledge. The re-
sulting sense of loneliness and alienation, edhoed iﬁ,%he ‘

cry of the loon, is the twentieth century reality of the

(hyth . . ” . » ‘

-In "Lilith", the .sense of the herome 8 allanatlon and

isolation is intensified by the narrative and by the parti-

»”

Lillian or 0ld Lil as she is called, has died in &n igno-

1

s

—
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- . .l

Hauser, a young prospector. Although they are lovers he
,marrles another woman because he feels sorry for her.

Heartbroken, Lil moves to Toronto to pursue the llfe of a

-y

single woman. Tom, now owner of his own mining company, ,
% ,

runs into her in Toronto and continues their relationship.

At one point, when his mother.and two sons- have been killed
v *\‘ ’ -
in a car accident and his marriage is 'in ruins, Lil could,

t L 3

even have had him back, but she retusos. After this; she
begins to drink heavily and loses jobs until she ends up a
habituée of Magistrate's Court on charges of drunkenness
and: vagrancy. Flnally she is rescued from a snowbank by
Malachl the Scholar who tells her the story of Lilith and

/makés her see her life in terms of the myth. While this
- / c
changes the way in which she views her relationship with

Tom, it doesn't change the way she lives, and she is even-

tually found dead in a doorway with her shopping bag full

~

of "scrolls". ‘o

o

)
Lil's story 1tself“exposes the hypocrisy of 3001ety s

\

a

atti?ude towards the single, indepenéé;; woman. She is Qoth

(4]

an object of desire and\of suspicion. Because of her selft"
reliance and her strong spirit, men seek her company bpf '
marry women like Nellie, Tom's wife, who dependent.and apzm
, pear to need protectlon and guidance. Furthermore!‘marrlage

ig seen 28 proof of respectabllity a%@bbecause 1il remains.

1”nmarrled. she is suspected by wives like Nellie of 'having ’

affairs with their husbands (35). Their fear is justified
in terms of men's attraction to the Liliths of fhe‘wogld.‘

¥
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‘QID LILs Hen% First iove! iorget the'aninal.j\

- sweep him under the rug, bury him under
4 " a rock, sink him in the %ake. burn him

in the fire, feed him to the dogs. stirl

him in filth--he will still pop up llke

"the first time, rad;gnt. and your knees'

-~ and. back will go weak! And"God will, have

his way! (5)° o ‘

= v ')
-

In Lil's mind, their relationship is associated with snow’

* , L4

and the smell of pine sap in the* northern woods wheré they °

first met. Despite . the fact that theyiboth leave this)vir
gin land, symbolic of ‘the newly created world, to form
new relatlonshlps (Tom 8 on a permanent basis), they can
neither deny nor resist their oraglnal mutual attractlon to,
each other. P )
On a symbollc level. the reiatlonshlp between the 0
three characters can be seen in terms of man's amblvalent
attltude towards .nature. Although he seems driven to ex- oo
plore the world of experlence béyond the Garden and make
hlB mark by creatlng or dbntrlbutlng to civilization, man \

is almosf ineluctably drawn back to the natural wor}d of

his origins. Lil and Tom seemeq destined for each other,

.yet Tom leaves Lil and the North to go off and exploit the

earth's core in order to be part-of civilization. He also

marries a woman he can dominate, one who 'hates the North

'and prefers'the conveniences of the 'city. Despite these
. B s ' . @& '
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" Many of her comments and her descriptions show the influ-
gnée of the mythié perspective, even though she is déscrib-
Ing events that took place years béfore. The Reporter too
moves £§ck and forth, from Lil's past, to Ris own expéf;
iences, to the narrati¢e present. Finally, there is the
\mythic time frame, which i; technically in the far past but
which, because of the 1mpllcatlons of the myth. has an

echo effect Whlch summons up a sense of all ages. The cumu-
lative effect of this layering technique, the double nar-
rator, the plot sffhcturing, and the imagery‘is a fitting
of a particular human experience of the twentieth century
into a universal context, thus emphasizing tﬁe bleak prgé—

pects of the pdst-lapsariaﬁ world. -

In both "The Cry of a Loon Over Water" and "Lilith*,
the 1nnocence and freshness of the Garden was stlll at
least a memory. With "Joe Katona“,we move 1nto a desolateL"
arid world in which the natural environment is an outward
manifestation of mans spiritual sterility. The plot, based
on a real event which Peterson saw in a Regina newspaper
(ﬁersonal‘convefsation with Peterson, unrecorded, 1982),
echoes the 01d Testament story of ﬁacob earniné his wives

