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SUMMARY

The thesis begins by examining the general Scottish 
theatrical situation at the end of the nineteenth century 
and seeks to establish both the amount of theatrical 
activity, and how much, if any, of it could be regarded as 
distinctively Scottish. Attention is given to the heavy 
dependence of Scotland on the London theatre at this time 
and to the general view of the situation as reflected in 
the press of the largest Scottish city.

Attention is then turned to the first attempt to 
establish a Scottish repertory theatre, the Glasgow 
Repertory Company. Its progress is charted through the 
short period of its existence until its sudden termination 
on the outbreak of the first world war and then the work of 
the Scottish dramatists who wrote for it is discussed.

The situation in the interwar period is the central 
focus of study in this thesis and after a general survey and 
some discussion of various smaller theatrical ventures, the 
work of the Scottish Rational Players is carefully scrutinised 
After discussing the rise and decline of the Players, the 
thesis moves on to a consideration to the kind and quality 
of plays which were written for and produced by the Players. 
Two dramatists, John Brandane and George Heston Malloch, are 
discussed at length and thereafter the work of a number of 
other playwrights is considered. Finally an attempt is made 
to evaluate the worth of this dramatic writing and to relate 
it to the Scottish experience.

The next chapter takes the form of a critical essay on 
the plays of James Bridie which seeks to ask the same kinds 
of questions about the worth of his contribution to the 
Scottish theatre and to examine how he tackled the problems 
which had faced the S.R.P, dramatists.

After a survey of the war period in Scotland, the thesis 
moves on to the post war situation and attempts to delineate 
the various tendencies which can be discerned both in the 
development of theatrical facilities and in dramatic writing. 
The conclusion draws together the threads of the argument 
and seeks to explain the rather disappointing progress that



has been made tov^ards establishing a vigorous Scottish 
dramatic tradition.



CHAPTER 1 

INTRODUCTION

This thesis is concerned with Scottish theatre and 
drama in the twentieth century, that is to say with the 
growth of facilities for the presentation of plays and 
the development of the writing of plays in Scotland.

As far as the former is concerned, the emphasis will 
he on the non-commercial theatre, simply because it has 
the better claim to be taken seriously as a purveyor of 
work of some artistic merit. This is not to denigrate 
the commercial theatre, but simply to point out a 
distinction that exists. The non-cpmmercial exists to 
present plays which the people running it consider to be 
of some worth, the commercial to make a profit. The two 
objectives are not always mutually exclusive, but they are 
so sufficiently often to enable us to make the distinction 
between the two kinds of theatre.

As far as the writing of plays is concerned, an 
attempt will be made to trace the development of Scottish 
playwriting from its first faltering steps to its present 
position, for which no grandiose claims will be made. 
Evaluation of the work of Scottish playwrights will be 
attempted with two principal criteria in mind, the technical 
mastery of stage craft and the relationship of the work to 
experience, Scottish experience in particular, for so many 
of the writers under consideration are concerned with that 
experience. It is important to discover how far Scottish 
playwrights have developed an understanding of the mechanics 
of the theatre and how far what they write bears a 
relationship to life. It is of course much easier to 
evaluate stage technique than artistic worth and truth, 
particularly in Scotland where there are acute problems of 
national identity. However, in a study such as this, it 
is vital to come to grips with the problem.

Although mainly confined to the twentieth century, the 
study will deal with the theatrical situation in the latter 
part of the nineteenth century by way of introduction. As



2.
a corollary, the post-war period will not he dealt with in 
such great detail as it comes after v̂ hat are for the 
purposes of this study the most interesting periods, that 
before World War One and that between the wars. It was 
during the inter-war period in particular that there was a 
tremendous upsurge in theatrical activity, the writing of 
plays and public discussion of the problems of a Scottish 
theatre. It would be the submission of this thesis that 
while the pattern of repertory theatres is essentially a 
post-war one, that pattern has developed on the basis of 
the work done before 1940 and that the pattern of Scottish 
dramatic writing and the concepts of Scottish theatre which 
we have had since the end of the war stem largely from the 
period before the war, although there are signs, as will be 
indicated towards the end of this thesis, that the pattern 
and concepts are undergoing considerable change at the 
moment.

The work of Sir James Barrie, it will be noticed, has 
been excluded, principally because the emphasis is on the 
theatre in Scotland, and the writers who sprang from that 
theatre. Barrie, whose work has been the subject of much 
study, operated in the English theatre showing little interest 
in the Scottish theatre and thus comes outside the scope of 
the present study. His success however, is of ironic 
importance for no Scottish dramatist has had comparable 
good fortune.

Although the post-war period is not dealt with in as 
much detail as previous periods, and the chronicling of 
dramatic events post-war takes the form of an essay in 
tendencies which has its point of termination in the early 
60's, mention ought perhaps to be made here of some of the 
developments since then.

It should first be explained that the mid-60's are 
taken as a point of termination not merely because it is 
obviously desirable that a thesis of this sort should stop 
short of the immediately contemporary which is always 
extending itself forward in time, but also because it is 
considered that the opening of the Traverse Theatre in 1963 
is a highly important landmark in the post-war scene, 
important enough to be regarded as a terminus ad quern.

With regard to what has happened since th%, the first
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point to be made is that the repertory theatres have 
continued to expand their activities, and while there have 
been no major new theatres opened, with the exception of 
the McRobert Centre in Stirling, which has theatrical 
facilities as part of its arts complex, plans are afoot for 
replacements for four existing theatres and one new theatre.
In addition, a large number of small arts centres have sprung 
up, and these are used more and more by touring companies of 
small and medium scale. On the debit side, th4 Close Theatre 
has been destroyed by fire.

An interesting development has been the emergence of 
an embryonic 'agit-prop' theatre. Most of the credit for 
this development lies with the Scottish offshoot of the
7.84 Theatre Company, v/hich in 1973 attracted enthusiastic 
audiences and reviews with the incredibly titled 'The 
Cheviot, The Stag and the Black Black Oil' by John McGrath, 
a marvellously lively production which sought to relate 
the Highland clearances and the current rush for North Sea 
Oil to each other. Whether 7.84 marks the beginning of 
popular Scottish political theatre-taking theatre to the 
people in halls, community centres and clubs, as 7 .8 4 does 
at the moment, - remains to be seen,

7 .8 4’s social commitment can be paralleled of course 
in Unity Theatre's and likewise the neo-realism, the dogged 
neo-realism, of much recent Scottish writing by people like 
Bill Bryden and Roddy MacMillan, can also be paralleled by 
Scottish dramatic wÿi^ing in the late forties and early 
fifties o

The writers mentioned above have been particularly 
well served by the Royal Lyceum company which has recently 
attempted to introduce a more Scottish flavour to its 
programmes through premieres of Scottish plays and the 
employment of Scottish actors - a development which reminds 
one of the Gateway Theatre - the long term impact of which 
cannot yet be assessed.

It would be my contention that these developments do 
not alter the basic conclusions of this thesis.
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CHAPTER II 

SCOTTISH THEATRE IN THE LATTER 
PART OF THE 19th OEHTURY

In the latter part of the nineteenth century there 
were some 25 theatres in Scotland, most of them in the 
major cities but also to be found in such places as 
Coatbridge, Greenock, Inverness, Paisley and Leith. In 
addition, there were a number of music halls - Glasgow, for 
example, had about half a dozen of these.

For their presentations, the Scottish theatres of this 
period were almost entirely dependent on touring companies 
of actors which were based in London, and which brought 
along with them the latest metropolitan successes.

'London is at present the capital of the 
British stage-world in a very emphatic 
and peculiar sense - nowadays it gives 
the law to the provinces’ (l)

In an editorial earlier in the same year, 1890, the 
’Glasgow Herald’ 5 from which the remark quoted above comes, 
commenting on a' magazine article by Oswald Grawfurd on the 
degenerate state of the theatre, says -

’Mr* Crawfurd may perhaps be entitled to 
treat the London stage as representative 
of that of the nation, for it is 
undoubtedly the case that nowadays no play 
has much chance of attaining to fame, even 
if first produced in the provinces, until 
it has received the hall-mark of 
metropolitan approval, while the vast 
majority of the dramatic companies which 
traverse the three kingdoms are selected 
and organised in London’ (2)
The contention is borne out if one examines the records 

of performances during the period in question. In Glasgow, 
for example, innumerable companies, famous and obscure, 
occupied the theatres - Henry Irving's Lyceum Company, 
Beerbohm Tree’s Company, Charles H. Hawtrey's Company,
Hubert 0’Grady’s Irish Company, John Hare and Company,
and F.W. Benson and his Shakespeare Company. The pattern of
theatrical production did not differ markedly in Glasgow
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from that prevalent in Britain at the time, and the 
programmes seen in the city merit little special comment here.

It is however, worth mentioning that during this period 
there were innumerable performances of the stage adaptations 
from the novels of Scott, and Glasgow, not surprisingly, saw 
a large number of performances of ’Hob Hoy’, 'The Lady of the 
Lake’ and ’Marmion’. These performances, which continued 
into the early twentieth century, and appear to have persisted 
longer north of the border than south if it, were sometimes 
given by travelling companies from England and sometimes by 
companies which appear to have been organised in Scotland by 
a theatrical management such as Howard and Wyndham.

Some theatregoers of the time were under no illusion as 
to the worth of these plays -

’Apart, however, irom the Bailie, the ’Rob Roy’ 
not of Scott but of the present day, is simply 
a Scotch Showpiece for the delectation of English 
and American tourists - the same tourists who 
find the Dungeon of Buchan "so picturesque" and, 
sustained by aereated beverages and faith in 
dear delightful Mr, Barrie, try through the 
Window in Thrums to witness the tragedy of 
humble Scots life. Major Galbraith and /mdrew 
Eairservice have been converted into sheer 
"flagrant examples" of the mischief done by 
Scotch drink, while Diana Vernon and Francis 
Osbaldistone, with their weakness for bursting 
into song at the most critical moments, are 
simply walking illustrations of the beauty of 
Scotch melody’ (3 )

Nor were there any illusions in some quarters as to 
the worthlessness of the great majority of the plays which 
Glasgow, and Britain as a whole for that matter, were 
seeing. A perusal of the columns of ’The Glasgow Herald’ 
for example, makes this quite clear,

'It may be preducted with absolute confidence 
that not a single play that has been produced 
for the first time during 1889 is destined to 
form a permanent addition either to our dramatic 
literature or to the repertoire of our stage,
and that nearly all of them will be absolutely 
forgotten half a dozen years hence’ (4 )



6
to article on a speech Henry Irving made to the 

Wolverhampton Literary and. Scientific Society contains a 
reference to the -

’mediocre though highly spectacular melodrame 
at the Lyceum* (5)

There seems to be a criticism of actor-managers like 
Irving in another comment -

’Oddly enough, however, theatrical managers 
and authors do not themselves seem to care 
in the least whether art and the stage are 
on good terms or at loggerheads. They 
produce plays which people are likely to 
go and see’ (6 )

On the occasion of Boucicault’s death, the ’Herald’ 
is forced to the conclusions ~

’Few dramatists have ever excelled him in 
the faculty of writing crisp and brilliant 
dialogue, or in the perception of the 
means of most effectually tickling the ears 
of an average audience. The misfortune is 
that he gave himself up to the domination 
of these faculties, and worked always 
within the limits they imposed, with the 
inevitable consequence that he has not left 
behind him a single play which is likely to sur­
vive him more than a few years, while a very 
large proportion of his long array of ’’original 
dramas’’ are already dead and forgotten. He 
was, however, a benefactor to his generation 
by providing it with a great deal of harmless 
entertainment’ (7 )

Five years later, in 1895y the ’Herald’ is still 
bemoaning the conditbn of the British theatre. The London 
Lyceum’s production of ’King Arthur’ by J.W.C. Oarr is 
given short ëîiift -

’To speak plainly, the piece is not, in any 
serious sense, a drama at all’ (8 )

A few months later in the same year, an editorial 
complains that we have nothing to compare with contemporary 
French drama and that the British stage has reached a ’low 
ebb in point of literary merit’ (9 )
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In 1899 the writer of an article on ’The world that 

is never on the stage’ says -
’Ho serious effort seems ever likely to be 
made to reproduce the actual or even possible 
every-day life of the middle class of a busy 
commercial city like Glasgow or Manchester 
or Liverpool’ (10)

However, there were more hopeful signs during this 
year; a series of performances of classical English 
drama in Glasgow under the auspices of the General Committee 
of the Classical English Drama, was very successful, thus 
indicating the growth in public appreciation of drama, 
something the lack of which the ’Herald’ had condemned 
throughout the decade -

’The work in which the Committee are engaged 
is certain to have a potent influence in 
removing the pseudo-Puritanical prejudice 
which still, to so large an extent, exists 
among us’ (1 1 )

It certainly did exist, for the columns of the paper 
were taken up at this time - 1899 " with a protracted 
correspondence entitled ’The Church and the Theatre’, in 
which various individuals argued for and against the 
proposition that the theatre was an abomination of the 
devil. It is interesting to note that nine years 
previously the same paper had argued that such prejudice 
was no longer in existence in Scotland (12), It is also 
interesting to note that none of the editorials and 
articles quoted from in this chapter provoked any direct 
comment in the correspondence columns of the paper.

1890 seems to have been a vintage year for analysis
of the maladies of the theatre. Sometimes it is quite
simply the lack of good playwrights which is blamed, 
sometimes the actor-manager system; on other occasions 
the leader writer is forced to conclude that «=

’the drama in its loftiest development of
both tragedy and comedy is only suited to
reflect the moods and attract the sympathies 
of a people in a comparatively primitive 
stage of social development’ (1 3 )

On another occasion, the superiority of the French
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theatre is attributed to the fact that the stage in Britain 
"has ceased to have that intimate relation with the facts 
of life which it still maintains among our neighbours"(14)«
In the same article it is suggested that the British system 
works unfairly to the financial disadvantage of the author, 
whereas in France the author has a much better financial 
deal and that if the French system were adopted in Britain, 
talent might appear and flourish.

The position of the provinces, dependent on London for 
their theatrical fare is, as indicated earlier, fairly 
heavily emphasized. In one sweeping statement, the ’Herald’
condemns the system and its effects on a city like Glasgow -

’A stranger who should visit London at the 
present time with the purpose of studying 
the habits and tastes of the Metropolitan 
public would be justified in concluding 
that their preferences are divided between 
appropriations from the French, trashy 
melodrama, comic opera, strongly impregnated 
with the Gallic flavour, and burlesque. The 
provincial stage is very much in the same 
condition, necessarily, because provincial 
lessees are now mainly dependent on London 
for their pieces as well as for their 
companies. The Glasgow public were last 
week regaled with a farcical comedy borrowed 
from the German, and an Irish "national" 
drama which is purely a piece d’occasion’ (15)
In the preceding remakrs on the condition of the 

theatre in Scotland, during the period under consideration, 
attention has been focused on Glasgow, but it is suggested 
that Glasgow was by no meansatypical in this respect and 
that the other theatres in Scotland followed a similar 
pattern to the one found in Glasgow.

We now come to the question of how much, if any,
Scottish drama existed in the situation discussed above.

One does find traces of a Scots drama during the 
period - at least traces of plays written by Scotsmen being 
performed. In 1895y for example, A.W. Yuill’s farce,
’Married by Proxy’ was given its first performance in 
Greenock, In October 1895 the lessee and manager of the
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Grand Theatre, Glasgow, Ernest Stevens, had his play ’Scots 
wha hae wi’ Wallace bled’ premiered. Stevens followed 
this with two other plays ’Ivanhoe’ (1896) and ’For Bonnie 
Scotland* (1897). These plays were praised at the time (16) 
but in terms which place them alongside the hundreds of other 
meaningless dramas and melodramas of the period. In June 
1896 a play called ’Robert Burns’ was presented at the 
Royal in Glasgow. The play had been -

’produced for the first time a week before 
in Edinburgh. It was a failure.
Fortunately for the author his name was 
not revealed’ (1 7 )
In September of the same year, at the Princess’s in 

Glasgow, a Scottish opera entitled ’Holyrood’, based on the 
play ’Oramond Brig’, was presented. It was preceded each 
evening by a ’Scotch farce’, written by a Glasgow 
journalist, and entitled ’The McTavish’. In August 1898 
’Bonnie Annie Laurie’ was premiered at the Luceum in 
Edinburgh, but far from being a Scottish dr^a this was yet 
another version of Scotland by an Englishman, Charles Daly.

It has to be admitted that it is difficult to find 
much in the way of Scottish drama in the professional 
theatre at this time. True, Scotsmen were writing plays, 
but the evidence suggests that they were merely imitating 
the plays which were being presented in London, and as 
these plays had little merit, so the Scots ones had little 
either.

The amateur drama movement had not of course reached 
the peak it was to attain in the second quarter of this 
century in Scotland, but seems to have been reasonably 
active. If one turns to it in the hope of finding hints 
of a dramatic renaissance however, one is going to be 
disappointed. In the main, the amateur theatre appears to 
have followed in the footsteps of the professional one, and 
one finds records of performances of plays by Tom Taylor, 
Boucicault and H.J, Byron, for example and a large number of 
performances of Walter Scott adaptations. There is the 
occasional Scots play - in 1892, for example, the Irving 
Dramatic Club of Glasgow presented ’Miss M.S. Niven’s 
original play, ’Many a Slip’ (18), and Aberdeen University 
Dramatic Society presented ’The Gilded Bill’, ’a bright
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little comedietta by Mr. W.A, McKenzie' (19)- In 1893 the 
Glasgow Junior Club put on a play by their stage manager, 

Graham Moffat, entitled 'The Fifth Act or a Drama 
Rehearsed^, which appears to have been an early dramatic 
essay by the author of 'Bunty Pulls the Strings', 'The 
Prompter', a short-lived magazine devoted, initially at any 
rate, to the amateur theatre in Scotland, from which the
judgements quoted in this paragraph come, described it as a
'very clever little piece' (20). Such evidence as there iŝ  
however, does not suggest that these plays generally merit 
serious consideration.

It is arguable that the pantomime in Scotland at this 
time WS.S much more Scottish than anything else which 
appeared in the theatre and although pantomime as such is 
outside the scope of this study, attention will be turned 
briefly in its direction. Although Glasgow, for example, 
did often copy London successes, there seem to have been 
deliberate efforts to produce scripts which are very much 
localized. This applies in particular to the pantomimes 
Fred Locke wrote for the Royal Princess's; Robinson Crusoe 
for example departs from the Broomielaw, and Dick Whittington 
finds his fortune in Glasgow; in 'Mother Hubbard',
performed in the 1888-9 season, one finds that the
localisation of the story extends to the introduction of 
characters such as Sir Kelvin Grove, to references to the 
Gas Company and to the use of the Scots vernacular for 
characters on the lower rungs of the social scale.

Pantomime seems to have been an exceedingly popular 
form of theatre during the period under consideration. 
According to the 'Glasgow Harlequin', a periodical which 
flourished briefly during the 18 95 -96 season,

'During the festive season pantomime in Glasgow 
has a minimum patronage of 60,000 people weekly' (2 1)
'The 'Harlequin' itself ran a competition in which 

readers were asked to nominate their choice of best performer 
of the season. The prize, a large cake, went to Percy Milton 
for his performance in 'Robinson Crusoe', Some nine thousand 
votes were cast, which even allowing for double voting, 
demonstrates the popularity of pantomime.

In the production of pantomimes, no expense seems to 
have been spared, F.W. Wyndham, in an interview with the 
’Harlequin', is reported as saying: -
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'our Xmas productions cost between three 
thousand and four thousand pounds,
(independent of salaries). Then we have 
fully two hundred people in the pantomime, 
or, if you like, two hundred and fifty 
including our local staff (22)

In the same issue it is reported that Richard V/aldon 
is rehearsing Fred Locke’s sixteenth consecutive pantomime 
which is to cost two thousand pounds without salaries, and 
twenty thousand pounds in all. (23).

Another form of theatre very popular at this time was 
the music-hall, where a native tradition of Glasgow comics 
end Scots comics was being built up. This tradition - which 
was very much linked with the pantomime - is also outside 
the scope of this study, but it does appear that the only 
genuinely Scots contribution to the theatre during the 
period was made on the pantomime stage and in the music halls.

There does not, then, seem to have been much in the way 
of Scottish dramatic art during this period. Several reasons 
can be suggested. The first and most obvious is that 
Scotland has no dramatic or theatrical traditions worth 
talking of, ¥/hereas the English theatre stretches back from 
the present day through the Elizabethan and Jacobean play­
wrights to the medieval drama, the Scottish dramatic 
inheritance is a very small one. There are ample records
of medieval plays being produced in Scotland, but the
departure of the Court for London in 1603, and the attitude 
of the Kirk prevented further developments, had these been 
likely. The Kirk did not, to be fair, attack the theatre
immediately after the Reformation. Indeed, for a time it
sponsored plays which were vehicles for anti-Catholic 
propaganda, John Knox himself attended several performances 
of these plays. Plays on biblical subjects were also 
performed. However, the Kirk soon banned ’Robin Hood’ plays, 
and in 1575 the General Assembly went further, and banned 
'clerk-plays or comedies based upon the canonical scriptures’. 
While the Court remained in Edinburgh, it supported the 
theatre (v/hich probably incensed the theatre's enemies even 
more), but on the death of Elizabeth I, and the consequent 
union of the Crowns, this support disappeared. For the next 
hundred years or so theatrical activity was sparse, although
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performances by visiting English companies did take place, 
and when the Duke of York came to reside in Scotland in 
1679 he brought a company drawn from the London playhouses 
to Edinburgh. The company appears to have remained for 
several years.

During the eighteenth century, efforts were made to 
start theatres, in the face of religious opposition, 
particularly in Edinburgh, and in 1736 Allan Ramsay managed 
to open Edinburgh’s first regular theatre, but this was 
forced to close the following year, as a consequence of the 
government’s licensing act, a measure which was designed to 
deal with political satire in the London theatre and had 
no relevance to the Scottish situation. Nonetheless it had 
the unfortunate effect described.

In Glasgow similar attempts often met with mixed 
reactions and on occasions a violent end. George Ann Bellamy 
in her ’Apology’ (24) gives an account of the destruction 
of a theatre in Glasgow in 1764 by a mob influenced by a 
Methodist preacher. The theatre had been constructed 
according to her account of the matter, on the specific 
understanding that she and her company would act in it, 
but before they set foot on the botirds, the mob had set firr 
to it.

It is obvious that an atmosphere where such things could 
happen was, to say the least, inhospitable towards the theatre. 
Theatrical activity did however continue in both our major 
cities and theacres began to be established on a permanent 
basis towards the end of the eighteenth nentury, but it will 
be obvious that during most of that century theatre had a 
precarious hold on Scottish life.

It is extremely improbable that authors will continue 
to write for a non-existent or scarcely existent theatre, 
and consequently few plays appeared, and even fewer of 
merit. It is easy to abuse suc^ plays as were written in 
the eighteenth century in Scotland, (25), but what must be 
borne in mind when judging these plays is that their 
authors had no theatrical or dramatic tradition within which 
they could work. Their English counterparts were much 
better off in this respect.
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It might he tnought that when in the early nineteenth 

century some Scottish stock companies were formed and 
theatre in Scotland began to expand, the opportunity would 
thus have been provided for Scottish writers to develop, 
but at that time the pitiable economic position of the 
dramatist would be a major disincentive to any potential 
playwright. Later in the century, when the economic 
position of the dramatist had improved, Scotland, like the 
rest of the provinces, had become so dependent on London 
for theatrical fare that a Scottish dramatic tradition 
would have been unlikely to emerge.

It is suggested, then, that the almost complete absence 
of Scots plays from the nineteenth century Scottish stage and 
the complete absence of any play of merit, are due quite 
simply to the economic factors, the dominance of London, 
the lack of a theatrical tradition as such and the 
consequent lack of a dramatic tradition within which 
playwrights could work, and against the achievements of which 
they could meausre their own efforts. Good writers, almost 
without exception, spring from a tradition of writing, 
which need not be a very large one, but one which has both 
identity and vitality. Such a tradition has only just 
begun to exist in Scotland.

If we look at contemporary opinions of the Scottish 
theatrical situation at the end of the nineteenth century, 
we discover that some writers were convinced that a 
theatrical tradition could not be forstered in Scotland.
In 1890, 'The Glasgow Herald* printed a review of Charles 
Waddle's play, ’Wallace or the Battle of Stirling Bridge’
(26). The reviewer poses the question ’why is the dramatic 
muse silent in Scotland’ and quotes Waddie as suggesting 
this is because there is no resident dramatic company in 
Scotland. The reviewer rejects this idea and says there 
is no silence in Scotland, for there is no muse to be 
silent - ’The poetic genius of Scotland is entirely and 
intensely lyrical’. This statement is obviously 
debatable, but it does seem to show the pessimism of 
some Scotsmen with regard to Scottish drama.
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In 1895, the Herald devoted an editorial to the 
death of the leading actor-manager in Scotland, Howard,
in which it castigates him for his part in breaking up the
old 'Scotch "stock companies’̂  ,’which has involved the 
denationalisation of the theatre in Scotland’ (27). It 
is true to say that during the period of the existence of 
these companies more Scots plays were put on and well 
patronised, but none of any worth, as the same editorial 
admits -

’Scotland has never produced a great play 
or playwright .... There is, of course, 
the Reverend John Home and his "Douglas" 
which caused the greatest ebullition of 
Scotch national conceit, and which led
Burns to commit his greatest blunder in
criticism - or perpetrate his greatest 
practical joke’
The writer goes on -
’The appearance of a Scotch dramatist ought 
to be as likely an event as the appearance 
of a Scotch novelist. Unfortunately he 
would not be in so fortunate a position 
as regards "aids to understanding". The 
English devotee of the Kailyard School can, 
with the aid of a ^ssary, fight his way 
to a faint appreciation of what gives him 
so much joy. But a Scotch dramatist, 
however ably he might reproduce the humours 
of Bellahouston or Stockbridge, the passions 
of St. Andrews or l/iillport, would be almost 
powerless without the backing of trained 
Scotch actors and actresses. These are days 
of decentralisation in fiction, as in other 
things, but decentralisation in the drama is 
as yet but the wildest of dreams’
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It is certainly significant that the beginnings of a 

Scottish drama, which we have seen this century, originated 
in the productions of resident Scottish dramatic companies 
whether the Scottish Playgoers Company, the Scottish 
National Players, Unity Theatre, the Citizens’ Theatre or 
one of the smaller groups. It is to the work of these 
companies that attention will now be turned.
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CHAPTER III 

THE GLASGOW REPERTORY GOBIPMY

Theatre was a growth industry in Scotland at the 
beginning of this century, asthe figures below demonstrate.

All Number of Theatres
Scotland Aberdeen Dundee Edinburgh Glasgow

1900 32 2 3 5 10
1910 53 3 6 7 15

The first decade of the century was marked by an 
upsurge in theatre building particularly in Glasgow; The 
King’s opened in 1904? the Pavilion the same year, the Alhambra 
in 1 9 1 0, the Lyceum in I9OO, the Palane in 1903? the 
Coliseum in 1905? Hengler’s in 1905 and the Gaiety in 1906*
It is interesting to note that the King’s, Pavilion and 
Alhambra were large theatres in the centre of the city while 
most of the others were music halls serving their immediate 
locality. In the event it was the music halls that suffered 
most as a consequence of the advances of the cinema: from
being neighbourhood music halls they became neighbourhood 
cinemas, a transition that was not so readily open to the city 
centre theatres..

Elsewhere in Scotland theatres were being opened: The
Gaiety in Ayr (19OO) for example, the Grand (1903) and the 
Electric (I9IO) in Falkirk, the Empire (I9 0 3) and King’s (I9 0 9) 
in Dundee, the King's (1906) in Edinburgh, the Empire (1903) 
in Greenock, the Hippodrome (1907) in Hamilton and the King’s 
(1 9 0 4) in Kirkcaldy.

Against this background there was established in Glasgow 
a repertory company whose work, although it was shortlived, 
is of great importance in the history of the Scottish theatre. 
This was the Glasgow Repertory Company, which for most of its 
life was under the managing directorship of Alfred Wareing, 
an Englishman who devoted his life to the repertory theatre 
movement, and the man whose work with the League of Audiences 
led to the setting up of the O.E.M.A., and later of the 
Arts Council.

The Glasgow Repertory Company was established in 1909,
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but before that time there were signs of an upsurge in 
interest in serious theatre in Sootlando Amateur dramatic 
clubs were being formed - the Glasgow Amateur Dramatic 
Oompany, for example, was formed in I9 0 7, and gave its first 
performance at the beginning of 1908. In I9O8 the Glasgow 
Stage Society formed for the purpose of fostering interest 
in the literary drama in Glasgow and district, held its 
first meeting at which a lecture was delivered by Mr.
Frederick Whelan of the London Stage Society on ® The New 
Drama* in the course of which he stated that ~

’The first thing in the new drama of the 
country was to get plays about English and 
Scottish life written by men who knew the 
life of the English and Scottish people’ (l)

An article entitled ’A Scotch National Theatre’, written 
by G.R.J., was published in ’The Glasgow Herald’ in 1907, 
in which the writer declares his faith that “

’There is a very flourishingând distinct 
national life in Scotland, and that this 
life so far has had almost no expression in 
literature of the better sort, or in the 
drama. The stirring times of the past have 
their splendid and ever-increasing monument 
of romantic literature. The kailyard has 
been done and overdone, till, like the 
cuckoo in midsummer, its note strikes out 
of tune. We do not, as someone has well 
said, want "tartan plays" at the present 
moment. We want plays as true and national, 
though not necessarily as sordid and bitter 
as Mr. Douglas’s novel "The House with the 
Green Shutters", We want modern life in 
Scotland, particularly I believe middle™ 
class town life, portrayed as R.L, Stevenson 
has portrayed it in certain tentative but 
valuable essays' (2)
One notes the emphasis on modern Scottish life and the 

half “-approving reference to Douglas’s novel as a model for 
aspiring playwrights. G.R.J, puts forward several proposals 
which he feels, if acted upon, would lead to the establishment 
of a national theatre, including the formation of a stock
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company. A year later however, the Herald was still 
"bemoaning the theatrical situation.

* There seems nothing for it therefore "but 
that we must languish in the cold while our 
fellow citizens in London crowd comfortable 
small t^aatres where they have the essence 
of life dressed up for them in forms that 
are specially appetising. "Either that must 
be accepted as part of our melancholy destiny 
or some arrangement must be made, say under 
the new alliance between Ghurch and State, 
whereby during the winter small entertainments 
may be given in small halls to small audiences 
hitherto unaccustomed to them* (3)
It is interesting that what the writer appears to be 

advocating here as a solution to the problem is something 
akin to J.T. Qrein's Independent T|ieatre of London or the 
Stage Society in London.

In 1 9 0 9, as a result of the efforts of Wareing and 
several prominent Glasgow citizens, a stock company was  ̂
established. A meeting was held on 19th February at which 
Wareing explained his proposal to start a citizens’ theatre 
in Glasgow, and thus make Glasgow theatrically independent 
of London. The enterprise was to be started with a capital 
of L2000, £1000 of which would be called up. It was 
estimated by Wareing that it would cost £240 per week to 
run the theatre,

’Professor Phillimore said ... that, if Mr.
Wareing's estiimtes were correct ... he did 
not see that there should be any more than a 
small modicum of risk attaching to the 
venture’ (4 )

By the middle of March plans had been announced for 
a first season which was to commence at the beginning of 
April and a prospectus of Scottish Playgoers Ltd, was issued. 

’The objects of the company include the 
establishment in Glasgow of a Repertory 
Theatre ,.. the organisation of a stock 
company .,. and the encouragement of the 
initiation and development of purely 
Scottish drama by providing a stage and



20.
acting company which will be peculiarly 
adapted for the production of plays 
national in character, written by Scottish 
men and women of letters’ (5)
The directors of the company were Professor W. Macheile 

Dixon, Deacon Convenor Andrew Macdonald, Heil Munro,
Professor J.S» Phillimore, J.W, Robb, an accountant, and 
Alfred Wareing. They decided in fact to start the company 
with a capital of £3000 in £1 shares, £1000 more than had 
originally been announced, of which 2000 were offered for 
subscription. In point of fact only 1000 of these had been 
taken up when the company began operations in the Royalty 
Theatre which had been leased for £80 per week from Howard 
and Wyndham with all the profits from bars, cloakrooms and 
programme sales to go to the proprietors.

It is important to realise that those who worked for 
the establishment of a peculiarly Scottish theatre had 
constantly before them the example of the Abbey Theatre in 
Dublin, where a distinctively Irish drama was in the process 
of being created. The achievements of the Irish drama are 
constantly invoked in all that was written about the Glasgow 
Rep. On the death of J.M. Synge, for example, the Glasgow 
Herald comments that the country is moving towards the 
’establishment of a Scottish theatre equal to the Irish one 
in national spirit and possibly superior to it in breadth 
of artistic horizon’ (6), and later on when things were not 
going very well for the Rep. the writer of a letter to the 
same paper also invokes the Irish example.

’Part of the original intention of its promoters 
I understood, was to make the Repertory as far 
as possible a national Scottish theatre. By 
developing upon such distinctively national 
lines the Abbey Theatre at Dublin has achieved 
notable artistic and probably financial 
success, and I cannot help thinking that 
similar results are to be achieved by similar 
means in Glasgow’ (7)
In 1908 two plays in "braid Scots” by Graham: Moffat were 

presented in Glasgow and their reviewer in the Herald comments
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’The example of the Irish playwrights and 
players has inspired Mr, Graham Moffat to 
embark on a similar reform of the theatre 
in Scotland’ (8)

We are still of course waiting for our Scottish national 
drama and some attention will be given later to the reasons 
why the Glasgow Rep. failed to produce it.

In the souvenir programme for the opening seam n in 
1909 a great deal of emphasis is put on the ’ensemble’ 
method the company is to adopt,

’Playwrights have ceased to turn out work of 
the joiner’s shop order - no longer do they 
remember they must fit ’the leads’, ’the 
juveniles’, ’the old men’, ’the comedians’,
’the responsibles’, ’the first and second 
walking gentleman’, ’the utility’ and ’the 
chambermaids’, The most modern dramatic 
authors write for no particular actor or 
actress and when the pia,y comes to be 
produced London is searched for a cast that 
shall realise all the author hopes to get
out of his work  ....  In the programme
presented by the Scottish Playgoers Company 
the names of ultra-modern dramatists willbe 
found : Bernard Shaw, John Galsworthy, and
Arnold Bennetthave thrown off allegiance to 
the star actor and refused a monopoly of 
limelight to the leading lady. Their art is 
above petty claims, their aims are beyond 
the personal glorification of the individual.
Thus they merit the support of all thinking 
men and women; their purpose is firm, and 
the hope for the future of the drama lies 
at the goal they set out to attain: the play
is the thing - Miss Blank or Mister Bash are 
only the means of expression to be used 
when there is something for them to say* (9)

The programme note concludes -
’It only remains for playgoers and those 
interested in the drama to support, actively 
and energetically, the movement which may
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lead to the establishment of a Scottish 
Hat i onal The atr e’
The company seems to have put the ensemble approach 

into practice, for an article in ’The Times’ 1909 on the 
theatre comments ’the man who has a big part one week is 
liable to open the door and announce dinner the next’ (lO).

During the first six weeks of the company's existence 
Shaw’s ’You Hever Oan Tell.’, Ibsen’s ’An Enemy of the 
People’, Galsworthy’s ’Strife’ and Arnold Bennet’s ’Oupid 
and Gommonsense’, along with plays by other writers, were 
produced. The season did not make a profit and the capital 
was absorbed to cover the operating loss. The company 
continued to lose money until the final year of its 
existence when it made a profit. The figures for the five 
years are as follows -

1909 - 1910
1910 - 1911
1911 » 1912
1912 - 1915 
1915 -  1914

Boss of £3019  
Boss of £1539 
Boss of £322 
Boss of £125 
Profit of £790 

There is something sadly ironic about some of the 
speeches made by Wareing at the beginning of the enterprise 
and about some of the comments in the press. On the first 
night, for example, Wareing declared ’If we go on as we have 
begun, our "Citizens’ Theatre" is assured to us’ (ll).
The Herald comments -

’A Citizens' Theatre has come to stay. It has 
earned its full rights of civic nationalisation 
and the public support asked for in the letter 
from the directorate which we publish today is 
not sued in forma pauperis, but claimed as a 
tribute justly due to a native institution 
of tried and sterling wox'th’ (12)
(The letter in fact asked that people come forward to 

take up the unsubscribed shares). At the beginning of 1910  
the Herald remains optimistic -

’The variety of the programme inspires a 
Suggestion, It is that the Repertory Theatre 
of Glasgow affords a basis, such as exists 
nowhere else in Britain, for the establishment 
of a Dramatic Academy which would not only
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be ultimately invaluable to the theatre but
would bring great credit to our city’ (1 3 )
Wareing, however, had been much more cautious at the 

end of the second season the previous November » ’As to 
their future, expedience had taught him not to promise too 
much or to be too definite’ (14).

At the end of the spring season in 1911, Wareing spoke 
to the audience in the following terms - ’If each Repertory 
enthusiast made a convert our anxieties would cease and the 
Repertory Theatre future be assured’ (15). The note 
sounded here had also been sounded in the introductory 
programme for the fifth season in the autumn of 1 9 1 0, (on
the front cover of which a highlander in warlike garb is
shown drawing a curtain).

’The Repertory Theatre enters upon its fifth 
season with such a handsome record that it 
would seem to many that its future is now 
assured. But - and it must be fully 
emphasised - much remains to be done before 
those whose enthusiasm and material support 
have helped to the present position can 
ease up, to admire from a distance the result 
of their energies. To come out of this 
season with satisfaction it is necessary that 
all the former supporters should adhere and 
that every other one should convert one 
playgoer into one Repertory enthusiast. The 
programme for the coming season is more 
ambitious and costly than any yet arranged.
It is something to have survived four 
strenuous bouts with prejudice and intertia, 
but to make sure the wreath is "laurels" and 
not "immortelles" demands not only a 
continuance of, but an accession to the support 
already referred to’ (16)
In April 1912 Wareing’s end of season speech was 

delivered in his absence, since he had taken ill as a 
result of overwork. It is not at all optimistic.

’This season has been one of ups and downs; 
there have been many downs, mostly due to 
the coal strike and if the future of the



24.
Glasgow Repertory Theatre depended upon 
the results of this season, I should not 
feel very happy about it; but hope springs 
eternal, and I have the courage to think 
that the results of the next four weeks will 
revive the ebbing interest’ (17)

At that year’s A.G.M# at the end of May it was 
reported that the loss of £322 on the previous 31 weeks 
would have been much higher but for the success of J.J.
Bell’s ’Wee Macgreegor’ over the Christmas peiiod. However 
the directors recommended that -

’provided a theatre can be obtained on 
reasonable terms a short season of eight 
or twelve weeks should be undertaken in 
the autumn. This might be extended if 
proved successful, or if arrangements 
could be made for the interchange of 
companies and productions with one or 
more of the theatres working on similar 
lines in other cities’ (18)
In addition, Wareing’s contract was terminated ’In 

view of the indefiniteness of the future of the company’ (1 9 ) 
and it was decided to engage a director on a seasonal basis, 
although the board would be prepared to consider appointing 
Wareing if he were available in the autumn.

This statement of the directors gave rise to several 
letters in the press suggesting ways in which the future 
of the company could be better secured (20). Several 
correspondents suggest that the Royalty Theatre should be 
abandoned and much smaller and cheaper premises sought.
One saj-d that what was required was a small theatre like 
Gertrude Kingston’s ’Little Theatre’ in London (21), another 
that a hall seating 400 - 500 people should be obtained and 
turned into a workshop theatre with the absolute minimum of 
equipment, and operated as a private club. The hall could 
be let in the off-season to bring in extra money (2 2),
Another suggests that the Repertory Theatre programme has 
fallen between the two stools of popular and artistic 
taste -
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'What is essential is that only plays of 
sufficient artistic merit should be produced - 
good plays and good acting - and if this were 
consistently done there would be no doubt of 
an early success' (2 3)

Yet another corespondent - 'Root of the Matter' - 
returns to the old theme -

'Part of the original intention of its 
promoters, I understood, was to make the 
Repertory as far as possible a national 
Scottish theatre. By developing upon such 
distinctively national lines the Abbey 
Theatre at Dublin has achieved notable 
artistic and probably financial success, 
and I cannot help thinking that similar 
results are to be achieved by similar means 
in Glasgow ' (24)

There was no autumn season in 1912, as the directors 
were unable to obtain a lease of a theatre on favourable 
terms, although a short programme of plays was presented 
in the Alhambra music hall, each play being only one part 
of a variety show which also included, for example, 'Willard 
the man who grows in full view of the audience’. In the 
spring of 1913 Alfred Wareing, who had been away on a cruise 
to recover his health, returned to Glasgow, and presented 
a short season of plays which included two private 
performances of 'Mrs. Warren’s Profession', an event which 
led inevitably to questions being asked in Parliament. 
Wareing presented this season on his own account. It had 
no connection with Scottish Playgoers Ltd, which was at the 
time preoccupied with its own doubtful future. Wareing’s 
season, in which he presented nine plays, eight of which 
were new to Glasgow and four new to the stage, was 
apparently a financial success, but only just.

Meanwhile a meeting of the shareholders of Scottish 
Playgoers Ltd. had been called, since several of the large 
shareholders had indicated that the company might have to 
consider winding up. However, at the meeting the directors 
were instructed to carry on, and it was decided to run an 
eight week season the following autumn.

The season actually materialised in the spring of
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1914 under the directorship of Lewis Oasson, and opened on 
the 22nd January with a production of Alfred Bennet’s ’The 
Honeymoon’. ’The Glasgow Herald’ declared -

'The re-opening of the Royalty Theatre last 
night by the Scottish Playgoers Ltd. may 
be said to mark the renaissance of the 
repertory movement in Glasgow ' (25)
Twenty-two plays were presented in thirteen and a half 

weeks, four of which were new to Glasgow and four new to 
the stage. The season was the first which was both a 
financial and an artistic success and the directors were 
able to report in May 1914 that a profit of over £790 has 
been made. Colonel F.L. Morrison, the chairman, remarked 
at this meeting that he thought they had at last turned the 
corner and had reached a self-supporting stage, although 
he pointed out that the margin of profitability was narrow, 
since average weekly receipts were only nine pounds higher 
than two years previously when a loss of £522 had been 
sustained (26), It was decided that the name of the 
company should be changed to the Scottish Repertory Company 
Ltd. and that a bolder policy would be followed in future, 
in particular with regard to the production of modern and 
Shakespearean plays, despite the expense of presenting 
these. However the company had little chance to pursue thiB 
bolder policy for the outbreak of the First World War 
swamped their efforts. On the 15th November 1914 the 
following paragraph appeared in the Glasgow Herald - 

’The directorsof the Scottish Repertory 
Company (Ltd.) have decided that owing to 
the war the active operations of the company 
must meantime be suspended. Before the 
outbreak of the war negotiations had been 
opened with a view to obtaining a suitable 
theatre, the intention being to enter upon 
a dramatic season on the lines of the one 
which proved as successful in the spring 
of the present year. The war, however, 
interfered with the arrangements and with 
Colonel Morrison, Chairman of the company 
and Major Jowitt, convenor of the production 
committee, on military service, it was felt
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that the proposal to proceed with a dramatic 
season should be postponed and this step has 
accordingly been taken. Among members of 
last season’s acting company and other
members of the staff who are now in France,
is the producer, Mr, Lewis (Casson, who is 
serving as a motor driver at the front’ (2 7)

The work of the Glasgow Repertory Theatre was at an
end, and although the remaining funds were transferred 
after the war to the St, Andrew Society of Glasgow, under 
whose aegis the Scottish Rational Players were formed, the 
nature of the work of the S.R.P. was so different from 
that of the Glasgow Rep, that the tradition started by the 
latter was not properly restored until the recent growth 
of professional repertory theatres in Scotland.

It is wrong to look upon the Glasgow Rep, as in any 
way a failure, Although it had to struggle for the five 
years of its existence, it had by 1914 reached a reasonably 
secure position as a serious repertory theatre without 
benefit of subsidy. Admittedly, the company received private 
subsidy from its shareholders who did not gain nor expect 
to gain, any return for their ’investment’, but the fact 
that a profit was made in 1914 does indicate that a 
repertory theatre had so established itself in the city that 
it could have been thenceforth a viable financial 
proposition. It was the first repertory theatre in Scotland 
(though it never played strictly in repertoire) and the 
first citizens’ theatre in the English speaking world. In 
five years it presented over one hundred plays, thirty three 
of which were new to the stage, and about sixteen of which 
were new Scottish plays. The company performed plays by 
some of the leading writers of the day - seven plays by 
Shaw, two by Ibsen, four by Bennett^ three by Galsworthy and 
three by Granville-Barker. It could not be regarded as a 
thorough going arts or avant-garde theatre, but although a 
lot of light weight material was presented, it is doubtful 
if the proportion is much higher than that found in the 
programmes of many subsidised repertory theatres today.
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As can be seen from the figures quoted above, about 

one third of all the plays presented were entirely new to 
the stage, a remarkably high proportion. The company 
scored a few notable firsts, in particular with the 
production of Chekhov's 'The Seagull', the first production 
of a play by Chekhov in Britain (Wareing's production during 
his OTO 1915 season of 'Mrs. Warren's Profession' was the 
first production of a censored play outside London). 
Encouragment was given to Scottish authors, and although no 
masterpieces were produced, and there was no dramatic 
renaissance comparable to the Irish one, a start was made to 
the building up of a native dramatic tradition. It can be 
argued that the formation of The Socttish Rational Players 
stemmed directly from the encouragement given by the Glasgow 
Rep. to Scottish writers. The shheme for the 'production 
of plays dealing with Scottish life and character' (28) was 
in fact instigated by the Saint Andrew Society of Glasgovf 
before the war. The outbreak of war caused the scheme to be 
postponed but in its place the executive committee of the 
S.R.P. decided to run a series of lectures including, it was 
hoped, one by 'one of the leading promoters of the Irish 
Rational Theatre in Dublin' (2 9).

The Glasgow Repertory Company presented some sixteen 
new Scots plays and several other Scots plays which had 
already been premiered. Where texts are obtainable, they 
tend to be in the series 'Repertory Plays' published by 
Gowans and Gray of Glasgow and London. This series arose
out of the work of the Glasgow Rep;

'Most modern plays are good reading and the 
productions by the Scottish Repertory Theatre, 
produced to satisfy a highly critical and 
fastidious audience, contain a high percentage 
of plays that have literary merit style and 
construction. They are not ephemeral. To 
publish a careful selection of them in a 
uniform and beautiful series was long the hope 
of the Director. The enterprise of Glasgow 
publishers was not found wanting' (50^

Among the Scots who wrote for the company were Reil
Munro, J.J. Bell, G.J. Hamlen, R.K. Risk, Donald Colquhoun, 
Anthony Rowley and J.A. Ferguson. Harold Chapin, the English
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writer who had a large number of his plays premiered at 
the Royalty, tried his hand at Soots drama with 'The 
Philosopher of Butterbiggins' (31), later performed by the 
S.R.P. but never by the Glasgow Rep., in which he captures 
the Scots idiom fairly successfully but does not put it 
to any purpose, for it is a pointless piece about an old 
man's attempts, in the face of parental resistance, to tell 
his grand“daughter a story before the girl goes to sleep 
for the night.

G.J. Hamlen, a chemist at Rebel's plant in Sevenston, 
had several of his plays performed at the Royalty - 
'Barbara Grows Up', 'The Truth About Be Gourcy', (with 
Alfred Wareing), 'How Oottle Pell Prom Grace', 'Oolin in 
Fairyland*, a pantomime, and 'The Waldies' (this last 
during Wareing*s own 1913 season). 'Barbara Grows Up' (32) 
for example, concerns a young woman, Barbara, who is 
married to an industrialist, Kenneth Morrison. She is a 
very tender hearted woman who takes the part of an old 
workman who is dismissed in the interest of higher 
productivity, and then when he is reinstated, the part of 
the younger man who is dismissed in his place. The humour 
of the play rests in the matrimonial bickering which arises 
through misunderstanding over the dismissal of the men,, and 
in the facts that Purdie, the apparently penurious old 
workman, is a prosperous small time entrepreneur in his own 
right, and the younger man, an Irishman, spends the money 
Barbara gives his wife and himself on whisky, Barbara's 
sister-in-law refers contemptuously to Purdie's 'cheap 
socialism' to which Barbara has succumbed, but it would be 
going too far to suggest that Hamlen has any particular 
attitude here. It is dramatically necessary for Purdie's 
socialism to be cheap in the same way as it is dramatically 
necessary for us to feel empathy in 'The Waldies' for the 
sufferings of the poor. Hamlen really has no social 
attitudes at all. He is merely a skilful writer of well 
made plays, ^ne should emphasise the skill, for his plays 
are dramatically interesting and their dialogue is lively, 
but one should also emphasise that Hamlen*s plays are 
instantly forgettable.

'The Waldies’ (33) which was first performed at the 
Haymarket Theatre by the Incorporated Stage Society in
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December 1912, is concerned with a family of that name, 
the head of which, a self-made businessman, has by his 
autocratic behaviour long since lost the affection of his 
family. His son, Aleck, has taken to gambling and such 
other pleasures as he can hide from his father, who has 
never allowed him any enjoyment in life. To pay off a 
gambling debt, Aleck contrives to steal a ring of his 
sister’s and allows the blame to rest on Allan Boss, a young 
evangelist, ’Truth will out’ of course. The culprit is 
discovered in the end and we are left with the impression 
that Waldie will attempt to regain the affections of his 
family. ’The Waldies’ has all’the characteristics of the 
bad "telly play" - uncomplex stock characters, a strong 
dramatic situation, a happy ending, superficiality.

Anthony Rowley is a very similar kind of writer to 
Hamlen. The Repertory Company produced two of his plays - 
’A Weaver’s Shuttle’ and ’The Probationer’. ’A Weaver’s 
Shuttle’ (34) is set in Robbiesburgh, West Lothian. William 
Cotterell’s carpet firm is in difficulties, yet Cotterell 
is unwilling to adopt a new improved shuttle which has been 
developed in the factory by the foreman, Ronald, and has 
been found to produce very,satisfactory results. Nor is he 
willing to allow his son, a widower, to marry Miss Ronald, 
the foreman’s daughter. Nor does he show much tact in 
dealing with a labour dispute. When Ronald overhears 
Cotterell scorn his son’s aspirations to marry Miss Ronald, 
he resigns, but all ends happily. Cotterell admits Ronald’s 
shuttle is a great improvement and blesses the marriage, 
Cotterell himself marries Lady Baxter, the sister of Sir 
George Blunt, Cotterell's chief customer, who has been on 
an ostensibly sociab visit to Robbiesburgh but has been 
taking careful notes, as she is shown found the factory.
Prom now on she will be helping to run the business.

It is a play about nothing much in particular, 
theatrically effective but of no depth. One thing in its 
favour is that it is about the life of the lowland Scottish 
middle class, and although it is a superficial play, it is 
not escapist in the sense that the experience it deals with 
is non-existent. The same cai be said of ’The Probationer’ 
(35), which is also set in Robbiesburgh and the nearby town - 
Edinburgh. The Reverend Mr. Logan wants his son, John, to
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become a missionary, but Mrs. Logan would rather see him 
installed, in a fashionable parish. Logan’s old. friend,
Murray, is very worried about the fact that several 
expensive volumes are disappearing from his bookshop in the 
town, and he suspects that one of his employees, Reil 
Dinning, another old friend of Logan’s, who has been leading 
an intemperate life, may be responsible. Dinning has been 
put on a final month’s probation by Murray and at the end 
of the month he is fired by a troubled Murray. However, 
Dinning discovers the missing books in his home and deduces 
that they have been stolen by John Logan, who studies there. 
When Murray is informed of this, he gives Dinning his job 
back and agrees not to prosecute for the sake of his old 
friend Logan. John Logan has, by this time, decided to be 
a missionary, much to the annoyance of the fashionable 
opportunist minister. Dr. Cameron, whose protege he has been.

’The Probationer’ is a good example of a play built 
around a trifling situation. It is fairly dramatic, although 
the final resolution of the great mystery of ’who stole 
the books?’ does not justify the effort nor the patience of 
an audience. There are emotional declarations and changes 
of emotion which do not ring true. For example, when Logan 
finds out that his son’s faith is very far from strong and 
that his interest in missionary work is nil, he declares - 

’0 my son Absaloml My son, my son Absaloml 
would God I had died for thee, 0 Absalom, 
my son, my sonS’
The effect of this is bathos rather than pathos.
There is a little feeble social criticism in the 

presentation of Dr. Cameron.
John Joy Bell, the prolific author of ’Wee MacGreegor’ 

had several plays presented by the Glasgow Rep. - ’Wee 
MacGreegor' itself, 'The Best Man’, ’Providing for 
Marjorie* and ’Oh Christina’.

Probably the two best Scottish plays produced by the 
Glasgow Rep. were Donald Colquhoun’s ’jean’ (36), (which 
Wareing thought very highly of) and J.A. Ferguson’s 
’Campbell of Kilmohr’ (37), which was presented during the 
season under the directorship of Lewis Casson.
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’Jean’ is set in a farmhouse in Lanarkshire. James 

Milroy, an old farmer, arrives home from a trip to town to 
find his son, Sandy, in an irksome mood, which derives 
from his father’s unwillingness to set up Sandy in a farm 
of his own in Canada. Milroy tries to discourage Sandy 
from marrying too young (he suspects that his son’s desire 
for a farm of his own has arisen because he wants to get 
married and tells him that he will receive eve^^hing after 
he, the old man, is dead). Sandy is very far from satisfied 
and declares that he wishes his father was dead. Milroy 
is angry about this. He tells Sandy that his doctor ha,s 
advised him to go easy since a shock would kill him.
It emerges that Sandy is interested in Jean, the maid,
Millroy tries to put him off Jean by revealing to him that 
she has had an illegitimate child. (Milroy would prefer 
Sandy to marry the local doctor’s daughter). Sandy is 
shocked and blurts out that he has married Jean three weeks 
previously in a registry office. Milroy, in turn, is so 
shocked when he hears this that he takes a stroke and dies. 
Sandy is left repentant.

’Faither, whit is it? Faither, speak; it’s 
me, it’s Sandy. I didna mean it. I ken it 
wis wrang. Eh, ma faither, ma faither, can 
ye no' hear me? It’s me Sandy, yer son,
a gey hard son. Aye, ma faither, I wisht
I could tell ye noo. I’ll no’ gang awa’.
I’ll bide here. I’ll dae richt by Jean.
Aye, I’ll try tae mak’ up. I wis aye a
bad son tae you - but I’ll be a guid man
tae Jean'
The great merit of this play is the truthfulness of 

its presentation of the hard lifeof the small farmer as he 
tries to establish himself in a position of security.
Milroy’s remarks on his wife ring true.

Jamess- Afore ye kent yer mither an’ me, we wis 
by wi’ the worst o’t, we wis kinna weel 
aff, and easy like ... But ye should 
have seen us when we started. Man, it 
wis a, fair wrastle, day an’ nicht -
nicht an’ day. I widna like |te to hiv
yon tae dae.
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Sandyî- It couldna be as bad for me - noo.
JamesÎ” Mind ye, it’s no’ every woman wad hiv 

turned oot like yer mither. She got 
on rael weel. There was a wheen years 
there, afore she deed, ye widna hiv 
kenned her for the same woman - she 
wis that sensible and wise - like.
But there’s no’ mony lassies turns oot 
like her. The maist o’ them gangs 
intae their graves wi’ nae mair sense 
in their heids than the first day 
they stairted courtin’. Na, na, Sandy, 
dinna think o’t yet. Ye ken fine I’m 
layin’ by for ye. Ye’ll be fit to 
staun’ in wi' the best o’ them’

Illegitimacy was very much a part of the kind of life 
with which Oolquhoun is concerned and its introduction 
into ’Jean’ adds to the play's authenticity. It is a 
pity however that the lawyer to whom Milroy refers is 
called in music hall fasion, Mr. McWhummle, but the faults 
are minor in a play which slight as it is, is a more 
significant achievement than all the well made plays the 
Glasgow Rep. presented. The Scots dialogue is effective 
without being quaint, as the following extract ̂ shows - 

James;- Ye’re kinna dull the nicht Sandy.
Ay, I’m gey tired. Gome awa' tae yer tea. 
Hoots man, tired at your age’. Whin I wis 
your age, I wid hiv thocht shame to hiv 
been tired.
Yon field's gey heavy.
Aye is’t. I'll no’ say but it’s heavy, 
and I’ll no’ say but ye’ve made a graun 
job o’t. There's no’ a field like it in 
the hale country-side. Aye, Sandy, ye’ll 
mak’ a guid fermer yin day.

Sandys- Aye, yin day.
James:- Aye, a guid fermer - 
Sandy:™ Yin day. That’s the bit.
James:- A rael guid fermer.
Sandy:- I wis wantin’ tae talk over things wi’ 

ye, the nicht, faither.
f

Sandy: 
James ;

Sandy :- 
James ;-
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James s- Are je through wi’ yer work?
Sandy ; - Aye.
James;- Is the horses fed?
Sandy ;- Aye.
James;™ And the coos bedded?
Sandy;- Aye, Jock’s daein it the nicht, I 

tellt him.
James;- Jock? (sniffs) Hal Ah well, never 

heed, whit is it ye want tae ask?
Sandy;- It’s a queer long while I’ve been 

workin’.
The dialogue continues and Golquhoun uses the 

language very well here to convey the old man’s stubborness 
and evasiveness in the fact of his son’s persistence.

’Campbell of Kilmohr’ is set in the Highlands after 
the *45. The action takes place in a lonely cottage on 
the road from Struan to Rannoch. Mary Stewart and her 
niece, Morag, are waiting for Mary’s son, Dugald, who is 
in hiding with several other Jacobites, including, it is 
implied, the Pretender, to come for provisions. Morag is 
frightened and suspects that the worst is about to happen. 
Dugald arrives but shortly afterwards redcoats, under the 
ordersof the Government official, Campbell of Kilmohr, 
come to the door. An unsuccessful attempt is made to hide 
Dugald, after which Campbell tries by bribery and threats 
to extort from Dugald or his mother the whereabouts of the 
Jacobite hid-out. Much to his amazement, he fails and it 
is only at the end of the play that Morag tells Campbell 
what he wants to know, on condition that Dugald is not 
hung. Campbell agrees and Dugald is shot - Campbell has 
kept his part of the bargain. The final irony is that 
Morag has only heard Dugald say where the Jacobites had 
been hiding not where they were now going to. So, Campbell 
has failed after all.

Ferguson seems concerned to contrast the integrity of 
the Highlander with the dishonesty and roguery of the 
Lowlander. It is a new experience for Campbell to find 
that his wiles are unsuccessful. His ideas on human nature 
are s traightforward.
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’Now, I’ve had a lairge experience o’ life, 
and I never saw yet a sensible man insensible 
to the touch of yellow metal. If there may 
be such a man, it is demonstrable that he is 
no sensible man. Fideelityl quotha, it’s 
sheer obstinacy. They just see that he want 
something oot o' them, and they're so damned 
selfish and thrawn they winna pairt. And 
with the natural inabeelity o' their brains 
to hold mair than one idea at a time they 
canna see that in return you could put 
something into their palms far more profitable'

However, it looks as if Campbell will be forced to 
change his ideas.

’It is a thing I do not understand. It is a 
thing fit to sicken a man o’ the notion that 
there are probabeelities on this earth ....
Beforehand I would have said naething 
could be easier, and yet - and yet - there 
it is I 0.0 0 Man, it would have been a grand 
stroke for me *... Cluny - Keppock - Lochiel, 
and maybe ,o. maybe ..o HellI when I think o’ 
it I Heard you what he said, James? "You’ll 
be adding to your experience tonight, Mr.
Campbell, and have something to put to the 
other side of it" says he. Aye I And I have
added something to it, and by God it is a
thing I like but little - that a dream can 
be stronger than a strong man armed •«.
Just a whispered word, a pointed finger 
would ha’ tell’d us a’. But no I I am 
powerless before the vision of an old woman, 
the dream of a half-grown ladI ’

Morag’s weakness is to be taken as that of a young 
girl and in no way detracts from the impression of the 
Highlanders’ stedfastness which Ferguson wishes to create.

’Campbell of Kilmohr’ like ’Jean’ is a slight play and 
its merit is, like that of ’Jean’, that it is true to life,
though as a reading of ’The Lyon in Mourning’ makes clear,
it could be a lot truer and a lot more unpleasant. The play 
is dramatically effective and does not lean too heavily on
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stock cliches relating to the Highlands.

These two are the only plays among those presented by 
the Glasgow Repertory Company which in any meaningful way 
reflect the life of Scotland. It is better to have two 
plays than none.

Another effect on the development of the writing of 
Scottish drama traceable to the Glasgow Repertory Company 
is more difficult to measure. The existence of a theatre 
presenting new Scottish plays may well have encouraged 
potential playwrights to write for the stage. We do know
for example, that the young Bridie was encouraged- by what
he saw at the Royalty to try his hand, and indeed he 
actually submitted a play to Wareing, although it was re ver 
performed.

It might be useful to attempt a short consideration of 
the reasons why the Glasgow Rep. had so much difficulty in 
establishing itself as a viable enterprise. It should be 
re-emphasised that we are not considering the reasons why 
the theatre failed. It did not fail.

In the first place the Glasgow Rep had to break down
traditional Scottish anti-theatrical prejudice, something 
which has yet to be done completely. To have been able in 
five years to make a profit was a significant achievement - 
after all five years is a very short time in which to
eliminate centuries of opposition and to create an audience
for serious theatre. That audiences were at times rather 
thin is attested by James Bridie -

'The other day I happened to see the accounts 
of the first two yearsof the Glasgow Repertory 
and was once more astounded by the number of 
bricks Wareing was able to make out of the 
few wisps of straw that the wind blew into 
his playhouse. On one occasion he opened to 
an audience of five schoolmistresses in the 
pit. He came in front of the curtain and 
invited them to the front row of the stalls.
The performance was then given and the
actors never enjoyed themselves so much in 
their lives' (38)

One might be forgiven for doubting the truth of 
Bridie's last statement.
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During the course of a talk which he gave in London 

in 1912, Wareing, having praised Glasgow's sense of civic 
solidarity,

'had to admit that "grey towns" as such do 
not make for good dramatic art, for people 
are too much intent on finding on the stage 
mere diversion. But then, is not anything 
possible to a city which can drill itself 
into dropping disused tram tickets into 
boxes - even the maintenance of a repertory 
theatre?' (39)

As has been previously indicated, some of the people 
who wrote letters to the papers in 1912, when there was 
doubt as to whether the Rep, would continue, suggested that 
the company should be less ambitious, hire a small hall, 
use the very minimum of equipment and cater only for the 
small minority of theatre lovers in the city (40), This, 
no doubt, could have been done, but it would have been 
contrary to the whole spirit of the scheme, which was to 
create a popular audience for the theatre. One can induce 
the converted into bare ill-heated halls, but if one wants 
to attract the un-converted, the facilities, on and off 
stage, of a fully equipped theatre are essential.

Another correspondent suggested that the board of 
directors, competent business men though they might be, 
knew nothing of the theatre (41), This is an uncharitable 
view; most voluntary committees know little professionally 
of the organisation they are serving and it is for that 
reason that they hire professionals as Scottish Playgoers Ltd 
hired Wareing, and after him, Lewis Oasson.

The inevitable criticism that the company did not 
produce enough Scottish material was made. There was, as 
can be seen from the programme, a fair amount of Scottish 
material presented, but little of it was of a particularly 
high standard and one suspects that a programme made up 
entirely of Scottish plays of this nature would have been 
a very dismal one indeed. There is nothing to be gained 
from setting up a repertory theatre which aims at 
international standards in choice of play and production 
and then flinging these standards overboard when it comes 
to dealing with local plays. True, one is bound to be less 
demanding if one wishes to encourage the development of
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local talent, but it is in the interest of Scottish drama 
that it competes with the drama of other nations under the 
same rules.

It is interesting to set alongside the complaint that 
the Glasgow Repertory did not perform enough Scottish drama 
a statement made in an article in 'The Times' -

'There is no great enthusiasm in Glasgow about 
a Scottish Theatre; Glasgow men prefer to 
see English plays• Scotch writers are too 
sentimental for the Scotch; they have to 
go to London' (42)
The difficulties the Glasgow Rep. encountered were 

endemic in the Scottish artistic world and still are. It 
is mistaken to belittle the work that it did.

'The Royalty Theatre, where the plays are 
performed, is attaining in fact something 
of the character of a Citizens' Theatre.
The enthusiasm which maintains it is not 
merely a dramatic enthusiasm but has a 
large proportion of civic patriotism in 
it - something of the ancient Greek or 
medieval Italian spirit* (43)
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APPEroiX ONE
Plays performed at The Royalty Theatre, Glasgow, 
under the Directorship of Alfred Wareing. 

m ... Entirely new plays
1 9 0 9.
April 5 You Never Gan Tell « « » B Go Bernard Shaw

15 An Enemy of the People ,. Henrik Ibsen
21 Admiral Guinea .,.,. ..,, W.Eo Henley and 

R.Lo Stevenson
21 The White Dove ..,,. a . . . R.Ho Powell
29 Oupid and Commonsense 0.0 Arnold Bennett
29 The Convenient Lover 0.00 0, Roxburgh ae

May 15 Strrfe e B 0 e John Galsworthy
20 Sir Pertinax (adapted from

the Mahof the World) , , 0  Oh. Macklin
20 Whose Zoo ......... »... R, Bankier %

Sept* 6 Barbara Grows Up .... G.J. Hamlen 3E
16 The Voysey Inheritance ., H. Granville Barker
23 Arms and the Man 0 0 0 e Go Bernard Shaw
23 The Suffragette’s 

Redemption JoJo Allen 3E
Oct. 7 Dealing in Futures «940 Harold Brighouse se

7 The Drums of Oude 0 0*0 Ac Strong
13 The Fountain ...... * » 0 0 George Calderon

Nov. 2 The Seagull ....... 0 0 0 0 Anton Tchékhov
4 Il a>n>V â l ......o...*. e 0 * e T.E, Ellis

11 The Falcon ........ 0 * 0 0 Lord Tennyson
15 The Palace of Truth 0 0 9 0 Sir W.S. Gilbert
15 The Price of Coal 0 0 0 0 Harold Brighouse %
20 Macpherson ........ « 0 0 0 Neil Munro

Dec,

29
29
6

Liberty Hall .......
Sweet Lavender , ....

The Barrister ......
....

Re Co Carton )
Sir A. Pinero)
J.Ho Darnley & )  

GoM, Fenn )

Edward 
Terry’s 
Co. 
Henry

6 Still Waters Run. Deep e 0 0 T. Taylor ) Go 0
13 Florodora ......... .... Oo Hall and) Charles 

L. Stuart ) Constant’
20 Operas . . , . Sir W.So Gilbert 

and Sir A. Sullivan 
(D’Oyly Carte Company)
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Jaîio 19 Coming Home M« O'Neill %

24 What the Public Wants ,» » Arnold Bennett
Pebo 7 Lady Windermere's Pan o <, <, Oscar Wilde

14 The Excelsior Lawsons o»» R»K„ Risk æ
21 Justice o , o o . . o . ,  0 o o . o c , John Galsworthy
28 Candida 0 ..... Go Bernard Shaw
26 Tilda's New Hat ......« Go Paston

Maro 7 Our Pirst Dinner ..*..., P» Lloyd m
14 The Truth about Le Courcy C.J. Hamlen and

A* Wareing æ
14 The Last Man In «.. . . oo W,B, Maxwell %
21 The Man of Lestiny »... G* Bernard Shaw
21 How He Lied to Her Husband G* Bernard Shaw
21 Augustus in Search of a

Pather *...».......... Harold Chapin
Apr* 4 The Oassilis Engagement 0 St, John Hankin

18 The Tragedy of Nan * * «,« John Masefield
18 The Twelve Pound Look «, J«M. Barrie

May 2 Prunella « «...« »...... Laurence Housman
and Ho Granville 
Barker

16 Dandy Dick «..........« Sir A. Pinero
16 Jean #0000*0*..o.*.... Do ColQ_uhoun %
50 Cousin Kate  ..... *. *. H,H, Davies

June 6 Ohl Christina! ..*...*.. J.J* Bell and
L# Therval $

6 The American Widow *.... R# Pillipi
Aug. 15 His Excellency the

Governor « # *.*.*,*..... R# Marshall
22 How Cottle Pell from Grace G* Hamlen %
29 Mrso Gorringe's Necklace HoH. Davies

Sept 0 5 Caste o. * « . * *... *. « .... T. Robertson
12 Captain Brassbound's

Conversion « « . Go Bernard Shaw
26 Man and Superman ,..... G# Bernard Shaw

Oct, 10 The Witch (English trans­
lation by Jo Masefield) « Ho Weirs Jennsen %

24 Chains #...o........... E# Baker
Nov* 2 The Two Mr* Wetherbys o*. St# John Hankin

14 The Call  ............ M* Stay ton
21 The Weaver's Shuttle # *. A* Rowley m
21 Between Dances * *.*..* * C. Nicholson 3=

Dec* 22 Colin Fairyland . G#J* Hamlen with
music by Ao Casabon 36



1911
Jan* 23 Oolin in Fairyland * *. * G,J, Hamlen with

music by A. Oasabon as
30 The Oassilis Engagement # St* John Hankin

Pebo 6 The Tragedy of Nan *..* * John Masefield
6 Lonesome-like » . Harold Brighouse m

13 The Adventure of Lady
Ursula • o o o e *  .... . Anthony Hope

23 The Three Wayfarers #00» Thomas Hardy
23 Interior o «. o. * *.... *.. M* Maeterlinck
23 Pantaloon ». *  ....... J.M, Barrie

Mar* 6 The Marriage of Oolumbine Harold Oha,pin
13 The Gutting of the Knot „ Cicely Hamilton m
13 Muddle Annie ® *...... * Harold Chapin =6
20 Pilkerton's Peerage o * » * Anthony Hope 
20 MacAllister's Bream #.<,<> HeK, Risk %
29 The Girl Who Couldn*t Lie Keble Howard %
29 Carrots (Poil de Garrotte) A. Sutre and

J. Renard
April 10 Macpherson ......... ... Neil Munro

17 Arms and the Man * *...* G, Bernard Shaw 
17 The Best Man * * . *.....» J.J, Bell m
24 The Cheerful Knave * Keble Howard
24 The Autocrat of the

Coffee Stall * .  Harold Chapin ' m
Septo 18 The Great Adventure . .. Arnold Beunett
Oct. 2 A Boll's House ......... Henrik Ibsen

9 Providing for Marjorie .« J.J. Bell
9 A Little Stone House .... George Calderson

16 The Return of the Prodigal St. John Hankin
23 The Greatest of These ... Sydney Grundy
30 Trelawney of the Wells . Sir A. Pinero

Nov. 13 The Probationer ........ Anthony Rowley
13 The Cat and the Cherub .. C.B. Pernald
20 The Dumb and the Blind .. Harold Chapin
20 The Malter of Dreams .... W.O, Down
20 Rococco ................ Granville Barker
27 Macaire W.B. Henley and

ReL. Stevenson
27 A Pantomime Rehearsal ... C. Clay

Dec. 4 You Never Can Tell #.... G» Bernard Shaw
11 What the Public Wants ... Arnold Bennett
19 Wee MacGreegor ......... J.J, Bell and

H.Ro Bell %
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Jan. 10

Peb

Mar

April

May

5
12
19
19
5

25
9
9

16

23
29
6

13
20
20
20
20
20

Wee MacGreegor

A Doll's House 
The Lower Depths 
The Great Young Man 
RossmoncL ....... .
Romeo and Juliet 
The Admirable Orichton 
The Pigeon 
The Pantasticks 
The Imposter

9 0 0 0 *0

16 The Tragedy of a
Comic Song 
Civil War 
Kipps

o e d e a e e o o e o o o

A Man of Honour 
Cupid and Commonsense 
Kathleen ni Houlihan 
Birthright 
Hyacinth Halvey 
The Workhouse Ward 
The Well of the Saints

4 0 0 0 0

J.J. Bell and
H.R. Bell 3E
Henrik Ibsen
Maxim Gorky
Vladimir Bariatinsky
J. Pollock
W* Shakespeare
J.M, Barrie
John Galsworthy %
E. Rostand x
Leonard Merrick 
and M. Morton

Leonard Merrick 
Ashley Dukes 
H.G. Wells 
Wm o S. Maugham 
Arnold Bennett 
W.B, Yeats 
ToC. Murray 
Lady Gregory 
Lady Gregory 
J.M. Synge

36

Presented 
by the 
Abbey 
Theatre
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1912
Dec. 16 'In Honour Bound' . «,. * *.. Sidney Grundy

23 'Garrots' ..... .
30 'The Maker of Dreams' .... Oliphant Downs

1913
Jan. 6 'Womankind' *............ W.W. Gibson



APPENDIX THREE

1 9 1 4.
Jan*

Peb

Mar,

Apr

21

16
23

17
23

3E Entirely new plays

'The Honeymoon' ...... Arnold Bennett
'The Sire de Maletroit's 
Door*
'The Little Damozel’ 
'The Point of View*
Walker, London'
'Yellow Pever* ....
'The Devil's Disciple’

Edward McRoberts 
Monckton Hoffe 
Eden Philpotts
J.M, Barrie 
Constance Ray
Bernard Shaw
Phillip Hubbard 
Reginald Arkell
Alfred Sutro 
Schnitzler 
Granville Barker
Miles Malleson 
Miles Malleson

..... H.A. Jones
'The Man of Destiny' ... Bernard Shaw 
'How He Lied to Her Husband .Bernard Shaw 
'Campbell of Kilmohr' ... J.A, Perguson

'East is East' 
'Columbine*
'Mollentrave on Women*
'iln Episode' ......
’An Anatol Dialogue'
'The Threshold' ....
'A Man of Ideas'
The Liars

30 'Marigold'

Womankind'
('Mr. Hopkinson'
('Loving as we do'

Charles Garvice 
and A.P. Abbott
W.W. Gibson
R.C. Carton 
Gertrude Robins

20 Man and Superman' Bernard Shaw
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36 Entirely new plays

1913
Mar. 11 A Gauntlet , B. Bjornson

18 The Waldies ........... G.J. Hamlen
18 The Surrender of Juan ... S. Noble
26 The Bill .  .......... Lady Randolph

Churchill æ
April 7 The Importance of

Being Earnest ......... Oscar Wilde
7 The Carrier Pigeon ..... E. Phillpotts

10 Mrs. Warren's Profession. G. Bernard Shaw) two
12 Mrs. Warren's Profession. G. Bernard Shaw) perfor­

mances
21 The Average Man ........ Kenelm Poss
21 Light O' Love A. Schnitzler



PUBLISHED TEXTS OP NEW PLAYS 
LISTED IN FOREGOING APPENDICES

Note:- Where the relevant information has been given 
in the references it is not repeated here* 
Where no publication date is given for a new 
play none has been traced.

H. Brighouse Dealing in Futures
H, Brighouse The Price of Coal

H, Brighouse

H. Chapin 

H, Chapin

K, Howard

Jo Galsworthy 
Ao Dukes 
W.B* Maxwell

Lonesome Like

The Autocrat of the
Coffee Stall
(in 'Three Comedies')
Muddle Annie

The Girl who Couldn't Lie

The Pigeon
Civil War
The Last Man In

French 1913
Gowans and 
Gray,
Glasgow 1911
Gowans and 
Gray,
Glasgow 1914

French 1921
Gowans and 
Gray,Glasgow 1921
Nash's Summer 
Library I9O8
Duckworth 1912
Swift 1911
Gowans and 
Gray,
Glasgow 1910
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CHAPTER IV
THE SCOTTISH THEATRE IN THE 

INTER-WAR"PERIOD
The inter-war period in Scotland was the period of 

the so-called Scottish Renaissance, and although the 
achievments of the drama did not compare wery well with 
those in poetry and the novel, it might he as well to 
relate theatrical developments to the Renaissance as a 
whole. In August 1922 the first number of G.M, Grieve's 
'Scottish Chapbook' appeared and in it was printed 'The 
Ghapbook Programme' which can be taken as an idiosyncratic 
presentation of the aims of the Renaissance.

The principal aims and objects of the 'Scottish 
Chapbook' are -

To report, support, and stimulate, in particular, 
the activities of the Eranco-Scottish, Scottish- 
Italian, and kindred Associations; the campaign 
of the Vernacular Circle of the London Burns 
Club for the revival of the Doric : the
movement towards a Scots National Theatre; and 
the 'Northern Numbers’ movement in contemporary 
Scottish poetry. To encourage and publish the 
work of contemporary Scottish poets and 
dramatists, whether in English, Gaelic, or Braid 
Scots.
To insist upon truer evaluations of the work of 
Scottish writers than are usually given in the 
present over-Anglicised condition of British 
literary journalism^ and, in criticism, elucidate, 
apply, and develop the distinctively Scottish 
range of values.
To bring Scottish Literature into closer touch 
with current European tendencies in technique 
and ideation.
To cultive 'the lovely virtue'.
And generally, to 'meddle wi' the Thistle' and 
pick the figs. (l)
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Grieve constantly emphasised the need to avoid 

parochialism in Scottish art, hut although he himself 
managed to do so, most of the Scottish dramatists of the 
time did not. Grieve's own contribution to the 
Renaissance movement in his own person, and as his alter 
ego, Hugh McDlàrmid, was the most significant. As far as 
the drama is concerned, the magazines he edited give a fair 
proportion of space to original plays, to articles on the 
theatre, and to dramatic criticism. In the first issue of 
'The Northern Review' (2), for example, it is stated that 
short Scottish plays are to be published regularly and 
before the magazine folded up, after the usual short life, 
Alexander McGill's 'Pardon, in the Morning' (3), Naomi 
Jacob's 'The Dawn' (4), Robert Angus's 'The Cenotaph' (5) 
and MoDiàrmid's own play 'The Purple Patch' (6),
(accompanied by the injunction that the S.N.P. should 
produce it) had appeared. Several other plays by McDairmid 
himself were promised but never appeared and may never 
have been written. 'The Northern Review' also contained 
articles on 'The Theatre before the Union' (70 (Alexander 
McGill) discussion of the Scottish theatre in general and 
of the plays of John Brandane and G.R. Malloch in 
particular.

This policy was pursued in all the periodicals which 
Grieve edited. The other literary and general magazines of 
the period, as will be seen from what follows, also gave 
generously of their space to the discussion of the Scottish 
theatre and the publication of plays.

The resurgence in Scottish literature took place 
against a background of two major cultural developments, 
cinema and broadcasting.

Cinemas began to appear in Scotland in the early years 
of the twentieth century often in makeshift premises. The 
number of cinemas climbed steadily after the first world 
war, as can be seen from the figures given underneath.

All
Scotland Aberdeen Dundee Edinburgh Glasgow

1920 557 15 22 25 94
1930 634 15 27 39 127
1940 615 19 25 38 112

(Sources- Nine Year Books 1921, 1931, 1941)
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Obviously a vast popular audience had come into 

existence and grown at a remarkable rate, for in 1920 
there were over five hundred cinemas while twenty years 
previously there were no institutions that would be 
recognised as such*

Broadcasting came to Scotland in 1923 when the Glasgow 
station was opened* Licence statistics were not compiled 
unfortunately until 1952 but the growth of radio can be 
assumed to be substantial throughout this period. Early 
on the BBC in Scotland began to broadcast drama; an 
adaptation of 'Rob Roy' was broadcast a few weeks after 
the station opened; in 1932 the Scottish service mounted 
its first Radio Drama Festival.

The consequences of these two developments - cinema 
and broadcasting - were many. As far as theatre is 
concerned, the death of the music hall, which had reached 
a peak before the war, can be attributed to their growth.
Many music halls became cinemas: for example, Glasgow's
Britannia, later the Panopticon became the Iron Cinema in 
1920; the Savoy opened in the same city in 1911 as a 
variety theatre and was a cinema by 1916. In Dundee the 
Palace was a cinema by 1911 (though during the second world 
war it reverted to variety). In Edinburgh the Grand became 
a cinema in 1920. Elsewhere in Scotland theatres of all 
kinds were adapting to the new medium: Arbroath's 'Theatre'
in the mid-twenties, Falkirk's Grand in 1934, Greenock's 
Alexandra in the mid-twenties, Kirkcaldy's King's in 1924»

The extent to which the theatrical boom in the first 
decade of the century had been reversed can be seen by 
looking at the relevant figures.

Number of theatres
All
Scotland Aberdeen Dundee Edinburgh Glasgow

1920 45 3 3 6 16
1930 30 3 0  4 12
1940 32 3 1 6 11

The decline from the 1910 position was most marked 
among the cities in Dundee and Glasgow. Elsewhere in 
Scotland there was a steady slide, so that by 1940 there 
were over a third less theatres in Scotland than there had 
been in 19IO.
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While cinema provided little extra employment for 

Scottish writers and actors, radio began to provide a great 
deal, but neither development had quite as dramatic an 
effect on live theatre as television was to have later* 
However it must be borne in mind that the theatre remained 
a minority interest, for the popular audience did not 
support it. Whereas previously that audience had supported 
music hall, now, vastly increased in numbers by reason 
of better wages, it gave its allegiance to the cinema, and 
later transferred it to television. Theatre it passed by.

The inter-war period was the era of the amateur 
theatre in Scotland, and even those companies which were at 
the forefront of the dramatic 'renaissance' - the S.N.P, 
and the Curtain - were non-professional. The professional 
theatre in Scotland was represented by repertory companies - 
the Wilson Barrett Players, the Howard and Wyndham Players, 
the Brandon-Thomas Players and the Masque Theatre - all of 
which presented seasons of mainly English plays in Glasgow 
and Edinburgh, although some efforts were made by these 
companies to encourage Scottish writers. Jevan Brandon- 
Thomas (8), speaks highly of 'Circus Murder' by William P* 
Templeton which his company performed. The achievment of 
these companies was to build up an audience for theatre in 
Scotland, and the Brandon-Thomas company, for example, 
despite a lean period during the depression, latterly 
claimed an audience which averaged 10,000 per week in each 
of the two theatres in which it performed,

A repertory theatre about which more will be said 
later, was established inPerth in 1935, but attempts to 
found a professional little theatre in Edinburgh were 
unsuccessful, as were efforts to establish a municipal 
theatre in Glasgow and a Scottish National theatre towards 
the end of the thirties. It was only when the Gateway and 
Citizens' theatres opened in 1946 and 1944 respectively 
that these cities gained permanent repertory theatres.
The various little theatres which were established - at 
Dundee and St, Andrews for example - were for the use of 
amateurs. The Byre Theatre, a converted byre in St,
Andrews was originally used by the St, Aid raws Play Club 
for their productions, while the Curtain Theatre in Glasgow 
presented its work in a large room in a West End mansion
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which had a capacity of 65 « The Glasgow Jewish Institute 
Players opened a theatre in their Institute in 1938*

The Scottish Community Drama Association was formed 
in 1926 with the aims of encouraging the drama in Scotland 
and organising festivals of community drama. The sudden 
rise to popularity of amateur drama can he seen hy 
comparing the number of entries for the one-act festival 
in 1926-27 (35), 1928-29 (88) and 1930-31 (243). By the 
1 932 -33 season the entry had reached 307 and by 1937 there 
were more than one thousand amateur clubs in Scotland, 
William Power (9) expresses the opinion that the S.G.D.A, 
and the S,N,P, were perhaps winning people over to good 
plays o Hov/ever, he is almost alone in taking this view.
Joe Corrie, for example, remarks that 75^ of amateur 
groups -

'are not interested in drama as an art so 
much as they are interested in it as an 
amusement. Their primary object is to make 
their audience laugh, a process which they 
themselves enjoy' (10)

If this were the case, little in the way of a serious 
theatre could be expected from the amateur movement.
Gorrie suggests that the festival does however stimulate a 
more experimental approach to production. Macnair Reid (11), 
disputes this contention. Festivals, he says, prevent the 
growth of serious or experimental drama among amateurs; 
indeed they encourage them to be unoriginal in their choice 
of plays, and to be terrified of anything that might seem 
at all highbrow, R.F, Pollock, one of the more adventuresome 
among Scottish amateurs, has the following to say about the 
8.G.D.A. -

'That there is no hope for the development 
of a Scottish Theatre under amateur auspices 
may or may not be a statement that is 
acceptable to you. Nevertheless it is my 
clear conviction after many years of 
application to dramatic endeavour in 
Scotland' (12)

and he comments elsewhere -
'Nothing significant has really happened, 
the features for which resemblance to a
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native drama was claimed in loud-sounding 
phrases, like beauty existed only in the 
eyes of the beholders' (13)

An extremely outspoken attack on the community drama 
movement is made by Clyde Irvine (14). His article is 
entitled 'Drama for Dumb Bells' and in it he rejects the 
oft vaunted contention that there was a resemblance 
between the Scottish amateur drama movement and the Abbey 
theatre. As far as the plays presented by amateur clubs 
are concerned -

'These "sappy" plays are written by people 
who believe that the average Scots audience 
is composed of dumb bells ..» we are content 
to see season after season the amateur stage 
of Scotland made a penny geggie for the 
perpetuation of as crass and ignorant a 
policy as ever disgraced any national attempt 
at self-expression'
The complaint that the amateur movement takes a low 

view of the intellect of its audience is common and Jack 
House makes it specifically against the S.N.P.

'That well known comedy team, the play 
selectors of the Scottish National Theatre 
Society, evidently decided that they would 
give the public "what it wants" in the final 
S.N.P. programme for the season ... One could 
almost hear them saying "Sugar, sentiment 
and a good laugh - that's what the public 
wants" ' (15)
The predilection of the amateur movement for the 

sentimental undemanding play - and there is no disputing 
the existence of this predilection - perhaps no disputing 
the Scottish people's predilection in this direction - 
did not lack defenders, the most voluble of whom was Hal 
Do Stewart, who was one of the S.N.P's amateur actor/ 
playwrights. Stewart's is the classic defence of 
philistinism.
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'My own brow is low, but, thank God, there 
are others whose brows are as high a,s 
their ideals, and I assure you they will 
not suffer the degrading spectacle of 
plays that deal with ordinary everyday 
Scots people without even the excuse of 
killing off one or two of them' (16)
What is disturbing is that Stewart has not grasped 

the possibility that the so called high brow writers were 
very much concerned with 'ordinary everyday Scots people' 
and could involve themselves much more deeply than 
Stewart, content as he was with third rate variety turns 
masquerading as folk plays, could ever have dreamt of*

The amateur drama movement did not serve its authors 
very well if v̂ e are to judge from their comments in a 
series of symposia in the 'Scottish Stage’, Joe Gorrie 
comments -

'I would like to see half a dozen good honest 
plays about the lives of the common people.
One from the sea, one from the farm, one 
from the mines, one from the ranks of the 
unemployed, and one, let us say, from the 
poorhouse' (17)

(It would be interesting to speculate on the acceptability 
of Gorrie's hypothetical plays to Stewart - one suspects 
that they would not receive a very warm welcome). Murray 
McOlymont asks for the 'advent of a genuinely Scottish 
Drama movement’ (18) and T.M* Watson for 'Plays which kick 
orthodoxy in the pants and sail as near to the blasphemy 
and obscenity laws as possible' (19). (Watson obviously 
aspired to be a Scottish 'enfant terrible' - possibly out 
of frustration) while George Blake who describes himself 
as being 'fed up' with amateurs, suggests they try 
Shakespeare.

'That would be a good deal better for them 
than the drivel to which they so extensively 
attach themselves; and I back the majesty 
of Shakespeare to survive their worst 
efforts' (20)

As anyone who has had any dealings with the amateur 
drama movement in Scotland will confirm, the self
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expression of the Scottish nation through the drama is 
very low on their list of objectives, if it is there at 
all* Many amateurs are not even interested in the theatre. 
They enjoy prancing about a stage (which is good fun) but 
would not consider that the question of a Scottish drama 
was remotely related to their activities. This situation 
seems to have been a major factor in preventing the growth 
of a Scottish drama worthy of respect. We must remember 
that the amateur drama movement, apart from the S.N.P., 
was well nigh the only outlet for Scottish writers in their 
own country. The roleof the S.N.P. in this situation, 
with its declared aim of promoting exclusively Scottish 
drama, was therefore very important indeed.