- by labouring for his father-in-law. In the OldITestameAt
my th, however, God' ensures that Jecob gets the reward he
deserves: in "Joe Katona%, divine justice is a farce and
Joe Katona, like the narrator, is the innocent scapegoat

of an arbitrary Fate and a hostile community. '
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ﬁ\is convéyed tﬁrough the imageryh’The tﬁ?bé predominant

patterns of imagery concern barrenness, animality, and fire;
| all sﬁggest a kind of living déath. Eacﬁfpattern is associ-
ateﬂ. for the most part, with one of the three main charac-
térs. Jée; Alice, and Charlie Clegg, yhus bringing them to
the forefront. |

Clegg is a harsh man, as crippled in spirit as he is

physically. He 1s—e&osely llnked with the oppressive natu—

ral settlng of the play whlch. in the flrst scene, ewvokes

the splrltual climate of the community of which he is part:

THE FACE: ...It was one of them days when the'w

sun seeﬁs close 'nough you could pop it ;3 o
thh a stone. Not a breath 'of air. Even
the weeds start,qurl%né up. And the'go—
. ‘phers stay underground..bnlx cussed '
*.farmers out in the fields. But on the
prairies, lots a them,:wiéh red nécks
fand‘dfy sbit and blbodshqt eyes. The wo-
" men and kids stick pretty much to home, -
In next- to—nothlng. w1th the blinds
drawn. (1) s N

hY

]

Clegg himseif'has little success as‘g.farmer'uhfil Joe ar-
frivesf Inétead. he boasts of his rgck;linedlfenQQS (20) . ‘
‘which érethpt symbols’of his'relatiénéhips.with others, for
\he is not only mistrustful of hls nelghbours and Joe, but

_'£egls aliepated from his wife.and daughtggs. As he§§ays to*

- -










'While the community is right to fear this kind of passion,

THE FAQE: «++And a'-fteri,/. there was some keepin'
¢ T?h\ébeqon the gﬁr@g{ aprons for awhile. o
For...for more harvkst than anybody'd
. :

l ' figured on. (1&) ) } .

y ) .
Jo -

In a society where appearances are so important, an ille=
gitimate chi;d~is evidepge of a lack of control. |

PO . .
Fox’ Joe, fire is asso®iated-with suffering and it

bréaks'out'in situations where fhere is no love., In the

case of his own family, his sister Tdudi's suffering, in

an emotional climate as sterile as parsh as that of the ,

. . . . .
Clegg household, erupted in a desire to destroy. He recog-, _

nizes that Alice's suffering is similar to his sister's

and tries to warn her:"JOE: You’ don t gotta be helllsh...

‘to...to climb. outa hell" (40). Thrgugh the reference to Hgll.

which implies fine, Alice is dlrectly linked with Trudi

and thus tp)Joe sqpast. Allce 8 madness. toa, erupts in de-

s

structive actions, directed, for the most part, at the one
person‘who tries to sa&e her from her hell. She throws a
pitchfork, fhe Dev1l s tool, at Joe, sets fires to mgke '

her parents susplclous-of him,-and turns Vicky against him.

A

4

#ARey must also recognize‘%ﬁit\fts source is the repressed,
b

~ grid emotional climate\in wbdch\these girls grow up.

;e Through his use’of myth, Pet rson shows that it is not
énly society that is unjust but man's whole ex1stence. The

0ld Testament myth of Jacob and his two wives forms an

o
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.'Julien's wife runs off with a salesman, leaving him with

their son. Julien begins to question traditional valués.'in

particular the. ethic of hard work and’ passive obedience to

one's supervisor. Those who accept this role are like the

now extinct paésengar pigeon which was domesticated and ‘

obedlently served man only to be destroyed by hlm. When

Julien refuses to stop asklng quqstlons about hlS ‘current
Jjob, a strangeypulldlng for which the masterplan and even-

tgal; use gfe ﬁ”secret. the other workers, fearing for their

own jobs, push hih td his death from the scaffolding. His

father, now crippled by arthritis, finally sees his son's
point but dies before he can.convince others of it. Julien's

son, Paul, goes off to seek his fortune, leaving Sarah alone

with her memories. When he returns as a salesman, she final-

Ay

y. - understands her son Julien's ﬁoint and refuses to ac-

cept her grandson Pdul because he stands for everything

against which his father rebelléd and which killed him.