Before considering the S.N.P. to which a separate 
chapter will be devoted, more detailed mention must be made 
of some of the other theatrical ventures which occurred 
during the period under discussion. Two of these, the 
repertory theatres at Dundee and Rutherglen began operations 
just after the second world war started and just before 
the war started respectively. They will therefore be dealt 
with more appropriately in the chapter concerned with the 
Scottish theatre during the war. Of the others, Perth 
Repertory Theatre was established in 1935 and The Curtain 
in 1932.

The Curtain was started by a group of amateur 
enthusiasts, led by Grace Ballantine who, with a mere £100 
in capital, hired a large D-shaped drawing room in a house 
in Glasgow’s Woodside Terrace and Turned it into a tiny 
auditorium with seating for about seventy people. The aim 
was to provide a stage where the practising playwright 
might see his work being rehearsed or performed in the tiny 
Curtain Theatre itself, and,from 1935 - 1940 in the Lyric 
Theatre. Initially about six programmes a year were given 
and the audience was made up of subscribers. -

Of the actors who worked with the Curtain, Molly 
TJrquhart, who later founded the Rutherglen Repertory Theatre 
and then joined the Citizens’ Company, and Duncan Macrae 
are most well-known. Macrae learnt his craft with the 
Curtain attracting much attention for his performances, 
particularly for his creation of the title role in Robert 
McLellan’s 'Jamie the Saxt’. John Stewart, who was musical
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adviser to the Curtain later opened the Park Theatre 
(next door to the Curtain) and when it closed, the 
Pitlochry Festival Theatre.

Although the aim was to encourage Scottish plays, the 
Curtain had difficulty in attracting enough worthwhile 
native material and making it commercially viable. Despite 
this problem, their record of encouraging Scottish writers 
deserves credit. Among the writers who work was performed 
at the Curtain were George Malcolm Thompson (in whose 'A 
Letter to Rome' Macrae played Cardinal Beaton) Robins Millar, 
Norman Bruce (one of the people behind the Curtain), Paul 
Vincent Carroll and above all, Robert Mclellan, the most 
significant exponent of lallano plays.

Carroll’s best-known play, 'Green Cars Go East' (21) 
was premiered not by the Curtain, but by the Glasgow Players 
in 1 9 3 7. It is set against the background of Glasgow's East 
End and centres on the efforts of Mary Lewis, a young 
schoolteacher who has raised herself above her background - 
a drunken unemployed father and ineffectual mother - to 
keep her family out of trouble with the law and to ensure 
that her two brothers also escape from the sordid background. 
Her efforts are, in the end, successful.

The play is a good example of natur alism, although 
the characterisation is at times on the weak side, and the 
author does not make much of a connection between character 
and environment, but it has the substantial merit of 
representing an aspect of contemporary life on the stage.

Although Robert McLellan has written much since the 
demise of the Curtain it would be as well to consider his 
work as a whole at this point when the theatre, where his 
earliest plays were performed, is being discussed.

MoLellan grew up partly on a farm in a household where 
he heard Scots dialect spoken until he was a young man. The 
Scots^ he uses is based on a spoken language and is not a 
synthetic construct. After the controversy over MacDiarmid's 
use of Jamieson's dictionary to cull words which the poet 
himself was not familiar with, McLellan resolved that he, 
as a playwright, would never resort to this device. In fact, 
he tells me he has found himself on occasion using words 
which cannot be found in Jamieson, but which he is nonetheless 
sure he has heard used in the past.
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That he has a fine grasp of Soots is the first thing 

that strikes one about MoLellan's work. The dialogue moves 
vigorously and naturally; one feels that it is a living 
language that is being spoken, not some anachronistic 
artefact s-
Sir Robert:- Weill, I propose, Sir Andra, to let ye 

keep the stock he hae liftit frae the 
Hanginshaw, for I oonseeder ye less to 
blame for tha affair nor Wat here.

Wat :- Eh'
Sir Roberts- Juist haud yer tongue the noo, sir!

I was 8ayin, Sir Andra, that I propose 
to let ye keep the stock ye hae liftit 
frae the Hanginshaw, and I hae entert 
a clause in the bond to that effect.
Ye may regaird it as a jeynt tocher o 
the two Hanginshaw lassies, wha are to 
mairry yer sons*

Yifat : - Hae my byres and stables to bide toom?
Sir Roberts- Sir Andra will doutless let ye hae yer 

stock back gin ye mak him a guid offer 
in ready siller.

Wat s- And had there to be ane tocher wi his
dochter?

Sir Roberts- I hae made nae proveesion in the bond 
for ony sic thing.

Wat s- By God, Brumford, gin ye werena sae
weill in at Ooort again I ken whaur I 
wad gang for the beasts I need!

Sir Roberts™ Nae dout! Nae doutl But reivin isna 
possible for the praisint, sae ye'll 
juist bide quait and save yer braith!
We’re ready for the bond noo, I think.
Maister Lichtbody, will ye read it oot?
There's nae need for me to tell ye as, I
hope, that ye'll be askit to sign yer
names to this, and maun therefore gie it
yer closest attention. It'll be gay
dreich for the young anes, I dout, but
that canna be helpit. Stert, then Peter. (22)
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On the other hand, MoLellan, who recalls with great 

regret that every time he wrote a successful play in Scots 
he was encouraged from all sides to write in English, does 
not have the same facility with English. Using it, he 
produces dialogue that is often limp and lifeless, quite 
lacking the theatricality of his Scots, something for which 
only part of the hlame can he put on the state of the English 
language itself.
Lucy

Skinner
Lucy

Skinner

Lucy

I'm not of my uncle's generation, and I 
speak as I was taught at school. In any 
case, we weren't discussing his speech, 
hut his encouragement of the drama* You 
were suggesting that the new company 
would put on nothing but the plays of 
Wycherley and Earquhar. So far they've 
given us only recent London successes. 
London, yes. A sink of iniquity*
Even in London, doctor, standards are very 
different now from what they were at the 
Restoration. And the laxity then was a 
reaction against the puritanism of the
0 0 mmonwealth.
1 can hear your uncle and his kind in every 
word you speak, Mrs. Lindsay, my dear 
young lady, don’t despise puritanism. It's 
a better guarantee of respect for female 
chastity than the laxity of the Restoration 
Libertine. All this talk of encouraging 
the arts. It's very fashionable just now, 
and no doubt you want to feel that you're
a little ahead of the times. It's natural 
in a lively young woman. But it has its 
dangers, and while I'm glad that your 
uncle has warned you against too great 
familiarity with these actors and artists 
you feel so interested in, I'm afraid he 
doesn't set you the sort of example likely 
to impress you that his advice is meant 
with any great seriousness.
I'm sure my uncle has never been guilty of 
anything in the least dubious. He can't 
afford the slightest deviation from the
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strictest principle. He’s a judge.

Skinner s- Just what I say, he can’t afford it, yet 
he takes the risk. His encouragement of
these filthy hooks. This company of
actors. And actresses. Actresses! I ask
you, Mrs. Li3;î aay. What woman could live 
that sort of life and remain respectable? (23)

McLellan’s plays are almost all set in the past, in 
eighteenth century Edinburgh, in the Borders of the early 
seventeenth century, at the courts of Mary Queen of Scots or 
James the Sixth. He prefers to write about the past because 
he feels that in writing about the present day one j.is liable
to become so bogged down in its trivia that one’s work dates
very quickly, whereas if one sets one’s play in a historical 
period, one is freed from the deadening weight of such 
details »

His view of history contrasts sharply with that of 
many other Scottish dramatists. Whereas they often regard 
history through romantic spectacles, MoLellan presents a 
more believable and harsher world, even though he is writing 
comedies. Rather sudden death comes uncomfortably close 
to Archie Armstrong in ’The Changeling’(24), when he steals 
one of the Elliots’ sheep, and to Will Scott in ’Jeddart 
Justice’ (2 5), when he refuses to marry one of Sir Gideon 
Murray’s daughters as recompense for a similar misdeed. The 
laird of Torwatletie inhabits a world of unattractive 
scheming rascals (26). James Boswell is presented in ’Young 
Auchinleck’ (27), without any attempt to hide his excesses 
or the venereal disease which ensued in consequence. Samuel 
Skinner in ’The Hypocrite’ is a bigot, supported by legions 
of other bigots. Jamie the Saxt finds himself in the midst 
of intriguing lords and only survives by all kinds of 
deviousness, while the Arran of ’The Oailleach’ (28), and 
’The Smuggler* (29)y is one where violent death can leave a 
girl to bear an illegitimate child, or a young smuggler can 
be forced to flee his native country for ever to escape the 
gaugers.

This aspect of MoLellan’s work must be emphasised since 
so many Scots writers refuse to depict Scottish history in 
even a semi honest light, but insist on sentimentalising 
it out of all recognition. Nonetheless one feels
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disappointment that MoLellan has never shown himself able to 
tackle a large contemporary theme, 'The Road to the Isles' 
(3 0), the action of which takes place on a Scottish island in 
recent times, does set out to deal with the theme of the 
regeneration of the Highlands, but sadly the play's energies 
are dissipated as McLellan tilts at a variety of irrelevant 
windmills* Only two of his historical plays, 'The Hypocrite' 
and 'The Flouers o' Edinburgh' (31), could be related to the 
contemporary world.

'The Hypocrite' is set in eighteenth century Edinburgh 
and centres round the activities of a minister, Samuel Skinner, 
who successfully prevents an exhibition of Italian engravings 
being shown in several Scottish cities on the grounds that 
they are obscene * Skinner is shown to be a lascivious 
hypocrite whose obsession with nakedness is far from innocent, 
a man who will happily sleep with a married woman to advance 
his son's career. Skinner is surrounded by clergymen and 
burghers as bigoted as himself, and Mclellan obviously intends 
the play as a satire on the civic reaction to the Edinburgh 
Festival 'happening' in 1963- This 'happening' was staged on 
the last day of a rather unexciting Drama conference and 
served both as a comment on the conference and as a way of
livening up speakers and audience. It was amusing and
inventive but unfortunately part of it consisted of a nude girl 
being pulled momentarily across the balcony above the 
speakers' platform.

The papers the next day (appropriately perhaps, Sunday) 
(3 2) headlined the 'NUDE AT FESTIVAL' and did not of course 
bother to relate the appearance of the nude to its context.
The Lord Provost made an inane statement ™

'It is a very great pity, indeed, in a way it
is quite a tragedy, that three weeks of 
glorious festival should have been smeared 
by a piece of pointless vulgarity, I am 
advised that the incident can be technically 
described as a "happening". As a mishap it 
might have been explained away; as a planned 
"happening" there can be no explanation or 
excuse. In spite of (this) I have faith in 
the drama today and I have faith in the drama 
of the future. I do not contemplate 
surrendering to the irresponsible actions of 
a few people sick in mind and heart* (33)
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- and the model was summoned on an indecency charge of which 

she was later acquitted. In ’The Hypocrite’, historically 
placed beyond libel action, Mclellan makes ridiculous such 
reactions and suggests that they are not as innocent as they 
might appear*

’The Flouers o’ Edinburgh’ - again set in eighteenth 
century Edinburgh - has as its main theme the conflict felt by 
the gentry of that time as to whether they should speak Scots 
or English and Mclellan has a great deal of fun at the expense 
of one of his characters who has abandoned his ’barbarous’ 
native tongue. The play is meant as a comment on the 
discussion of the use of Scots today. Mclellan is obviously 
in favour of using Scots in literature, and perhaps even, it 
is implied, in life,

Apart, however, from these two plays, there are no real 
themes in McLellan’s work. He says in fact that in most of his 
work he has been more interested in character than in theme.
The characters of historical personages, for example, interest 
him for their own sake. He is also concerned to present in 
his plays characters he has known in his own life as a way of 
’fixing' certain components of Scottishness which he feels have 
been ignored by Scottish dramatists. The characters and the 
conflicts they engender are endemic in Scotland and still to 
be encountered today.

’Toom Byres’, one of the first of McLellan’s plays to be 
presented by the Curtain Theatre (in 1936) is set in the 
Borders at Kinnelknock in the early years of the reign of 
James the Sixth. It concerns the novel method in which Sir 
Robert o’ the Brumford, Keeper of the Bale, resolves a 
quarrel between the Kers and the Scotts by pairing off the 
young members of the families in marriage. The play Is much 
more involved than this summary would suggest and McLellan 
handles the complexities of the plot well. The characters, 
particularly Wat Scott of the Hanginshaw and Peggy Ker, 
are strong, well-defined, recognisably Scottish creations.

’The Changeling’ and ’Jeddart Justice’ have both already 
been mentioned and little more need be said of them other 
than they are amusing, if slight, comedies set in the same 
milieu as ’Toom Byres'.

Three of McLellan’s plays are set in the Edinburgh of 
the eighteenth century, the Edinburgh of Hume and Boswell.
'The Flouers o’ Edinburgh' reflects the growth of 
industrialisation and the spread of Anglicisation, two
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developments which Mclellan considers to be very closely 
linked. The link is to be seen in Charlie Stanebyres who 
is promoting (in an underhand fashion) industrial development, 
and insists on speaking in the English manner, going so far 
as to refuse to marry a girl since she is unwilling to follow 
suit. The plan for industrialisation is foiled and Mclellan 
extracts much humour at the expense of Charlie and those vfho 
join his attempt to emulate the English. The play is amusing 
and diverting, if not very substantial. The characterisation 
is, on the whole, good, although one or two characters, 
introduced it would seem as pawns in the linguistic argument, 
approach caricature.

’Young Auchinleck’ was written out of the author’s 
interest in the conflict between James Boswell and his father 
Lord Auchinleck. Boswell, MoLellan feels, suffered from a 
repressive Scots upbringing which was directly responsible 
for the dissolute life that he led as a young man. Lord 
Auchinleck represents that background against which Boswell 
is reacting and at one point in the play the conflict reaches 
the stage where Boswell has difficulty restraining himself 
from murdering his father. Although, the character of 
Boswell develops from being a rather repulsive rake to being 
a reformed one, saved by the love of his cousin, Peggy 
Montgomerie, whom he marries, he is for much of the time a 
rather boring character. Lord Auchinleck, who speaks a 
vigorous Scots (Boswell speaks Anglified Scots), is much more 
interesting than his son, which is unfortunate, as Boswell is 
the central character of the play. This happens quite simply 
because MoLellan writes with far more life in Scots than he 
does in English, and does not seem able to endow his English 
speaking characters with the vigour of his Scots speaking ones.

Mention has already been made of ’The Hypocrite’, which, 
although a comedy, is a very pessimistic account of Scots 
puritanism, Skinner’s hypocrisy almost catches up with him 
at the end of the play but he avoids disaster, and declares 
himself saved to carry on with the work of the Lord. The 
relevance of the play to contemporary Scotland has been 
noted and it does make an effective point which needs to be 
made. However the play gives the impression of being 
inflated beyond ' its proper dimensions and might have been 
more effective in one act. As one might expect, Skinner, who
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speaks English, is often stilted, whereas the few 
characters who speak Scots come alive immediately.

Mclellan’s best play, ’Jamie the Saxt’ (34) is also 
notable mainly for its characterisations. It is set 
during the period 1595-94 when the young King was 
struggling to assert himself at the centre of a web of 
conspiracy woven by dissident lords, the church, the 
burghers of Edinburgh and the English government. It is 
not a play which "says" anything, but the picture of James 
as a much tried young man who survives, not by a display 
of heroics, but by using his wits to play one faction off 
against another is very appealing. Mclellan’s Jamie is not 
a clown but a canny individual whose canniness sees him 
through till the end of the play when he is able to look 
forward confidently to claiming the throne of England.
The King : - ... Oho, but fortune’s favoured me

the day! There’s naething in my wey!
Aa that I hae wished for is promised 
at last; Bothwell on the scaffold, the 
Papists houndit doun, the kirk in my 
pouer, England ahint me, and then, in 
the end the dream o my life come true!
It gars my pulse quicken! It gars my hairt 
loup! It gars my een fill wi' tears!
To think hou the two puir countries hae 
focht and struggled. To think o the 
bluid they hae shed atween them, the touns 
they hae blackent wd fire, the bonnie 
green howes they hae laid waste. And 
then to think, as ae day it sail come to 
pass that I, Jamie Stewart, will ride to 
London and the twa countries sail become 
ane. (Mistress Edward can be heard off 
calling 'Nicoll! Nicoll! Gome for yer 
supper!’)

Maitlands™ (Coming out of his trance and reaching for 
the bottle) Ay, yer Grace, it's a solemn 
thocht. But the auld bitch isna deid yet.
(He places the bottle before the King.
The king fills his glass).

The King s- (Raising his glass high) Jock, here’s to
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the day* May the mowdies sune tickle 
her taesc
(Mistress Edward appears at the door of 
the dining room)

MistressEdward :«Yer Grace, the supper's ready*
(The King and Maitland eye each other 
and drink the toast)

Jamie’s pleasure here is not just in his dream of 
personal power but in the prospect of a peaceful and united 
country. High flovm sentiments are nicely contrasted 
with Mrs. Edward’s calls to dine and Maitland’s down to 
earth practicality, which Jamie himself echoes with his 
toast in an acceptably amusing way.

The play, when originally performed, served as a 
vehicle for a highly individual performance by Duncan 
Macrae, although Mclellan does not appear to have been in 
complete agreement with Macrae’s interpretation of the 
character which verged on the pantomirnical *

A characteristic which ’Jamie the Saxt’ shares with 
’Torwatletie' is the intricate, not to say confusing, plot 
structure, which Mclellan obviously enjoys creating* 
’Torwatletie' is set near the Solway in 1716* The Laird 
of Torwatletie, mainly to spite the Calvinist Presbyterians 
typified by his sister, Mirren, harbours a Jacobite refugee 
who is to be helped to escape to the Isle of Man * This 
is accomplished after much scheming and counter-scheming 
involving a displaced Episcopalian curate, a presbyterian 
spy and a local rascal who is engaged in smuggling and 
pressganging. It is a lively play which relies over-heavily 
at times on horseplay, but it is not of any great account* 
MoLellan’s dislike of Calvinism is again in evidence but 
it is not developed as a theme*

’Rab Mossgiel' (35) recounts in straightforward 
narrative fashion Burns’s involvement with Jean Armour,
Mary Campbell and 'Clarinda'. Mclellan suggests the sad 
dilemma which Burns finds himself in, but the character of 
Burns lacks robustness* For example, Burns is made to show 
a deference to Gavin Hamilton which is difficult to accept. 
The play, however, does have its touching moments. At the 
end Burns asks Jean Armour,to whom he has returned having
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finally forsaken Clarinda, to hum a tune he has been
trying to remember. Jean does so. The tune is one to
which Burns ha^)romised Clarinda he will write heart 
breaking words. The irony is moving.

'The Carlin Moth’ (36) is a one act play w^ich is 
rather different from McLellan’s other work. It is a 
reworking of the old theme of the human seduced by a
supernatural lover. The lad of the play is won away from
his girl by the Carlin moth which assumes the form of a 
beautiful girl at some times and that of an old woman at 
others. The moth effectively destroys the relationship 
between the two humans. At the end of the play the moth 
in its final speach implies that human beings are basically 
unlaappy creatures.

’The pouer to bigg a braw world in his 
brain make man the only craitur that 
can greit’

This may be what McLellan is ’saying’ in the play, 
although it is not a theme which is sufficiently developed 
to sustain any detailed analysis. The play does succeed 
however, in evoking in the reader some of the terror which 
the metamorphic super-natural can arouse, and probably had 
even greater success with its first audience, which was a 
radio one.

’The Cailleach’ and ’The Smuggler’ are two one-act 
plays set in Arran. ’The Smuggler’ which takes place in 
the eighteenth century, concerns a young smuggler who, to 
escape the gaugers, has to leave for Canada, There is a 
reference in passing to the Clearances, but it is not 
developed. ’The Oailleach’ is set in 1652 and is a short 
tragedy concerning the involvement of an Arran girl with one 
of the English soldiers garrisoning Brodick Castle, The 
soldier is killed, as he is waiting for her at a rendezvous, 
by a party of local men, including the girl's father and 
brother, who are out to recapture some cattle the soldiers 
have expropriated. The girl is left lamenting, carrying the 
dead soldier's child. These two plays are effective little 
sketches, but no more than that. They probably reflect 
their period accurately, but do not engage any depth of 
feeling in the audience.

To conclude, Robert McLellan is a dramatist who has 
indeed demom trated his ability to create characters and
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interesting theatrical activity, but so far he has been 
unable to find an important theme attractive enough to 
engage his obvious skills o

At the same time as the Curtain was in Existence, and 
indeed throughout this period the passion for pantomime 
continued unabated, and men like Harry Gordon, Tommy Lome, 
George West, Dave Willis and Tommy Morgan made their 
contributions to their audiences* enjoyment and the Glasgow 
tradition of pantomime.

As haa been noted, Perth Repertory Theatre was 
established in 1935? by Marjorie Dence and David Steuart, 
who had met at London University where they were both 
studying. Steuart*s ambition of starting a rep in Perth 

was realised when a theatre was advertised for sale in the 
city and Marjorie Pence's father, who was Mayor of 
Greenwich, assisted in its acquisition. The theatre 
opened on 23rd September 1935 with a production of Clifford 
Bax’s ’Rose without a Thorn’.

By 1939 the theatre felt secure enough to organise 
a theatre festival, for which Bridie wrote 'The Golden 
Legend of Shults' and at which performance of 'Romeo and 
Juliet’ (with Alex Guiœss), Chekhov’s ’The Three Sisters’ 
and Shaw’s ’Caesar and Cleopatra’ were also given.
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APPENDIX
THE PRODUCTIONS OF THE 

CURTAIN THEATRE

Premiers
1933 Theatre
<J an o 23 X = 0 J, Drinkwater Curtain

The Bear Chekhov ti

Feb. 27 Interlude P,Yo Carroll
The Apricot Tree Co Bax ti

On the Market N, Bruce ” %
Apr, 10 Rendezvous A, Crawford ” .Tc

Descent into 
Paradise Robins Millar ” 2c

Trial by 
Petticoat No Bruce ” 35

Oct 0 25 Vfe Have Ceased 
to Dive P,V, Carroll V ” 35

Nov, 30 The Best of 
Both Worlds Mo Ewer It

1934 0
Jan, 8 Bondage KoWo Bamond ” m

Men Born Blind JoM. Thomson ” 35

Jeddart Justice Ro McLellan " 2E

Feb, 12 Nothing &o 
Forgive No Bruce ” æ

Apr, 12 Tarfessock R, McLellan ” s
Sep, 22 Saxby's Circus

The Women Have 
Their Way

JoD, Kelly

Nov, 27 Straw for the 
Artist No Bruce 11 35

1935
Jan, 24 The Widow’s Mite Do Go Wright •' 35

Feb, 25 The True Born 
Scotsman Co Macklin tt

Apr, 10 Gian and Ethne R, McLellan
May 28 Autumn Flight No Sillars II 2E

Oct. 24 Invasion Wo McFadyen ”  æ

Nov. 22 As we Go to PreSs No Bruce Berkeley Hall
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Jan. 24 
Mar. 19 
May 1 
Oct. 27 
Deo. 25

1937.
Feb. 3

Mar. 51 

Oct. 20

Dec o 8 
1938. 
Feb. 25 
Apr, 21 
Dec. 15

19?9. 
Feb. 25

Dec. 1 
1940. 
Apr. 19

Once a Lady
Room in Waiting
loom Byres
A Letter to Rome
The Crime at 
Balquhidder

There’s Money 
In It.
King Jamie the 
Saxt
Moonlight
Flitting
Invisible at Morn

Emergency Call
The Winnock
There’s Money 
In It

Portrait of an 
Artist
The High Wind

Once a Lady

R. Millar 
Do Maclaren 
R. McLellan 
Go^o Thomson

Oo Davidson

Ro Millar

R. McLellan

G o M o Thoms on 
No Bruce

R. Millar 
Mo Monro

R. Millar

Ro McLellan 
No Bruce

Ro Millar

Theatre
Lyric
Curtain
Lyric

35

æ

The above list is as; complete as a thorough 
search of the files of several newspapers 
can make it.
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CHAPTER Y 

THE SCOTTISH NATIONAL PLAYERS

The scheme for the formation of the Scottish National 
Players was initiated before the First World War under the 
auspices of the St. Andrew Society of Glasgow and was aimed 
at 'The production of plays dealing with Scottish life and 
character’ (l). The war however, led to the postponement 
of the scheme, although attempts were made during the war 
to foster interest by arranging a series of lectures and 
meetings. One of these took place in February 1915 in the 
shape of a drama symposium at which A.F. Wilson, the Scots 
manager of the Abbey Theatre, expressed his opinion as to 
how a Scottish drama movement would develop,

’As to whether the Scottish dramatist would 
turn to the city’s problems or the simplicity 
of the countryside for his material, he 
believed that realistic plays of a peasant or 
folk character would predominate. That at 
any rate was the experience of the Irish 
movement. It was only through the peasant 
or rural character that they could reach the 
real national soul expressed in national 
drama’ (2)

Wilson continued to favour the development of rustic 
plays, and after he left his post as producer of the 8,NIP, 
at the end of 1923? he expressed disappointment that no 
Doric drama had developed.

The Scottish National Players were launched on 13th 
January 1921 in the Royal Institute Glasgow when three 
plays - ’Ghatelard’ by 0. Stewart Black, 'Cute McOheyne’ 
by JoLo Waugh and AoP. Wilson and 'Glenforsa’ by J. Brandane 
and AoW. Yuill - were performed and favourably received by 
the press. Several other performances were given that year 
and in February 1922 the Scottish National Theatre Society 
was formed with the following objects.

a) To take over the assets and liabilities of the 
Scottish National Players Committee of the 
Saint Andrew Society (Glasgow).

b) To develop Scottish national drama through the 
productions by the Scottish National Players of
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plays of Scottish life and character,

c) To encourage in Scotland a public taste for 
good drama of any type.

d) To found a Scottish National Theatre, (3)
It is to be noted that the emphasis here is on

Scottish plays - objective (c) is not the main one, asit 
was with the Glasgow Rep, The S.N.P* did perform a few 
non-Scottish plays - but not so few as to prevent criticism 
that by doing so it was betraying its ideals I

Having started on a provisional basis, it was now 
felt necessary to establish the venture on a firm working 
one with permanent officds and rehearsal accommodation.
The link with the St, Andrew Society was amicably severed 
in September 1921 and the S.N.P, thenceforth pursued its 
own course.

In 1922 the Players performed for short periods in 
Glasgow, in January, March and November at the Athenaeum, 
and in May at the Pavilion, In addition, they played at 
Oban and Balmoral and in December appeared in London in 
'A Valuable Rival’ by Neil P, Grant, On this occasion a 
dinner, attended by theatrical celebrities and others, was 
given for the players, G,B, Shaw, though unable to attend, 
sent an encouraging telegram -

'As I shall not be in London on the 29th, I 
cannot avail myself of your kind invitation 
to dine with the Scottish National Players.
The unanimous refusal of the English people 
to establish an English national theatre 
must not discourage them. The Englishman is 
so modest on his own account that he never 
believes anything English deserves to succeed 
or can succeed, but he is boundlessly 
credulous as to foreign possibilities' (4)
Throughout their existence, the 8,N,P* gave short 

seasons in Glasgow spread out over the year and toured at 
other times. This was deliberate policy, asthe Players 
sought to be a national rather than a regional group, but 
it was a policy which attracted some criticism from those 
who felt that their efforts should be concentrated in 
Glasgow, rather than spent touring throughout the Highlands. 
In addition to the performances given at the Athenaeum and,
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afterwards, the Lyric Theatre, the Players gave performances 
at other Glasgow theatres. In May 1922 they presented 
’Luiffy* by J.L* Waugh and A.P. Wilson at the Pavilion, 
and in July 1924, 'The Crystal Set' by J.H* Bone at the 
same theatre where they found a more popular audience than 
they were accustomed to (it is arguable that the plays 
which they presented at the Pavilion were more in the 
nature of variety sketches, and thus were readily 
acceptable). In 1925, and again in 1926, the S.H.P. 
performed Robert Bain's 'James the First of Scotland' at the 
Theatre Royal, and 'The Glen is Mine* by John Brandane at 
the King's in 1923 and 1926. 'The Glen is Mine', easily 
the most successful of the S.H.P's plays was toured 
throughout Scotland by a professional company in 1927*

The S.N.Po visited London three times - in 1922, 1923 
and 1 9 3 0o On the first occasion, as already stated, they 
presented 'A Valuable Rival' by Neil F. Grant, and on the 
second a triple bill of J.F, Ferguson's 'Campbell of Kilkohr’ 
'A Valuable Rival' and 'Luiffy', and on the third occasion 
they played 'The Glen is Mine' for a fortnight. At least 
one visit was paid to Edinburgh, when in 1923, 'The Glen is 
Mine' and Gordon Bottomley's 'Gruach' were presented at 
the Lyceum. In addition, radio broadcasts were made on 
several occasions - in June 1924 of Brandane's 'Glenforsa', 
George Blake's 'The Mother' and 'The Crystal Set' - on a 
second occasion in 1924 and in 1927 when two of Brandane's 
plays were presented.

By far the most important side of the Players' 
activities, apart from their seasons in Glasgow, were the 
country tours and one-night stands to which the company 
itself attached great significance.

'It has been said that the work of a national 
theatre cannot properly be restricted to one 
centre of activity; it must carry its work 
to the small town and village as well, and 
this it should do consistently and thoroughly. 
Recognising this, as well as the educational 
and social value of good drama worthily 
presented, the Carnegie United Kingdom Trust 
has generously guaranteed this tour against 
financial loss. This guarantee is part of a
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considered scheme by the Trust for bringing 
good drama within the reach of the smaller 
communities which cannot hope to support it 
on a purely commercial basis, and follows 
what has already been done in that direction 
under the auspices of the Trust by the Arts 
League of Service and the Village Concerts 
Fund in their respective tours of rural 
districts. This welcome co-operation of 
the Carnegie Trust, for one thing, enables 
the Society to keep to popular prices of 
admission. Should this second country tour 
of the Scottish National Players prove the 
success it is hoped, they may be able to 
revisit the Scottish country districts at
regular and more frequent intervals* (5)

Local communities are exhorted to give all their 
support to the company.

’The performance of the Scottish Players in 
your midst is really a great event for your 
tovm or village. Keep the date clear and 
remember it is your country’s movement 
to establish a National Drama* (6)

Among the places visited were Oban in 1922, Bridge of 
Allan, Perth and Dunoon in 1924, several towns and villages 
during a three week tour in summer 1927 of Perthshire, 
Aberdeenshire and Fife, during which the company slept
under canvas, and the Border towns in the course of another
tour in 1929°

There can be no doubt that the Players were determined 
to turn their company into a national movement. That it 
did not achieve that status is due more to the quality of 
the plays they presented rather than to any other factor. 
Attention will be given subsequently to a consideration of 
the plays presented by the 8.N.P. Suffice to say here that 
of 131 plays they performed, half of these for the first 
time, few are of any lasting merit.

As has been stated, the actors with the S.N.P. were 
amateurs (although a good many later turned professional, 
and had successful careers), despite the efforts of some 
members of the committee to change this situation. These
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men, among them James Bridie and John Brandane, believed 
that if the company were ever to be properly established it 
would have to turn professional. The idea was to take the 
Athenaeum by the season, but the committee did not care 
for this idea, nor did most of the actors who were 
understandably nervous about giving up their jobs. A 
policy of two night runs was adopted instead, and in that 
year, 1932, the Players gave only four programmes. The 
principal producers were however engaged throughout on a 
play to play basis. Among the S.N.P’s producers were A.P. 
Wilson, Prank B. Glewlow, the young Tyrone Guthrie, Elliot 
Mason and W.G. Pay.

As with the Royalty venture, a study of the reports of 
the A.G.M’s of the S.N.P. shows optimism and enthusiasm 
waning as support and financial backing do not come up to 
expectation. At the 1922 A.G.M. it was stated that the 
membership of the society was 835 which was not considered 
high enough (by 1925 this figure had reached 1026 but two 
years later it had dropped again to 820), A loss of £176 
had been sustained on the year’s working, and it was said 
that -

’If there were 500 additional persons per 
performance they would be able to show a 
profit and enable them to stage historical 
and costume plays’ (7)

Despite the unrosy outlook, it was decided to embark on 
an auxiliary productions scheme whereby members of the 
Society could have their plays performed at private meetings 
and dissected afterwards by the other members present.
Several sessions under the auspices of this excellent scheme 
seem to have been held.

At the 1925 A.G.M. (8) the chairman expressed 
satisfaction at the year’s work, which included broadcasts, 
but was faced with a loss of £140. However, he was able to 
announce that the building fund which had been started a few 
years previously, had received a boost through a donation of 
£500 (the fund never exceeded £620). At the 1926 A.G.M. (9) 
it was proposed to establish a guarantee fund, since with 
another loss, this time of £138, the production fund stood 
at £212, and the following year (10) it was reported at the 
A.G.M. that 18/ll-J- in the pound of the guarantee fund for
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'Jmmes the First of Scotland’ had had to be called up. In 
1929 (1 1 ) the loss on the previous year's working had 
reached £449 and in 1930 (12) £788. When it was decided 
to suspend operations in 1934 (13) it was stated that the 
society had been formally constituted in 1928 with capital 
of £4000 (when the limited liability company was founded in 
1928 to further the objects of the S.N.P. it was registered 
with capital of £10,000 but only just over 4000 shares were 
taken up), but as a result of losses each year this had 
been whittled down to £400. It was pointed out that most 
of the losses were sustained in the towns and not in the 
rural districts. The directors hoped that it would be 
possible for some of the company's work to continue.

'The directors do not recommend that the 
society should go into liquidation. We 
think it should be kept in existence 
though inactive. It will not be quite 
inactive as we will keep in touch with 
authors, and we may still be able to give 
help ac-d guidance to budding dramatists'
The company did not in fact disband after this 

announcement5 but insisted on carrying on, which it did 
until the war, and finally petered out in 1947. The policy 
was changed after the formal suspension of operations, 
towards the presentation of light comedies, many of which 
originated in the English professional theatre, and the 
Scottish content of the programme diminished, so that the 
Players ceased to be Scottish National in the sense that 
they no longer adhered to the original aims. The 
initiative in the presentation of new Scottish plays passed 
to the Curtain.

In assessing the work of the S.N.P., one must 
immediately give credit for the sustained efforts of the 
Players to cultivate an exclusively Scottish drama. One can 
easily condemn them for the non-appearance of plays of 
note - it is difficult to ascertain to what extent they 
were to blame - but one must admire their determination, 
as one must also admire the way in which they sought to 
turn their movement into a National one. It is easy to make 
fun of the camping tours, but in a country which has no 
dramatic tradition, and which was scarcely flourishing when
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these tours took place, they were a brave attempt to 
educate an audience for Scottish theatre.

'The Scottish National Theatre Society has 
done more than any other agency for the 
fostering of good drama in the Scottish 
countryside. Not only have they built up 
a standard of Scots acting in theatres 
under professional producers and brought 
out the great bulk of those Scots plays 
which are now the raw material of the 
amateur movement, but also, through their 
summer tours and one night stances, they 
have set a standard of acting and 
producing in almost every shire in Scotland. 
Furthermore, actors and producers who have 
graduated with them are now producing and 
adjudicating productions up and down the 
country' (14)

The remarks quoted above give a clue to what the S.N.P 
did not do. They may have shown rural drama clubs how to 
act, but they did not interest them in good plays. They 
could not, for they did not have any to display.

Much contemporary comment in 'The Scottish Stage' (15) 
for example, is hostile to the S.N.P's policy in the 
selection of plays. In that periodical there appeared an 
article by Murray McGlymont entitled 'Have the S.N.P. 
failed?' (l6) in which McGlymont says that he had received 
a letter from the S.N.P. asking for a play from him, and 
stating that the Players felt that they had been let down 
by Scottish dramatists. McGlymont disagrees.

'If the Scottish National Theatre Society 
demand that Scots dramatists shall pretend 
that Scots people and things are other than 
they are, shall ignore existing conditions 
and perpetuate the hoary tradition of glens 
and pipers, of kail and kitchens, of mulches 
and Tappit hens, then I for one, am never 
likely to be of much use to them ... Damn 
tradition! Damn our antiquarian habitI 
Da,mn everything false and sentimental which 
stands in the way of truth and turns an
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artist into a romantic pervert ... Scotland, 
as Gregory Smith has said, has been all too 
long in suspecting her habit of cottage 
musings over the unending 'matter' of Habbie 
Simpson'
The S.N.P., says McGlymont, will only gain the support 

of Scots writers when it attempts to create a Scottish 
theatre,

' ... I say the Society has let not only the 
dramatists but Scotland down. What has the 
Society done for Scottish theatrical art?
Nothing. Absolutely nothing. And as long 
as the Society is content to figure as a 
branch of the English theatre, so long will 
Scots dramatists continue to send their 
plays to the top of the tree'
It is interesting to note that this criticism of 

McOlymont's is very similar to some of the criticism made 
against the amateur movement in general. This is to be 
expected since, as has been emphasised, the S.NIP. was 
basically part of the amateur movement, McOlymont's 
criticism of the Players is supported in the same issue of 
the 'Scottish Stage* by Donald Sutherland.

'The plain fact is that in the whole list of 
thirty full length plays and forty one-act 
plays produced by the society, they have 
only succeeded twice in producing tolerably 
decent works by native dramatists'. The two 
works referred to are Robert Bain's 'James 
the First of Scotland' and Murray McOlymont's 
'The Mannoch Family’ ... The best service they 
can offer to the Drama in Scotland is to stage 
a graceful exit’ (17)

McGlymont himself had mounted another attack on the 
S.N.P. elsewhere.

'National drama is universal drama. Drama 
whose appeal is national is parochial 
drama. I commend the distinction to the 
notice of the Scottish National Theatre 
Society .,, If an alien medium be good 
enough for Scotland the so oner the (Society)
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abandons its title the better ... The 
future of Scottish drama lies ... in the 
evolution of a Scottish form consistent 
with the race psychology „.. My advice to 
our amateur groups is to abjure Scots 
plays entirely (for these are hybrid 
things inimical to theatrical development) 
and to devote their energies to the 
presentation of good English plays, or of 
English translations of good foreign plays, 
and endeavour to interpret these in a new 
and genuinely Scottish manner* (18)
There is a lot of question begging going on here I 
Among the other criticisms level le d at the Players 

was a complaint that there was generally not enough progress 
from a company which imagines -

'they are helping the cause of Scottish drama 
by gallivanting about the Highlan.ds with a 
few one act plays and a foolery they call 
mime, who inflate themselves with big talk 
about contemplated tours in Canada, and 
America and who have yet to persuade the 
Glasgow public to take them seriously' (19)

The criticism is echoed in a leader in the 'Glasgow
Herald' -

'It is upon the score of lack of promptitude 
and frequency of production that we think 
critics of the Society have a legitimate 
case for serious consideration' (20)

Correspondent, John Brandane, also condemns the Players' 
experiment in the miming of ballads (21). Brandane received 
support for this view and dissent.

'It is typical of the narrow spirit of dowdy 
provincialism, that has hitherto so cruelly 
impeded the progress of the National Theatre 
Society and the National Players. These so- 
called Nationalists are for constricting the 
Scottish Theatre to the production of but and 
ben comedy, a derivative and feeble Celtic 
Twilight and "dreich" sentimentalities about 
Queen Mary and Bonnie Prince Charlie' (22)
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This letter came from Donald Sutherland who, four 

years later, was urging the players to stage a graceful 
exit (23). (This point is made as it suggests that critics 
of the S.N.P* were for the most part genuinely disappointed 
with what they considered to he its failure). The criticism 
that the Players took too long to make up their minds about 
plays submitted to them recurs ~

' ... the trouble is that new dramatists 
would like to see their plays produced. It 
is not much encouragement to have them lying 
about the files of the Scottish Players for 
an indefinite period' (24)

Another correspondent says that he only buys his 
tickets out of a sense of duty and links this to the poor 
attendances at the Players' performances (23).

On the other hand, in an article published in the 
'Scots Magazine' in 1924? Reah Denholm says that the aim of 
the S.N.P. is to 'present in dramatic form the real life of 
Scotland past and present, of every grade and shade, from 
every angle* (26). The reading committee, she says, is not 
looking for kailyard plays. This is encouraging. Not so 
an article in 'The Scottish Player' by Alexander McGill.
He talks about the need for plays on the subjects of 
Scotland's lost causes,

'We do not ask for ran.ting patriotism and 
bombast, but we do need a dramatic 
interpretation of the Wallace symbol, the 
symbol whose name we salute in our national 
song after the manner we have of saluting 
our kings and heroes and the ancient and 
holy dead* (27)
This seems to me to be as dangerous an escape route as 

that offered by the kailyard.
It is difficult to evaluate the criticisms made of 

the S.N.P. The evidence we have consists of the plays 
actually presented, the S.N.P's declarations of policy, the 
criticisms themselves and the revealing incidents such as 
the agonies which the S.N.P. seem to have undergone in 
deciding whether to stage G.R. Malloch's 'Soutarness Water*, 

Rather than speculating any further we shall now look 
at the plays which the S.N.P. actually performed.
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It is of course difficult to survey accurately and 

fairly the wide range of plays presented by the S.N.P*, but 
some idea of their quality can be gained by considering the 
most frequently performed one-act and full-length plays.
A list of the ten most popular plays in each category is 
given below - (eleven in the case of one-acters since the 
final two had an equal number of performances) -

Play
’The Glen is Mine’
’Ayont the Hill’
’S for Sugar Gandy’
'The Flower in the Vase’ 
’The Beannachy Bomb'
'A Month of Sundays'
’Walls of Jericho’
'Clyde Built’
'Brief Harmony'
'Late Christopher Bean'
One-act
'A Valuable Rival'
'O’Est La Guerre’
'The Scarecrow'
'Luiffy'

'The Dawn'
'Cute McOheyne'

'The Crystal Set'
'The Poacher’
'The Mother'
’Campbell of Kilmohr' 
'The Grenadier'

Author
John Brandane 
Cormac Simpson 
Donald McLaren 
Cormac Simpson 
Hal Do Stewart 
Hal Do Stewart 
Robert Kemp 
George Blake 
Moultrie R. Kelsall 
Emlyn Williams

Neil Fc Grant
Moriand Graham
JoA, Ferguson
Jolu Waugh and 
AoPo Wilson
Naomi Jacob
JoL
AoP

Waugh and 
Wilson

JoH* Bone 
Joe Corrie 
George Blake 
JoAo Ferguson 
Go Reston Malloch

No o of 
Performances

105
63

37
32
31
30
28
28
28

208
80
63
58
46

45
42
40
35
29
29

It is the intention to make some observations on these, 
the most popular plays. ('Walls of Jericho' will be 
discussed when Robert Kemp's work is considered in a later 
chapter)»

It is however proposed to look first of all at two of 
the most important S.N.P, dramatists and then at lesser 
writers, paying particular attention to those whose names 
appear on the list of the most popular plays. The
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dramatists chosen are John Brandane and George Reston 
Malloch, Brandane because of his work represents 
exceptionally well the type of play which predominated in 
the S.N.P's repertoire and Malloch because part of his 
work represents the kind of play which did not figure very 
largely in the repertoire, but which exemplifies an 
important stand in Scottish dramatic writing. Brandane and 
Malloch have also been chosen because of the number of 
their plays performed and because they are reasonably 
interesting writers.

John Brandane (Dr. John McIntyre) made a two-fold 
contribution to the work of the Scottish National Players.
In the first place, he took a leading part in running the 
company’s affairs (he was one of the three sponsors of the 
ill-fated proposal that the Players should turn professional) 
and, in the second place, he wrote a, number of plays which 
were performed by the Players. No attempt will be made here 
to suggest that Brandane is a playwright of any great 
stature. He is not. What will be done is to examine the 
type of play that he wrote, and to ascertain how far his 
plays represent a genuinely Scottish contribution to the 
theatre.

The most immediately striking feature of Brandane's 
work is that he invariably chooses Highland settings. The 
magic attraction of the Highlands is of course apparent 
in many other Scottish writers - for example Stevenson and 
Neil Munro, and more recently Neil Gunn where an altogether 
harsher approach is taken to Highland reality. The one 
exception to this generalisation, as far as Brandane’s 
plays are concerned, is ’The Happy War’ (28), a one-acter, 
which is set in the Haute Marne at the end of the First 
World War. Two of his plays, 'The Treasure Ship' (29) and 
'Rory Aforesaid' (30) are set in the fictitious West Highland 
town of Torlochan, one, 'Heather Gentry' (31)? in Drimfearn, 
another fictitious geographical location, and four, 'The 
Glen is Mine' (32), 'The Lifting' (33)? 'The Inn of 
Adventure' (34) and 'Glenforsa' (35)? in Bilean Aros, which 
Brandane tells us is somewhere in the Inner Hebrides. 
Obviously it is on Mull where Brandane spent several very 
happy years as a doctor. 'The Spanish Galleon' (36) which 
deals with the historical incident of the sinking of one
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of the ships of the Spanish Armada off Tobermory, is, 
naturally, set in Tobermory. Brandane’s novels, ’The 
Captain More’ (37) and 'My Lady of Aros' (38), ('The Inn 
of Adventure’ is a theatrical adaptation of the former), 
are also set in Eilean Aros.

It is interesting that Brandane, who wrote almost 
exclusively for an urban audience, should choose to set his 
plays in a part of Scotland about the life of which his 
audience would know very little at first hand, and whose
impressions of which would derive from the popular image of
the Highlands as a series of attractive picture postcards.
It is almost certain that his audience would regard the 
Highlands (as we still do today) as something of an unspoilt 
paradise to which they, oppressed by their unattractive 
urban environment, longed, on occasion, to escape, and 
possibly did on vacation. Brandane (himself a native of 
Bute and hence not a Highlander) caters in his plays for 
this longing which he himself may well have shared with his 
audience. He presents the Highlands as an unspoit paradise. 
The Colonel in 'The Glen is Mine’ trying to dissuade his
sone, Charlie, from his iron-mine scheme says -

’But the Highlands, Charlie'. Is this to be 
the beginning of the end of them? Are the 
old hunting pastoral days to go - the wild 
free open life?'

(The Glen is Mine p.36)
An urban audience would respond very sympathetically 

to a picture of the Highlands as offering 'the wild free 
open life’.

Brandane is at pains to emphasize the beauty of the 
Highlands in his directions regarding the settings of his 
plays.

’It is full sunlight out of doors, and great 
free spaces of hill and glen and loch are 
seen’ (The Inn of Adventure p.39)
'The back wall ... is flanked by two large 
windows, through which the hills and the 
loch are seen in full sunshine'

(Heather Gentry p.72)
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'In Rear wall is a door of wickerwork 
standing open, and through it is seen a 
Highland moorland stretching up and away 
into the distance'

(The lifting p.167)
' o o o a large double window .*. looks out 
over the little town's roof tops to the 
sunlit waters of Torlochan Bay and the 
distant Highland hills encircling it’

(The Treasure Ship p.11)
At one point in ’The Treasure Ship' the heroine, Iona, 

is discovered 'rapt in contemplation of the beauty of the 
night’o

It is not suggested that the Highlands are not 
beautiful, that they are not full of sunlit hills, moorlands 
and bays, but what is suggested is that Brandane’s emphasis 
on the beauty of the Highlands and on their wild open spaces 
gives one the impression that he is providing escapism 
for his urban audience, and perhaps for himself also,
Brandane was doing in the theatre what 'The Scots Magazine' 
and 'Scottish Field’ do today for a lowland urban 
readership.

It is not difficult to deduce Brandare's attitudes to 
the inhabitants of the Highlands from his plays. For 
Brandane, the Highlander is a man given to sudden bursts of 
passion. In 'Glenforsa* (written in collaboration with A.W, 
Yuill), the two young lairds, Glenforsa and Oskamull, take 
to dicing, and in a short time draw swords on each other. 
Elspeth, the heroine, having prevented any harm, being done, 
acts as a mouthpiece for Brandane when she says ’Weary fa* 
this hot Highland blood’ (p.389). Philip linnell, the hero 
of 'The Inn of Adventure’, who is out to clear the name of 
his father as a cheat, constantly loses his temper, 
particularly when talking to Ardow, the son of the man who 
had accused his father of cheating. This, of course, is not 
surprising in the circumstances, but it occurs so frequently 
and intensely that one becomes conscious of the fact that 
the playwright believes that Highlanders are particularly 
given to this kind of behaviour.

In 'The Lifting', Galium, who has escaped from the 
Redcoats who were about to execute him, argues with Iain Bubh
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who was planning to rescue him, about the worth of the 
latter’s plans for the rescue, which are, by. this time, 
irrelevant in any case. It is an argument which is 
excessively passionate - but then Highlanders are men of 
great passion according to Brandane * Their passion shows 
itself not only in argjiment but also in midnight elopements - 
there is an elopement in ’Glenforsa* and another one in 
’The Inn of Adventure’. In the latter case however, Brandane 
through Captain MacColl, seems to be making a comment on 
this type of behaviour (and perhaps on his own attitudes). 
Talking of Ishbel’s elopement with Oarsaig, MacColl says - 

’The young people are ill to bind ever since 
those fellows, Byron and Scott, began their 
heady poetic stuff.
Poetry’s as catching as measles these days.
And runaway matches have been quite common 
these two years back. Young Lochinvars are 
as busy all over the country, aye, even in 
England, I believe. The English have 
discovered the advantages of a Scots marriage; 
and I hear there’s a place down on the borders - 
Gretna Green - by name - .....

(The Inn of Adventure p.42)
One cannot be sure how far Brandane means us to take 

these remarks of the Captain’s as a definite comment on 
Highland attitudes, as he presents them, and how far it is 
merely a device he uses to get a few more laughs out of the
audience. This play is something of a rag-bag, and it
would be difficult to establish any pattern of ne anlng for 
it o

There also runs throughout Brandane’s plays the
suggestion that the Highlander is different from the
Lowlander in that he is given to rather bizarre behaviour. 
Mrs. Fraser, a Lowlander, at one point in ’The Treasure 
Ship’ says of her husband -

’Oh let him bel He’s aye up to some nonsense.
He’s Highland ye ken’

(The Treasure Ship p.68)
This sentiment is oft repeated in this particular play 

and finds an echo in, for example, ’The Glen is Mine’ where 
the Colonel says to Gallety, a Lowlander -
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'I’ve just been telling your wife that you’ll 
soon get used to our ways in the Highlands - 
the drams and all that - a bit queer at 
first, eh?’

(The Glen is Mine p.17)
Brandane does not seem, to judge from his plays, to 

take a very high view of the modern Highlander (of the 
non-professional classesi). Rory MacColl, for example, the 
hero of ’Rory Aforesaid’, is presented as rather a naive 
individual, innocent of the sophisticated processes of the 
law, who only gets off a sheep-stealing charge by following 
his lawyer's advice to say ’Meh’ to each question put to 
him. Rory also says ’Meh* when the lawyer asks for his fee. 
So, although he is rather naive, when it comes to money, 
his head is screwed on the right way. MacCallum, the man 
whose sheep Rory has stolen, is also presented as rather a 
naive individual - he addresses the judge as ’0 lord* - 
who likewise loses his naivety when dealing with money 
matters. One gets the impression that Brandane would have 
us regard Rory as a rather loveable rascal. The same could 
be said of Angus MacKinnon, the old crofter in 'The Glen 
is Mine’ who is not above helping himself to a stag or two, 
and Maclver, the joiner in 'The Treasure Ship’, who cunningly 
dodges out of paying the bill he owes Dr. Fraser.

Brandane also has his yokels - Constable MacPherson 
in 'The Treasure Ship’ who has 'apparahended with 
celeri-e-ty' the thief who has ’stolen’ Fraser’s treasure, 
springs to mind immediately - and one is forced to the 
conclusion that these creations are caricatures rather than 
characters. They are stage Highlanders not so far removed 
from Harry Lauder's debased and fictitious whisky drinking 
kilted fool.

Brandane’s view of the Highlands and its inhabitants 
is a superficial one. The characters who people his plays 
are in the first place flat (in ’The Inn of Adventure’ for 
example, Ardow is the rascal and he of course is all black) 
and in the second hackneyed caricatures, drawn from 
melodrama and farce rather than from any study of the life.
As such, his characters are predictable and not very 
interesting. 'The Glen is Mine’ is, however, something of 
an exception to this stricture. Angus MacKinnon, although
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falling into the loveable rascal category, has more 
intelligence than Rory or Maclver and can turn his mind to 
more than finding ways of avoiding paying bills or screwing 
money out of people (although he does a fair amount of that 
too). Mrs. Gallety is a much more believable termagant than 
Beta McDonald in 'The Inn of Adventure’, while MacBhedran, 
the rapacious sycophantic village trader with his obsequious 
’ Teike care of yourself - Good people are scarce’, has more 
individuality than most of Brandane’s other characters.
The dramatis personae of ’The Glen is Mine’ gain something 
from the fact of course, that the play is about something, it 
has a recognisable theme to which they all have a relationship, 
which is more than can be said for ’Rory Afresaid’ or even 
’The Treasure Ship’ (unless, in the case of the latter, one 
is meant to take it as a comment on the activities of the 
Dukes of Argyll, in attempting to arouse interest inthe 
Tobermory galleon. This is a very doubtful interpretation).

As has been said, ’The Glen is Mine’ has a definite 
theme. A charge that could be made against Brandane is that 
his plays are not only ’well made plays’ but ’too well made 
plays’, in which successive incidents are continued for no 
reason other than to provide a series of theatrically 
titillating thrills and spills. It will be useful to 
examine this charge with reference to an early play which 
Brandane wrote in conjunction with A.W. Yuill, ’The Spanish 
Galleon’.

This play relates the sinking of one of the Armada ships 
in Tobermory Bay in 1588. When the play opens, John 
Smollett, a trader in the West Highlands is discussing with 
Ewan MacMorran his plans to blow up the galleon on the 
instructions of the English ambassador in Edinburgh, The 
job is to be done by Doe McLean whom the Spaniards have 
taken as a hostage and conveniently imprisoned next to the 
powder cabin. Smollet’s son, Jonathan, arrives from 
Edinburgh and declares that he would like to go on board the 
galleon, despite his father’s attempts to put him off this 
notion. Barabel McLean, with whom Jonathan is in love, 
enters, and in the latter’s absence, meets Don Sebastian, 
son of the captain of the ’San Juan Bautista’. Don Sebastian 
is staying in Smollett’s house looking after his father who 
is supposedly ill, but is actually dead. Don Sebastian and
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Smollet have decided to keep the death a secret lest the 
crew should mutiny. Don Sebastian makes a great show of 
gallantry to Barabel, and, having offered to show her round 
the ship, kisses her hand just as Jonathan returns. When 
the Don goes to fetch his cloak and sword, Jonathan makes 
it clear to Barabel that he does not approve of her 
behaviour. Just as Don Sebastian returns, Smollett rushes 
in to say that Duart’s pipers are playing a lament for the 
Spanish Captain’s death (Duart has maintained that there is 
no need to keep the death a secret as his Highlanders can 
maintain law and order). Barabel is sent to have Duart 
play a livelier tune I Deft to themselves, Don Sebastian and 
Jonathan quarrel, draw swords and are only prevented from 
fighting by Barabel’s return whereupon they hide their 
swords, and when they are noticed do their best to explain 
the situation away. Barabel refuses to be dissuaded from 
going on board the galleon, so Jonathan decides to go as 
well, unknown to his father. Smollett prepares to give the 
signal for the ship to be blown up, but the lamp is knocked 
out of his hand by Ewan who has tried to dissuade,Smollett 
from giving the signal, since another of his clansmen has 
been taken on board as a hostage, and will, consequently, 
be blown up with the ship. When Smollett is out refuelling 
the lamp, Don Sebastian returns to say he has had difficulty 
in getting on board the ’San Juan’ but Jonathan has gone out 
to see if it is safe for Barabel to make the trip. He goes 
off to try again and Ewan, secure in this knowledge, informs 
Smollett, when the latter returns, that he will make no 
attept to prevent him giving the signal this time. Smollett 
does so, the ship is blown up, and then Ewan informs 
Smollett that Jonathan was on board. Smollett is distracted, 
and Barabel rushes in in the same condition. Curtain.

A glance at this bare summary shows how Brandane has 
made his play out of a series of dramatic effects drawn 
from a hundred and one forgotten melodramas. He has an 
element of intrigue, he has a variation on the eternal 
triangle theme culminating (almost) in a duel, he ha,s a 
variation on the mistaken identity them-e (Oedipus, Sohrab 
and Ilustum) another variation on which is to be &  und in 
’The Lifting’. The mechanics of ’The Spanish Galleon’ are 
very much contrived. For example, Brandane has obviously
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decided that he wants the theatrical effect of a quarrel 
between Don Sebastian and Jonathan over Barabel. So he has 
the pipers play a lament (for no very good reason) and thus 
gets Barabel off the stage, as she is sent (again for no 
very good reason) to maxe them play a livelier tune. He 
can now stage his quarrel which he can conveniently 
interrupt with Barabel’s return. There are too many exits 
and entrances of this sort in the play, one of the most 
obvious being Don Sebastian’s at the end when he tells Ewan 
that Jonathan is on the galleon.

’The Spanish Galleon’ is a theatrically effective 
melodrama excessively contrived, ’too well made’. The same 
could be said of ’The Happy War’, another one-act play 
never performed by the Scottish National Players. Unlike 
’The Spanish Galleon’, ’The Happy War’ does have a theme, 
th4 futility of war. The play is set in a deserted 
monastery in the Haute Marne in September 1917* Pearson 
arrives to find his Medecin-Ghef, who is taking a holiday 
from the war, returning from a fishing expedition. Brandane 
draws an effective contrast between the small talk of the 
two doctors and the serious events which they are temporarily 
opting out of, and which immediately impinge on them again. 
Pearson tells his superior that Koechlin, a patient, has 
escaped (a bit improbable for a start). As the two doctors 
examine frescoes (in a ruined monastery?) offstage, a 
German staggers in and goes into a room on the le ft of 
the stage. His groans attract the doctors' attention when 
they come back on stage and they exit and bring him on stage. 
They try unsuccessfully to revive him. Koechlin enters.
It emerges that, having caught sight of the German prisoners, 
he now thinks one of them is his kin brother, Armand, 
conscripted by the Germans when they invaded Alsace. The 
audience now begins to wonder 'is the dead man Armand?' but 
is put out of its agony by the discovery that he is not. 
Armand himself soon arrives on the scene (he is of course the 
other escaped German) and is re-united with Koechlin. Just 
as this happens the gendarmes outside shoot and Armand is 
semi-accidentally killed. So the boost given to the 
audience's morale by finding out that the first dead man is 
not Armand is cancelled by the ending of the play. Pearson 
'Kicking a box savagely’ says bitterly ’That's torn it.
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War my God War I'

There is no doubt that Brandane’s heart is in the right 
place, but his excessively contrived plot lessens the 
impact of his play. Obviously a play is a contrived 
artifice but the trouble with Brandane is that he contrives 
beyond the point at which contrivance ceases to be believable 
This is an objection which can be made to all Brandane’s 
work. In ’The Lifting’, for example, contrivance helps 
him to avoid the implications of an unfortunate moral 
situation. Iain Dubh has, albeit inadvertently, murdered 
the brother of the girl he loves. It would be difficult 
therefore for them to marry, but Brandane gives the 
impression that this is v/hat will happen until the very end 
of the play when Iain is shot by chance, and so Brandane 
is able to avoid the moral problem he has posed himself.

It has to be admitted that very often Brandane's plays 
although theatrically effective, are about nothing in 
particular. They are traditional melodramas or comedies 
which have no relevance to life. (There are of course 
exceptions to this generalisation which will be dealt with 
later). ’The Lifting’ for example, is a melodrama which 
happens to have a Highland setting. One expects at the 
beginning of this play that Brandane will get his teeth 
into a theme of his own (the wry comment of Bonnacha’s on 
the number of people going to see the prospective hanging - 
"Aye I The Oroggan folk were aye keen on a hanging" hints at 
something more than the superficial but this hope is never 
realised). The play is full of excitement and sentimental 
pathos, but there is little else. Brandane makes no 
attmpt for example, to develop the theme of the relationship 
between the Highlanders and the Redcoats after the ’45° The 
period is merely a convenient historical setting for him.

Likewise, ’The Inn of Adventure’ just happens to be 
set in the Highlands. Its themes bear no relation to the 
Highlands, to any other geographical location or to life in 
general, but find their 'loca vivendi’ in the tradition of 
which Boucicault was such an important part. These 'themes’ 
are the efforts of a son to avenge his father, wrongfully 
accused of cheating at dice years earlier, the love affair 
of a Highland laird and his mistress and the poetic day-dreams 
of a young lady much under the influence of Sir Walter Scott.
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This last theme is the most interesting? since it provides 
an anti-romantic balance in Brandane’s work, but as 
suggested earlier it is not developed sufficiently to 
warrant much attention» There is the hint of another theme 
in a remark of Bella McDonald, the landlady of the Inn 
of Aros, when she hears that Carsaig has gambled away all
his land to Ardow -

’The young lairds, the young lairdsl They’re
all the same ; and what's to come of this
countryside I'

This theme of the irresponsible behaviour of the young 
lairds which is not in any way developed in 'The Inn of 
Adventure', appears in similar fashion in ' Grlenforsa’, the 
first play of Brandane's to be performed by the Scottish 
National Players « (It is interesting to note the reviewer 
of 'The Spanish Galleon' in 'The Glasgow Herald' remarks 
of 'Glenforsa' that it 'had its own romantic charm' (39)? 
a remark which would appear to tie in with the comments made 
above on Brandane's escapism and his attitude to Highland 
character)o 'Glenforsa* also deals with an elopement 
interrupted by a game of dice in which the two young lairds, 
Oskamull and Glenforsa, stake their lands in a somewhat 
ridiculous fashion, ilnna, Oskamull's housekeeper, comments - 

'It's sacrilege and profanation to gamble 
away the very hiBs of God ... the bread 
and life of the good kindly people' (p*383) 

and a few lines further on -
'Mo thruaighS the Highlands, the old, old 
Highlands what's to come of them and their 
folk with their chiefs so heartless and so 
spendthrift' (p°383)

But the theme is never developed, for Oskamull returns 
Glenforsa's lands which he has lost to him., and Glenforsa 
goes off with Elspeth before her father, whose bagpipes are 
heard approaching, can catch them. In any case, we are never 
shovm how the lairds' behaviour affects 'the bread and life 
of the good kindly people'. This theme is in fact a non­
theme o

Paradoxically, it is in his comedies that Brandane comes 
closest to developing themes, and themes which have a 
relevance to life. His comedies are as full of contrivance
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as his other plays hut contrivance is more acceptable within 
the framework of artificial comedy than it is in plays 
which purport to render life on the stage as it is actually 
lived, ’the tangle of life’ (40), as Brandane himself once 
called it. The trouble with Brandane’s own ’serious’ plays 
is that they do not have the sense of 'the tangle of life’. 
They are too carefully put together for that. Not only do 
they fail to convey the way in which the incidents and 
events of life cohere with each other, but also they fail 
to penetrate below the surface of life. O.M. Grieve has 
said of Brandane ’He has a sound knowledge of the theatre - 
but has no great dramatic gift; he is a better stage- 
technician than he is a writer. He has nothing to say - 
but he knows how to say it’ (41),

This is a harsh judgement but its closeness to the 
truth has to be acknowledged, certainly as far as Brandane’s 
'serious* plays are concerned. It is not quite so accurate 
a judgement on Brandane's comedies, in one of which at least 
he does seem to be trying to say something - I refer to 
'The Glen is Mine'.

As stated earlier, artifice in comedy is more acceptable 
than in other plays - it even gives pleasure where in other 
plays it would annoy. (We enjoy finding out that Bluntschli 
in 'Arms and the Man’ has had previous dealings with Petkoff 
and Sergius and derive a great deal of amusement from the 
discomfort this causes, but if 'Arms and the Man' were not 
a comedy, we would dismiss the situation as improbable and 
contrived - as it is - and rate the play lower accordingly). 
It is a paradox that, despite the artifice of comedy, the 
comic writer may be dealing much more deeply with experience 
than another type of writer.

To return to Brandane, he has four thorough going 
comedies to his credit - 'The Treasure Ship', ’The Glen is 
Mine', Heather Gentry' and a one-act play 'Rory Aforesaid*. 
The last named is enjoyable (and to be honest, easily 
forgotten) entertainment. 'Heather Gentry’, the last play 
of Brandane's to be performed by the S.NIP., is more a farce 
than a comedy. It deals with the ludicrous efforts of 

. Brimfearn, a Highland laird, to keep us^his estates, despite 
falling revenues. To this end he lets out his land to city 

■ gents, for shooting, and when they complain about their lack
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of success, he has his gamekeeper surreptitiously cover the 
wings of a few birds with soap in order to make them easier 
targets for the amateur sportsmen! The characters of the 
play - Drirnfearn himself, the maid, Bridget, who turns out 
to be the daughter of an Irish millionaire, the tenants, 
Borden and Craddock - and the incidents - the one described 
above, the erection of a gate across a road by Brimfearn in 
order to assert an ancient right (and to gain newspaper 
publicity) which leads to several accidents - are rather 
ludicrous and turn it into something nearer pantomime than 
comedy (significantly the play was first presented on 24th 
December 1924)° However, despite this, there are signs 
that Brandane v̂ as concerned (perhaps) tô  do more than 
provide Christmas entertainment. Marsali McAlpine, the 
district nurse in love with Drimfearn’s daughter, objects 
to Drimfearn’s scheming, in particular to the erection of 
the gate.
Marsali I don’t like that way of doing things,
Drimfearn :- Neither do I my dear, I don't like

advertising of any kind. But if you 
don’t do it, the other chaps will.
So where are you? The industrial age
has us in its grip, Marsali, Highland 
though we may be ..° Advertise or get 
out That’s the slogan for the 
Drimfearns as well as the Northcliffes ; 
make no mistake about it. Regrettable, 
regrettable, but there it is ......

' Oh it’s so undignified all this 
scheming ... so un-Highland.

■ Yes, Yes! "The moon’s on the lake and 
the mist’s on the brae ... Gregarach"
Is that it? Rob Roy MacGregor, eh? ...
Wasn’t Rob Highland? And did Rob not 
scheme? Were his cattle liftings 
dignified?

Marsali All that was different. There was
romance and adventure. And he had to 
take risks ... Hair breadth escapes at 
times.

Marsali

Drimfearn
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Drimfearn s- Aye, aye. Risks and adventure. And
do you think I don’t get my share of
them? There are nights I don't get 
a wink o’ sleep, plotting aid planning 
how to make ends meet; how to keep up 
appearances on a reduced income ..*.
It’s not an easy kind of fighting - 
that, I can assure you, God! No I ™
I’d as soon have Roh Roy's way of it.

Marsali I'm. sorry, Drimfearn.
Drimfearn :- Oh, don't be sorry for me my dear.

I rather enjoy my life, broken-winged 
as it is.

Marsali 3- Broken-winged! What a fine word! If
you see things that way, I believe
you do get your share of romance, after 
gll. (p.80-2)

In this passage Brandane seems to be pointing out the 
difficulties facing a laird who is trying ’to keep up 
appearances on a reduced income' and to some extent he is 
justifying Drimfearn’s scheming, but the theme is never 
really developed in any depth. Marsali’s last comment tends 
to cancel the effect of what has gone before, and, in any 
case, Brandane allows this theme to be submerged by the
apparatus of his farce. Hinting at themes, and then not
developing them is characteristic of Brandane, as has 
already been suggested®

’The Treasure Ship’ is about the efforts of Dr. Fraser 
and MacLaren, a grocer, to stir up interest in the Spanish 
galleon supposedly in Torlochan Bay, with a view to 
attracting tourists who will spend money in Fraser's chemist’s 
shop and MacLaren's grocery. Fraser is as much a schemer as 
Drimfearn, and his schemes ultimately rebound on himself.
'The Treasure Ship' is entertaining but light-weight.
Brandane does not develop the theme which is hinted at below 
the surface - the essential selfishness of Fraser. The 
diver, Cooney, complains of the risks Fraser has him run, 
Maclver the joiner suggests that Fraser should pay more 
attention to his patients, and Fraser himself, by his 
treatment of his assistant, demonstrates his own selfishness. 
He deliberately gives the assistant a testimonial the terms
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of which he knows will not appeal to the council to whom 
the assistant ha,s applied for a job. (’you know your 
testimonial won’t be any good with those Bolsheviks on 
the Parish Council!). However, all comes right in the end, 
the assistant gets the job (and Fraser’s daughter) and Mrs*. 
Fraser sets out to prevent her husband’s deceptions from 
being discovered.

It is tempting to suggest, as was remarked earlier, 
that the play is a serious comment on the kind of activity 
the Dukes of Argyll have been engaged in with regard to 
Tobermory galleon, but it is doubtful if this is Brandane’s 
intention. The play is too light-hearted and unspecific 
for that.

’The Glen is Mine’ is probably Brandane's best play«
Its theme is quite simply the future of the Highlands.
Should they remain an unspoilt (and perhaps depopulated) 
paradise or should they be industrialised? Colonel Murray, 
the proprietor of Ardsheilach and Ooillemore, has handed 
over his estate to his son, Charlie, in order to avoid 
death duties ('There’s government for ye! There's poaliticks! 
The big theifs!' Brandane has lÆrs. Gallety comment naively). 
Charlie, unknown to his father, has hired an iron prospector 
who has found a seam which could be profitably worked.
Charlie proposes therefore to start an iron-mine and makes 
this clear to his father when the latter discovers his plans. 
Captain :- .... But it just comes to this. There’s 

money in that old hill; so why shouldn’t 
we have it?

Colonel I- And you're Highland and can say that. Ben 
Greach! The deer forest! Rubbish heaps 
and mineral waggons all over it! The 
river with oily scum in it! Labourers 
slouching about! You should have consulted 
me first of all, Charlie!

Captain :- I tell you it was a big chance - hit or 
miss. The London people were keen.
Redfern offered a good price. I had to 
snap at it or let it go. Besides, the 
thing will be but a flea-bite in a big 
countryside like this»
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Colonel : - More like a plague that will spread.
Captain :- I think that's a bit savage, dad. Look

here! You're Tariff Reform., aren't you?
Protection of home industries, and all 
that? Well, here we are! Sweden has the
monopoly at present of this ore. We've
got stuff in Ben Oreach and elswhere in 
the Highlands, quite as good.as theirs.
And we'll bust their market in this country
quite easily, Redfern offers good money, 
and I need it. (p.35)

In this exchange Charlie is putting forward the point 
of view that the Highlands, should be exploited for whatever 
mineral wealth they possess, Whereas his father believes 
this would be a desecration - or so it seems. Unfortunately 
Brandane detracts from the integrity of Charlie’s point 
of view by having him admit to needing the money. We are
left wondering whether Charlie really believes in the
development of the Highlands, or is merely interested in 
recouping his financial losses. However, a few lines further
on Charlie does seem to be advocating the mine for non­
personal reasons.
Colonel .... But the Highlands, Charlie ! Is this 

to be the beginning of the end of them?
Are the old hunting, pastoral days to go? - 
the wild free open life?

Captain s- Sentiment, dad! Really now, it’s nothing 
else o

Colonel :- Sentiment’s a great power, lad, and not to 
be sneered at, as we army folk should know 
well.

Captain s- You talk of the old life going. I don’t 
know, but I tell you what will go, dad, 
if we start a decent industry here - the 
huckstering of letting deer forests and 
grouse moors to a lot of scabby profiteers.
Aye, and the laird's genteel poverty will 
go! and these lazy crofters will go!
That ' s v/hat it amounts to.
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Colonel s- The lairds! Well, we’re maybe not all 

we should be. But think, man, think*
Blast furnaces, smoke, coal-dust in 
Eilean Aros. Think of the men you’ll 
breed under those conditions. (p.36-7)

In this exchange Charlie points out that his mine 
would put an end to the shabby manoeuvres of lairds to make 
ends meet (one is reminded of ’Heather Gentry’) but Brandane 
again detracts from the impact of his remarks by having 
him abuse the crofters, an action which would probably 
alienate an audience sympathetic to Charlie's point of view.
It emerges further that Charlie proposes to use water power 
and this involves the eviction of an old crofter, Angus 
MacKinnon, from his land. The scales are a little bit 
weighted against Charlie. The Colonel is concerned to 
emphasise the social price of industrialisation and this is 
something which is taken up by Angus and his prospective 
son-in-law, Murdo, in their discussions of the subject.
Angus feels the ironworks will ruin the countryside whereas 
Murdo sees them as bringing ’life’, ’knowledgescience’ 
and opportunity ;-

’I ken I’m fit for something better than an 
odd-man’s job at Torlochan Hotel. Driving - 
fencing ™ sheep-shearing - peat lifting.
Tach! The life of a slave’ (p.46)

Murdo’s problem is (still) the young Highlander’s problem - 
how can he find a, job in the Highlands which his abilities 
fit him for. When Morag, Angus’s daughter, objects that 
the iron mine would destroy the old Highland ways, Murdo 
replies -

’The good old Highland ways! - Three o'clock 
of a cold morning and up the hill to the 
lambing. Bringing the mails over Kellan 
cliffs when the snow’s drifted yards deep.
Driving the Doctor to Moy, thirty mile and 
back, when the North wind's skelping down the 
sound. That’s the good old ways for Murdo 
Mackay! ’ (p.30)
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What Brandane is saying through Murdo is that the 

good old Highland ways mean a miserable existence. Angus, 
however, sticks to his point and tells Jock Balgetty, the 
farmer who has come from Ayrshire, that the way of life in 
Glasgow is not at all desirable and that it would have been 
better for the people of Eilean Aros to stick completely to 
the old Highland ways. 'Aweel' says Jock ’there’s twa 
sides to every story’ (p.89)? and this seems to be Brandane’s 
attitude. He fails to resolve the dramatic conflict he has 
set up. (It is not that he fails to take sides. That 
would not necessarily be a criticism. In 'Sergeant 
Mus grave ’ s Dance’ Arden does not take sides but he does 
resolve the dramatic conflict of the play. Musgrave and 
Attercliffe are captured and executed). He jouks (to use 
a Scots word) out of it by means of a series of contrived 
'dei ex machina’ ™ Oharlie abandons his plans for the mine 
because Redfern has decided to proceed no further, because 
the other lairds are down on him when they hear how he is 
trying to bankrupt Angus to have him evicted, and because 
his fiancee might not think very much of this attempt if 
she were to hear about it, Murdo comes into a, croft and 
forgets about ’civilisation’ and ’knowledge’. So at the 
end of the play, Angus can go off ’into the sunlight and 
the breeze' banally playing on his pipes ’The Glen is Mine’.

It is a great pity that on the one occasion Brandane 
really has something to say, he gives up saying it halfway 
through.

It has been said of the language of ’The Glen is Mine’ 
that it has an "exquisite Celtic idiom, as pure and 
expansive as Synge’s use of the Anglo-Irish speech" (4-2).
This seems absolute nonsense. The language of ’The Glen is 
Mine’ is business-like English with little or nothing which 
is not plain and matter of fact, although there is an 
attempt to suggest the Highland idiom where that is 
appropriate. Wl'iere Brandane might be said to be attempting 
to create some kind of poetic equivalent of Synge is in 
’The Lifting'. Compare the following passagess- Iain Dubh 
making love to Flora in ’The Lifting’, and Christy Mahon to 
Pegeen in 'The Playboy of the Western World' (43)» Iain has 
been day-dreaming of -
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'the old shelling above Keose, lass. (His face 
becomes serene again). Aye, we'll be going 
there when this dark day's but a memory 
that's faded. It will be moonlight there.
And your face will be like the white moss, 
shining and shining in the night, my love, 
and your words lovelier than the wee burn 
tinkling in the dark.

Flora: - Iain, Iain!
Iain ; - And the snipe and the curlew will cry about 

us in the hill yonder. And down by the 
shore Keose will show a lit window or 
maybe two ; and there will be a wee murmur 
o' talk floating up from the fishers at 
Oramore. But Flora MacLeod will be high 
on the hill above them all, her cheek on 
the bell-heather, yet she'll no' be minding 
the roughness o’ that pillow for Iain Dubh, 
her lover will be sharing it with her.

Floras - (yielding herself to his passionate embrace) 
Mo Ohridhe' (The Lifting p.230-1)

Christy2 ... and when the airs is warming, in
four months or five, it’s then yourself 
and me should be passing Neifin in the 
dews of night, the times sweet smells do 
be rising, and you’d see a little, shiny 
new moon, maybe, sinking on the hills.

Pegeen s (looking at him playfully) And it's that 
kind of a poacher's love you’d make,
Christy Mahon, on the sidesof Meifin, 
when the night is down?

Christy; It’s little you’ll think if my love’s a
poachers or an earl's itself, when you'll 
feel my two hands stretched around you, 
and I squeezing kisses on your puckered 
lips ; till I’d feel a kind of pity for 
the Lord God is all ages setting lonesome 
in His golden chair’

(The Playboy of the Western World 
p.119)
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The first and most obvious point to be made is that 

one can imagine people making love like Pegeen Mike and 
Christy, but not like Iain and Flora. Although Brandane’s 
writing here is not without tenderness, it is stilted and 
artificial. It moves with difficulty v/hereas Synge’s 
language moves with the ease of conversation. Brandane plods 
along well-worn ruts of literary love-talk, while Synge 
takes the kind of risks which when they succeed produce an 
effect like the one contained in Christy's final words.
(Nicely balanced as they are by Pegeen's rejoinder 'That’ll 
be right fun, Christy Mahon, and any girl would walk her 
heart out before she’d meet a young man as your like for 
eloquence, or talk at all’).

Brandane often strives after poetic effects by the use 
of Gaelic phrases. It could be argued that his use of 
Gaelic is an attempt to overcome the problem of what
language his characters should speah. After all, many of
the people he is writing about, in both his historical and 
his contemporary plays, may well have spoken Gaelic, but 
the SoNoP. audience did not. So, one could argue, Brandane 
incorporates Gaelic phrases in the interests of being true 
to life. It is doubtful if this is the case. Brandane, 
one would suspect, uses Gaelic in an attempt to heighten
his language and to add to the ’romantic charm’ of the
plays. Phrases like ’Mo Ohridhe’, 'Ochanee, ochanee' or 
'Mo thruaigh’ may sound impressive to a non-Gaelic audience 
but it is the impression of ignorance. Brandane is using 
these phrases to holster up his rather undistinguished, not 
to say stilted, English - the number of times a character 
declares ’my pain and my longing’ or something of the sort 
in Brandane's 'serious’ dramas is depressingly often.

Brandane’s inability to write well in his 'serious’ 
dramas is counterbalanced to some extent by the language of 
his comedies, which is unpretentious and functional.
'The Glen is Mine' has dialogue which is lively and 
conversational, as have its author's other comedies. Only 
on rare occasions does Brandane write in a stilted fashion 
in the comedies. One outstanding example of this is the 
almost unbelievable English of Stockman, the iron-ore 
prospector, in 'The Glen is Mine’ -
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Stockmans- o». By the bye, Angus, ever done any 

deer-staMng yourself?
Angus S" (with a guilty start) Och, yes, when I 

was younger, I did a lot of gillying 
at that s anie *

Stockmans™ I wasn’t asking about gillying, old bean.
I was asking - ever done any slaying of 
the noble king of the forest yourself - 
eh?

Angus s™ (pretending amazement) Is it me? -
Killing a deer? - och but Mr. Stockman 
knows that is only for the gentry?

Stockmans™ (tapping him on the shoulder) Well, you 
are an old submarine, I must say I See 
here, it's this ™ I'm due to go south 
tomorrow ™ and I've been fool enough to 
write home about the great deer-stalks 
I am having in the intervals of 
prospecting for the mine here. And - 
well ™ can't you see, old pippin?
She’ll be expecting to see me returning 
a mighty Nimrod - eh what? (p.81)

One would hope that Brandane does not intend us to 
take Stoclonan seriously as a realistic representation of 
an Englishman (and yet it has to be admitted that the 
English soldiers in ’The lifting' who are certainly not 
comic characters, speak in a fashion similar to Stockman’s), 
Although Brandane's comic dialogue is largely successful, 
it is not distinguished. It is stage English before it is 
anything else, and although it works on the stage, it is 
doubtful if it bears much relation to the way people in the 
Highlands ™ English or Scots - actually speak. However, to 
be fair, as s^age English, it is effective.

An attempt has now been made to ascertain how far 
Brandane’s plays represent a genuinely Scottish contribution 
to the theatre. The conclusion must be that they do not 
represent a very great contribution. At best, Brandane's 
plays, in particular 'The Glen is Mine' , do attempt to come 
to grips with the life of Scotland, although they do not go 
very far in this direction, princ^ally because they are plays 
which do not often come to grips with life.



93.
George Reston Malloch was horn in Elderslie,

Renfrewshire in 1875 and was educated at Paisley Grammar 
School and privately. He died in London on 11th December 
1953 aged 78.

Malloch's literary efforts were not confined to the 
drama. He published several volumes of poetry, contributed 
short stories to various magazines and acted as dramatic 
critic for newspapers in Holland and this country. It was 
in this latter capacity that he appeared in the pages of 
'The Scottish ^ation', one of the short-lived publications 
edited by G.M. Grieve (Hugh McDiarmid) which appeared for 
some seven months during 1923« There is a distinct social 
bias in Malloch's criticism and sarcastic comments on 
'well-fed audiences’ appear not infrequently in it. On the 
other hand, Malloch shows a just appreciation of that 
supposedly revolutionary dramatist, Bernard Shaw - 

'"Major Barbara" is not so much a play as an 
unexploded bomb dropped from the Undershaft - 
Shaw serial battleship, which fell into society 
with a terrific thud. Men still talk about 
how they were jolted out of their armchairs - 
but one of these days the thing may really 
go off (44)

Malloch’s comments on a production of ’Volpone’ are 
interesting to the student of his plays. For Malloch 
Jonson's play -

'is a comedy of cynicism and in cynicism 
there is not vitality. It is against human 
nature’. We must believe in honesty or 
disinterested virtue or give up the struggle. 
Shakespeare, a greater genius, recognised 
that mankind is incurably optimistic' (45)

Without pausing to discuss the justice of this criticism 
(and Malloch has put his finger on the source of the 
extremely sour taste of ’Volpone’) one would note that 
Malloch asserts that mankind is 'incurably optimistic’ yet 
the attitude behind several of Malloch’s own plays, in 
particular 'Soutarness Water’, is one of dour pessimism*

Malloch deals with the London theatre in ’The Scottish 
Nation' and so he does not say very much about the drama in 
his native country, although on one occasion he attacks the
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drama critic of 'The Times' for referring in his review of 
'The Little Minister' to a 'fundamentally barbarous 
society and a barbarous system of phonetics' (46), and on 
another he comments on the Russian Blue Bird Company's 
presentation of a French ballad in dramatic form thus - 

'Here surely is a vein that our Scottish 
Theatre might develop; the ballads of 
Scotland as well as the ballads of France 
contain endless wealth of material' (47)

Malloch himself never explored this field although 
'Thomas the Rhymer’ and 'Prologue to Flodden' are set 
during what might be called the ballad period.

The Scottish National Players performed five of 
Malloch's plays, three one-acts - 'Thomas the Rliymer’ (48), 
'The House of the Queen' (49) and 'The Grenadier' (50) - 
and two full-length plays - 'Soutarness Water’ (51) and 
'The Coasts of India' (52). 'Wh.o was who 1951-60' states
that the 'Scottish National Theatre (sic)' also produced 
a play of Malloch's called 'Harvest' but this does not 
appear in the list of plays performed, published in 'The 
Scottish National Theatre Venture' (53)°

Malloch wrote several other plays which can be 
traced - 'Arabella' (54), 'Prologue to Flodden' (55),
'The Still Folk' (56), the last two being one-act plays ™ 
and 'Down in the Forest' (57)»

Two of Malloch's one-act plays, 'The House of the 
Queen' and ’The Still Folk', are obviously to be taken as 
allegories of the situation in Scottish letters and the 
Scottish nation as Malloch saw it. There is little action 
in 'The House of the Queen'. Three men are in the process 
of carrying loads up a bare hill on which, it emerges, they 
are to build a house for the queen. The first man is more 
willing to persevere with the task than are his companions, 
who refer enviously to the superior lot of the men in the 
South - 'Our brothers in the meadows of the South are 
happier' - where life is much easier than it is in the 
barren country in which they find themselves. The two 
recalcitrants suggest that the Queen is dead and decide to 
leave their task - 'I am for the South. I will toil here no 
more'. At this point a messenger arrives to ask why the 
house is not yet completed, and when the men tell him that
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they want to see the Queen, he points her out, or rather 
suggests to the men that she is standing in front of them. 
They appear to see her and return to their task, encouraged 
by the messenger who tells how the Queen will rally her 
people to the building of the palace and how the 'wonder 
ofold times will awaken again'. At the end of the play, 
the messenger, now alone on the stage, implores the Queen 
that he too should see her before he dies.

The play is obviously an allegory of the position of 
the Scotsman seeking to re-establish his national identity, 
or, more specifically, of the position of the Scottish 
writer in trying to recreate Scottish literature, and in 
the case of the Scottish playwright, to build from scratch, 
although within a specific literary tradition, a Scottish 
drama. The specifically literary interpretation was not 
uncommon when the play first appeared (58), and one can 
well see the parallel between the men labouring to build 
the palace and hence bring about the restoration of former 
glory, and the writers of the Scottish Renaissance who were 
trying to restore Scottish literature to its former glory.
It is to Malloch's credit that he shows no naive optimism 
about accomplishing the task and in the messenger's final 
invocation he suggests very skilfully that the task he 
and his fellow writers are taking on is one which may 
never be accomplished. The Queen may never appear - the 
men are persuaded she does, but this is obviously a 
hallucination induced by the messenger - and former glory 
may never return.

'The House of the Queen' suffers from a lack of 
dramatic action, of which it has virtually none, but serves 
as an apt prologue to 'Soutarness Water' which it preceded 
in performance. In 'The Northern Review' Alan Wylie had 
this to say of the play -

'The House of the Queen' may yet be the 
'Kathleen ni Houlihan' of the Scottish 
movement' (59)
While the play is a call for literary and political 

nationalism its claims to be 'the'Kathleen ni Houlihan' 
of the Scottish movement are not nearly so strong as those 
of 'The Still Folk', a one-act play which seems to have 
been modelled directly on Yeaté' play.
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The play is set in the house of a wealthy London 

businessman, Ian Macdonald, who was born in Scotland and, 
much to the annoyance of his wife, Lady Mary, has just 
bought the island on which he was born to which he is 
proposing to return. Lady Mary tries her best to dissuade 
her husband without success. He, for his part, tells her 
of a dream he had just before he left the island as a 
young man, in which the hillside had opened and he had 
been kissed by a beautiful woman.

Lord Buckingham, a friend of Lady Mary’s, calls and 
proceeds to make some uncomplimentary remarks on Scottish 
Nationalism which are parried by Macdonald. At this point, 
'The Woman’ enters unannounced, speaking a rather stilted 
English, for as she says 'I do not speak this tongue 
easily’. While Buckingham suggests to Macdonald that he 
evict the crofters on his island and turn it into a deer 
forest, The Woman draws a picture of the desolation attendant 
upon dépopulation*

’And I see the smoke dying out from many a 
house. I see a great ship coming through 
between the islands, and gathering the 
sons from the mother and daughter from the 
father and leaving the old alone. I see 
the houses crumbling and the boats rotting, 
and the nets flying on the wind. Old. 
folks ... and silence’

Buckingham:- Dashed poetic these Highlanders are,
Mary I

The Woman goes on to remind Macdonald of his dream 
and it soon emerges that she is calling him back not just 
to his island but to the rejuvenation of the way of life 
which Buckingham’s proposals would destroy. When asked who 
she is The Woman replies ’I am of the Still Folk’ who, she 
explains -

’are bound to men as the water to the shore, 
as the hills to the valleys, as the flower 
to the stem. Shall not the Sidhean speak 
when the voices of men fail from the homes 
of their forefathers and the hill is left 
to the eagle and the valley to the stream?
In whose eye shall we float, in whose side
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shall we walk in silence? In whose dreams 
shall we dwell when the sons of men have 
departed and left the island desolate?'