Thematfbally,‘the play develops on two levels. On one
level, an unquestioning acceptance of the conventional work
ethic leads to a society in whlch money alone is 1mportant

and the individual is simply a pawn to be exp101ted Con-

< a

flict af;ses between Jylien and his father pecause yhile
André recognizes'a builder's responﬁibility for the quality
of his wérk. he doésn't feel it is his place as a simple
worker to judge the ends to which his efforts are applied.
When he flnally does ungerstand that he has ‘been a pawn and

allowed others to ugeyhlm for tpelr own ends, it is too

4
[

~



.

The idea of the mindless labourer ié'éumméd,up for him in
the passenger pigeon. Any personuwhordoés riot try to have

some control over or responsibility“for the work. he pro-

——
———

duces, who merely doés a job ahq doeé ﬁof;igyﬁéiiy.preate
anything, is a passenger pigeon. H;érféﬁhér'and all those
who beliéve in the value of har&vﬁbrk wiﬁhout questioning
its purpose contribute to the commercialism that dominates
society, destroying all those who oppose it and swallowiﬁg
up the rest, like Paul, who become salesmen,liraders in
o;hers;‘goods, bassenger pigeons. ' )

Julien's lullaby acts as an indicator of Sarah's own

‘journey through the past towards accepting this point of.

view:

JULIEN: Go softly, go gently, my'mothef. to bed, .
Don't think of the boys on the battlefield bled,
Your son may have killed them, your son may be ‘dead,
: \

But don't think of that, mother, go softly to bed.

It is heard only three times dbut the words have a haunting

effect which strips away the traditional image of ‘the mother

I

by linking her with her sons who make war and kill. The
first time Julien sings it to her, he is chiding her refu-

sal to recognize that her son is, as André has just said,

'a bum who only works to buy a bottlg or & woman(lQ).Sarah

would prefer not to see het son's part in this world.-

It is heard the second t@me when Julien has just

i}

" learned that even the construction boss doesn't know the

(I T £ £ /
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\plot In the famlly, he holds an 1nconsplcuous position,
sandw1ched as he is between Andre, an experlenced carpenter
respected by his superiors and peers, and Paul, hlS bright.
s ‘ young son, who qulckly earns himself a good reputatlon once
he takes up a trade. Jullen s rebellion agalnst the conven-

tional work ethlc takes the ‘form of drinking and womanlzlng'

o and his death is not the cllmax of the play but merely the o

TN et

flnal ,meanlngless event in hlS unhappyhllﬁe Although the
meanlng of hlS death is flnally understood, flrst by Andre
.and then by Sargh, they are too0 old to act and Paul " who

could valldate hlS father s struggle by taking up his cause."

/
" - /turns away from-all that his father fought for, thus de-

b//stroylng any hope of change.
_The narrative structure then, shifts the focus of the

.play from the hero, Jullenf to the recogndtlon of his hero-

_ism by Sarah. The climax of the story occurs When she fi-
nally understands what Julien died for and turns Paul away
becadse, though he may be blood of her blood . physically,
the fact that he turns his back on‘his father's and grand-

: father's values shows that he is not akin spiritually. Re-
jectdng Paul is painful for Sarah; with-André ‘and Julien*
dead. she ié now completelyvalcne.and alienated‘from the

society she once felt .a part of. Her only consolatlon is.

the knawledge that she has at least known heroes. N

! .
SARAH: ...Oh,‘mj heart hurtis,where I‘ve'farn . -

_him out. After two brave men, a sales-

[




a

.

man. To provide part  of the érust of .’
the pie. 'H-ow can, I dream any more after RN

' this? Backwards or forwards. I've ‘never
felt so alone. As alone as a star. As .

_alone, as the night. As. alone as & stone.

-

...{TRYING 13 SMIIE) But, I have felt -the.
40P : S R
- breath of <heroes... (52) o R o
IR . . . : .

»

The use of the Old Testament materlal empha31zes,

' through contrast, the bleakness of man' s future. Sarah's

name and her lusty personallty recall Sarah, w:.fe of Abra.— ’

.ham, whom God promised would b'e“the "mother‘ of all natioris" .

(Genesis 17:16) .. Although she sees herself prlmarlly as a

>

nurturer, "Sarah of Three Ages" (2) and André's "Old Woman"

(5), all her efforts seem- fru1tless by thé end ,of the play.