She kisses Macdonald and tells him that the third 
kiss he receives - her's being second after the woman in 
the dream - will give him 'peace and everlasting rest'*
Then she leaves; Macdonald orders his bags to be packed, 
since he is going away 'for some time'.

The woman is obviously a symbolic figure like 
Caledonia in Malloch's*poem, 'A Vision of Caledonia' who 
cries -

'Oh my fair land awaken!
My bosom is torn with dread!
Ere thy hills are ill forsaken
And thy great heart dead' (60)
It is unfortunate that the symbolic figure of the 

Woman does not fit at all well into the naturalistic frame 
of the play (one is reminded of Eliot's Eumenides) and that 
this incongruity leads to absurd effects, as when Buckingham 
makes his remark about the poetic Highlander or the Woman 
asks for honey and water to drink. Indeed the continual 
contrast between the banter of Lady Mary and Buckingham and 
the quasi-mystical talk of the Woman and Macdonald sets up 
internal stresses the play cannot support, while the 
political propaganda is much too topical to fit in with 
the generalised invocations of the Woman.

Malloch seems, then, in 'The Still Folk' to be 
attempting to emulate 'Kathleen ni’ Houlihan'. That he 
does not succeed very well in the attempt is due, not just 
to any superiority Yeats might have as a dramatist but to 
the framework he chooses for his play. Yeats introduced 
Kathleen ni Houlihan into an eighteenth century rural Irish 
environment where she is quite acceptable - the nearer they 
get to our own time our own scepticism and our urban
environment, the more difficult it becomes for writers to
introduce mystical or symbolic figures whose very existence 
depends on superstition and credulity.

One final point; Malloch, like Brandane, was a
Lowlander, yet when he wants to talk about the glory and
beauty of Scotland it is the Highlands only he talks of.
One could argue, from what has been already said, that only
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the Highland traditions would allow of the creation of a 
symbolic character like The Woman, since the lowlands 
epitomize the very tendencies which have been characterised 
as inimical to the creation in art of symbolic figures 
representative of them. This is true, particularly if one 
is only interested in creating pseudo-mystical characters 
who speak with the hazy imprecision of The Woman, but it 
does seem that writers who follow Malloch's course in 'The 
Still People' are isolating themselves from Scottish 
experience, whether (real) Highland or Lowland, and 
substituting a purely imaginary one.

'Thomas the Rhymer', the first play of Malloch's to be 
performed by the 8.N.P. suffers, like 'The House of the 
Queen' from a lack of action. Malloch takes as his subject 
the legend that Thomas the Rhymer, who had spent some time 
with the immortals in fairyland, was finally summoned to 
return thither and had to leave house and family to do so* 
Much of the play is taken up with the stodgy discussion 
among Thomas, a knight and a friar on magic, superstition 
and allied subjects. After his companions have gone, Thomas 
soliloquizes thus, as he drinks -

'This at least is real and no dream. They 
are fools who philosophise, and seek to 
realise dreams. The fulness and richness 
of this life are all that we can hope to 
attain. There is an element of greater 
richness to which we are somehow akin but 
which we can never reach. We long for it 
but cannot attain it, and so we must live 
this gross, life, and time makes us love it.
It is summer for the body; it is winter 
for the soul. Our souls go like ducks 
walking on the ice; we can see our natural 
element but cannot reach it. Let us to 
the farmyard then, where there is food'

One sees well enough that Malloch is concerned with 
the tension between man's role as a creature of the 
material world and his role as a creature of (some one or 
other) spiritual world, but the language he gives Thomas 
to express this tension is flat and untheathrical.

As the play continues, the Rhymer becomes worried
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since he discovers that 'signs' which indicate his 
impending recall to Fairyland, have occurred. He tells 
his wife that he once dreamt that he lived with the Queen 
of Faery, hut longed to return to the mortal world.

'who that was horn a man would not!
Human roots go deep. They love the 
dung about them. The children of this 
vexed world cannot bear the unmortal 
calm. I longed for the harsh voices 
of men, for the fires round which men sit 
in winter telling stories of old times*
I longed for anger, hatred and imperfect 
love, for hope, and even for despair.
All, we are too near nature to suffer 
the immortals. We have our seasons like 
the trees and the flowers, and, like them, 
we have the mercy of death. We are not 
framed for immortality, our systems cannot 
sustain the burden of perfection. It is 
a good thing to die at the last'

At the end of the play, Thomas is summoned by a milk- 
white hart and hind and, ironically, has to leave the mortal 
world, which promises death, for the immortal one which 
condemns its inhabitants to perpetual existence. Malloch 
seems to be saying that human beings, are not suited for 
immortality, but this may be to take over-much out of 
what is a very slight play, at best a sketch for a play.

'Prologue to Flodden' is again a historical play, 
which deals (in one act) with the murder of James III 
after the Battle of Sauchieburn. The play opens at the 
Miller's cottage near Stirling where the murder takes place. 
The Miller tells his wife, Mirren, how he has deliberately 
avoided the soldiers and lords on their way to the battle.
All the characters in the play speak blank verse, but only 
the Miller and his wife speak in Scots (being of the lower 
orders'.) while the aristocracy speak in English. Here is 
an interchange between the Miller and his wife -
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Miller Aye Mirren,

And folk like us maun win as best they can.
Whit chance o' war micht come to us, God kens,
And He alone. Oor bairns are hid awa’
Vfi' their Granny on the hill; we've brose and bread. 
And rooftree owre oor heids; and who’s to tell 
The richts and wrangs when Kings and Hellcat lords 
Gome to the sword straik!

Wife 2“ Dinna vex yersel!
There’s fashery enow in thae black times 
Wi’oot you meddlin' in great folks’ quarrels.

Miller s~ Aye, Maybe so. Whichever way it fa’s
They'll aye want corn ground. Men maun eat in war 
Or peace. Aweel, the King'll win through the day,
The honest man! He’s been sair pit upon,
And maybe, Mirren, A shouldna be staunin here 
Vdien he has need o’ men. Aye wha’s to say!
Yestreen, when A wis winnin’ back frae Gauchie 
A caught a glish o' him and his nobles ridin’
A whippit sharp intae the m  od when A see them!

Even although the movement of the thought is jerky, at 
least Malloch succeeds in creating the effect of conversation 
in these lines. On the other hand, when we come to the 
case of the king and his lords, Malloch writes a stilted 
pastiche Shakespearean verse. Here, for example, is the 
King who has been carried wounded into the Miller's house, 
having fallen from his horse outside -

'Those words of habit, Duty, We, Ourselves,
That are upon a king's lips all day long,
They mean, men hold, the King’s no more himself 
But the whole people. He is the realm, the nation,
The visible head of things to which men look 
For comforts he is Justice, he is mercy,
He is their bulwark against foreign peril,
Their safeguard against home-bred Icnavery;
If he is overthrown, all’s overthrown,
And life's a rabbiement of evil tongues 
Swearing their little hates, and all's contending 
Strength against weakness, evil against good,
God no more visible and Chance the ruler'
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Quite apart from the question of whether it is 

appropriate (dramatically appropriate) that the king should 
speak in English, one cannot deny that Malloch's attempt 
to out-Ghakespeare Shakespeare is unsuccessful* like most 
pastiche, the verse is basically dessicated and lifeless. 
Furthermore, Malloch occasionally allows the style to be 
marred by a casualness which leads to ludicrous effects, 
as in the following passage, spoken by the murderer,
Borthwick -

'King, I have been cast down from a high place 
And hunted by your officers like a beast 
Till beast of prey they made me. Now my hand’s 
Against all men and all are against me 
But I can't help laughing at what's happening here 
This is the kind of thing life does to men'

The change of register in the underlined passage can 
only produce laughter.

Malloch does not make much of his material in 'Prologue 
to Flodden'o As the verse is pastiche, so are the thoughts 
as can be seen from the quoted passages. At the end of the 
play the Miller moralizes on the fate which awaits the dead 
king’s son -

' Aye noo he’s s purr in' aŵ a' hetfit to his dooming,
Goon to be made the Lord's Annointed King
Him but a lad! There’s lewrand folk await him
On the lang road to the lofted house o' his dreams'
This kind of verbal haze may be perfectly acceptable 

at the end of soap-opera, but in serious drama we are 
entitled to demand a little more.

'The Grenadier' is set in the present. Duncan Grant, 
a schoolmaster in a Highland village, and his blind wife 
areswaiting the arrival of the steamer, 'The Grenadier', 
which is to take their daughter on the first stage of her 
journey as an emigrant to the H.G.A. Grant very much 
regrets that his daughter is going. The steamer is late 
and the Highland maid, Flora, (Grant is himself a Lowlander) 
says that she has had a premonition that when it arrives 
the flag will be flying at half-mast. As we have deduced 
before we are actually told, the dead man is John Grant, 
returning from his studies in Glasgow on the boat which is 
to take his sister Margaret, away from home. When 'The
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Grenadier’ arrives it emerges that John had been 
skylarking and consequently had been killed by one of the 
steamer’s paddles. His parents and the captain agree to 
keep this dreadful news from Margaret who sets off on her 
journey completely unaware of what has happened. At the 
end of the play Flora comes in with a message of comfort 
from the minister who has heard of John’s death - 
Flora 3- The Minister ^ave me a word for you.

"The Lord gave and the Lord hath taken 
away; blessed be the name of the Lord’"

Grant (with a wild laugh) No, No! No, no! It
wasn’t the Lord .... It wasthe Grenadier! 
Ha-ha-ha-hal

It is easy to find faults in this play. Again it is 
only really the sketch for a play, the action is too 
predictable, and Malloch seems to share John Brandane’s 
clicheed notion of the Highlander (Flora has the second 
sight), but nevertheless one can discern in this play a 
definite attitude to experience. For Malloch, life is very 
harsh - not only is Grant’s wife blind, not only is his 
daughter leaving,but his son is unluckily killed. (The fact 
that' it is ill-luck does limit the possibility of our 
feeling greatly moved by this death). Religion can offer 
men no consolation on this wretched situation. This 1b ad.s 
one directly on to a consideration of 'Soutarness Water’ 
the first play of Malloch’s to merit serious attention.

’Soutarness Water’ was performed by the S.N.P. 
apparently after a great deal of heart-searching on the part 
of the committee which was rather worried about the effect 
a, play which has as its climax an incestuous marriage, would 
have on its audience. They knew their audience well, for 
it appears that the spectators reacted ’unapprovingly’ to 
the blasphemy in the second act by Andrew Pochart (61), a 
reaction which was really against the entire spirit of the 
play, and not just one character.

Malloch prefaces his play by quoting an 'Old Scots 
Rhyme ’ -

'Tweed said to Till,
"Wat gars ye rin sae still?"
Till said to Tweed,
"Though ye rin wi’ speed,
And I rin slow.
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Wlien ye drown ae man,
I drown twa" '

The grim fatalistic atmosphere engendered by these 
lines pervades the entire play. In the first act, Hugh 
Munro has an argument with his widowed mother over his 
courting of Jean Dochart, daughter of Andrew Dochart of 
the Mains, whom Mrs. Munro says is a loose woman* The 
parish minister, Mr* MacPhail, arrives while they are 
arguing, and when Hugh leaves for the Mains, Mr* MacPhail 
warns him not to return late if he is proposing to use the 
stepping stones across Soutarness Water which runs outside 
the Munros' house* When Hugh has gone, Mrs* Munro tells 
Mr* MacPhail that Jean Pochart's mother had been the lover 
of her husband and when the two parted to marry different 
people, Jean McIntyre, as she was then, 'ill-wisht' old 
Hugh for breaking up the relationship - '111 or well, 
trickle or spate, Soutarness Water' 11 get ye yet' she 
apparently said to him, and these lines, repeated throughout 
the play, give specific relevance to the epigraph* Munro 
was later drowned in Soutarness Water* The minister insists 
that this is merely coincidence and says he is shocked she 
believes in 'such nonsense'* After the minister's 
departure, Daft Jock, the local half-wit, enters and in the 
course of conversation tells Mrs* Munro that Mrs* Dochart 
of the Mains was his mother* As the noise of the stream 
increases he hysterically demands to be let out of the 
house* Left to herself, Mrs* Munro, worried that Hugh went 
without her blessing, decides to go across Soutarness Water 
to meet Hugh* After she exits, there is a cry* She has, 
of course, been drowned*

A large part of Act II, which takes place on the day 
of Mrs* Munro's funeral, is occupied by Andrew Dochart's 
reflections, prompted by whisky, on his past life and on 
religion* He tells Daft Jock that he was once a staunch 
church-man but he has left the Kirk, since he has lost his 
faith in God* Later, he tells Innes and Robson, formerly 
two of his fellow-elderss how Jean McIntyre had unknown to 
Dochart, been compelled to marry him when he settled a debt 
of her father's - after Hugh Munro jilted her to marry a 
woman with more money than Jean* Jean kept seeing Munro 
and young Jean is their daughter* So young Hugh is about



104.
to marry his sister* The elders do not give Dochart much 
help in his terrible dilemma, and he seems about to tell 
Jean and Hugh something of the truth when he is suddenly 
paralysed by a stroke*

The third act takes place on the wedding-day of Jean 
and Hugh* Andrew Dochart, still paralysed and speechless 
from his stroke, watches the proceedings from a wheel-chair* 
'Alien the minister comes to the 'impediment' clause Daft 
Jock interrupts - 'wha wadna lauch tae see a man merrit tae 
his ain sister?' The wedding is abandoned, and events move 
to their grim conclusion - Jean drowns herself in 
Soutarness Water and Hugh shoots himself*

In view of what has been said earlier about the 
undramatic nature of Malloch's writing, it is only just to 
say right away that this is not the case with 'Soutarness 
Water'. The following two extracts substantiate this 
conclusion*

3- A'm for oot*
I- An' whaur may ye be gaun'?
s- Oh, A'11 just tak' a donner roon'
:- Ye needna think tae deceive me.
s- A'm no' wantin' tae deceive ye, mither,

but ye kin o' ask for it*
Hugh Munro, that's nae wey tae speak 
to your mither. A ken fine whit's 
in your mind*
Weel, an* if you do, whit wey dae ye 
speir at me? There's nae deceit 
aboot me, naturally, but if A wis tae 
say A wis gaun' owre tae the Mains 
there'd be a fine to-do.

An' maybe there'd be call for it* A'm 
no' wantin' ony lass frae the Mains 
brocht intae your father's hoose as 
his son's wife. Ye ken ma mind aboot 
it onywey *

(p. 9-10)
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Mrs * Munro 
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Dochart s- A God's mercy, Jock, is a thing the 

deevil wad spit on* AMhen the weasel 
gets a rabbit by the windpipe, it ca's 
that a God's mercy* Wien a tiger gets 
its teeth intae some puir black heathen, 
it ca’s that a God's mercy. There's no' 
a black evil thing done aneath the sky 
that somebody or something disna’ ca' 
it a God's mercy. Wisna the war wi' its 
millions o' butchered lads a God's mercy?
Didna the minister here thank Him every 
time we kilt mair Germans than they kilt 
o’ oors, an' every time .a German shipload 
o' men went doon wi' burstin’ boilers and 
explodin' shells an' cauld water an' 
death? Didna the Germans cry out in 
praise o' God for ilka deevilish barbarity 
they put upon oor lads? Heughl Maybe 
auld Hugh Munro thocht Jean Dochart a God's 
mercy tae him* Nae doot but he wad pit 
up a bit prayer o’ thaiksgivin’ - he wis a 
releeglous man, wis Hugh an' an Elder o’ 
the Kirk. Maybe his children will be 
speakin' o’ God’s mercy when A ’ve tellt 
them whit A've tae tell’

(p.45-6)
For the first time in Malloch's work one feels that 

his characters are speaking the way real people speak. In 
the first extract the conversation moves naturally between 
Hugh and his mother and has none of the stiltedness of 
Malloch's earlier plays. Likewise, the fairly long speech 
by Dochart, quoted above, sounds much more natural than 
anything in 'Thomas the Rhymer' or 'The Still Folk'. The 
idioms are the idioms of the south of Scotland ™ one can 
still hear phrases cast in the form used in the underlined 
words above, for example.

'Soutarness Water' could well be described as a 
Calvinist play, not merely because a large part of the play 
is devoted to a discussion of the doctrine of predestination 
but also because the events of the play do imply a pattern 
of fate into which the characters must inevitably fit,
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whether they like it or not- Admittedly, the starting 
point of the play’s grim events is the curse Jean McIntyre 
places on Hugh Munro, and one could argue that it is the 
dark forces thus invoked which are responsible for the 
catastrophe, and not predestination. But one does feel 
that there is a definite correlation between the idea of 
predestination and the idea that, after a curse, certain 
events are pre-destined, although it is not a correlation 
that Malloch explores to the full. Calvinism and a belief 
in the power of curses are not incompatible bedfellows - 
far from it.

The minister in the play appears to be a ’new licht’
(to use the term current in Burns’s day), and does not 
appear to believe in either evil powers or in predestination. 
The irony of the events of the play for him, is that they 
seem, to prove that there are malevolent powers at work 
intent on destroying human happiness. Neither he, nor the 
kindly elder, Robson, a man who has his doubts about 
pre-destination, is able to prevent the catastrophe. Innes, 
another elder, hard unsympathetic character as he is, seems 
much nearer the truth when he alludes to the 'sins o’ the 
faithers’ being visited on the children - although Innes 
had earlier suggested to Dochart that he stop the wedding. 
That Dochart is prevented from doing so by his stroke 
seems to bear out Innes’s own professed believe in pre­
destination, in the face of which human beings are powerless® 

In the speech of Dochart’s quoted earlier, he seems to 
be condemning the abuse of religion which sanctifies 
something intrinsically evil - for example, the death of 
the soldiers of an enemy nation, but Malloch has him pursue 
his thoughts further when he places a whisky bottle in front 
of the two elders, Innes and Robson -

’For jist oonseeder the power o’ that bottle!
It mak’s bad men feel guid an’ fu’ o’ soft
repentance. It mak’s guid men bad and fu’ o’
anger an’ a* sorts o’ unrighteousness. It
Wall fire a saint tae lust after weemen. It
can mak’ the wise intae fools an’ fools as 
happy as the wise. It mak’s guid lassies 
intae whores an’ gars whores think themselves 
guid lassies. There’s black murders in that 
gowden bottle, an’ prisons an’ the gallows;
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a’ the dark thrills o’ lust, an' hatred, 
an’ weans hurled under a hedge 1’ the mirk 
o’ nichto Aye, there’s madness in it an’ 
ripe wisdom, an' folly an’ tears, It has 
power over a’ men and weemen. See - A pit 
it there in the centre o’ the board tae 
preside owre the Session, like the Holy 
Spirit ye and the Minister is sae fond o' 
askin’ tae descend on yer deleeberations 
whit does it stand for saintly sirs? Walt 
could it stand for but Hod Himsel’, since 
its power is unbounded an' brings as much 
meesery intae the warld as His does’

(p.49)
By his identification of the power of G-od with the 

evil power of whisky, Mailoch (for the events of the play 
bear out what Bochart is saying) is not only suggesting 
that the Oalvinist God is in truth an evil one, but also 
seems to be going on to suggest that God or the power which 
orders human destinies in the world, is essentially 
malevolent <,

There are faults in 'Soutarness Water’. Hot all the 
dialect is convincing, some of the events of the play are 
a little too melodramatic, and Malloch’s ideas could have 
been presented in a clearer fashion, but it remains a play 
which must rank high in the achievment of the Scottish drama 
this century - it is a truly Scottish play, not because it 
is set in Scotland, but because its principal and 
subordinate concerns - predestination and the power of evil 
being the former, and the wisdom of the apparently daft 
(cf. 'Sunset Song’ by Grassic Gibbon) being one of the 
latter - are rooted in the Scottish psyche*

Of Malloch’s other plays, ’Down in the Forest’ is of 
no account, while 'Harvest' is a rather lifeless expose of 
the seamy side of life in an apparently respectable 
Scottish manse* The Reverend James Patrick is completely 
unavmre of the fact that for years his sister, Jean, has 
been having an affair with his old friend, Oaptain Duncan 
MacDougall, under the minister's roof, when MacDougall is 
on shore leave* The captain has, however, tired of Jean 
and is attracted to Patrick’s ward, Anne Semple* Jean
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resents MacDougall's behaviour and is so jealous that she 
plans to poison both the captain and herself, but changes 
her mind at the last moment* Anne and the captain marry 
while Jean, having refused an offer of marriage from the 
local doctor, is left at the end of the play resigned to a 
lifetime as her brother’s housekeeper,

’Harvest’ never comes alive, despite the fact that 
the material which Malloch has at his disposal could form 
the basis of a substantial, if somewhat melodramatic pia,y.
One cannot believe in the characters or their situations 
because Malloch’s writing is so unoriginal, although the 
play is remarkably frank for the period. It is not known 
whether ’Harvest’ v/as ever considered for production in 
Scotland (the play was actually put on at the ’ Q’ theatre 
in Brentford), but it is doubtful if an audience which 
objected to parts of ’Soutarness Water’ would have tolerated 
’Harvest’.

’The Ooasts of India’ is much more worthy of attention* 
The play concerns itself with the aspirations of several of 
its' characters towards more satisfying lives than they are 
able to have. The heroine of the play, Marion Main, the 
daughter of a mill owner, at one point talks to Gray, one 
of her father’s men who hasbeen dismissed because he stated 
the case for a wage increase a little too strongly for Mair’s 
liking. Gray tells Anne of all his frustrated hopes, of 
how he would have liked to have joined his brother who is 
an engineer on a boat which sails on ’the coasts of India’. 
Anne is struck by this phrase which seems to her to embody 
all her own aspirations. The theme of the play is that 
life rarely allows us to reach the coasts of India. Anne, 
very much the Shavian woman, is unable to study as a doctor 
since her father’s business is forced to close down at the 
end of the play and rather than wearily go on working and 
studying part time to become a teacher, she accepts a 
proposal of marriage from an old but persistent suitor.
Her acceptance of this is seen as a defeat of her desire 
to be independent. Several of the other characters in the 
play find their hopes in life curtailed in a similar manner, 
among them Anne’s cousin Tom who ends up as a coal salesman.

Other themes ard touched on in the play but not 
developed. Malloch introduces the theme of industrial
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conflict but then drops it. The relationship between the 
sexes could bear deeper examination than Malloch gives it 
His presentation of old Mair in financial difficulties, 
after he has lost all his money, is somewhat comic (Mair 
is, for example, shocked to learn that his wife now- shops 
at the Co-op) although the effects of such a change of 
fortune are reasonably well conveyed.

The basic fault of the play is its undistinguished 
language which continually detracts from the impact that 
it might otherwise have. Here is an interchange between 
Marion and Tom at the beginning of the third act.
Thomas Mair: - ... People here don’t see beauty.

Beauty's not quite respectable. It’s 
all a puzzle to me. Sometimes I get 
very gloomy ™ and then just a beautiful 
evening like this makes the moment it 
lasts worth while. But that’s sort of 
sad too.

(A corncrake begins calling in the fields) 
Marion There’s the corncrake. It sounds so

mysterious - often I lie awake at night 
listening to them and thinking of the 
dim fields stretching away under the 
moon. And I long to get up and go 
away over the fields to some place I 
have never seen. Perhaps it doesn’t 
exist, perhaps that’s why I want to go 
there.

Thomas Mair:- They’ve got a nest somewhere in the big 
field. Crex pratensis, that’s its 
scientific name. There, you see where 
I’ve got with my pottering about in 
natural history - giving a Latin name 
to a wild mysterious thing like that 
bird. I’ve got a stuffed one at home - 
I’ve got a collection of stuffed birds 
and empty egg shells. Oh my God, you 
see where I’m travelling to I Sometimes 
I forget about beauty and poetry and 
all the adventures of life and collect 
these wild free things and stick labels
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on them. I try to be interested to 
keep myself from doing something 
strange - and then suddenly a note of 
music, or looking at you, perhaps, or 
a night like this, and the whole thing 
is dead, my birds are just dead, stuffed 
things that I hate, things that mock me. 

Marion s- Oh Gousin Tom, that's v\fhy I am so anxious
about life. It's such a splendid thing - 
the world's so great - it's so full of 
beauty and poetry and adventure - and 
it's dreadful to think how easy it might 
be to miss all that.

Thomas Mair:- Marion, for God's sake, don't you miss 
it. Do what you want to do and don't 
give way to anyone or anything. I'm 
done for now, it's too late for me. But 
you haven't begun yet. Oh don't let old 
people force you into things. Ghoose 
your own. way. Hever mind what they say 
about duty and morality and doing what 
is right. You must find all that out for 
yourself. Live, Live I They argued me 
into an incompetent business man with a 
wife and child and all sorts of 
responsibilities I didn't want. Don't 
listen to them - listen to that birdI 
It's like the voice of all this mystery.
Aye the gloaming, t,he blue hills, the 
sweet-smelling fields - beauty - 
infinite peace ™ beauty - what does it 
all mean?

Marion : - Somewhere infinite beauty that we can
strive to reach.

Thomas Mair:- Dragging our heartstrings. Well, I'm 
getting sort of sentimental (laughs)

At times this reads like an embarrassinly bad 
translation of Chekhov, in whose .hard s such a scene would 
have a profundity that completely eludes Malloch.

Marion 
Thomas Mair
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The great merit of the play, however, is that Malloch 

as in 'Soutarness Water' deals with recognisable human 
experience and does not invite us to escape to some non­
existent Scottish fairy land. That in the end is Malloch's 
achievment.

Turning now to the most frequently performed S.H.P. 
plays, the most popular play the.S.H.P. performed was the 
one-act 'A Valuable Rival' (62) by Hell P. Grant, Jameson, 
the old proprietor of a newspaper in Sweno, a small 
northern Scottish town, is apparently worried about the 
competition from another recently formed paper, run by a 
man. called Bain, His daughter, Maggie, has discovered a 
forged letter which Bain has used some years previously to 
further his career. Bain is summoned and it looks as if 
Jameson is going to destroy him, but the older man burns 
the incriminating letter because he values the competition 
which Bain provides - he has been most unhappy since he 
smashed his previous competitors. When Maggie protests, 
after Bain has left, he warns her that unless she desists, 
he will tell the wold of her infatuation for Bain, which 
he has discovered and which the audience v/as supposed to 
guesso

It is not 8, play of any great account, but its success 
can probably be at least partially explained by the way in 
which theatrical interest is maintained and by the interest 
which the characterisation of Maggie might arouse in the 
audience, although the author's psychological insight 
could scarcely be described as penetrating,

Morland Graham's 'G'Est La Guerre' (63)y another 
popular one-act, is a touching little play set in France 
during the 1914-1918 war, Jock Broon, a soldier from 
Shotts, helps Marie, a French girl who has been wounded, 
by bandaging her arm. They talk in a mixture of languages 
and there is the beginning of a relationship between them 
before Jock le aves Marie and her father, while they are 
asleep. The play, the effect of which depends on the 
ordinariness of the people involved, is rather spoiled by 
making Marie an actress v\rho has played Shakespeare's Juliet 
in Bariso

J.Ao Ferguson's 'The Scarecrow' (64), is set in 
Invernesshire in the early nineteenth century. It is not
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tho*author'8 best work, A policeman has been asked by 
an. old woman who thinks some kind of witchcraft is going 
on in a house, to investigate. In fact, what is going on 
is that a girl is hiding a wanted man in a barrel containing 
a scarecrow. The man occasionally moves the scarecrow 
giving the impression that it has a life of its own. At 
the end of the play, the man escapes using the scarecrow 
for cover and the policeman collapses at the sight of the 
'tattiebogle' taking on life.

By way of balance, mention should be made here of 
Ferguson’s 'The King of iVIorven' (65), a very un-romantic 
play about the Highlands, also performed by the S.N.P. The 
action takes place in the house of McAskill, a factor who 
is responsible for ’clearing’ an estate. His wife is very 
unhappy about the situation. A tinker arrives, ostensibly 
to sell delf, and talks, much to McAskill’s annoyance, 
about the empty cottages he has found on his way. Tension 
develops to such an extent in the house, that McAskill 
walks out and tells thi’ee sailors that the tinker is a 
wanted criminal. Mrs. McAskill prevents the sailors from 
press-ganging the tinker, but, as McAskill denies that 
she is his wife, both she and the tinker are abducted by 
the sailors. This is a dramatic play that gives grim 
expression to the author's view of the Clearances. McAskill 
is a man so corrupted by the evil that he is doing that he 
is prepared to see his own wife abducted*

'The Dawn' (66), by Haomi Jacob takes us back into the 
romantic world of Highland myth. Two old people are 
reminiscing about the '45 in which their son has been killed. 
A mysterious traveller arrives and it is soon obvious as 
he talks of his trials with a gloomy sentimentality and 
looks forward to 'the dawn’ that he is the Young Pretender.
It is a lifeless play,

'The Crystal Set’ (67), by J.H. Bone also has a rural 
background, although a contemporary one. It is set in a 
village in Renfrewshire and concerns the efforts of Willie 
to listen to his crystal radio set despite the interruptions
of Gracie, his wife, emd Granny, However, his efforts are
of no avail for he inadvertently smashes the set himself.
It is a very slight play which despite the apparent
modernity of the crystal set, has about it an archaic
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quality, w^hich is of course reinforced by the use of 
dialect.

Only two of Joe Gorrie's plays were presented by the 
SoH.P. Corrie, it could be argued, is the dramatist with 
the greatest claim to be a Scottish folk dramatist, a 
claim based on his plays about ordinary working people - 
he was himself a miner ™ not on the large number of rather 
pointless pieces he turned out for the amateur movement. 
Bridie was of the opinion that Gorrie was ruined by the 
amateur movement (68), and one can see what he meant.
A dramatist who could have developed some stature, he 
wasted his talents on kitchen comedy.

'The Shillin' A Week Man' (69)? a one-acter, deals 
with the efforts of a Mrs. Paterson to avoid the 'Shillin'
A Week Man' ~ to whom she owes money. She hides in the 
back-room while her daughter tells the collector she is in 
girkcaldy. The collector becomes extremely angry 
discovers Mrs. Paterson and threatens to have her husband's 
wages stopped. At this point, Paterson arrives, having 
just been paid off and despite his wife's efforts, finds 
out about the debt. The play ends rather anti-climatically 
with Paterson telling his wife to pay sixpence a week when 
he can.

Therd is, in the play, a sense of poverty, which is 
brought out in small things such as the borrowing of tea, 
and in larger things such as redundancy, strikes, and the 
shillin’ a week system itself. This sense of poverty is 
also found in a more deliberately humorous play, 'The 
Poacher' (70). John McCordie, against his wife's will, is 
out poaching when his daughter, Bell, brings home the 
gamekeeper, Rab Bitty. Bitty will not budge from the house 
and when John returns home he is deprived of his trousers 
by Bitty'8 dogs which are outside his house. Bitty is 
finally got rid of and John goes to bed in a rage. Bell, 
having been sent for whisky, returns and says she has 
dropped the bottle, and there, again rather weakly, the 
play ends. Poverty is apparent in John, for example, trying 
to coax money from his wife and in a speech by him about 
the injustices of society, but Gorrie displays a fatal 
tendency to aim for laughs at all costs, a tendency which 
stunted his growth as a dramatist.
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George Blake is a man with a reputation for writing 

honestly about urban Scotland. He contributed 'The Mother' 
(71), and 'Glydebuilt* (72) to the S.H.P. 'The Mother* 
falls into the category of plays about the hot-blooded 
Highlander, the stereotype of which Brandane was so fond.
The play is set in a croft at a place called Ardlamey.
Morag Gillespie, àhe tenant of the croft, is told in the 
first scene by Oatto, the Baird's factor, that she must 
give up her house since the laird wants it. Gatto, it 
emerges, is really the father of Morag's son, Alastair.
In the second scene the laird arrives and reiterates to 
Morag that she must leave her home. Alastair, who has 
discovered the truth about Gatto, bursts in and murders 
him. He flees for his life and at the end of the play old. 
Galium, Morag's father-in-law, is left muttering, as he 
has done throughout the play, 'There was aye a Gillespie 
in Ardlamey'„

The play could hardly be described as tragic, though 
it has dramatic power. It lacks the depth of 
characterisation necessary to engage the audience's 
feelings, other than on a superficial level.

'Glydebuilt’, a full length play, deals with the 
Crockett family, the owners of an old established Greenock 
firm of life-boat builders, which is facing bankruptcy.
Ruin can only be avoided if the firm is bought iip by 
Mersons, an English firm which has Jewish connections. The 
price that Crocketts have to pay is the marriage of Old 
Crockett's granddaughter, Jean, whose father has been lost 
at sea, to Stanley Merson, the son of the owner of Mersons* 
Jean's mother does not favour this mtch understandably, nor 
does she want her daughter to marry Harry Douglas, a sea 
captain, because of his hazardous occupation. Jean's mother 
is contrasted with her Aunt Helen, a social climber, vdio 
is very much in favour of her niece marrying Merson.
However, at the critical moment vdien Harry Douglas is feared 
drovaied, and Jean has agreed to marry Stanley Merson,
Douglas returns denouncing the jerry-built Merson ship which 
sank beneath him - the life-boats which saved his life were 
Crockett products. Old Crockett, on hearing this, decides 
that he prefers ruin to an alliance with Merson, and tears 
up the merger agreement.
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Although there is a moral conflict in the play, and 

one's sympathies are with old Crockett in his dilemna, the 
characterisation is lacking in depth. The play is also 
redolent of the '% a ' s like Us' attitude of the Scots and 
there are strong anti-English, anti-Semitic and anti- 
American feelings in it. However, credit must he given to 
Blake for writing a well-constructed and dramatically 
interesting play*

Gormac Simpson, who began writing under the 
encouragement of Alfred Wareing, spent most of his life 
teaching in London and this seems to have encouraged him in 
a romantic nostalgia for Scotland which is apparent in his 
plays. The central character in 'The Flower in the Vase'
(73), Irene Erndom, decides to forsake London and. the 
fashionable marriage her mother has arranged for her, to go 
and live with her friend, Mary Cameron, at Mary’s parents' 
farmhouse near Aberfoyle. After much romantic to-ing and 
fro-ing, Irene and Andy Cameron decide to get married, much 
to the annoyance of Mrs. Erndom who puts in a piqued 
appearance at Aberfoyle. The contrast between the 
metropolis and the country is constantly emphasised to the 
latter's advantage, in extremely banal language ™ at one 
point, for example, Irene refers to 'the green world calling 
me home out of the smooth hot, dusty desert’. The play is 
amateurish and pretentious*

The anti-urban theme is continued in 'Ayont the Hill'
(74); John Kerr, an old farmer, suddenly decides that he 
wants a change of life, and despite the advice of family and 
friends forsakes his farm and his wife who is unwilling to 
accompany him, for London, He is of course disillusioned 
with the metropolis and returns repentant to the farm*
There is a little subsidiary interest in the play - Kerr's 
daughter, Jess, has a romance with the local vet, his son, 
Rob, departs for Canada and Mr. Comrie, the estate agent 
declares his adulation for Mrs. Kerr - but it does not add 
up to very much*
V 'So For Sugar Candy' (75), by Donald Maclaren is a 

rather trite comedy. David Goggie and his brother, Sir 
Peter, run a confectionery firm. Sir Peter is very conscious 
of having risen in the world and has acquired the 
appurtenances of gentility including a butler, much to his
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brother's annoyance. Into this situation comes Tabitha, 
daughter of the third long lost Goggie brother, who, 
together with Budge, the butler, reorganises the household, 
saves the firm from Jewish cut-throats, and becomes engaged 
to the butler's son v/ho is thereafter installed as works 
manager. Although mildly amusing, 'S. for Sugar Gandy' 
commands little attention.

Hal B. Stewart, the S.HoP's militant middlebrow, wrote 
several plays for them, one-act and full length. 'The 
Beannachy Bomb' (76), a full length play, is set in the 
Macdonald Arms in Beannachy, a small Highland town. Colin 
Macdonald, the proprietor's son, is supposed to be looking 
after the hotel during his father's absence in hospital, 
and the play revolves around the attempts by the new maid,
Isa Brodie, to improve the hotel. It turns out in the end 
that Isa has been sent by her mother v/ho owns a string of 
Glasgow tearooms, to spy out the land, and as a result her 
mother buys her way into the Macdonald Arms. There is much 
activity to little purpose, including a mountain rescue, 
and romance - Colin, having almost succumbed to the charms 
of a lady artist from Glasgow, marries Isa in the end.
'The Beannachy Bomb' is a cocktail which Isa invents. The 
play lacks characterisation, plot and theatricality.

'A Month of Sundays’ (77), is a slightly better play*
It is set in the small town of Hetherbrae, near Langholm.
A new minister, Alan. Forsyth, arrives and shatters the old 
fashioned ideas of the community. He also be comes involved 
with a girl, Molly Carlyle, whose previous young man is so 
incensed that he seizes the opportunity to male trouble for 
Forsyth by bringing to Hetherbrae the show-girl wife whom 
Forsyth thought was dead. After a struggle, Forsyth wins 
his congregation back, but then to spite them, he announces 
his intentions of going on the stage with his wife*

The play is th^n, but, despite a wildly improbable 
ending, ha.s some theatrical power. At the beginning of the 
play, it looks for the moment as if Stewart is going to 
develop as his theme the clash between Calvinism and more 
modern ideas, but this never happens. The play has no theme.

'Brief Harmony' by Moultrie Kelsall, which has never 
been published, was an unpretentious light hearted piece 
written for the S.N.P's summer tours.
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Of the dramatists who were not among the most popular 

a few deserve a mention here. Gordon Bottomley, although 
not a Scotsman, took an important part in the development 
of the Scottish drama movement and contributed two verse 
plays to the S.H.P. 'Gruach' (78)? tells how Macbeth 
first met his wife. The play is set in Fortingall Castle. 
Gonan, the Thane, is to marry his cousin, Gruach, the 
following day, but Gruach, it appears, is a lone brooding 
kind of woman, given to riding across moors at twilight, 
who is very unhappy at the prospect of marriage to Gonan. 
Macbeth arrives en route to the Bari of Caithness, and 
Gruach and he are so attracted to each other that they ride 
off in the middle of the night, leaving Gonan, who is 
unaware of v̂ hat has happened, to mutter about his unease 
at the prospect of being married to Gruach.

It is a play of a certain intensity and the verse, 
though stilted, is more than competent. Nonetheless the 
lack of any real subject matter and the language combine 
to give the play a rather second-hand quality.

'Britain’s Daughter' (79)? is set during the Roman 
invasion of Britain. After an unsuccessful revolt against 
the Romans, Nest, heir to the throne of a British tribe, 
has been captured, whipped and tied to a post to await 
execution. Some of the other women accept the advances of 
Roman soldiers while others look forward to Nest's death*
She herself declines a Roman general's offer to look after 
her, but is forcibly carried off to Gaul with other women 
prisoners at the end of the play, 1b aving behind a 
lamenting people, some of whom pity her and some of whom 
curse her.

There is a certain grim atmostphere created skilfully 
in the play, although the verse is more stilted than that 
of 'Gruach'. However, it must be said that Bottomley is 
much more ëilled in the use of verse than any other S.N.B. 
dramatists. But his verse could not be described as modern, 
for in line with the subject matter, it is archaic and in 
no way draws on contemporary speech idioms,

Robert Bain's verse play 'James the First of Scotland' 
(80), represents another aspect of Scottish drama, one that 
has been given a great deal of attention latterly by Robert 
Kemp, namely the play about some great historical figure,
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in this case James I. The play narrates the careâr of 
Jaræ s the king from his ascension of the throne until his 
death. James is represented as a just man trying to 
establish order in a country beset by querulous nobles.
The play might well pass muster as a pageant, but it cannot 
make any higher claims. As is so often the case with 
Scottish plays, there is no depth. The blank verse Bain 
employs some of the time, is very unsuccessful, being limp 
dull and pretentious. His prose is much more theatrical*
Bain has obviously been influenced by Shakespeare, not 
only in his use of blank verse but in the general structure 
of his play, the use of omens in the sky and the regular 
introduction of the 'common weal’ into the action, a device 
that may also have been borrowed from 'The Three Estates'.

Finally, a play much praised at the time, Murray 
McLymont’s 'The Mannoch Family' (81). Peter Mannoch, a 
member of a well-to-do Borders family, is in love with 
Afsa Btroan, the daughter of a local chicken farmer who 
warns Peter off his daughter. Mrs. Mannoch, an excessively 
religiose Old Testament orientated widow, is totally 
opposed to the marriage, and it is only with an ill grace 
that she lets Ailsa into the home, when the girl arrives 
terrified, after being beaten by her father, likewise, she 
finds herself in conflict with her daughter, Bee, who is 
about to run away with a married man. The climax comes 
when Stroan arrives to reclaim Ailsa and reveals that his 
elder daughter Grizel, who is now dead, was fathered by 
Clinton Mannoch, Mrs. Mannoch's husband. Mrs. Mannoch is 
shocked, though unrepentant in her opposition to her son's 
marriage which proceeds nonetheless. Bee, having run off 
with her married man, she is left alone at the end of the 
play, to read her Old Testament.

'The Mannoch Family' is not an outstanding play but 
its author does attempt to deal with the hypocrisies of 
Scottish Calvinism in an honest fashion and avoids the 
romantic cliches of Scottish rural drama. The characters 
are not altogehter convincing, but do seem to be modelled on 
life rather than on stereotypes. One point worth noting is 
that the climax of the play is very similar to that of 
'Soutarness Water'. Both plays deal with the contrast 
between apparent religious devotion and the evil, in both
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cases, sexual, which lurks beneath it.

Having considered some of the plays which the S.H&P. 
actually performed, certain conclusions can be drawns 
First of all, as one can only expect of a situation where 
dramatists are le arning their job, many of the plays lack 
sufficient theatricality. Hot all the vn?iters,
however, fail in this respect. Brandane was sometimes 
excessively conscious of the need to keep the audience 
interested in what is going on on the stage, and there is 
little risk of an audience being bored by his work, however 
else they might react to it. In a writer like Malloch, one 
can see the growth of theatrical craftmanship. The early 
plays are static, whereas 'Soutarness Water', despite its 
long discussion passages, has dramatic momentum*

On the whole, the one act plays are better constructed*
'A Valuable Rival', the most popular play produced, is 
designed to hold the audience's attention throughout and 
is never dull* The same can be said of other plays which 
have little significance » their authors have taken the 
trouble to learn a little about stagecraft* It is as if 
the Scottish dramatists were learning through the simplest 
and most manageable form* It is easier to sustain interest 
for thirty minutes than over two and half hours, and the 
strain of attempting the latter is clear from even Brandane's 
'Heather Gentry' or Hal D* Stewart's plays for example.

An examination of the background against which the 
plays are set shows not so much a predominance of historical 
settings as rural ones, whether the Highlands, the Lowlands 
or the Southern Uplands* The S.H.P, dramatists seem to 
have gone to gg?eat lengths to avoid contemporary urban 
settings, although they apparently felt quite at home in the 
countryside* Of the most performed plays, leaving aside 
'The Late Christopher Bear', a non-Scots play performed late 
in the S.H.F's career, it can be said that five are 
historical plays ('Clyde Built' is a possible sixth 
candidate, but is set close enough to the time of writing to 
be considered non-historical). Of these plays, 'The Walls 
of Jericho' is set in the Edinburgh of 1843 while 'The Dam' 
'Campbell of Kilmohr', 'The Mother' and 'The Scarecrow' are 
set in the Highlands* 'The Dawn' and 'Campbell of Kilmohr’ 
are set in the aftermath of the Jacobite troubles* 'The
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Mother’ during the clearances and 'The Scarecrow’ in 
Inverness-shire during the early nineteenth century. Thus 
most of them are remote both in time and place.

Of the remaining plays, almost all are set in rural 
surroundings, the Highlands in the case of 'The Glen is 
Mine', most of 'The Flower in the Vase' and 'The Grenadier', 
and other parts of Scotland in the cases of the other plays. 
The only exceptions are 'S. for Sugar Candy', a light 
comedy about a sweet factory, 'Clyde Built' which as the 
name implies is set on the Clyde, and 'C'Est La Guerre', 
which is set in France during first world war.

IVhat we have more evidence/here, is the phenomenon, 
oft remarked upon in the course of this study, of dramatists 
choosing not to write about the industrial urban society 
with which they and their audiences were most familiar, and 
choosing instead to write either about the past or about 
rural society. These dramatists, it would, seem felt much 
surer of themselves when they were not dealing with first­
hand experience. They preferred to shy away from the 
problems of identity which contemporary experience provided 
them with, and to extend the 'Kailyard' version of Scottish 
experience.

This is not true of all the S.H.P's plays. Joe Gcrrie's 
plays are set on the fringes of urban society and deal with 
situations which are found in such a society, George Blake 
writes about the Clyde. But they are the exception..
Glasgow, for example, where all the theatrical activity was 
taking place, hardly makes an appearnaoe, and the First 
World War, the effects of which were far from remote, is 
hardly dealt with at all.

There is throughout the work v/e have been looking at 
an obsession with the Highlands. This is, of course one 
aspect of the Scottish search for. identity. Highland 
experience is different from life in the rest of the British 
Isles; therefore if the Scotsman identifies himself with 
the Highlander he has found an identity v/hich distinguishes 
him from other people. It is not, however, the case that 
the view of the Highlands put forward in these plays, is 
consistently a romantic, nostalgic or escapist one. True, 
there are ludicrous plays like Naomi Jacob's 'The Davm', 
and Brandane's largely comic viewof the Highlands is at
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tim.es of dubious validity. On t.he othorband, there are 
the grim reâlities of the Highlands, past and present, to 
be found in J.A. Ferguson's work. George Blake in 'The 
Mother' 5 Malloch in 'The Grenadier' and -^randane himself 
on occasion do attempt to deal with contemporary Highland 
problems.

V/here the real failure comes is in the plays concerned 
with the rest of Scotland, which is seen as a rural 
backwater totally unaffected by the twentieth century. 7/hat 
is worse, it is only rarely that there is any penetration 
below the surface of rural life. Obviously, one cannot 
expect this of light-hearted comedies, but one œuld do 
with more plays like 'The Mannoch Family' and 'Soutarness 
Water', which, whatever their deficiencies, do convey a 
sense of real experience. What is being criticised here is 
an absence, not an existing body of work.

There is not a predominance of history in the plays 
we have considered, apart from those set in the Highlands.
In fact, apart from plays set in the Highlands, there is 
little historical drama save Gordon Bottomley's attempts to 
create a kind of Celtic drama, which have a certain 
intensity but do not seem to have any particular relevance 
to the present day.

One problem, in which these writers did not become 
bogged down, is that of language. The renaissance in 
Scottish poetry this century was bedevilled by arguments as 
to whether to use English or Lallans or some other form of 
Scots. The problem is not likely to be so acute in the 
drama for the simple reason that it is a theatrical 
convention that the characters speak for the most part in 
a fashion that is approximately like that used by their real 
life counterparts. As many plays are set in areas where 
dialect was still spd̂ en at the time of wi'iting, it was 
possible to use the Scots of the particular area, and this 
may be another reason why dramatists preferred rural 
settings. They were able to use Scots without producing 
the ludicrous situation where contemporary characters speak 
in archaic language. The rural setting, because dialect 
could be employed, possibly seemed to them by that much 
more Scottish than the urban one, though there was nothing 
to prevent a writer from rendering, for example, the Glasgow 
dialed; on the stage.
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Casting one's mind over the plays performed by the

loH.Pa, one remembers few outstanding plays or characters,
but a large number of undistinguished plays and all too
many stereotypes. This is all one can expect from a drama,
which, one cannot emphasize too often, was only beginning
and has yet to come to fruition.

The basic criticism of the SoH.P. itself is not that
they took a long time to make up their minds about
manuscripts or were squeamish about particular plays, but
that few of the plays they put on reflected accurately the
life of Scotland, and fewer still were any good. Thewayquestion still arises - did the Players in any/prevent the 
growth of a genuine and truthful Scottish drama? In a 
further attempt to answer this question it will be useful 
to examine contemporary discussion of the Scottish theatre 
in the twenties and thirties. Few writers are in any 
dohbt about the lack of a Scots Drama. As Dot Allan 
comments (82) 'Scotland alone of European countries has no 
real drama of its own'. (However Hiss Allan's comment on 
the Glasgow Rep. - 'Truth to tell there was more of death 
than of life in those days at the Royalty' makes one wonder 
what exactly she means by 'real drama'). Many reasons are 
given for the lack of a Scottish theatre - the Puritan 
tradition is a favourite, the lack of a national theatre 
building is frequently mentioned (Tyrone Guthrie blamed 
the failure of the S.H.P. partly on the lack of a suitable 
permanent building) (83), as is the loss of Scotland's 
independence*

'Theatrically, we ard, and have been for 
over two hundred years, a conquered nation, 
a subject race. All our ideas, all our 
habits of writing, acting production and 
interpretation derive diredtly from the 
English theatre and are inspired by the 
traffic of the English stage' (84)

There is some truth in what is being said here. Indeŝ ., 
it can be argued that the development of the kailyard school 
was due to a crisis in the Scots identity. Y/hen Scotland 
ceased to be an independent country, Scottishness was 
asserted by emphasising those aspects of Scottish life 
obviously different from the life of England. At the same
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time nostalgia for a lost identity and a desire to escape 
from industrial slums led writers into treating these 
aspects of Scottish life in a dishonest sentimental fashion, 

Neil Gunn in an article published in 1938 sympathises 
with the views quoted above but remains sceptical. We 
cannot, he says, expect a drama like the Irish one.

' ... there has been neither a sense of
national conflict nor of national travail; 
there has not been that high movement of 
the country's spirit out of which great drama 
is made ... How then, can endowed theatre in 
Scotland be of any real use to us, apart of 
course from providing those so-called 
artistic satisfactions? Where dramatic 
conflict is lacking how can real drama emerge?
What do we want a national theatre for if 
there is nothing in ourselves, nothing national, 
to express there?' (85)
Gunn is right. Drama springs from a vigorous national 

life and this cannot be guaranteed either by building 
national theatres, setting up academies and cultural 
committees or declaring independence. It is something which 
happens, and only when it does can dramatists take advantage 
of it. It does not of course follow that if there is no 
great conflict or trauma in a nation's affairs that there 
is nothing to write about. One can still write plays which 
accurately reflect the life of the people in the nation 
or region - post war English drama has largely been 
regional drama. Pious hopes were expressed that such plays 
would be forthcoming.

’In our new Scots theatre we have already much 
promise, and also some fine achievement.
There is a treasure of matter in past and 
present, in every type and setting. Let us 
only avoid a hysterical mysticism, as bad in 
its W'ay as the sentimentality of the 
'kailyarders' and the wonder and poetry of 
the Gelt will surely create glorious new 
work. Our history is full of characters and 
situations that beg for dramatic treatment.

Above all, it may be repeated, our national
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temper, and that heritage of creed that, 
even if intellectually rejected, becomes 
almost as intimate as personality, are the 
hidden metal to be refined into the pure 
gold of a mastefpiece. It is a sweeping 
statement, but I believe that while the 
greatest Scottish fiction must in the main 
be humorous, our supreme drama will be a 
tragedy, and probably Aeschylean' (86)

What, one wonders, have 'the wonder and poetry of the 
Gelt' to do with Lowland. Scotland and its industrial 
experience «

The problem resolved itself into one of definition - 
what could be distinctively Scottish in the drama?

'It has been a criticism pertinently levelled 
at Scots drama so far that it has found no 
distinctive form, but manifests itelf simply 
as provincial variations on the established 
forms of the British stage. It does not 
reflect, fundamentally, whatever it may do 
superficially, the profound differences in 
psychology between Scots and English' (87)

Some writers were of the opinion that this was a
matter of technique* Notable among theorists of a Scottish
theatrical technique was R.F.Pollock who worked with the 
Dumbarton People's Theatre and other amateur companies.

'The Scot is largely a being of subtleties, 
of suppressions* It is not what he says 
that counts but what he thinks. He seeks 
expression not in episodes and incidents, 
but in thoughts and feelings. To portray 
these features on the stage in terms of the 
conventional theatre is impossible. In 
order to do so there must be a carefully 
planned scale of time, force and pitch, 
the fundamental properties of all expression 
governing movement as well as voice. Thoughts 
and feelings, in the process of being worked 
out, could thus be translated to the 
restrictions and conventions of the stage.
Then as between the actors there must be
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related display of gesture and facial 
expression, adjusted to presage a crucial 
point, balanced to create a crisis, by 
emphasis, contrast and speed of action' (88)
The Scot's characteristics, says Pollock, are 

intensity and brevity; he feels a great deal but does not 
express himself volubly; he is imaginative, analytic, 
individual, starkly realistic, utterly independent and 
highly self conscious *

'The form of drama he could therefore 
understand and enjoy would be more a 
commentary on an action, just like the 
ballad, than an episodic account of an 
action. Dialogue would be directed 
towards revealing psychological truth, 
rather than recounting incident. The 
aim would be so to portray thoughts and 
feelings, rather than episodes and 
actions' (89)

\Yhat Pollock - obviously influenced by Stanislawski - 
appears to be saying is that what a Scot says is
indicative of much more below the surface than is the case
with other nationalities, and that this characteristic is 
fundamental to a Scottish theatrical technique. He refers 
particularly to the Scot's use of monosyllables, and 
emphasises that an actor needs a particular approach to 
convey the full force of their meaning on the stage.
Pollock is right to insist on the peculiar qualities of 
Scottish expression, but these of course could only be 
properly exploited in a play designed for the purpose, in 
the same way that Stanislawski's methods as he himself said, 
were only really of use with a particular type of drama, 
the poetic naturalism of Chekhov. Without Scottish plays 
which call for it, a Scottish technique as advocated by 
Pollock, is of no use, indeed it is a handicap.

Many commentators, a large number of whom were
themselves playwrights, discussed the types of play they
should like to see on the Scottish stage. Of the 8.H.P. 
dramatists, Joe Gorrie was one of the most forthright (90). 
In 1936 there appeared in 'The Scottish Stage' an article 
by H. McLeod entitled 'The Great Scots Play. Shall we see
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it in 19 36?' (9 1) in which the writer suggests various 
themes - the Clearances, the slum problem and various other 
industrial themes. We are still waiting. Jack House in an 
article in the same magazine argued that a theatre of the 
left was necessary in Scotland (92).

It is very important to realise that not everyone was 
in favour of the type of play suggested by the writers 
whose views have just been alluded to. The views of Hal D* 
Stewart the anti-highbrow crusader in the S.H.P, have 
already been referred to.

'Too many contributors have already sought 
to point the amateur to the highbrow path.
I will not add to this number’ (93)

Stewart’s battle cry is taken up. Gordon Vfright in 
an article entitled 'There’s Gold in Them Thar Plays’ 
declares he is quite happy about kitchen comedy and refers 
to the 'highbrow yelp for "serious contributions to the 
theatre" ' (94)»

One must beware of exagerrating the importance of 
Stewart and his like, but nevertheless they must have 
represented a considerable body of opinion in the amateur 
movement as a whole, and at least a section of opinion in 
the S.H.P,, an amateur club. It does not of course follow 
that this body of opinion in the S.H.P. prevented the 
growth of a serious Scottish drama, but its presence may 
have discouraged potential dramatists who felt that kitchen 
comedies were preferred to anything more ambitious. Beyond 
this, on the available evidence, one cannot go.

One should not forget in considering the work of the
S.H.Po and the amateur movement of which it was a part that 
it served as a training ground for Scottish actors, se mething 
which was badly needed in the days before the College of 
Drama in Glasgow* The C.H.P. did a rather different job 
from the college since, as it v/as presenting mainly Scottish 
plays, its actors, one would imagine, must have developed 
a style suitable to the material* The Drama College, on 
the other hand, has to train its actors with the English 
stage and English television largely in mind.

Enquiries among surviving members of the ScH.P. 
regarding acting style have not produced very definite 
conclusions. Come cajinot remember anything peculiarly
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S c o t t i s h  a b o u t  t h e  a c t i n g  s t y l e ,  w h i l e  o n e  m e m b e r  f e e l s  

t h a t  t h e  s t a l e s  u s e d  i n  H i g h l a n d  p l a y s  a n d  l o w l a n d  c o m e d y  

w e r e  d i s t i n c t i v e l y  S c o t t i s h .  T h e  s t y l e  i n  t h e  f o r m e r ,  h e  

feels, w a s  s i m i l a r  t o  t h a t  e m p l o y e d  i n  t h e  A b b e y  T h e a t r e ,  

w h i l e  i n  l o w l a n d  c o m e d y  a  ' t r u t h  t o  n a t u r e '  s t y l e  w a s  used. 
T h i s  l a s t  c o m m e n t ,  r e a d  a l o n g s i d e  r e m a r k s  m a d e  b y  o t h e r s  

o f  t h e  P l a y e r s ,  l e a d s  o n e  t o  c o n c l u d e  t h a t  i n  S c o t t i s h  p l a y s  

t h e r e  w a s  e m p l o y e d  a  n a t u r a l i s m  w h i c h  d i f f e r e d  f r o m  w h a t  

o n e  m i g h t  f i n d  o n  s a y  t h e  E n g l i s h  o r  R u s s i a n  s t a g e s  q u i t e  

s i m p l y  b e c a u s e  t h e  E n g l i s h  a n d  R u s s i a n  p e o p l e s  a r e  

d i f f e r e n t  f r o m  t h e  S c o t t i s h  p e o p l e .

\ M i a t  t h e  S . H o P ,  d i d  t o v / a , r d s  d e v e l o p i n g  a  S c o t t i s h  

s c h o o l  o f  a c t i n g ,  s h o u l d  n o t  b e  b e l i t t l e d .  T h e r e  c a n  b e  

n o  n a t i o n a l  d r a m a  u n l e s s  t h e r e  a r e  a c t o r s  g e a r e d  t o  

p r e s e n t i n g  i t .  A l t h o u g h  t h e  S . N . P ' s  a c t o r s  w e r e  t r a i n e d  

o n  l a r g e l y  m e d i o c r e  m a t e r i a l ,  t h a t  t r a i n i n g  c o u l d  h a v e  b e e n  

p u t  t o  g o o d  u s e  i n  p l a y s  o f  m e r i t ,  a s  i t  h a s  b e e n  s i n c e ,  

n o t  l e a s t  o n  t h e  s e v e r a l  o c c a s i o n s  w h e n  a  S c o t t i s h  c a s t ,  

i n c l u d i n g  m a n y  f o r m e r  m e m b e r s  o f  t h e  S . N . P .  a n d  t h e  o t h e r  

g r o u p s  s u c h  a s  t h e  C u r t a i n  T h e a t r e ,  p r e s e n t e d  S i r  D a v i d  

L i n d s a y ' s  ' T h e  T h r e e  E s t a t e s ’  a t  t h e  E d i n b u r g h  F e s t i v a l .

I t  i s  n o t  p r o p o s e d  t o  e m b a r k  o n  a  c o n s i d e r a t i o n  o f  

w h y  t h e  S . H . P .  u l t i m a t e l y  c e a s e d  t o  e x i s t .  T h e  d i f f i c u l t  

t h e a t r i c a l  s i t u a t i o n  w h i c h  w a s  d i s c u s s e d  i n  t h e  p r e v i o u s  

c h a p t e r  o n  t h e  R o y a l t y  t h e a t r e  s t i l l  p r e v a i l e d  w h e n  t h e  

P l a y e r s  w e r e  o p e r a t i n g ,  a n d  t h e y  s u f f e r e d  t h e  c o n s e q u e n c e s .  

P e r h a p s  i f  t h e y  h a d  t u r n e d  p r o f e s s i o n a l  o r  h a d  h a d  a  

p e r m a n e n t  h o m e  i n  G l a s g o w  t h e y  m i g h t  h a v e  s u r v i v e d  l o n g e r .  

B e t t e r  p l a y s  m i g h t  h a v e  h e l p e d  t o o  -  t h e y  m i g h t  h a v e  h a d  

t h e  o p p o s i t e  e f f e c t  I  I n  t h e  e n d ,  h o w e v e r ,  t h e  P l a y e r s  

w o u l d  h a v e  g o n e  u n d e r  l i k e  e v e r y  o t h e r  n o n - c o m m e r c i a l  

u n s u b s i d i s e d  t h e a t r e  i n  S c o t l a n d .



R E F E R E N C E S

1 ,  R e p o r t e d  i n  ' T h e  G l a s g o w  H e r a l d '  2 n d  O c t o b e r  1 9 1 4 *

2 ,  R e p o r t e d  i n  ' T h e  G l a s g o w  H e r a l d ’  2 2 n d  F e b r u a r y  1 9 1 5 °

3 °  R e p o r t e d  i n  ' T h e  G l a s g o w  H e r a l d '  1 7 t h  J a n u a r y  1 9 2 2 .

4o R e p o r t e d  i n  ' T h e  G l a s g o w  H e r a l d '  3 0 t h  D e c e m b e r  1922.
5 o  R e p o r t e d  i n  ' T h e  G l a s g o w  H e r a l d '  2 2 n d  J a n u a r y  1 9 2 6 .

6 .  ' T h e  S c o t t i s h  P l a y e r ' ,  V o l u m e  1 .  N o .  1 ,  1 9 2 3 °

7 .  R e p o r t e d  i n  ' T h e  G l a s g o w  H e r a l d '  2 8 t h  D e c e m b e r  1 9 2 2 .

8 .  R e p o r t e d  i n  ' T h e  G l a s g o w  H e r a l d '  1 7 t h  F e b r u a r y  1 9 2 5 *

9 o  R e p o r t e d  i n  ' T h e  G l a s g o w  H e r a l d '  1 0 t h  A p r i l ,  1 9 2 6 .

1 0 .  R e p o r t e d  i n  ' T h e  G l a s g o w  H e r a l d '  1 5 t h  M a r c h  1 9 2 7 °

1 1 .  R e p o r t e d  i n  ' T h e  G l a s g o w  H e r a l d '  8 t h  O c t o b e r  1 9 2 9 °

1 2 .  R e p o r t e d  i n  ' T h e  G l a s g o w  H e r a l d '  2 n d  O c t o b e r  1 9 3 0 .

1 3 °  R e p o r t e d  i n  ' T h e  G l a s g o w ^  H e r a l d '  2 7 t h  M a r c h  1 9 3 4 »

1 4 °  D .  C l e g h o r n  T h o m s o n ,  ' G e t  D o w n  t o  I t  i n  t h e  C o u n t r y '  
S . M . T .  M a g a z i n e  A p r i l ,  1 9 3 0 .

15° ' T h e  S c o t t i s h  S t a g e '  1 9 3 0  -  1 9 3 6 .

1 6 .  M u r r a y  M c O l y m o n t ,  ' H a v e  t h e  S . N . P .  F a i l e d ? *
L e t t e r  i n  ' S c o t t i s h  S t a g e '  M a y  1 9 3 3 *

1 7 °  D o n a l d  S u t h e r l a n d ,  ' H a v e  t h e  S . N . P .  F a i l e d ? '
L e t t e r  i n  ' S c o t t i s h  S t a g e '  M a y  1 9 3 3 °

1 8 .  M u r r a y  M c O l y m o n t  ' A  S c o t t i s h  T h e a t r e '
' T h e  M o d e r n  S c o t ' ,  V o l .  1 ,  N o .  4  J a n u a r y  1 9 3 1 -

1 9 °  L e t t e r  i n  ' T h e  G l a s g o w  H e r a l d '  1 4 t h  D e c e m b e r  1 9 2 8 .

20. ' T h e  G l a s g o w  H e r a l d '  1 8 t h  D e c e m b e r  1 9 2 8 .

2 1 .  L e t t e r  i n  ' T h e  G l a s g o w  H e r a l d '  4 t h  D e c e m b e r  1 9 2 8 .

2 2 .  L e t t e r  i n  ' T h e  G l a s g o w  H e r a l d '  1 4 t h  D e c e m b e r  1 9 2 8 ,

2 3 °  S e e  N o t e  1 7 °

2 4 °  L e t t e r  i n  ' T h e  G l a s g o w  H e r a l d . '  7 t h  D e c e m b e r  1 9 2 8 .

2 5 °  L e t t e r  i n  ' T h e  G l a s g o w  H e r a l d '  1 4 t h  D e c e m b e r  1 9 2 8 .

2 6 .  R e a h  D e n h o l m ,  ' T h e  N a t i o n a l  T h e a t r e  M o v e m e n t  i n  
S c o t l a n d ' ,  ' T h e  S c o t s  M a g a z i n e '  J u l y  1 9 2 4 °

2 7  -  A l e x a n d e r  M c G i l l  ' T h e  S c o t t i s h  P l a y  Y / e  H o p e  F o r '  -  
' T h e  S c o t t i s h  P l a y e r ' ,  M a r c h  1 9 2 4 *

2 8 .  J o h n  B r a n d a n e  ' T h e  H a p p y  W a r '  i n  ' T h r e e  P l a y s '  
C o n s t a b l e  L o n d o n  1 9 2 8 .

2 9 °  J o h n  B r a n d a n e  ' T h e  T r e a s u r e  S h i p '  i n  ' T h r e e  P l a y s '  
C o n s t a b l e  L o n d o n  1 9 2 8 .

3 0 .  J o h n  B r a n d a n e  ' R o r y  A f o r e s a i d '  i n  ' T h r e e  P l a y s '  
C o n s t a b l e  L o n d o n  1 9 2 8 *
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3 1 o J o h n  B r a n d a n e  ' H e a t h e r  G e n t r y '  I n  ' T w o  C o m e d i e s '  

C o n s t a b l e ,  L o n d o n  1 9 3 3 *

3 2 .  J o h n  B r a n d a n e  ' T h e  G l e n  i s  M i n e '  i n  ' T w o  P l a y s  o f  
t h e  H e b r i d e s ' ,  C o n s t a b l e ,  L o n d o n ,  1 9 2 5 *

3 3 °  J o h n  B r a n d a n e  ' T h e  L i f t i n g ’  i n  ' T w o  P l a y s  o f  t h e  
H e b r i d e s ' ,  C o n s t a b l e ,  L o n d o n  1 9 2 5 *

3 4 *  J o h n  B r a n d a n e  ' T h e  I n n  o f  A d v e n t u r e ’  i n  ' T w o  C o m e d i e s '  
C o n s t a b l e ,  L o n d o n  1 9 3 3 *

3 5 *  J o h n  B r a n d a n e  &  A . W .  Y u i l l ,  ' G l e n f o r s a '
G o w a n s  &  G r a y ,  G l a s g o w ,  L o n d o n  1 9 2 1 *

3 6  *  J o h n  B r a n d a n e  &  A . W .  Y u i l l ,  ' T h e  S p a n i s h  G a l l e o n *
G o w a n s  &  G r a y ,  G l a s g o w ,  L o n d o n  1 9 3 2 .

3 7 *  J o h n  B r a n d a n e ,  ' T h e  C a p t a i n  M o r e ' ,  Cape, L o n d o n  1 9 2 3 *

3 8 .  J o h n  B r a n d a n e ,  ' M y  L a d y  o f  A r o s ' ,  P i t m a n ,  L o n d o n ,  1 9 1 0 *

3 9 *  ' T h e  G l a s g o w  H e r a l d '  2 6 t h  S e p t e m b e r  1 9 2 2 .

4 0 .  A d d r e s s  t o  t h e  S c o t t i s h  A s s o c i a t i o n  f o r  t h e  s p e a k i n g
o f  v e r s e  r e p o r t e d  i n  ' T h e  G l a s g o w  H e r a l d '  1 7 t h  D e c e m b e r  
1924.

4 1  *  C o M *  G r i e v e ,  ' C o n t e m p o r a r y  S c o t t i s h  S t u d i e s  1 s t  S e r i e s '  
L e o n a r d  P a r s o n s ,  L o n d o n  1 9 2 6 ,

4 2 .  O p . c i t  H . N .  B r a i l s f o r d  q u o t e d  b y  C . M *  G r i e v e .

4 3 *  J * l l .  S y n g e ,  ' T h e  P l a y b o y  o f  t h e  W e s t e r n  W o r l d ' ,
M a u n s e l ,  D u b l i n  1 9 0 7 *

4 4 *  ' T h e  S c o t t i s h  N a t i o n '  1 2 t h  J u n e  1 9 2 3 *

4 5 *  ' T h e  S c o t t i s h  N a t i o n ’  1 0 t h  J u l y  1 9 2 3 *

4 6 ,  ' T h e  S c o t t i s h  N a t i o n '  1 3 t h  N o v e m b e r  1 9 2 3 *

4 7 *  ' T h e  S c o t t i s h  N a t i o n '  1 6 t h  O c t o b e r  1 9 2 3 *

4 8 .  G . E .  M a l l o c h  ' T h o m a s  t h e  R h y m e r '
S c o t t i s h  P o e t r y  B o o k s h o p ,  M o n t r o s e ,  1 9 2 4 *

4 9 *  G . E .  M a l l o c h ,  ' T h e  H o u s e  o f  t h e  Q u e e n '
S c o t t i s h  P o e t r y  B o o k s h o p ,  M o n t r o s e  1 9 2 3 *

5 0 .  G . E .  M a l l o c h ,  ' T h e  G r e n a d i e r ' ,  E n e a s  M a c k a y ,
S t i r l i n g  1 9 3 0 .

5 1 *  G . E .  M a l l o c h ,  ' S o u t a r n e s s  W a t e r ' ,  G o w a n s  a n d  G r a y ,
L o n d o n ,  G l a s g o w  1 9 3 7 *

5 2 .  G . E .  M a l l o c h ,  ' T h e  C o a s t s  o f  I n d i a ' ,  u n p u b l i s h e d .
H a s  b e e n  r e a d  i n  m a n u s c r i p t  a s  h a v e  ' H a r v e s t '  
a n d  ' D o w n  i n  t h e  F o r e s t ' .

5 3 *  ' T h e  S c o t t i s h  N a t i o n a l  T h e a t r e  V e n t u r e '  G l a s g o w  1 9 5 3 *

5 4 *  G . E .  M a l l o c h ,  ' A r a b e l l a ' ,  S w i f t  &  C o . ,  L o n d o n  1 9 1 2 .

5 5 *  G . E .  M a l l o c h ,  ' P r o l o g u e  t o  F l o d d e n '
E n e a s  M a c k a y ,  S t i r l i n g  1936,
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5 6 .  G.E. M a l l o c h ,  ' T h e  S t i l l  F o l k '  i n  ' S c o t t i s h  

O h a p h o o k '  1 9 2 3 .

5 7 .  G.E.Malloch, ' D o w n  i n  t h e  F o r e s t '  u n p u b l i s h e d .

5 8 =  S e e  f o r  e x a m p l e  ' T h e  S c o t t i s h  N a t i o n '  6 t h  N o v e m b e r  1 9 2 3 ,

5 9 »  ' T h e  N o r t h e r n  R e v i e w ' ,  1 9 2 4 °

6 0 *  G . R c  M a l l o c h ,  ' P o e m s ' ,  H e i n n e m a n n ,  L o n d o n  1 9 2 0 .

6 1 .  S e e  ' T h e  G l a s g o w  H e r a l d '  2 0 t h  J a n u a r y  1 9 2 6 .

6 2 .  N e i l  P .  G r a n t ,  ' A  V a l u a b l e  R i v a l ' ,  G o w a n s  &  G r a y ,
L o n d o n ,  G l a s g o w  1 9 2 2 .

6 3 .  M o r l a n d  G r a h a m ,  ' O ' E s t  L a  G u e r r e ' ,  S c o t s  M a g a z i n e  1 9 2 7 °

6 4 .  J . A .  F e r g u s o n ,  ' T h e  S c a r e c r o w ' ,  G o w a n s  &  G r a y ,
L o n d o n ,  G l a s g o w  1 9 2 2 =

6 5 °  J . A .  F e r g u s o n ,  ' T h e  K i n g  o f  M o r v e n ' ,  G o w a n s  &  G r a y ?  
L o n d o n ,  G l a s g o w  1 9 2 2 .

6 6 .  N a o m i  J a c o b ,  ' T h e  D a , w n '  -  T h e  N o r t h e r n  R e v i e w .

6 7 °  J . H o  B o n e ,  ' T h e  O r y s t a l  S e t ' ,  G o w a n s  &  G r a y ,
L o n d o n ,  G l a s g o w ,  1 9 2 4 °

6 8 ,  J a m e s  B r i d i e ,  ' D r a m a t u r g y  i n  S c o t l a n d ' ,  P r o c e e d i n g s
o f  t h e  R o y a l  P h i l o s o p h i c a l  S o c i e t y  o f  G l a s g o w  1 9 4 9 - 3 0 .

6 9 °  J o e  G o r r i e ,  ' T h e  S h i l l i n '  a  W e e k  M a n ' ,  D r o w n ,  S o n  &
F e r g u s o n ,  G l a s g o w  1 9 2 7 °

7 0 .  J o e  G o r r i e ,  ' T h e  P o a c h e r ' ,  S c o t s  M a g a z i n e  G l a s g o w  1 9 2 7 °

7 1 °  G e o r g e  B l a k e ,  ' T h e  M o t h e r ' ,  W .  W i l s o n  h  G o .  G l a s g o w  1 9 2 1

7 2 .  G e o r g e  B l a k e ,  ' G l y d e b u i l t ’ ,  W .  W i l s o n  &  G o .  G l a s g o w  1 9 2 2

7 3 .  G o r m a c  S i m p s o n ,  ' T h e  F l o w e r  i n  t h e  V a s e ' ,  G .  n l l e n
&  U n v / i n ,  L o n d o n  1 9 3 4 °

7 4 °  G o r m a c  S i m p s o n ,  ' A y o n t  t h e  H i l l ' ,  G .  A l l e n  &  U n w i n ,
L o n d o n  1 9 3 4 .

7 5 °  D o n a l d  M a c l a r e n ,  ' S .  f o r  S u g a r  G a n d y ' ,  B r o v m . ,  S o n  &
F e r g u s o n ,  G l a s g o w  1 9 5 7 °

7 6 =  H a l  D .  S t e w a r t ,  ' T h e  B e a n n a c h y  B o m b ' ,  B r o w n ,  S o n  &
F  e r  g u  8 o n ,  G 1 a s  g o w  1 9 3 7 °

7 7 °  H a l  D o  S t e w a r t ,  ' A  M o n t h  o f  S u n d a y s ' ,  B r o w n  S o n  &
F e r g u s o n ,  G l a s g o w  1 9 3 3 °

7 8 .  G o r d o n  B o t t o m l e y ,  ' G r u a c h ' ,  i n  ' T w o  P l a y s ' ,
C o n s t a b l e ,  L o n d o n  1 9 2 3 . .

7 9 .  G o r d o n  B o t t o m l e y ,  ' B r i t a i n ' s  D a u g h t e r ' ,  i n  ' T w o  
P l a y s '  y C o n s t a b l e ,  L o n d o n  1 9 2 1 »

8 0 .  R o b e r t  B a i n ,  ' J a m e s  t h e  F i r s t  o f  S c o t l a n d ' ,
M a c l e h o s e ,  J a c k s o n  &  C o .  G l a s g o w  1 9 2 1 .

8 1 .  M u r r a y  M c O l y m o n t ,  ' T h e  M a n n o c h  F a m i l y ' ,  R i c h  &
C o w a n ,  L o n d o n  1 9 3 4 °

8 2 .  D o t  A l l a n ,  ' T h e  S c o t t i s h  T h e a t r e :  a  c a l l  f o r  
M u n i c i p a l  E f f o r t ' ,  R e v i e w  o f  R e v i e w s  J a n u a r y  1 9 2 4 °
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8 3 °  ' T h e  S c o t t i s h  N a t i o n a l  T h e a t r e  V e n t u r e ’  G l a s g o w  1 9 5 3 °

8 4 °  M u r r a y  M c O l y m o n t ,  ' T h e  C o n q u e s t  o f  S c o t l a n d ’ ,
S c o t t i s h  S t a g e  N o v ,  1 9 3 2 =

8 5 °  N e i l  G u n n ,  ' T h e  T h e a t r e  S o c i e t y  o f  S c o t l a n d ' ,
S c o t s  M a g a z i n e  D e c e m b e r  1 9 3 8 °

860  M a r i o n  0 .  L o c h h e a d ,  ' N a t i o n a l  D r a m a ' ,  S c o t s
M a g a z i n e  F e b r u a r y  1 9 2 6 =

8 7 °  ' T h e  N o r t h e r n  R e v i e w ' ,  N o .  1 ,  M a y  1 9 2 4 °

8 8 .  R . F .  P o l l o c k ,  ' A  S c o t t i s h  D r a m a  C h r o n i c l e ' ,
S c o t s  M a g a z i n e  A p r i l  1 9 3 3 °

8 9 °  R . F .  P o l l o c k ,  ' T o w a r d s  a  S c o t s  D r a m a ' ,  S c o t s
M a g a z i n e  N o v e m b e r  1 9 3 0 *

9 0 °  S e e  f o r  e x a m p l e  ' A  S c o t t i s h  S t a g e  S y m p o s i u m ' ,
S c o t t i s h  S t a g e  S e p t e m b e r  1 9 3 2 .

9 1 °  N o  M c L e o d ,  ' T h e  G r e a t  S c o t s  P l a y ,  S h a l l  w e  s e e
i t  i n  1 9 3 6 ? ' ,  ' S c o t t i s h  S t a g e '  J a n u a r y  1 9 3 6 .

9 2 ,  J a c k  H o u s e ,  ' S c o t l a n d  N e e d s  a  L e f t  T h e a t r e ' ,
' S c o t t i s h  S t a g e ' ,  M a y  1 9 3 6 .

9 3 °  S e e  N o t e  9 0 .

9 4 °  G o r d o n  W r i g ^ . t ,  ' T h e r e ' s  G o l d  i n  T h e m  T h a r  P l a y s ' ,  
' S c o t t i s h  S t a g e '  D e c e m b e r  1 9 3 6 .
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0. Stewart Black 

Bo Martin 

HoSo Roberton 

G-o Woden

Go Stewart Black 

Bo Carswell 

Mo Craîiam

Co Bax 

T,M. Watson

Hal B. Stewart

* C h a t e l a r d ’

* T h e  B a i l i e ' s  
n o m i n e e ’

’ C h r i s t  i n  t h e  
K i r k y a r d ’

’ T h e  M o n e y ’ s  
t h e  T h i n g ’

’ T h e  G u i n e a  
S t a m p *

’ C o u n t  A l b a n y '

’ T h e  H o o s e  w i ’  
t h e  G o l d e n  
W i n d o w s  *

’ T h e  I m m o r t a l  
L a d y ’

’ B i p l o m a c y  a n d  
t h e
B r a u g h t s m a n *

’ P i r e  P o l i c y *

T h e  S c o t s  M a g a z i n e  V o l *  2
1922-25

G u t h r i e ,  A r d r o s s a n  1 9 2 6

I n  *  T w o  P I  a y s  ’
C o l l i n s  1 9 2 2 .

B.n.P. P l a y s  s e r i e s  
G l a s g o w  1921

S c o t s  M a g a z i n e  
G l a s g o w  1927

Y e a r  B o o k  B e s s  S e r i e s  
o f  P l a y s  L o n d o n  1 9 3 5 •

B r o w n ,  S o n  &  P e r g u s o n  
G l a s g o w  1 9 5 1 .

F r e n c h ,  L o n d o n  1 9 5 1 »

I n  ' P l a y s  o f  t h e  P e o p l e ’  
A l l i s o n ,  G l a s g o w  1 9 2 9 .

B r o w n ,  S o n  &  P e r g u s o n  
G l a s g o w  1 9 3 6 »
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CHAPTER VI 

JAIVLES BRIDIE
A n y  a c c o u n t  o f  t h e  S c o t t i s h  t h e a t r e  m u s t  o f  n e c e s s i t y  

d e a l  w i t h  t h e  c o n t r i b u t i o n  o f  O s b o r n e  H e n r y  M a v o r  ( 1 8 8 8  -  

1 9 5 1 )  w h o  w r o t e  u n d e r  t h e  p e n - n a m e  o f  J a m e s  B r i d i e .

B r i d i e ’ s  c o n t r i b u t i o n  t o  t h #  S c o t t i s h  t h e a t r e  i s  t w o f o l d  -  

h i s  p l a y s  w h i c h  c a n  b e  r e g a r d e d  a s  a n  a t t e m p t  t o  c r e a t e  a  

S c o t t i s h  d r a m a ,  a n d  h i s  u n t i r i n g  w o r k  t o  e s t a b l i s h  t h e  

t h e a t r e  f i r m l y  i n  S c o t l a n d .

H i s  p l a y s  h a v e  b e e n  s u b j e c t e d  t o  s e v e r a l  c r i t i c a l  

a n a l y s e s  n o t a b l y  b y  H e l e n  I .  B u y b e n  i n  h e r  ’ J a m e s  B r i d i e s  

C l o w n  a n d  P h i l o s o p h e r ’  ( l )  a n d  U r s u l a  G e r b e r  i n  h e r  ’  J a . m e s  

B r i d i e ’ s  D r a m e n ’  ( 2 ) .  W i n i f r e d  B a n n i s t e r ’ s  ’ J a m e s  B r i d i e  

a n d  h i s  T h e a t r e ’  ( 3 )  c o n t a i n s  a n  e x t r e m e l y  u s e f u l  a c c o u n t  o f  

B r i d i e ’ s  w o r k  f o r  t h e  S c o t t i s h  t h e a t r e ,  b u t  a s  f a r  a s  

c r i t i c a l  a n a l y s i s  i s  c o n c e r n e d ,  i t  l a c k s  w e i g h t .  W h a t  

f o l l o w s  w i l l  b e  a  d i s c u s s i o n  o f  B r i d i e ’ s  p l a y s ,  b u t  i n  v i e w  

o f  M r s .  B a n n i s t e r ’ s  c o n t r i b u t i o n ,  t h e r e  w i l l  b e  l i t t l e  s a i d  

a b o u t  h i s  w o r k  f o r  t h e  ^ c o t t i s h  t h e a t r e .  W i t h  r e g a r d  t o  

t h e  p l a y s ,  t h e  m e t h o d  w i l l  b e  t o  s u r v e y  B r i d i e ' s  w o r k  a s  a  

w h o l e  a n d ,  i n  t h e  c o u r s e  o f  t h i s  s u r v e y ,  t o  c o n s i d e r  i n  m o r e  

d e t a i l  s o m e  o f  t h e  w e i g h t i e r  o f  h i s  p l a y s .  T h e  u l t i m a t e  

a i m  w i l l  b e  t o  e v a l u a t e  t h e  c o n t r i b u t i o n  o f  B r i d i e ’ s  p l a y s  t o  

S c o t t i s h  d r a m a .  ( I  s h o u l d  p e r h a p s  s a y  h e r e  t h a t  I  f i n d  s o m e  

o f  M i s s  B u y b e n ’ 8  a n a l y s i s  d i s c o n c e r t i n g l y  a b s t r u s e .  I t  

s e e m s  m o r e  t h e  a d a p t a t i o n  o f  p r i n t e d  t e x t s  t o  a  t h e o r y ,  t h a n  

t h e  r e s p o n s e  t o  w h a t  a r e  p r i n c i p a l l y  b l u e p r i n t s  f o r  

t h e a t r i c a l  p e r f o r m a n c e .  T h i s  i s  n o t  t o  d e n y  t h e  u s e f u l n e s s  

o f  m u c h  o f  w h a t  H i s s  B u y b e n  s a y s ,  m e r e l y  t o  s u g g e s t  t h a t  s h e  

r e a d s  i n t o  B r i d i e ’ s  p l a y s  a  s t r u c t u r e  o f  m e a n i n g  w h i c h  i s  

g r e a t e d  o u t  o f  h i n t s  a n d  a s i d e s ,  n o t  b y  t h e  d r a m a t i s t ,  b u t  

b y  t h e  c r i t i c ,  a n d  w h i c h  i s  u n j u s t i f i a b l e ) .

I t  w o u l d  b e  f o o l i s h  t o  p r e t e n d  t h a t  e v e r y  p l a y  o f  

B r i d i e ’ s  h a s  s o m e t h i n g  t o  s a y .  H e  w a s ,  a s  h e  o f t e n  

e m p h a s i s e d ,  a n  e n t e r t a i n e r ,  d i v e r t i n g  a n  a u d i e n c e  f o r  a  

c o u p l e  o f  h o u r s .
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' A  p l a y  i s  a  m e t h o d  o f  p a s s i n g  a n  i n t e r v a l  

o f  t i m e ,  A  s t a g e  p l a y  i s  a  m e t h o d  o f  

p a s s i n g  a n  i n t e r v a l  o f  t i m e  b y  p u t t i n g  a n  

a c t o r  o r  a c t o r s  o n  a  p l a t f o r m  a n d  c a u s i n g  

t h e m  t o  s a y  o r  d o  c e r t a i n  t h i n g s .  I f  i t  

i s  a m u s i n g ,  t h a t  i s  t o  s a y  i f  i t  s u c c e e d s  

i n  m a k i n g  t h e  s p e c t a t o r s  u n c o n s c i o u s  o f  

t h e  p a s s i n g  o f  t i m e ,  i t  f u l f i l l s  i t s  f u n c t i o n  

a n d  h a s  m e r i t .  I f ,  o n  t h e  o t h e r  h a n d ,  t h e  

s p e c t a t o r s  a r e  c o n s c i o u s  o f  t h e  p a s s i n g  o f  

t i m e ,  o f  t h e  d r e a d f u l  p r o g r e s s  o f  t h e  

U n i v e r s e ,  t o w a r d s  d e s t r u c t i o n  a n d  n o t h i n g n e s s ,  

t h e  p l a y  h a s  f a i l e d  a n d  h a s  n o  m e r i t ,  o r  a t  

l e a s t ,  n o  m e r i t  a s  a  p l a y .  O t h e r  q u a l i t i e s  

o f  a  p l a y  -  i t s  e d u c a t i v e ,  i t s  t h o u g h t  

p r o v o k i n g ,  i t s  e x c i t i n g ,  i t s  p o e t i c  q u a l i t i e s  -  

a r e  n o t  b a s i c ’  ( 4 )

O n e  n o t e s  h e r e  B r i d i e ’ s  e m p h a s i s  o n  t h e  t h e a t r i c a l  

a s p e c t  o f  d r a m a .  H e  d o e s  n o t  h o w e v e r  r e g a r d  t h e  t h e a t r e  

a s  a  ’ m e a n  o r  f d v o l o u s  a c t i v i t y ’ .

’ A  p l a y  m a k e s  u s  b e l i e v e  t h a t  w e  a r e  t a k i n g  

p a r t  i n  a  f u l l e r  k i n d  o f  l i f e  t h a n  t h a t  i n  

w h i c h  w e  l i v e  w i t h  i t s  l o n g ,  u n b e a r a b l y  f l a t  

p a s s a g e s  a n d  l a n g u o u r s ’  ( 3 )

I t  w o u l d  b e  f o o l i s h  t o  a c c e p t  B r i d i e ’ s  o w n .  j u d g e m e n t  

o f  h i m s e l f  a s  a  m e r e  e n t e r t a i n e r .  M a n y  o f  h i s  p l a y s  d o  

c o m m e n t  o n  h u m a n  e x p e r i e n c e ,  a t  t h e  s a m e  t i m e  a s  t h e y  

d i v e r t  o r  a m u s e .  B u t  h i s  c o n s t a n t  r e l u c t a n c e  t o  m a k e  a n y  

v e r y  s u b s t a n t i a l  c l a i m s  f o r  h i s  w o r k  i s  i m p o r t a n t ,  a n d  i t  

c a n  b e  a r g u e d  t h a t  t h i s  w a s  B r i d i e ’ s  w a y  o f  p r o t e c t i n g  

h i m s e l f  a g a i n s t  a  s o c i e t y  w h o s e  r e s p o n s e  t o  a r t i s t s  i s  

i n d i f f e r e n c e  o r  d e r i s i o n .  A s  C h r i s t o p h e r  S m a l l  h a s  

c o m m e n t e d  -

’ n o  o n e  i s  m o r e  e x p o s e d  t o  t h e  u n c o m p r e h e n d i n g  

l a u g h t e r  o f  h i s  f e l l o w s  t h a n  t h e  a r t i s t ,  a n d  

n o w h e r e  m o r e ,  p e r h a p s ,  t h a n  i n  t h e  s o l i d l y ,  

o n e  m a y  s a y  a l m o s t  i m p e n e t r a b l y  P h i l i s t i n e  

s o c i e t y  o f  m i d d l e - c l a s s  G l a s g o w  w h e n  B r i d i e  

v / a s  y o u n g .  H e  w a s  a n  a r t i s t ,  h e  c o u l d n ’ t  

h e l p  i t  ;  b u t  h e  o o  u l d  w a r d  o f f  l a u g h t e r  b y  

g e t t i n g  h i s  l a u g h  i n  f i r s t ,  b o t h  a t  o t h e r s  

a n d  a t  h i m s e l f ’  ( 6 )
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T h e  t h e m e  w h i c h  r e c u r s  c o n s t a n t l y  i n  B r i d i e ’ s  w o r k  -  

i t  i s  a l m o s t  a  m o r a l  -  c a n  h e  s t a t e d  q u i t e  s i m p l y .  M a n  

a s  a  s p e c i e s  s h o u l d  a c c e p t  h i s  c o s m i c  l i m i t a t i o n s ,  a n d  

i n d i v i d u a l  m e n  s h o u l d  a c c e p t  t h e i r  p e r s o n a l  l i m i t a t i o n s  »

One can easily see how a society which derides claims to 
something better than the humdrum produces this attitude in 
a writer. In a sense it is a reflection of that society’s 
attitude but it is also a refuge for the exposed artist as 
Bridie felt himself to be.