-

Her-wish for six chlldren w;\pot granted and the men. in .

her llfe--—the real men, André and Jullen--are dead Her

grandson having refused to take up his fathe/r-\s struggle to

be a man, she con31ders him dead as well aqd is thus left ‘
chlldless. Because of her assoc:.a.tlon with Sarah of the 014

Testament, Sarah's 1solatlon becomes a symbol of the loneli-

Lo

"ness and hopelessness of man's existeﬁde..

Radlo 8 transparency is exp101ted to create a sense of

tlmelessness whieh brlngs the mythlc promlse of the 01d

Testament more 1nto focus. Although the language is collo-" .

qulal the references to sp801flc tlme and place are very

few so that “the twentleth century recedes from dramamc

b
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vocabulary ci his tendency to qualify his statements with

s

His body to dissect when he dies. Harry i& initially taken-
in by Tyrrel's friendlinees, but when 'he realizes Tyrrel's.

true motivle, ‘IAxe is outraged that his body is considerdd of

more importance than his soul and refuses the request. He — .

flees Both McSwa w1th hlS peep show and Tyrrel with his I

anatomist knife to dlé\g.l}e% having made ar;c‘a.ngements
with the gravedlggera to. protect his body from Tyrrel The .

-latter. determined that science will not lose such a spe01—

men, pursues Harry. and, through various dealmgs, eventual—
Ly gets the body. However, although his papers basiﬁ on the
dissection of Harry's body win him recoénition, he néver )
find‘s the mysterious éx‘owth clock and the h‘llew eyes of %
the stuffed 'Harry mounted in his museum 1yock his failure.
Mucﬁ ef'the dramatic power of the play derives from

Peterson's ironic treatment of the hero figure in both the
narrative and the characterization. Tyrrel's manner at f’grst .
leads the listener to believe that he' is the hero; his

speech style,confime the listéner's expectations of a con-

ventionally gympathetic narrator. Both his well-devel\ope'd

phrases such as "I fear" and%,%y m afraid" suggest a well-
educated, thoughtful man. ThlS 1mage is reinforced by his’
ﬂ'f d treatment of Harry. Harry 8 rough, surly manager,

McSwan, serves as a Yoil to Tyrrel who urges the former to
treat the giant better. buys Harry i‘ood and clothing, and A

genefally appears to take a personal interest in the young -

. man. In short, Tyrrel gives the impression that he hag .

~

&

—r
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e Nevertheless. the very 1nnocence and 1ntegr1ty Tyrrel can-

- 7 - net understand w1n 'out in the end He may have succeeded in

n K . v A

; . <. .. ..eetting Harry s quy but he 1s no more able to find his-
;o ’ growth clock th he \s ahle to appreclate a soul Mo%eover,

S . ) )

the fact that he 1s‘tempted to haVe Harry s corpse stored
’{‘~' . in the basement to be free of hlS mocking eyes (23) s ‘
;‘ ;.j ‘- gests that hegmay suspeet that there is more: %o llfe:than
‘ _“sclentlflc facts. The narratlve proves to be doubly 1ron1c o
- R ’," oo .~1n thls play. forrnot only does 1t undercut the hero. but

.

7+ it diso undercuts the villain's v1ctory. . ".x ‘
In hig thlrd perlod. Peterson “Feturns to reallstlc I
e Vo plots but deals with a reallsm that, through archetypal
o f, : imagery. reflects the collect1Ve, unlversal patterns of

< 0 L iman 8 ex1stence. ThlS v131on of man.s exlstence is even . -
. . . ( ’
fbleaker than that of the second perlod for 1t is not so'

—pmuch a questlon of man himself beingteVLl but of a greatér ~¢}
: “3"'-_f Lo ‘force shaplng hlS destiny Contrary to the concept. of thls
. -Torcé in the Judao~Chélszan tradltlon that is the ba51s of

our culture,however, thls is not a benevolent force. In

-~

fact, in plays sBch as "Joe Katona", "Passenger Plgeon P1e"

L o _ and even "The Frlghtened Glant“. Peterson denies the view’
; . S of a benevolent God. in favour of an_uncarlng or absent
i k - C Ty A [}

.

God. "Thée Cry of a Loon Over Water" and "Iilith" reinforce

' 'the post-lapsarian vision of man's existence in which he
0 A i 1

¢ .

_must suffer through’ his~life. Yet there is some relief in '

. . .
¢ : . . [
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