A c c e p t a n c e  o f  o n e ’ s  l i m i t a t i o n s  c a n  b e  a  v e r y  n e g a t i v e  

a t t i t u d e  a n d  B r i d i e  w o u l d  a p p e a r  t o  h a v e  b e e n  d i s s a t i s f i e d  

w i t h  i t ,  f o r  i n  m a n y  o f  h i s  p l a y s  h e  i s  c o n s t a n t l y  t r y i n g  

t o  j u s t i f y  t h i s  a t t i t u d e  o f  a c c e p t a n c e ,  s o m e t i m e s  w i t h  t h e  

h e l p  o f  d i v i n e  i n t e r v e n t i o n ’.  B r i d i e  n e e d s  t o  p r o v e  t h a t  t h e  

n o t  p a r t i c u l a r l y  s i g n i f i c a n t  m a n ,  t h e  m a n  w h o  d o e s  n o t  h a v e  

w h a t  w o u l d  b e  r e g a r d e d  i n  t h a t  p a r t  o f  s o c i e t y  f r o m  w h i c h  

B r i d i e  c a m e  a s  p r e t e n s i o n s ,  i s  a  m a n  t o  b e  r a t e d  a s  h i g h l y  a s ,  

i f n o t  m o r e  h i g h l y  t h a n ,  t h e  g r e a t e s t  a n d  m o s t  s p e c t a c u l a r  o f  

m e n .  I n  t h e s e  p l a y s  o f  c o u r s e  h e  i s  n o t  m e r e l y  t a l k i n g  

a b o u t  h i s  c h a r a c t e r s  a n d  t h e i r  r a t h e r  d r a b  l i v e s ,  h e  i s  

t a l k i n g  a b o u t  h i m s e l f  a n d  h i s  o w n  r e l u c t a n c e ,  e v e n  f e a r ,  t o  

g o  t o o  f a r ,  t o  a t t e m p t  t h e  g r a n d o i s e  o r  m a g n i f i c e n t ,

V d i a t  i s  b e i n g  a r g u e d  h e r e  t h e n  i s  t h a t  t h i s  t h e m e  i n  

B r i d i e ’ s  w o r k ,  t h e  e x p r e s s i o n  o f  w h i c h  i n  h i s  p l a y s  w i l l  n o w  

b e  e x a m i n e d ,  i s  v e r y  l a r g e l y  a  p r o d u c t  o f  m i d d l e - c l a s s  

G l a s g o w  a n d  i n d e e d  m i d d l e - c l a s s  S c o t l a n d ,  I n  s o m e  w a y s  i t  

i s  t h e  m o s t  S c o t t i s h  t h i n g  a b o u t  B r i d i e ,

I n  t h r e e  o f  h i s  p l a y s  w i t ^  B i b l i c a l  b a c k g r o u n d s ,

’ T o b i a s  a n d  t h e  A n g e l ’  ( 7 ) ?  ’ J o n a h  a n d  t h e  Y / h a l e ’  ( 8 )  a n d  

’ S u s a n n a h  a n d  t h e  E l d e r s *  ( 9 ) ?  B r i d i e  c o n c e n t r a t e s  h i s  

a t t e n t i o n  o n  m a n ’ s  l i m i t a t i o n s ,  ' T o b i a s  a n d  t h e  A n g e l ’ ,  

w h i c h  i s  b a s e d  o n  t h e  s t o r y  i n  t h e  A p o c r y p h a l  B o o k  o f  T o b i t ,  

t e l l s  w i t h  c o n s i d e r a b l e  w i t ,  t h e  s t o r y  o f  T o b i a s ,  s o n  o f  

t h e  b l i n d  T o b i t ,  w h o  t r a v e l s  t o  H a m a d  a n ,  a c c o i n p a n n e  d  b y  a  

s e r v a n t ,  A s a r i a s  ( w h o  i s  t h e  A r c h a n g e l  G a b r i e l  i n  d i s g u i s e ) .  

A f t e r  s u r v i v i n g  w i t h  A z a r i a s ’ s  h e l p ,  s e v e r a l  d i r e  p e r i l s  

i n c l u d i n g  a n  e n c o u n t e r  w i t h  a  d e v i l  c a l l e d  A s m o d y ,  T o b i a s  

m a r r i e s  a  w e a l t h y  g i r l ,  B a r a ,  O n  T o b i a s ’ s  r e t u r n  t o  H i n e v e h ,  

H a p h a e l / A z a r i a s  r e s t o r e s  o l d  T o b i t ’ s  s i g h t ,  a n d  a l l  l o o k  s e t  

t o  l i v e  h a p p i l y  e v e r  a f t e r ,  a l t h o u g h  i n  S a r a ’ s  c a s e  

a c c e p t a n c e  o f  h e r  l o t  h a s  o n l y  c o m e  a f t e r  a  s t r u g g l e ,  S h e
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l i a s  f a l l e n  i n  l o v e  w i t h  R a p h a e l  t o  w h o m  s h e  i n s i s t s  t h a t  

s h e  i s  i m p a t i e n t  w i t h  t h e  o r d i n a r y  r u n  o f  m e n ;  s h e  p r e f e r s  

R a p h a e l  o f  w h o s e  r e a l  i d e n t i t y  s h e  i s  a w a r e .  R a p h a e l  t e l l s  

h e r  t o  t r e a t  h i m  a s  T o b i a s ’ s  s p i r i t  o r  d a e m o n ,  a n d  r e f u s e s  

t o  l i s t e n  t o  h e r  a s  s h e  p l e a d s  h e r  d i s s a t i s f a c t i o n  w i t h  

o r d i n a r y  m o r t a l s .

’ Y o u  m u s t  c e a s e  t o  h e  s o .  O f t e n  a t  o d d  t i m e s  

i n  t h e  f u t u r e ,  y o u  w i l l  s e e  m e  l o o k i n g  o u t  o f  

T o b i a s ’ s  e y e s .  B u t  y o u  m u s t  l o o k  l i e  o t h e r  

w a y  a n d  b u s y  y o u r s e l f  w i t h  y o u r  h o u s e h o l d  

t a s k s '  ( P a g e  6 8 )

S a r a  m u s t  a c c e p t  t h e  l i m i t a t i o n s  o f  o r d i n a r y  p e o p l e ,  

i m d  s o ,  s a y s  B r i d i e ,  m u s t  w e .

’ J o n a h  a n d  t h e  W h a l e ’ ,  a .  s l i g h t e r  p l a y ,  i s  a  r e t e l l i n g  

o f  t h e  J o n a l i  s t o r y  i n  w i t t y  f a s h i o n ,  f u l l  o f  c o n t e m p o r a r y  

a l l u s i o n s .  B r i d i e  a p p e a r s  t o  r e g a r d  J o n a h  a s  a  b a l e f u l  

P u r i t a n  i n f l u e n c e  w h o m  t h e  p e o p l e  o f  G i t t a  -  H e p h e r  a r e  w e l l  

r i d  o f  -  J o n a h ,  i s  n o  s o o n e r  o u t s i d e  t h e  c i t y  g a t e  t h a n  

d r i n k i n g ,  s i n g i n g  a n d  d a n c i n g  b r e a k  o u t  a g a i n  w i t h i n  t h e  

w a l l s . .  I n  t h e  p l a y ,  J o n a h  i s  b r o u g h t  t o  r e a l i s e ,  w h e n  

h i n e v e h  i s  n o t  d e s t r o y e d ,  ’ I  a m  o n l y  a n  o r d i n a r y  m a n ’ „

A g a i n  t h e  m o r a l  i s  t h a t  m a n  s h o u l d  a c c e p t  h i s  l i m i t a t i o n s .

T h e  m o r a l  i s  m o r e  s p e c i f i c  i n  ' S u s a n n a h a n d  t h e  E l d e r s ' .

M a n  i s  h i g h l y  f a l l i b l e ,  a n d  w h e n  h e  f a l l s ,  s h o u l d  b e  p i t i e d ,  

n o t  s p u r n e d .

A s  B r i d i e  e x p l a i n s  i n  t h e  p r e f a c e ,  i n  h i s  a d a p t a t i o n  

o f  t h e  s t o r y ,  h e  h a s  p l a c e d  t h e  e m p h a s i s  o n  t h e  e l d e r s ,  f o r  

w h o m  h e  h a s  a  g r e a t  d e a l  o f  s y m p a t h y .  T h e y  s e e m  t o  h i m  t o  

r e p r e s e n t  a  k i n d  o f  p e r s o n  a n d  a  k i n d  o f  s a d  f a i l u r e ,  w h i c h  

a r e  c o m m o n .

' E v e r y  n o w  a n d  t h e n  s o m e  d i s t i n g u i s h e d  o l d  m a n ,  

a  r e s p e c t e d  a n d  w i s e  s e r v a n t  o f  h i s  c o u n t r y  a n d  

m a n k i n d ,  d o e s  s o m e  s i l l y  a n d  o u t r a g e o u s  a c t  

t h a t  g e t s  h i s  n a m e  i n t o  t h e  p o l i c e - c o u r t  r e c o r d s  

a n d  t h e  s n i g g e r i n g  s o r t  o f  S u n d a y  n e w s p a p e r .

M o s t  o f  u s  t u r n  a w a y  o u r  h e a d s  f r o m  t h i s  h e a r t ­

b r e a k i n g  t h i n g ;  b u t  i t  i s  a s  r i g h t  a  t o p i c  f o r  

a  g o a t - s o n g  a s  j e a l o u s y ,  r e v e n g e  o r  a n y  o t h e r  

k i n d  o f  i g n o m i n y ,  t h a t  s o i l s  w i t h o u t  d e s t r o y i n g  

t h e  n o b i l i t y  o f  m a n ’  ( P a g e  1 )
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B e f o r e  t h e  p l a y  o p e n s  a  R e a d e r ,  d r e s s e d  a s  a  k i n d  o f  

C o u r t  o f f i c i a l ,  s e t s  t h e  s c e n e  a n d  e n l i s t s  o u r  s y m p a t h y  f o r  

t h e  e l d e r s  b e f o r e  t h e  a c t i o n  i t s e l f  s t a r t s .

' T h e  o l d  s t o r y  t h a t  t h e s e  j u d g e s  w h o  d i d  t h i s  

w i c k e d n e s s  w e r e  f a l s e  a n d  e v i l  t o  t h e  b o n e ;  

b u t  w h o  k n o w s  t h e  h e a r t  o f  a  m a n  a n d  w h a t  

m o v e s  i n  t h a t  d a r k n e s s ?  A n d  i s  t h e r e  a n y  

m a n  l i v i n g  w h o  h a s  i n  h i m  n o  t i n c t u r e  o f  

g o o d n e s s ,  h o w e v e r  u n h a p p i l y  h e  m a y  d o  i n  h i s  

l i f e ?  T o n i g h t  y o u  a r e  t o  b e  t h e  j u d g e s  o f  

t h e s e  o l d  J u d g e s .  S e a r c h  y o u r s e l v e s  w e l l  

t h a t  y o u  m a y  d o  j u s t l y '  ( P a g e  l )

I t  i s  t h e r e f o r e  c l e a r  t h a t  t h i s  w i l l  n o t  b e  a  p l a y  

w h e r e  w ^ e  a r e  c o n f r o n t e d  w i t h  b l a c k  a n d  w h i t e  m o r a l  

s i t u a t i o n s ,  b u t  w i t h  f i n e r  s h a d e s  o f  g r e y .

T h e  a c t i o n  b e g i n s  i n  a  B a b y l o n  c o u r t  w h e r e  K a s h d a k  i s  

s i t t i n g  i n  j u d g e m e n t .  W h a t  i s  i m m e d i a t e l y  c l e a r  i s  t h e  

h a r s h n e s s  a n d  i n f l e x i b i l i t y  o f  t h e  l a w .  C u s h ,  a n  E t h i o p i a n ,  

i s  r e m i t t e d  t o  a  h i g h e r  c o u r t  f o r  a n  i n e v i t a b l e  s e n t e n c e  o f  

d e a t h ,  a n d  D i o n y s o s ,  a  Greek, i s  o n l y  s a v e d  f r o m  d e a t h  b y  

t h e  i n t e r v e n t i o n  o f  S u s a n n a h  w i t h  t h e  j u d g e ,  i n  t h i s  c a s e  

h e r  U n c l e  B i l l ,  K a b b i t t u .  L a t e r  i n  t h e  p l a y ,  K a s h d a k ,  o n  a ,  

v i s i t  t o  S u s a n n a h ,  t e l l s  h e r  w h a t  i s  t o  h a p p e n  t o  t h e  g i r l  

i n  t h e  C u s h  a f f a i r .

' I  f e l t  s o r r y  f o r  h e r .  I  a d j o u r n e d  t h e  c a s e  f o r  

a  w e e k  s o  t h a t  s h e  c o u l d  h a v e  a  b a t h  a n d  c l o t h e s  

a n d  p l e n t y  o f  n o u r i s h i n g  f o o d .  A n d  I  c o u l d n ' t  

s l e e p  l a s t  n i g h t  t r y i n g  t o  f i n d  a  w a y  o u t .  B u t  

t h e r e ' s  n o  h e l p  f o r  i t .  S h e  w i l l  h a v e  t o  b e  

d r o w n e d '  ( P a g e  4 - 2 )

K a s h d a k  i s  s h e  m i  h e r e  t o  b e  a  c h a r i t a b l e  m a n ,  b u t  t h e r e  

i s  n o t h i n g  h e  c a n  d o  i n  t h e  f a c e  o f  t h e  l a w .  L i k e w i s e ,  w h e n  

i t  a p p e a r s  t h a t  S u s a n n a h  h a s  b e e n  f o u n d  g u i l t y  o f  a d u l t e r y  

n e i t h e r  t h e  p l e a s  o f  h e r  m o t h e r - i n - l a w  n o r  h e r  h u s b a n d  a r e  

o f  a n y  a v a i l .  F i n a l l y  w h e n  t h e  t w o  j u d g e s  a r e  f o u n d  o u t ,  

n o t h i n g  s t a n d s  b e t w e e n  t h e m  a n d  a  h o r r i b l e  d e a t h .

B r i d i e  o b v i o u s l y  f e e l s  t h a t  r i g i d  a n d  h a r s h  l a w s  a r e  

i n h u m a n e .  T h e y  f a i l  t o  t a k e  a c c o u n t  o f  t h e  h u m a n  w e a k n e s s ,  

w i t h  w h i c h  h e  i s  c o n c e r n e d  i n  t h e  p l a y .  K a s h d a k  a n d  K a b b i t t u  

a r e  s y m p a t h e t i c  c h a r a c t e r s  w h o s e  w e a k n e s s  i s  c o m m o n  t o  a l l  

m a n k i n d .  A l l  m e n ,  B r i d i e  s e e m s  t o  b e  s a y i n g ,  p u t  o n  a  f r o n t
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o f  r e s p e c t a b i l i t y  a n d  m o r a l i t y ,  b u t  b e n e a t h  t h i s  f r o n t  

m o s t  o f  t h e m  h a v e  s o m e t h i n g  t o  h i d e .  T h e  m i s t a k e  t h e  j u d g e s  

m a k e  i s  t h a t  b e n e a t h  t h e i r  r e s p e c t a b l e  a g e i n g  e x t e r i o r s  

l u s t  s t i l l  e x i s t s .

K a b b i t t u : -  . . . .  W e l l ,  t h a n k  t h e  g o d s ,  o u r  f i r e s  a r e  

o u t .

K a s h d a k  s -  I t ' s  a  c o m f o r t a b l e  s t a t e .

K a b b i t t u : -  I  t h i n k  o l d  . . .  w e l l ,  l a t e  m i d d l e - a g e  i s  

t h e  h a p p i e s t  t i m e  o f  a  m a n ' s  l i f e .  T h e  

p a s s i o n s  a n d  d i s t r e s s e s  t h a t  s e e m e d  s o  

t e r r i b l e  w h e n  o n e  w a s  y o u n g  s e e m  v e r y  

l i t t l e  a n d  f a r  a w a y .  W e  c a n  l a u g h  a t  o u r  

o l d  a g o n i s i n g s .

K a s h d a k  ; Y e s .

K a b b i t t u ; -  W h e n  t h e  n e e d s  o f  t h e  b o d y  h a v e  s u n k  l o w  

t h e  m i n d  i s  f r e e .  I s n ' t  i t ,  K a s h d a k ?

(Page 16)
A s  t h e  j u d g e s  d i s c o v e r  a l l  t o o  p a i n f u l l y ,  t h e y  h a v e  

m i s t a k e n  t h e  f o r m  f o r  t h e  r e a l i t y .  T h i s  i n d e e d  i s  o n e  o f  

t h e  c e n t r a l  t h e m e s  f o r  t h e  p l a y ,  t h e  c o n t r a s t  b e t w e e n  

a p p e a r a n c e  a n d  r e a l i t y .  D u r i n g  h i s  t r i a l  D i o n y s o s  i n s i s t s  

t o  K a b b i t t u  t h a t  j u d g e s  n o  m o r e  b e l i e v e  i n  t h e  g o d s  h e  h a s  

b l a s p h e m e d  a g a i n s t ,  t h a n  h e  d o e s .

K a b b i t t u ; -  T h a t  i s  b e s i d e  t h e  p o i n t .  M y  d u t y  a s  a

l a w  g i v e r  i s  t o  g i v e  t h e  g o d s  t h e  b e n e f i t  

o f  t h e  d o u b t .  I t  i s  t r u e  t h a t  w i t h i n  t h e  

w a l l s  o f  t h i s  c i t y ,  w e  a r e  n o t  p a r t i c u l a r l y  

e n t h u s i a s t i c  a b o u t  t h e  g o d s .  B u t  w e  h a v e  

a  v e r y  d i s t i n c t  i m p r e s s i o n  . . .  y o u  n e e d n ' t  

t a k e  a l l  t h i s  d o w n ,  A d a n i  . . .  a  v e r y  

p e r s i s t e n t  i d d a  t h a t  i f  w e  d o n ' t  t r e a t  

t h e m  w i t h  s o m e  r e s p e c t  t h e y  w i l l  g o  o u t  

i n t o  t h e  d e s e r t  a n d  b e c o m e  e v i l  s p i r i t s .

I  d o n ' t  k n o w  w h e t h e r  y o u  h a v e  m u c h  e x p e r i e n c e  

o f  t h e  d e s e r t  . . . .

D i o n y s o s : -  I  h a v e ,  y o u r  w o r s h i p .

K a b b i t t u : -  Y o u  w n l l  k n o w n  t h e n ,  t h a t  i t  i s  a  v e r y

d i f f e r e n t  m a t t e r  o u t  t h e r e ,  w h e r e  t h e r e  a r e  

n o  l i g h t e d  s h o p s  a n d  n o  p o l i c e m e n ' .  I t  i s  

n o t  p l e a s a n t ,  D i o n y s o s ,  t o  h a v e  a  b a d - t e m p e r e d  

d e m o n ,  t r a m p l i n g  o n  o n e ' s  s h a d o w .

D i o n y s o s : -  B o .
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K a b b i t t u : ™  T h e  d e s e r t  i s  c r o w d e d ,  w i t h  t h e m  a s  i t  i s .

A t  n i g h t  t h e y  c o m e  p r e s s i n g  i n  a g a i n s t  o u r  

w a l l s .  S o  w e  b u i l d ,  f o r  t h o s e  w h o  r e m a i n  

i n  t h e  c i t y ,  n i c e  t e m p l e s  w i t h  c o s y  a l t a r s .

A n d  w e  i n s i s t  ^ h a t  o u r  c i t i z e n s  and o u r  

g u e s t s  t r e a t  t h e m  p r o p e r l y .  D o e s  t h a t  s e e m  

t o  y o u  r e a s o n a b l e ?

D i o n y s o s : ™  Y e r y  r e a s o n a b l e ,  y o u r  w o r s h i p ,

( P a g e  8 )

W h a t  K a b b i t t u  a p p e a r s  t o  b e  s a y i n g  h e r e  i s  t h a t  i f  t h e  

f o r m s  a r e  o b s e r v e d ,  t h e n  l i f e  w i l l  p r o c e e d  i n  a n  o r d e r l y  

f a s h i o n ,  a n d  i n  t h e  c a s e  o f  t h e  j u d g e s ,  i n  a n  u r b a n e  a n d  

c i v i l i z e d  f a s h i o n  i n  w h i c h  t h e  p r o p r i e t i e s  a r e  g i v e n  t h e i r  

p l a c e ,  ( T h e r e  i s  a n  i r o n i c  c o n t r a s t  b e t w e e n  t h i s  g r a c e f u l  

l i v i n g  a n d  t h e  s a v a g e  p e n a l  s y s t e m  w h i c h  B r i d i e  t a k e s  p a i n s  

t o  a v o i d  e m p h a s i s i n g ) ,  K a b b i t t u  r e t u r n s  t o  t h e  t h e m e  l a t e r  

i n  a  c o n v e r s a t i o n  w i t h  K a s h d a k ,

' I ' m  a l l  f o r  o p e n n e s s  a n d  f r e e d o m  i n  s p e e c h  i n  

a l l  s o r t s  o f  s u b j e c t s .  A l l  s o r t s  o f  s u b j e c t s .

A n d  I  t h i n k  y o u  w i l l  a d m i t  I ' m  a s  b r o a d - m i n d e d  

a s  m y  n e i g h b o u r .  B u t  t h i s  m o d e r n  f a s h i o n  o f  

s p e a k i n g  a b o u t  t h e  m o s t  -  t h e  m o s t  i n t i m a t e  

s u b j e c t s  a s  i f  y o u  k n o w  I  h a t e  h y p o c r i s y ,

a n d  I  l i k e  a  b r o a d  s t o r y  n o w  a n d  t h e n  a s  w e l l  

a s  t h e  n e x t  m a n ,  b u t  , , , ,  t h e r e  a r e  c e r t a i n  

d e c e n c i e s ,  if y o u  u n d e r s t a n d  w h a t  I  m e a n '

( P a g e  1 5 )

T h e  i r o n y  i s  t h a t  t h e  j u d g e s  a r e  s o o n  t o  p l a c e  t h e m s e l v e s  

i n  a  p o s i t i o n  o f  t h e  m o s t  b a s e  hypocrisy. T h e r e  a r e  h i n t s  

a s  t h e  p l a y  p r o g r e s s e s ,  t h a t  t h e y  s u e  b e g i n n i n g  t o  s e n s e  

t h e  g a p  b e t w e e n  a p p e a r a n c e  a n d  r e a l i t y ,  p a r t i c u l a r l y  i n  a  

b r i e f  f r a g m e n t  o f  c o n v e r s a t i o n  i n  t h e  s e c o n d  a c t ,

K a b b i t t u : ™  Y o u  a r e  a  c u r i o u s  f e l l o w ,  K a s h d a k .  W e ’ v e

b e e n  f r i e n d s  a n d  c o l l e a g u e s  f o r  o v e r  t h i r t y  

y e a r s  - -  i n  t h e  A r m y ,  i n  b u s i n e s s ,  o n  t h e  

B e n c h .  W e ' v e  n e v e r  h a d  a  q u a r r e l  i n  a l l  

t h e s e  years. A n d  y e t ,  s o m e h o w  I d o n ' t  f e e l  

t h a t  I  k n o w  you.
K a s h d a k  : ™  I  d o n ’ t  t h i n k  t h a t ' s  a  v e r y  u n c o m m o n  e x p e r i e n c e  

K a b b i t t u : ™  I t ' s  c u r i o u s .  I t ' s  v e r y  c u r i o u s .  I  n e v e r  

k n o w  w h a t  y o u ' r e  r e a l l y  t h i n k i n g  a b o u t .
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K a b b i t t u : I  a m  t h i n k i n g  t h a t  i t  i s  b e d t i m e .

K a s h d a k .  :  -  I  a m  t h i n k i n g  a b o u t  g o l d f i s h ,

K a b b i t t u : -  I n  a  s i l v e r  t a n k .  W i t h  c o r a l  r o c k s .  S o  

a m  l o  W e  a r e  a  c o u p l e  o f  s e n t i m e n t a l  

o l d  r u i n s .  I ’ m  g o i n g  t o  b e d ,

(Page 35-36)
T h e  r e f e r e n c e  t o  g o l d - f i s h  t a k e s  u s  b a c k  t o  f a n c i f u l  

t a l k  b y  S u s a n n a h  i n  w h i c h  s h e  i m a g i n e s  h e r s e l f  a .  f i s h  

s w i m m i n g  i n  a ,  s i l v e r  t a n k  w i t h  c o r a l  r o c k s ,  a n d  t h u s  i t  

p r e s a g e s  t h e  d o w n f a l l  o f  t h e  e l d e r s  w h e n  t h e y ,  u n k n o v m  t o  

e a c h  o t h e r ,  m a k e  t h e i r  w a y  t o  t h e  g a r d e n  w h e r e  S u s a n n a h  i s  

b a t h i n g ,  w h i l e  h e r  h u s b a n d  i s  a w a y  o n  a  b u s i n e s s  t r i p .

T h e y  m e e t  a t  t h e  g a r d e n ,

K a s h d a k  s -  T h e r e  i s  n o  g o o d  a n y w h e r e  l e f t  a t  a l l .

S i n c e  w e  p a r t e d  I  h a v e  b e e n  w a l k i n g  i n  t h e  

s u n ,  o n  a n d  o n  w i t h  g o n g s  b e a t i n g  i n  m y  

h e a d .  S i n c e  I  t o l d  h e r  s h e  m i g h t  b a t h e  i n  

t h e  g a r d e n ,  I  h a v e  b e e n  p o s s e s s e d  a n d  

c o m p e l l e d  w i t h  t h e  d e s i r e  t o  s e e  h e r .  O n l y  

t o  s e e  h e r  l i k e  a  w h i t e  n y m p h a e a  i n  d i e  

p o o l  ™  o n l y  t h a t ,  Y f h y  s h o u l d  i t  b e  s o  

t e r r i b l e ?

K a b b i t t u ; ™  I t  w o u l d  b e  d i s h o n o u r a b l e ,

K a s h d a k  : ™  D i s h o n o u r a b l e ,  H o n o u r  i s  a  s h a m ,  Y d i a t  a r e  

y o u  d o i n g  i n  t h e  g a r d e n ,  y o u  h y p o c r i t e ?  

K a b b i t t u : -  I  a m  h e r e  b e c a u s e  I  c a n n o t  h e l p  i t ,

K a s h d a k  ;  -  Y o u  s a i d  w e  c o u l d  l a u g h  n o w ,  a t  o u r  a g o n i s i n g s .  

Y o u  s a i d  w h e n  h i e  n e e d s  o f  t h e  b o d y  h a d  s u n k  

l o w  t h e  m i n d  w a s  f r e e ,

K a b b i t t u ; ™  W e  l o o k  l i k e  i t ,  d o n ’ t  w e ?

K a s h d a k  : ™  T h e  m i n d  f r e e .  W e  a r e  s o l d i e r s  o f

B a b u c h o d o n o s o r  a n d  j u d g e s  o f  B a b y l o n ,  W e  

c a n  t a k e  w h a t  w ^ e  l i k e  a n d  n o  m a n  d a r e  c a l l  

u s  t o  a c c o u n t ,

K a b b i t t u ; ™  I ’ m  n o t  s o  s u r e  o f  t h a t ,

( P a g e  5 3 )

B e f o r e  t h e y  e n t e r  t h e  i n n e r  g a r d e n ,  S u s a n n a h  r u s h e s  

o u t ,  a n d  w h e n  t h e  e l d e r s  m a k e  a p p r o a c h e s  t o  h e r ,  s c r e a m s  

h y s t e r i c a l l y .  H e a r i n g  t h i s ,  D i o n y s o s  w h o  i s  o u t s i d e ,  

a t t e m p t s  t o  e n t e r  a n d  i s  k i l l e d .  T h e  j u d g e s ’  m a j o r d o m o  

r u s h e s  i n  t o  r e p o r t  t h i s ,  a n d  K a s h d a k  i m m e d i a t e l y  a t t e m p t s
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t o  r e t r i e v e  t h e  s i t u a t i o n  b y  a c c u s i n g  S u s a n n a h  o f  a d u l t e r y  

w i t h  D i o n y s o s ,

T h e  h y p o c r i s y  o f  t h e  j u d g e s  i s  p u s h e d  t o  e x t r e m e  w h e n  

S u s a n n a h  f a c e s  t h e  d e a t h  p e n a l t y ,  h e r  v i s i o n  o f  l i f e  t u r n e d  

s o u r  a n d  w r e t c h e d ,

' I f  I  h a d  d i e d  y e s t e r d a y  o r  b e e n  d r o \ m e d  i n  t h e  

p o o l ,  I  s h o u l d  h a v e  g o n e  o u t  o f  t h i s  l i f e  i n  

h a p p i n e s s ,  f o r  i t  w o u l d  h a v e  s e e m e d  t o  m e  t h a t  

m y  l i f e  h a d  b e e n  f i l l e d  w i t h  k i n d n e s s  a n d  

m e r c y  a n d  t h e  l o v e  o f  f r i e n d s .  I t  w o u l d  h a v e  

b e e n  a  l i t t l e  l i f e ,  f o r  I  a m  s t i l l  v e r y  y o u n g  

a n d  I  h a v e  e m p l o y e d  m y s e l f  o n  l i t t l e  t h i n g s .

B u t  i t  w o u l d  h a v e  l i t U e  a n d  p e r f e c t ,  l i k e  a  

j e w e l .  B o w  i t  i s  u g l y .  B o w  I  k n o w  t h a t  

k i n d n e s s  i s  a  c h e a t  a n d  m e r c y  i s  a  t r a p  a n d  

t h a t  l o v e  i s  t h e  a p p e t i t e  o f  b r u t e s '

(Page 58)
B y  a  r a t h e r  w e a k  t w i s t ,  D a n i e l  m a n a g e s  t o  p r o v e  t h e  

j u d g e s ’  d i s h o n e s t y  a n d  t h e y  a c c e p t  t h e i r  f a t e  w i t h  

r e s i g n a t i o n .  I n  h i s  l a s t  s p e e c h  K a b b i t t u  a d m i t s  h i s  

f a l s e - s e e  m i n g ,

' A l l  t h e  w o r l d  h a s  k n o w n  m e  a s  a  k i n d l y ,  j u s t ,  

r e s p e c t a b l e  m a n .  A n d  s o  I  t h o u g h t  m y s e l f .

F o r  I  f o r g o t  h o w  t h e  e x a l t e d  A n u  h a d  m a d e  u s  

a l l ,  Y / h a t  y o u  s a w  w a s  t h e  h e a d  o f  a  m a n ,  

u t t e r i n g  d i s c r e e t  t h i n g s ,  a b o v e  t h e  r o b e s  o f  

a  g r a v e  a n d  s e e m l y  m a g i s t r a t e .  B e n e a t h  t h e s e  

r o b e s  w a s  t h e  b o d y  o f  a  g o a t .  T h e  h e a d  e n s u r e s  

a n d  c h e r i s h e s  h o n o u r ,  j u s t i c e ,  p i t y ,  s h a m e  a n d  

a .  g o o d  c o n s c i e n c e ;  t h e  b o a s t  c a n  b e  t a m e d ,  h t  

h e  k n o w s  n o t h i n g  o f  a n y  o f  t h e s e  t h i n g s '

( P a g e  6 4 )

I t  i s  n o t  a t  a l l  s u r p r i s i n g  t h a t  B r i d i e  s h o u l d  c h o o s e  

t o  c o n c e n t r a t e  ™  a l b e i t  s y m p a t h e t i c a l l y  -  o n  t h e  h y p o c r i s y  

o f  t h e  E l d e r s  ™  f o r  h y p o c r i s y ,  w h i l e  n o t  p e c u l i a r l y  

S c o t t i s h ,  i s  c o n s i d e r e d  a  c h a r a c t e r i s t i c  o f  o u r  l i f e  a n d  

o u r  l i t e r a t u r e ,  L i n d s a y  w a s  c o n c e r n e d  w i t h  i t  i n  ' T h e  T h r e e  

E s t a t e s ' ,  B u r n s  i n  ' H o l y  W i l l i e ’ s  P r a y e r ’  a n d  s e v e r a l  o f  

t h e  d r a m a t i s t s  d e a l t  w i t h  i n  t h i s  s t u d y  h a v e  i t  a s  a  t h e m e .  

T h e  c o n t r a s t  b e t w e e n  a c t u a l i t y  a n d  s e e m i n g  i s  f o u n d  a l s o ,  

i n  s l i g h t l y  d i f f e r e n t  f o r m ,  i n  S t e v e n s o n  ( ' D r ,  J e k y l l  a n d
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M r ,  H y d e  ' W e i r  o f  H e r u i s t o n ’ )  a n d  H o g g  ( ’ C o n f e s s i o n s  o f  

a  J u s t i f i e d  S i n n e r ’ ) ,  w h e r e  t h e  c o n c e r n  i s  n o t  m e r e l y  w i t h  

h y p o c r i s y ,  h u t  s c h i z o p h r e n i a ,  S u s a n n a h  h e r s e l f  i s  n o t  

p r e s e n t e d  a s  a  p a r a d i g m  o f  i n n o c e n c e .  S h e  i s  i n  f a c t  a  

m i x t u r e  o f  c h a r a c t e r i s t i c s .  H e r  m a i d s  f i n d  h e r  ’ a  h i t  

s t r a i g h t l a c e d ’  e n d  w h e n  D i o n y s o s ,  t h e  a p p r o p r i a t e l y  n a m e d  

G r e e k ,  w h o  c o n s t a n t l y  m a k e s  p a s s e s  a t  h e r ,  t a l k s  o f  t h e  

o r g i e s  i n  C o r i n t h ,  s h e  d e c l a r e s  h e r s e l f  d i s g u s t e d .  O n  t h e  

o t h e r  h a r d  ,  a t  o n e  p o i n t  s h e  t e l l s  h e r  m o t h e r - i n - l a w  -  

' I ’ d  l i k e  t o  g e t  i n t o  h s h  c o m p a n y  m y s e l f ,  

j u s t  o n c e ,  f o r  a  c h a n g e .  I t  m u s t  h e  v e r y  

i n t e r e s t i n g ’  ( P a g e  4 0 )

I t  i s  p o s s i b l y  t h e  s i d e  o f  S u s a n n a h ,  w h i c h  t h i s  r e m a r k  

h i n t s  a t ,  t h a t  a t t r a c t s  D i o n y s o s  a n d ,  f o r  t h a t  m a t t e r ,  

p a r t i a l l y  a c c o u n t s  f o r  t h e  e l d e r s ’  f e e l i n g s ,

S u s a n n a h  i s  a  l i t t l e  n a i v e  p e r h a p s  i n  t h a t  s h e  i s  n o t  

o n  g u a r d  a g a i n s t  t h e  e l d e r s ,  b u t  a t  o t h e r  t i m e s  s h e  s h o w s

8 .  f i n e  p e r c e p t i o n .  W h e n  K a s h d a k  i s  d i s c u s s i n g  t h e  c a s e  o f  

C u s h ’ s  m i s t r e s s  w i t h  h e r ,  s h e  i n d i c a t e s  a n  a p p r e c i a t i o n  o f  

K a s h d a k ’ 8  s i t u a t i o n ,  a l t h o u g h  s h e  d o e s  n o t  r e a l i s e  j u s t  h o w  

a p p r o p r i a t e  h e r  w o r d s  a r e ,

' D a y  a f t e r  d a y  y o u  m u s t  d o  y o u r  d u t y  b y  a  

b o o k  o f  r u l e s  a n d  f o r g e t  t h a t  y o u  a r e  a  m a n  

a t  a l l .  A n d  t h e n  s u d d e n l y  y o u r  h e a r t  s a y s  

t o  y o u  ’ I  a m  h e r e ’  a n d  y o u  a r e  a s t o n i s h e d  

a n d  d o n ' t  k n o w  w h a t  t o  d o ’  ( P a g e  4 3 )

L a t e r  i n  m u c h  l e s s  h a p p y  c i r c u m s t a n c e s ,  h e r  t r i a l ,  s h e  

f a s t e n s  o n  a n  e x t r e m e l y  u n p l e a s a n t  a s p e c t  o f  t h e  c r u e l  

j u d i c i a l  s y s t e m  ( w h i c h  B r i d i e  d o e s  n o t  s t r e s s ) ,  w h e n  s h e  

a d d r e s s e s  h e r  j u d g e .

'  .  .  .  I s  i t  p o s s i b l e  t o  m u r d e r  a  w o m a n ,  w i t h  

d e c e n c y ?  D e c e n c y ?  L o o k  i n t o  y o u r  o w n  h e a r t  I  

Y o u  a r e  t r e m b l i n g  a n d  f i d g e t i n g  a n d  t h e  

s p i t t l e  i s  r u n n i n g  o u t  o f  y o u r  m o u t h ,  s o  

i m p a t i e n t  a r e  y o u  f o r  t h e  s i g h t  o f  m y  d e c e n t  

d e a t h ’  ( P a g e  5 8 )

I n  c h a n g i n g  t h e  n a t i o n a l i t y  o f  t h e  j u d g e s  f r o m  J e w  t o  

B a b y l o n i a n ,  B r i d i e  i s  a b l e  t o  p r e s e n t  D a n i e l  a s  a  f i e r c e l y  

n a t i o n a l i s t i c  f i g u r e  c o n s t a n t l y  s t r u g g l i n g  t o  k e e p  u p  h i s  

c o u n t r y m e n ’ s  r e s e n t m e n t  o f  t h e i r  f a r  f r o m  u n b e a r a b l e  

c a p t i v i t y .  B r i d i e  d o e s  n o t  s e e m  t o  c a r e  t o o  m u c h  f o r  D a n i e l ,
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a n d  p r e s e n t s  h i m  a s  a  v e r y  p o m p o u s  s e l f - r i g h t e o u s  

i n d i v i d u a l  ™

'  00.0  I  a m  a w i l d  a n i m a l ,  i n  a  c a g e ,  I  a m  

a  l i o n .  A n d  t h e y  t r e a t  m e  l i k e  a  b a d -  

t e m p e r e d  p a m p e r e d  l i t t l e  l a p - d o g .  T h e y  w i l l  

n o t  e v e n  g i v e  m e  m y  o w n  n a m e .  M y  n a m e  i s  

D A ) i I E L  t h e  J u d g e m e n t  o f  G o d ’  ( P a g e  2 3 )

H e  l e c t u r e s  S u s  a m a h  o n  h e r  d u t y  a s  a  w i f e ,  a n d  w a r n s  

h e r  ' E v e n  i n  o l d  j u d g e s  t h e  l u s t s  o f  t h e  f l e s h  t a k e  a  

l o n g  t i m e  t o  d i e ’  ( P a g e  2 5 ) .  T h e  i r o n y  i s  t h a t  d e s p i t e  t h e  

f a c t  t h a t  h e  i s  a n  u n s y m p a t h e t i c  c h a r a c t e r ,  D a n i e l  i s  

c o r r e c t  i n  h i s  a s s e s s m e n t  o f  t h e  t w o  j u d g e s .  W h a t  i s  

u n a t t r a c t i v e  a b o u t  h i m  i s  h i s  c o l d  h a t r e d  f o r  B a b y l o n i e n s .

I t  i s  t h i s  h a t r e d  t h a t  m o v e s  h i m  t o  a c t i o n  a t  S u s a n n a h ’ s  

t r i a l  a n d  e x p l a i n s  h i s  l a c k  o f  i n t e r e s t  i n  S u s a n n a h ’ s  

p r o t e s t a t i o n s  o f  g r a t i t u d e .

’ Y o u  o w e  m e  n o t h i n g .  Y o u  o w e  y o u r  l i f e  t o  

J e h o v a h ,  w h o ,  i n  H i s  i n s c r u t a b l e  p u r p o s e ,  

s p a r e s  f o o l s  t h e  c o n s e q u e n c e s  o f  t h e i r  

f o o l i s h n e s s ’  ( P a g e  6 3 )

I t  i s  a l s o  t h i s  h a t r e d  t h a t  e x p l a i n s  h i s  e n t h u s i a s m  f o r  

t h e  e x e c u t i o n  o f  K a s h d a k  a n d  K a b b i t t u .

’ S u s a n n a h  a n d  t h e  E l d e r s ’  i s  a  p l a y  o f  d e p t h  w h e r e ,  

d e s p i t e  t h e  r a t h e r  a n t i - c l i m a t i c  c o u r t  s c e n e ,  t h e  d r a m a t i c  

p o w e r  a n d  t h e  i d e a s  B r i d i e  i s  c o n c e r n e d  w i t h ,  c o m b i n e  t o  

s u s t a i n  t h e  a u d i e n c e s  i h t e r e s t  a n d  p r o v i d e  a  m o v i n g  

e x p e r i e n c e  c o m p l e t e l y  u n d i s t o r t e d  b y  s e n t i m e n t a l i t y .

T h e  c a s e  o f  ’ D a p h n e  L a u r e o l a ’  ( 1 0 )  i s  s i m i l a r  t o  t h a t  

o f  t h e  t h r e e  p l a y s  d i s c u s s e d  a b o v e ,  a l t h o u g h  t h e  p l a y  i s  s e t  

i n  t h e  m o d e r n  p e r i o d .  T h e  a c t i o n  t a k e s  p l a c e  i n  L o n d o n  a n d  

t h e  s u b u r b s .  I t  s t a r t s  i n  a  r e s t a u r a n t  i n  w h i c h  a r e  d i n i n g  

a  c u r i o u s  a s s o r t m e n t  o f  p e o p l e  i n c l u d i n g  E r n e s t  P i a s t e ,  a  

r o m a n t i c  y o u n g  m a n  a n d  a  m y s t e r i o u s  l a d y  ( v / h o  t u r n s  o u t  t o  

b e  L a d y  P i t t s ) ,  w h o  i n d u l g e s  i n  l o n g  u n i n s p i r e d  m o n o l o g u e s ,  

f u l l  o f  m i d d l e - c l a s s  a n g o i s s e .

’ E v e r y t h i n g  h a s  h a p p e n e d  b e f o r e .  T h e  D a r k  

A g e s  h a v e  h a p p e n e d  b e f o r e .  T h e  a p e s  h a v e  

b e a t e n  u s  b e f o r e  w h e n  we t h o u g h t  b h e y  w e r e  

f e e d i n g  o u t  o f  o u r  h a n d s  . . . .  A g a i n  a n d  a g a i n  

a n d  a g a i n  w e  h a v e  c o v e r e d  t h e  f a c e  o f  t h e  

e a r t h  w i t h  o r d e r  a n d  l o v e l i n e s s  a n d  a  l i t t l e
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j u s t i c e .  B u t  o n l y  t h e  f a c e  o f  i t .  B e e p

d o w n  b e l o w  t h e  s u b t e r r a n e a n  b r u t e s  h a v e

b i d e d  t h e i r  t i m e  t o  s h a k e  d o w n  o u r

c h u r c h e s  a n d  p a l a c e s  a n d  l e t  l o o s e  t h e

l i t t l e  r a t s  t o  s p o r t  a m o n g  t h e  r u i n s ’  ( P a g e  2 3 )

T h e  f e e l i n g  o f  d e c a y  a n d  d e g e n e r a t i o n  g i v e n  e x p r e s s i o n  

i n  t h i s  s p e e c h ,  p e r v a d e s  n o t  o n l y  t h i s  p l a y ,  b u t  m u c h  o f  

B r i d i e ’ s  l a t e r  w o r k  a n d  i s  g i v e n  i t s  m o s t  d e f i n i t e  

e x p r e s s i o n  i n  ’ T h e  Q u e e n ’ s  G o m e d y ’  a n d  ’ T h e  B a i k i e  

C h a r i v a r i ’ .

’ D a p h n e  L a u r e o l a ’  r e l a t e s  t h e  i n f a t u a t i o n  o f  E r n e s t  

f o r  L a d y  P i t t s ,  a n  i n f a t u a t i o n  w h i c h  i s  n o t  s h a r e d  b y  h e r  

l a d y s h i p  w h o ,  on h e r  h u s b a n d ’ s  d e a t h ,  m a r r i e s  h e r  c h a u f f e u r ;

E r n e s t  p r o t e s t s  t h a t  t h i s  h a s  s h a t t e r e d  h i s  d r e a m  o f  h e r .

’ H a s  n o b o d y  t o l d  y o u  t h e  s t o r y  o f  t h e  p o o r  

p e a s a n t  w h o  w o r s h i p p e d  a  g o d d ë s s ?  A n d  

t h e n  h e  f o u n d  t h e r e  w e r e  n o  g o d s  a n d  

g o d d e s s e s ,  o n l y  a n  e m p t y  s k y ? ’  ( P a g e  8 6 )

L a d y  P i t t s  r e f u s e s  t o  b e  i m p r e s s e d  b y  t h i s  t a l k  o f  

d e s p a i r  a n d  t e l l s  E r n e s t  t h a t  s h e  h a s  m e r e l y  s e r v e d  a s  a  

v e h i c l e  o n  t o  w h i c h  h e  h a s  p r o j e c t e d  h i s  i l l u s i o n s  -  

’ I t  n e v e r  o c c u r r e d  t o  h i m  t h a t  I  w a s  a  h u m a n  

b e i n g .  T h e y ’ r e  a l l  t h e  s a m e  -  u n l e s s  t h e y ’ r e  

p i g s .  A n d  t h e  p i g s  a r e  a t  l e a s t  h o n e s t  w i t h

t h e m s e l v e s  a n d  w i t h  u s .  I ’ v e  f o u n d  t h a t  o u t

n o w .  T h a t ’ s  w h y  I ' v e  s e t t l e d  d o m i  i n  a  n i c e  

c l e a n  p i g - s t y ’  ( P a g e  8 8 )

T h e  l o t  w h i c h  h u m a n  b e i n g s  h a v e  t o  a c c e p t  i n  t h i s  p l a y  

i s  g l o o m i e r  t h a n  t h a t  o f  S a r a  i n  ’ T o b i a s  a n d  t h e  A n g e l ’ ,  b u t  

t h e  b a s i c  m e s s a g e  i s  m u c h  t h e  s a m e ,  t h o u g h  B r i d i e  i s  h e r e  

e m p h a s i s i n g ,  a s  h e  h a s  n o t  d o n e  b e f o r e ,  t h a t  d r e a m s  a n d  

f a n t a s i e s  a r e  i d l e  f o l l i e s  w h i c h  c a n  q u i c k l y  t u r n  sour.
S e v e r a l  o f  B r i d i e ’ s  p l a y s  a r e  c o n c e r n e d  w i t h  t h e  

p e r s o n a l  n d  e n v i r o n m e n t a l  l i m i t a t i o n s  o f  p a r t i c u l a r  m e n ,  

r a t h e r  t h a n  w i t h  t h e  l i m i t a t i o n s  o f  man i n  g e n e r a l .  ’ T h e  

S w i t c h b a c k '  ( 1 1 )  t e l l s  t h e  s t o r y  o f  a n  o b s c u r e  m e d i c a l  

p r a c t i t i o n e r  c a l l e d  M a l l a b y  w h o  t h i n k s  h e  h a s  m a d e  a  great 
d i s c o v e r y ,  a n d  i s  e x p l o i t e d  b y  a  n e w s p a p e r  p r o p r i e t o r  a n d  a  

w e a l t h y  J e w i s h  f i n a n c i e r  ( t h e r e  i s  a  t o u c h  o f  f a s h i o n a b l e  

a n t i - s e m i t i s m  a b o u t  s o m e  o f  B r i d i e ’ s  w o r k ) ,  o n l y  t o  b e  

d r o p p e d  b y  t h e m ,  w h e n  i t  a p p e a r s  t h a t  t h e  d i s c o v e r y  i s  f l a w e d .
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H e  i s  l e f t  a  r u i n e d  m a n ,  s t r u c k  o f f  t h e  m e d i c a l  register.
A t  t h e  e n d  of t h e  p l a y  M a l l a b y  d e c i d e s  t o  f o r s a k e  

c i v i l i s a t i o n  a n d  s p e n d  h i s  t i m e  i n  a r c h a e o l o g i c a l  w o r k  i n  

t h e  E a s t .  B r i d i e  i s  n o t  m e r e l y  s u g g e s t i n g  t h a t  M a l l a b y  h a s  

p e r s o n a l  l i m i t a t i o n s ,  -  h e  i s  n o t  t h e  g r e a t  i n v e n t o r  h e  

t h i n k s  -  b u t  a l s o  t h a t  h e  w o u l d  h a v e  b e e n b e t t e r  t o  a c c e p t  

t h e  l i m i t a t i o n s  o f  h i s  e n v i r o n m e n t ,  a n d  n o t  e x p o s e  h i m s e l f  

t o  t h e  v i c i o u s n e s s  o f  t h e  w o r l d .  I t  w o u l d  h a v e  b e e n  b e t t e r  

f o r  M a l l a b y  t o  h a v e  s t a y e d  a  s m a l l  m a n .

' O o l o i i e l  W o t h e r s p o o n ’  ( 1 2 ) ,  i s  r a t h e r  a  d r e a d f u l  p l a y  

a b o u t  a  y o u n g  m a n  c a l l e d  A r c h i e  K e l l o c k  ( B r i d i e  u s e d  t h i s  

n a m e  a s  a  p s e u d o n y m  l a t e r  i n  h i s  c a r e e r ,  w h e n  h e  w a s  w r i t i n g  

p a n t o m i m e  f o r  t h e  C i t i z e n s *  T h e a t r e ) .  A r c h i e ,  a l t h o u g h  h e  

w o r k s  i n  h i s  m o t h e r ’ s  s h o p ,  a s p i r e s  t o  b e  a  w r i t e r .  D e s p i t e  

t h e  a s s u r a n c e s  o f  h i s  u n i v e r s i t y  g i r l - f r i e n d ,  E m i l y ,  t h a t  

h i s  w o r k  i s  o f  n o  a c c o u n t ,  h e  h a s  a  g r e a t  p o p u l a r  s u c c e s s  

w i t h  h i s  f i r s t  n o v e l .  C o n s e q u e n t l y ,  h e  a n d  E m i l y  b e c o m e  

i n v o l v e d  w i t h  t h e  l i t e r a r y  s e t  i n  L o n d o n  a n d  t h e i r  r o m a n c e  

b r e a k s  u p .  H o w e v e r ,  A r c h i e ’ s  s e c o n d  n o v e l  i s  a  d i s m a l  

f a i l u r e ,  h e  r e s o l v e s  n e v e r  t o  w r i t e  a n o t h e r  w o r d  a n d  r e t u r n s  

r e p e n t a n t  t o  E m i l y .  O n c e  m o r e  a  B r i d i e  h e r o  h a s  h a d  h i s  

f i n g e r s  b u r n t  b y  t h e  b i g  b a d  w o r l d ,  a n d  r e t u r n s  c h a s t e n e d  

t o  h i s  s m a l l  g o o d  o n e .

I n  ’Babes i n  t h e  W o o d ’  ( 1 3 ) ?  a  s i m i l a r  s i t u a t i o n  i s  

p r e s e n t e d .  G i l l e t t ,  t h e  h e a d m a s t e r  o f  a  w e a r i s o m e  preparatory 
s c h o o l ,  h a s  g r e a t  s u c c e s s  w i t h  a  s c i e n t i f i c  b o o k  h e  h a s  

w r i t t e n ,  a n d  h e  a n d  h i s  w i f e  a r e  i n v i t e d  b y  h i s  p u b l i s h e r ,  

B r e w e r ,  t o  j o i n  a  h o u s e - p a r t y  B r e w e r  i s  o r g a n i s i n g .  D u r i n g  

t h e i r  s t a y ,  G i l l e t t  b e c o m e s  i n f a t u a t e d  w i t h  S u s a n  C o p e r n i c u s ,  

a n o t h e r  m e m b e r  o f  t h e  h o u s e  p a r t y ,  w h o  h a s  l e f t  h e r  h u s b a n d ,  

a  w e a l t h y  J e w i s h  b u s i n e s s  m a n ,  a n d  i s  n o v /  l i v i n g  w i t h  a n  

a r c h i t e c t  c a l l e d  S t r u t t .  H o r e v e r ,  b e f o r e  m a t t e r s  a d v a n c e  t o  

a  c r i t i c a l  s t a g e ,  S u s a n ’ s  h u s b a n d  a p p e a r s ,  q u e l l s  h e r  b y  

f o r c e  a n d  g o e s  o f f  w i t h  h e r  t o  A m e r i c a .  M a r g a r e t  C i l l e t t  s o o n  

p u t s  p a i d  t o  h e r  h u s b a n d ’ s  n o t i o n s  t o  f o l l o w  S u s a n  a c r o s s  t h e  

A t l a n t i c  a n d  G i l l e t t  h a s  t o  r e c o n c i l e  h i m s e l f  t o  c o n t i n u i n g  

t o  l i v e  h i s  r a t h e r  h u m - d r u r a  l i f e  f a r  f r o m  t h e  e x c i t e m e n t s  o f  

s o p h i s t i c a t e d  s o c i e t y .  I t  i s  a  p l a y  w h i c h  a t t e m p t s  s o m e  

d i s c u s s i o n  o f  m a r r i a g e ,  b u t  t h i s  d i s c u s s i o n  i s  h a m p e r e d  b y  

B r i d i e ’ s  o b v i o u s  d e t e r m i n a t i o n  t o  c o m e  d o w n  f i r m l y  o n  t h e  

s i d e  o f  c o n v e n t i o n a l  m o r a l i t y .



145.
T h e  c e n t r a l  c h a r a c t e r  o f  ' T h e  G o l d e n  l e g e n d  o f  8 h a l t s '

( 1 4 )  i s  D a v i e  C o o p e r ,  a n  e x - j a i l b i r d  w h o ,  h a v i n g  o b t a i n e d  

a  p o s t  a s  a  c o m m e r c i a l  t r a v e l l e r  f o r  a  c o r s e t s  c o m p a n y  

a r r i v e s  i n  t h e  t o v m  o f  S h u l t s  t o  s e l l  h i s  w a r e s .  D a v i e  i s  

s o  i n c e n s e d  a t  t h e  h u m i l i a t i n g  w a y  h e  i s  t r e a t e d  b y  

M c G l a s h a n ,  t h e  o w n e r  o f  t h e  e m p o r i u m ,  t h a t  h e  r e s o l v e s  t o  

d e s t r o y  i t .  H e  r e t u r n s ,  d i s g u i s e d  a s  a  c e n t r a l  A m e r i c a n  

m i l l i o n a i r e  a n d  w i t h  t h e  h e l p  o f  h i s  e q u a l l y  d i s g u i s e d  

u n d e r w o r l d  c r o n i e s  a n d  c o u n t e r f e i t  m o n e y ,  h e  s e t s  a b o u t  

b u y i n g  u p  t h e  t o w n  u n d e r  t h e  p r e t e n c e  o f  i m p r o v i n g  i t ,  b u t  

w i t h  t h e  i n t e n t i o n  o f  d e s t r o y i n g  i t .  T h i s  n e m e s i s  n e v e r  

f a i l s  o n  S h u l t s ,  a n d  t h e  p l a y  e n d s  s e n t i m e n t a l l y ,  w i t h  D a v i e  

a d m i t t i n g  t h a t  h e  i s  o n l y  a  s m a l l ,  l o n e l y  m a n ,

' I f  y o u  u n d e r s t a n d ,  I ' v e  a y e  b e e n  a  k i n d  o f  

a  s t r a y  d o g .  I ' v e  w a n d e r e d  i n  h e r e  a n d  I ’ v e  

w a n d e r e d  i n  t h e r e ,  a n d  w h i l e s  I  g o t  k i c k s  a n d  

w h i l e s  I  g o t  . s c r a p s .  B u t  I  n e v e r  h a d  a  p l a c e ,  

i f  y e  s e e  w h a t  a  m e a n .  A n d  t h e r e ’ s  w h i l e s  I  

w a n t e d  a  p l a c e  b a d ,  f o r  I ’ m  a  m a t e y  k i n d  o f  

a  " w e e  b l o c k  t o o ’  ( P a g e  6 4 )

T h e  b e s t  e x p r e s s i o n  o f  B r i d i e ' s  i d e a s  a b o u t  t h e  s m a l l  

m a n  a n d  h i s  w o r t h  i s  t o  b e  f o u n d  i n  ’ l l t r .  G i l l i e ’  ( 1 5 ) ,  M r ,  

G i l l i e  i s  a  v i l l a g e  s c h o o l m a s t e r  o n  t h e  W e s t  c o a s t  o f  S c o t l a n d .  

A  f a i l e d  m a n  o f  l e t t e r s  h i m s e l f ,  h e  h a s  n o n e t h e l e s s  

e n c o u r a g e d  m a n y  y o u n g  p e o p l e  t o  t r u s t  t o  t h e  t a l e n t s  h e  

d i s c e r n s  i n  t h e m ,  o n l y  t o  s e e  t h e m  c o m e  t o  g r i e f  i n  t h e  

o u t s i d e  w o r l d .  H i s  l a t e s t  p r o t e g e s ,  T o m  D o n n e l l y ,  w h o m  

G i l l i e  s e e s  a s  a  b r i l l i a n t  d r a m a t i s t ,  a n d  B e l l y  W a t s o n  w h o m  

h e  s e e s  a s  a  v i o l i n i s t ,  w i t h  G i l l i e ' s  e n c o u r a g e m e n t ,  m a r r y  

a n d  g o  o f f  t o  L o n d o n ,  m u c h  t o  t h e  a n n o y a n c e  o f  N e l l i e ’ s  

f a t h e r ,  a  s e l f i s h  o l d  w i d o w e r .

W h e n  N e l l i e  a n d  T o m  r e t u r n ,  G i l l i e  h a s  l o s t  h i s  j o b ,  a s  

a  r e s u l t  o f  t h e  s c h o o l  b e i n g  c l o s e d ,  a n d  a l s o  p r o b a b l y  a s  a  

r e s u l t  o f  t h e  i n f l u e n c e  o f  N e l l i e ’ s  f a t h e r  w i t h  t h e  e d u c a t i o n  

c o m m i t t e e ,  T o m  h a s  p r o s p e r e d  a s  a  f i l m  c r i t i c ,  a n d  a l t h o u g h  

N e l l i e ’ s  f a t h e r  i s  d d l i g h t e d ,  G i l l i e  f e e l s  g r e a t l y  d i s a p p o i n t e d  

a t  t h i s  p r o s t i t u t i o n  o f  l i t e r a r y  t a l e n t .  A t  t h e  e n d  o f  t h e  

p l a y  h e  t u r n s  h i s  m i n d  t o  t h e  p r o b l e m  o f  r a i s i n g  s o m e  o t h e r  

l o c a l  ’ g e n i u s ’  t o  f a m e .

T h e  p l a y  i s  c o n t a i n e d  i n  a  h e a v e n l y  f r a m e w o r k  i n  w h i c h  

t h e  “ p r o c u r a t o r ”  a n d  t h e  “ j u d g e ”  a r e  d i s c u s s i n g  w h i t h e r  i t
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w o u l d  b e  a p p r o p r i a t e  t o  c o n s i g n  M r ,  G i l l i e ,  w h o  h a s  d i e d  

a f t e r  b e i n g  k n o c k e d  d o w n  b y  a  p a n t e c h n i c o n .  T h e  j u d g e  

i g n o r i n g  t h e  p r o c u r a t o r ' s  i n s i s t e n c e  t h a t  G i l l i e ’ s  l i f e  

w a s  a  u s e l e s s  o n e ,  p l a c e s  h i m  b e t w e e n  L i n c o l n  a n d  J o h n  

W e s l e y .  ’ L e t  u s  h o n o u r  t h e  f o r l o r n  h o p e ’  ( p a g e  7 2 )  d e c l a r e s  

t h e  j u d g e ,  a n d  t h u s  B r i d i e  s u m s  u p  h i s  t h e m e  t h a t  t h e  s m a l l  

m a n " 8  o b s c u r e  l i f e ,  e v e n  w h e n  a p p a r e n t l y  a  f a i l u r e ,  c a n  

n o n e t h e l e s s  b e  r e g a r d i n g  a s  b e i n g  a s  e q u a l l y  i m p o r t a n t  a s  

o t h e r  l i v e s  l i v e d  i n  t h e  m i ^ s t  o f  p u b l i c  a c c l a i m .

T h e  o t h e r  s i d e  o f  B r i d i e ’ s  c h a m p i o n i n g  o f  t h e  s m a l l  

m a n ’ s  i n t e g r i t y  a n d  i m p o r t a n c e  a n d  h i s  i m p l i c a t i o n  t h a t  

s m a l l  m e n  ( i . e .  m o s t  o f  u s  i n  t h e  a v e r a g e  a u d i e n c e )  s h o u l d  

c o n t e n t  t h e m s e l v e s  w i t h  t h e i r  l o t ,  i s  a  s o m e w h a t  a m b i v a l e n t  

a d m i r a t i o n  f o r  s u p e r - m e n  t y p e  f i g u r e s  w h o  t e n d  t o  o v e r - r i d e ,  

a p p a r e n t l y  w i t h  B r i d i e ' s  a p p r o v a l ,  t h e  o r d i n a r y  d e m a n d s  o f  

d e c e n c y  a n d  m o r a l i t y .  A s  s m a l l  m e n  i n  a n  a u d i e n c e  a r e  

c o n s o l e d  b y  a  d r a m a t i s t  a s s u r i n g  t h e m  t h a t  t h e y  m a t t e r ,  s o  

t h e y  r e s p o n d  t o  t h e  d e p i c t i o n  o f  m e n  c o m p l e t e l y  f r e e  f r o m  

t h e  b o n d s  o f  p r o p r i e t y  t h e y  t h e m s e l v e s  a r e  s o  c o n s c i o u s  o f .

’ T h e  A n a t o m i s t *  ( 1 6 ) ,  i s  a  h i s t o r i c a l  p l a y  b a s e d  o n  

t h e  B u r k e  &  H a r e  c a s e ,  a n d  i t  c e n t r e s  i t s  a t t e n t i o n  o n  D o c t o r  

K n o x ,  t h e  r e c i p i e n t  o f  t h e  b o d y - s n a t c h e r s '  v i c t i m s .  K n o x  

i s  p r e s e n t e d  a s  a  m a n  w i t h  c o n t e m p t  f o r  l e s s e r  m o r t a l s ,  a  

m a n  s o  d e d i c a t e d  t o  w h a t  h e  s e e s  a s  t h e  t r u t h ,  t h a t  h e  i s  

a p p a r e n t l y  u n c o n c e r n e d  w h e n  h e  i s  t o l d  t h a t  o n e  o f  h i s  

a n a t o m i c a l  s u b j e c t s  m a y  h a v e  b e e n  m u r d e r e d .

’ T h e  l i f e  o f  t h i s  p o o r  w r e t c h  i s  e n d e d .  I t  

i s  s u r e l y  a  b e t t e r  t h i n g  t h a t  h e r  b e a u t y  

o f  f o r m  s h o u l d  b e  a t  t h e  s e r v i c e  o f  d i v i n e  

s c i e n c e  t h a n  a t  t h e  s e r v i c e s  o f  a n y  d r u n k e n  

b u c k  w i t h  a  c r o m i  i n  h i s  p o c k e t ’  ( P a g e  4 7 )

E v e n  w h e n  h e  r e l e n t s  s o m e w h a t ,  I h i o x  i s  d e t e r m i n e d  t h a t  

h e  s h a l l  b e  a n s w e r a b l e  o n l y  t o  G o d .  H e  i s  a b o v e  t r a f f i c i n g  

w m t h  o r d i n a r y  h u m a n  b e i n g s  w h e n  i t  c o m e s  t o  d i s c u s s i n g  t h e  

m o r a l i t y  o f  h i s  c o n d u c t .  A l t h o u g h  B r i d i e  d o e s  n o t  e x p l i c i t l y  

s t a t e  h i s  a g r e e m e n t  w i t h  K n o x ’ s  a t t i t u d e ,  t h e r e  c a n  b e  l i t t l e  

d o u b t  t h a t  h e  h a s  s o m e  s y m p a t h y  f o r  i t ,  a n d  a t  t h e  e n d  o f  

t h e  p l a y  B r i d i e  l e a v e s  u s  w i t h  a  p i c t u r e  o f  K n o x  h a v i n g  

t r i u m p h e d  o v e r  t h e  m o b  w h i c h  t h r e a t e n e d  t o  l y n c h  h i m ,  

l e c t u r i n g  i n  h i s  u s u a l  a s s e r t i v e ,  d o m i n e e r i n g  m a n n e r .
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' A  S l e e p i n g  C l e r g y m a n *  ( 1 7 ) ?  t e l l s  t h e  s t o r y  o f  t h e  

g e n e r a t i o n s  i n  t h e  C a m e r o n  f a m i l y ,  a n d  s p a n s  t h e  p e r i o d  

f r o m  t h e  1 8 6 0 * s  t o  t h e  1 9 3 o ’ s .  C h . x l i e  C a m e r o n ,  t h e  f i r s t  

i s  a  m e d i c a l  s t u d e n t  i n  G l a s g o w ,  m u c h  a d m i r e d  h y  J o s e p h  

L i s t e r ,  h u t  a n  u n p l e a s a n t  y o u n g  man n o n e t h e l e s s .  H e  

b e h a v e s  a b o m i n a b l y  t o  h i s  l a n d l a d y  a n d  f r i e n d s  a n d  o n l y  

a g r e e s  t o  m a r r y  a  g i r l  w h o  i s  p r e g n a n t  b y  h i m  w h e n  h e  k n o w s  

h e  i s  d y i n g .  T h e  r e d e e m i n g  f e a t u r e  i n  C a m e r o n ' s  c h a r a c t e r ,  

B r i d i e  s e e m s  t o  s a y ,  i s  t h e  s p a r k  o f  g e n i u s  w h i c h  o n l y  

g r o w s  t o  f u i t i o n  i n  h i s  g r a n d s o n .  G e n i u s  i s  a b o v e  t h e  

o r d i n a r y  l a w s  o f  d e c e n c y  a n d  m o r a l i t y .

T h e F e  c o - e x i s t  i n  t h e  c h a r a c t e r s  o f  C a m e r o n ' s  

d e s c e n d a n t s  g e n i u s  a n d  a m o r a l i t y .  H i s  d a u g h t e r  f l i r t s  w i t h  

a  s e r v a n t  t h e n  c a s t s  h i m  o f f  w h e n  a  r i c h e r  c a t c h  p r e s e n t s  

i t s e l f .  Y / h e n  t h e  s e r v a n t  t h r e a t e n s  t o  s h o w  h e r  p r o s p e c t i v e  

h u s b a n d  t h e  l e t t e r s  h e  h a s  r e c e i v e d  f r o m  h e r ,  s h e  p o i s o n s  

h i m  w i t h  p r u s s i c  a c i d .  H e r  s o n ,  C h a r l i e  S u t h e r l a n d ,  h a s  t h e  

s a m e  d i s r e g a r d  f o r  o t h e r s  t h a t  h i s  m o t h e r  a n d  g r a n d f a t h e r  

h a d .  F o r  e x a m p l e ,  d u r i n g  t h e  F i r s t  W o r l d  W a r ,  w h e n  h e  

s h o u l d  h a v e  b e e n  a t  a  f a m i l y  r e u n i o n  t h a t  h a d  b e e n  a r r a n g e d  

f o r  h i s  b e n e f i t ,  h e  s p e n d s  t h e  n i g h t  w i t h  a  p r o s t i t u t e  i n  

L o n d o n .  B u t ,  t w e n t y  y e a r s  a f t e r  t h i s ,  h e  i s  i n  c h a r g e  o f  

a  r e s e a r c h  e s t a b l i s h m e n t  a t  t h e  h e i g h t  o f  a n  e p i d e m i c  w h i c h  

i s  t h r e a t e n i n g  L o n d o n  a n d  t h e  w o r l d .  T h e  v a c c i n e  t h a t  h e  

h a s  d e v e l o p e d  w o r k s  a n d  t h e  w o r l d  i s  saved 1 H e n c e ,  B r i d i e  

s e e m s  t o  b e  s a y i n g ,  t h e  b o o r i s h  a n d  a m o r a l  b e h a v i o u r  o f  

C h a r l i e  a n d  h i s  f a m i l y  i s  j u s t i f i a b l e ,  s i n c e  t h e y  h a v e  g e n i u s .

T h e  ' s u p e r m a n *  t h e m e  h a s  a n  e c h o  i n  ' B r .  A n g e l a s *  ( 1 8 ) ,  

a  m e l o d r a m a  a b o u t  a  G l a s g o w  d o c t o r  ( t h e r e  r e a l l y  a r e  f a r  t o o  

m a n y  c h a r a c t e r s  i n  B r i d i e ' s  p l a y s  w h o  s h a r e  t h e i r  c r e a t o r ' s  

p r o f e s s i o n )  w h o  p o i s o n s  b o t h  h i s  m o t h e r - i n - l a w  a n d  h i s  w i f e  

f o r  t h e  i n s u r a n c e  m o n e y .  A n g e l a s  a t t e m p t s  t o  j u s t i f y  h i m s e l f  

b y  a r g u m e n t s  s i m i l a r  t o  t h e s e  e m p l o y e d  b y  K n o x  a n d  C h a r l i e  

S u t h e r l a n d ,  b u t ,  i n  t h i s  p l a y ,  B r i d i e  c l e a r l y  i n t e n d s  u s  t o  

d i s r e g a r d  t h e s e ,  f o r  t h e r e  i s  n o  m i t i g a t i n g  g e n i u s  a s  f a r  a s  

A n g e l a s  i s  c o n c e r n e d .

S o  f a r  t h e n ,  w e  h a v e  s e e n  B r i d i e ' s  i n t e r e s t  i n  t h e  s m a l l  

m a n  a n d  h i s  c o m p l e m e n t a r y  i n t e r e s t  i n  t h e  s u p e r m a n .  H i s  

“ m e s s a g e ”  w o u l d  a p p e a r  t o  b e  t h a t  w e  s h o u l d  b e  c o n t e n t  w i t h  

o u r  l o t  a s  m e m b e r s  o f  t h e  h u m a n  r a c e  a n d  a s  i n d i v i d u a l s ,  a n d  

i f  w e  f i n d  t h i s  a  l i t t l e  t e d i o u s ,  w e  c a n  e s c a p e  b y
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i d e n t i f y i n g  b r i e f l y  w i t h  s u p e r m a n  w h o  a l o n e  c a n  c a s t  a s i d e  

a t  w i l l  c o n v e n t i o n a l  m o r e s .

I t  i s  a  r a t h e r  u n r e w a r d i n g  e x e r c i s e  t o  a t t e m p t  t o  

g r o u p  a l l  o f  B r i d i e ' s  p l a y s  u n d e r  p a r t i c u l a r  h e a d i n g s .

S o m e  o f  t h e m  r e f u s e  t o  b e  c l a s s i f i e d ,  b u t  b e f o r e  a n y t h i n g  i s  

s a i d  a b o u t  t h e s e ,  i t  m i g h t  b e  a s  w e l l  t o  l o o k  a t  s u c h  o f  

h i s  p l a y s  t h a t  h a v e  n o t  a l r e a d y  b e e n  d e a l t  w i t ^ i ,  w h i c h  c a n  

b e  l i n k e d  t o g e t h e r .

T w o  o f  B r i d i e ' s  e a r l y  p l a y s  ' T h e  G i r l  w h o  B i d  N o t  Y / a n t  

t o  G o  t o  K u a l a  L u m p u r ’  ( 1 9 ) ?  a n d  ’ T h e  D a n c i n g  B e a r '  ( 2 0 ) ,  

a r e  s e t  i n  t h e  c o n t e m p o r a r y  G l a s g o w  w i t h  w h i c h  B r i d i e  w a s  

f a m i l i a r .  ' T h e  G i r l  w h o  B i d  N o t  W a n t  t o  G o  t o  K u a l a  L u m p u r ’  

i s  a  r a t h e r  m e a n i n g l e s s  p i e c e  w h i c h  r e v o l v e s  r o u n d  a  g i r l ,  

M a r g a r e t  U n t h a n k ,  w h o  i s  u n w i l l i n g  t o  g o  e a s t  w i t h  h e r  

p a r e n t s .  T h e  p l a y  i s  f i l l e d  w i t h  v a r i o u s  o d d  a r t i s t i c  

c h a r a c t e r s ,  a  p o s t m a n  f r o m  S a l e n ,  i n  M u l l ,  a n d  s ,  m a n  c a l l e d  

S m e l l i e  ( S m e l l i e l  . . .  B ’ y o u  k n o ’ v  v d i o  I  a m ?  I ' m  S m e l l i e .  

U n t h a n k ;  ™  I  c a n ’ t  h e l p  y o u r  i n f i r m i t i e s ' ) .  M a r g a r e t  f a l l s  

i n  l o v e  w i t h  t h e  p o s t m a n  a n d  i s  s p a r e d  K u a l a  L u m p u r .

' T h e  Dancing Bear' i s  a  m u c h  w i t t i e r  p l a y  w h i c h  t a k e s  

o f f  G l a s g o w  W e s t  E n d  a e s t h e t e s ,  a m a t e u r  t h e a t r i c a l s  a n d .  

p a r i s h  p u m p  p o e t s ,  i n t e r  a l i a ,  a l t h o u g h  t h e  p l a y  a s  a  v M i o l e  

d o e s  n o t  a d d  u p  t o  v e r y  m u c h .  T h e  p l o t  c e n t r e s  o n  K i t t y  

M u r d o c h  w h o  i s  u n a b l e  t o  d e c i d e  w h e t h e r  t o  m a r r y  B e t t s ,  a n  

E n g l i s h m a n  w i t h  r e m o t e  S c o t t i s h  c o n n e c t i o n s ,  o r  O o l i n  

K i l g o u r ,  t h e  “ p o e t ”  w h o  w o r k s  i n  t h e  s m i t h y  a t  B u t h i e  B a y  
w h e r e  h e r  f a m i l y  s p e n d  t h e  s u m m e r .  U l t i m a t e l y ,  s h e  c h o o s e s

B e t t s  a n d  C o l i n  r e t u r n s  t o  h i s  t r u e  l o v e ,  J e a n  t h e  m â l .  O n e

c o u l d  p e r h a p s  s u g g e s t  a  c o n n e c t i o n  b e t w e e n  t h e  c o n c l u s i o n  

a n d  t h e  g e n e r a l  t h e m e  t h a t  w e  s h o u l d  a c c e p t  o u r  l o t ,  w h i c h  

r u n s  t h r o u g h o u t  B r i d i e ' s  w o r k .

' S t o r m  i n  a  T e a c u p '  ( 2 1 ) ,  a n  a d a p t a t i o n  o f  B r u n o  F r a n k ' s  

' S t u r m  i n  W a s s e r g l a s s ’ ,  i s  a l s o  s e t  i n  t h e  l e s t  o f  S c o t l a n d ,  

t h i s  t i m e  i n  B r i d i e ' s  f i c t i t i o u s  t o i v n  of B a i k i e .  T h e  p l a y  

c o n c e r n s  i t s e l f  w i t h  t h e  f o r t u n e s  o f  P r o v o s t  T h o m s o n  o f  

B a i k i e ,  w h o s e  c h a n c e s  o f  o b t a i n i n g  a  p a r l i a m e n t a r y  n o m i n a t i o n  

a r e  r u i n e d  b y  a  y o u n g  r e p o r t e r  v f h o  p r i n t s  a  s t o r y  a b o u t  

T h o m s o n ' s  c a l l o u s n e s s  t o w a r d s  a  d o g ,  w h i c h  i s  l i a b l e  t o  b e  

p u t  d o w n  s i n c e  i t s  o w n e r  h a s  b e e n  u n a b l e  t o  p a y  t h e  l i c e n c e  

f e e .  T h o m s o n  i n s t i g a t e s  a  c o u r t  a c t i o n  a g a i n s t  t h e  r e p o r t e r  

f o r  s t e a l i n g  t h e  d o g  f r o m  a  t o w n  o f f i c i a l ,  b u t  d i e  a c t i o n
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f a i l s  a n d  t h e  r e p o r t e r  g o e s  o f f  w i t h  T h o m s o n * s  w i f e .  T h e  

d r a m a t i c  a c t i o n  i s  t r i v i a l  h u t  w e l l - s u s t a i n e d .  T h e  p l a y  i s  

n o  m o r e  t h a n  a n  e n t e r t a i n i n g  d i v e r s i o n .

' Y / h a t  S a y  T h e y *  ( 2 2 ) ,  c o u l d  p e r h a p s  b e  s e t  i n  G l a s g o w ,  

s i n c e  i t  t a k e s  p l a c e  o n  a  u n i v e r s i t y  c a m p u s .  T h e  c o n f l i c t  

i n  t h e  p l a y  a r i s e s  f r o m  t h e  r e l a t i o n s h i p  b e t w e e n  S i r  

A r c h i b a l d  A s h e r ,  t h e  p r i n c i p a l ,  a  r a t h e r  b u m b l i n g  b a c h e l o r ,  

a n d  P r o f e s s o r  H a y m a n ,  C l e r k  t o  t h e  S e n a t e ,  a  P r e s b y t e r i a n  

b i g o t  a n d  d i s h o n e s t  a p p a r a t c h i k .  A s h e r  i s  s u p p o r t e d  i n  

h i s  s t r u g g l e  b y  A d a  S h o r e  w h o m  h e  m i s t a k e s  f o r  h i s  n e w  

s e c r e t a r y .  S h e  i s  l e a l l y  t h e  n i e c e  o f  t h e  c o l l e g e  p o r t e r  

w h o  i s  r e a l l y  t h e  f a m o u s  I r i s h  p o e t ,  C o n a l  O ' G r a d y ,  i n  

d i s g u i s e .  M u c h  i s  m a d e  o f  t h e  i n a n e  a c t i o n s  o f  t h e  s t u d e n t s .  

G o o d  t r i u m p h s  i n  t h e  e n d  a n d  O ' G r a d y  i s  n o m i n a t e d  f o r  t h e  

R e c t o r s h i p .  T h e  p l a y  d o e s  n o t  p r e s e n t  a  c o n v i n c i n g  p i c t u r e  

o f  S c o t s  u n i v e r s i t y  l i f e ,  a n d  g i v e s  t h e  i m p r e s s i o n  t h a t  t h e  

a u t h o r  i s  v i e w i n g  i t  t h r o u g h  t h e  s e n t i m e n t a l  s p e c t a c l e s  o f  

m i d d l e  age. N o n e t h e l e s s ,  i n t e r e s t  i s  m a i n t a i n e d  b y  t h e  

t u r n s  o f  t h e  p l o t ,  a l t h o u g h  t h e  c o n f l i c t  b e t w e e n  C a l v i n i s m  

a n d  l i f e ,  i m p l i c i t  i n  t h e  c o n f l i c t  b e t w e e n  t h e  p r i n c i p a l  

p r o t a g o n i s t s  5 i s  n o t  d e v e l o p e d .

I t  i s  i n d e e d  s u r p r i s i n g  t h a / b  B r i d i e  d o e s  n o t  s h o w  a n y  

g r e a t  i n t e r e s t  i n  t h i s  c o n f l i c t  e l s e w h e r e  i n  h i s  w o r k .

' J o h n  K n . o x '  ( 2 3 ) ,  t h e  p l a y  i n  w h i c h  o n e  m i g h t  e x p e c t  i t ,  i s  

a  r e c o n s t r u c t i o n  o f  h i s t o r y  w h o s e  c h i e f  i n t e r e s t  i s  t h e  

p r e s e n t a t i o n  o f  t h e  a c t i o n  a s  a  s e r i e s  o f  f l a s h b a c k s  f r o m  

m o d e r n  t i m e s .

C a l v i n i s m  i s  o b s e s s e d  b y  t h e  d e v i l  a n d  i n  ' T h e  A m a z e d  

E v a n g e l i s t ' ,  a  o n e  a c t  p l a y ,  B r i d i e  g i v e s  s o m e  a t t e n t i o n  t o  

t h e  p o w e r s  o f  d a r k n e s s .  W i l l  a n d  A g g i e ,  a  r e c e n t l y  m a r r i e d  

G l a s g o w  c o u p l e ,  a r e  b r o u g h t  t o  a  h o u s e  n e a r  D u n o o n  b y  o n e  

o f  t h e  l o c a l s  w h o  t e l l s  t h e m  t h a t  t h e y  c a n  b e  p u t  u p  t h e r e .

T h e  a c t i o n  t u r n s  i n t o  a  n i g h t m a r e  f a n t a s y  i n v o l v i n g  a  w i t c h ,  

t h e  d e v i l  a n d  a  o n e - h u n d r e d  a n d  t h r e e  y e a r  o l d  m i n i s t e r  w h o  

s a v e s  W i l l  a n d  A g g i e  f r o m  t h e  c l u t c h e s  o f  S a t a n .  B r i d i e  

a p p e a r s  t o  b e  i n s i s t i n g ,  i n  t h e  h u m o u r o u s  c o n t e x t  o f  G l a s g o w  

F a i r  ( t h e r e  a r e  a  f e w  g o o d  G l a s g o w  j o k e s ) ,  t h a t  t h e  p o w e r s  

o f  d a r k n e s s  d o  e x i s t ,  d e s p i t e  b e l i e f s  t o  t h e  c o n t r a r y  h e l d  

b y  p e o p l e  l i k e  W i l l .  T h e  p l a y  w o u l d  h a v e  t o  b e  v e r y  c l e v e r l y  

p r o d u c e d  h o w e v e r ,  i f  t h e  c o n t r a s t  b e t w e e n  c o u t h i n e s s  a n d  

d e v i l r y  w e r e  n o t  t o  a p p e a r  a b s u r d .
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* H r .  B o l f r y ’  ( 2 4 ) ?  t h e  o n e  p l a y  i n  w h i c h  B r i d i e  

s e r i o u s l y  a t t e m p t s  t o  c o m e  t o  g r i p s  w i t h  C a l v i n i s m ,  i s  s e t  

i n  t h e  F r e e  K i r k  H a n s e  a t  L a r a c h  i n  t h e  W e s t  H i g h l a n d s  

d u r i n g  t h e  w a r .  T w o  E n g l i s h  s o l d i e r s ,  C u l l y  a n d  C o h e n ,  a r e  

b i l l e t e d  h e r e  a n d  a r e  b e m o a n i n g  t h e  r i g o u r s  o f  a  C a l v i n i s t  

S u n d a y .  J e a n  O g i l v i e ,  n i e c e  o f  t h e  R e v ,  H r ,  H c O r i m r n o n ,  

p u t s  i n  a n  a p p e a r : . a n c e  a n d  C o h e n ' s  s p i r i t s  r i s e  c o n s i d e r a b l y .  

T h e y  d e c i d e  t o  take o n  h e r  u n c l e  i n  p h i l o s o p h i c a l  d e b a t e  

l a t e r  i n  t h e  d a y ,  J e a n  i s  a  y o u n g  l a d y  w h o  t a k e s  a  v e r y  

c y n i c a l  v i e w  o f  C a l v i n i s t  p r e t e n s i o n s  t o  m o r a l i t y .  O f  t h e  

p a r i s h  s h e  s a y s  -

' I t ' s  g o t  t h e  b e s t  r e c o r d  f o r  c h u r c h  a t t e n d a n c e  

a n d  t h e  h i g h e s t  i l l e g i t i m a c y  r a t e  i n  t . h e  

K i n g d o m '  ( P a g e  1 4 )

a n d  o f  t h e  p a r i s h i o n e r s  ™

' T h e y  s t i c k  t o  h e d g e s  a n d  d i t c h e s  f o r  t h e i r  

s o c i a l  o c c a s i o n s .  D i s g u s t i n g ,  s u p e r s t i t i o u s  

p i g s .  A n d  t h e y ' r e  n o t  o n l y  i m m o r a l  a n d  

h y p o c r i t i c a l .  T h e y ' r e  D e v i l - W o r s h i p p e r s '

( P a g e  1 5 )

T h e  t h e m e  o f  t h e  p l a y  h a s  t h u s  b e e n  i n t r o d u c e d ,  Y / h a t  

i s  t h e  t r u e  n a t u r e  o f  P r e s b y t e r i a n  C a l v i n i s m ?  I s  i t  t h e  

w o r s h i p  o f  G o d  o r  o f  t h e  d e v i l ?  B r i d i e ’ s  a n s w e r ,  a s  w e  s h a l l  

s e e ,  s e e m s  t o  b e  t h a t  i n  t h e  h e a r t  o f  C a l v i n i s m  r e p r e s s i o n  

s t e m s  f r o m  a  r e f u s a l  t o  a c k n o w l e d g e  t h e  d a r k n e s s  w i t h i n ,  

C a l v i n i s m ,  f o r  Jean ( a n d  B r i d i e )  i s  c ,  d e a d l y  r e l i g i o n ,

' I t  k i l l s  everything t h a t ' s  g a y  a n d  d e c e n t  

i n  l i f e '  ( P a g e  3 0 )

T h e  d e b a t e b e t v / e e n  J e a n  e n d  M r ,  M c C r i m m o n  c o n t i n u e s  o n  

a  s u p e r n a t u r a l  l e v e l  w h e n  M r ,  B o l f r y ,  a n  e m i s s a r y  o f  t h e  

d e v i l ,  d r e s s e d  l i k e  a  m i n i s t e r ,  i s  c o n j u r e d  u p ,  B o l f r y ,  a n  

e x t r e m e l y  a m i a b l e  c h a r a c t e r ,  i n s i s t s  o n  t h e  n e c e s s i t y  o f  t h e  

d e v i l  a n d  h e l l ,

' T o  p u t  i t  i n  s i m p l e  w o r d s  we cannot conceive 
t h e  U n i v e r s e  e x c e p t  a s  a  pattern o f  

r e c i p r o c a t i n g  o p p o s i t e s .  T h e r e f o r e ,  w h e n  I  

t e l l  y o u  t h a t  t h e r e  a r e  k i r k s  i n  H e l l ,  I  a m  

t e l l i n g  y o u  s o m e t h i n g  t h a t  i s  a t  l e a s t  

c r e d i b l e '  ( P a g e  3 8 )

H r ,  M c C r i m m o n  a t t e m p t s  t o  r e f u t e  B o l f r y ' s  a r g u m e n t  b u t  

t o  l i t t l e  e f f e c t .  H o w e v e r ,  s h o r t l y  a f t e r  t h i s ,  w h e n  C o h e n .
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a n n o u n c e s  t h a t  h e  i s  b o r e d  s t i f f  b y  t h e  a r g u m e n t ,  B o l f r y  

a n d  H c O r i m r n o n  t e a m  u p  i n  a n  a t t e m p t  t o  s a v e  t h e  s o u l s  o f  

t h e  o t h e r s ,  a n d  t o  c o n v i n c e  t h e m  t h a t  t h e r e  i s  a  p u r p o s e  

i n  t h e  u n i v e r s e ,  B o l f r y  g o e s  o n  t o  p r e a c h  a  s e r m o n .  A t  

f i r s t  B o l f r y  e x t e n d s  h i s  e a r l i e r  a r g u m e n t s  a b o u t  r h e  

n e c e s s i t y  o f  c o n f l i c t i n g  o p p o s i t e s ,

’ I t  i s  c  M a r ,  n o t  t o  d e s t r o y  b u t  t o  c r e a t e .

I t  i s  l i k e  t h e  w a r  b e t w e e n  m a n  a n d  w o m a n .

I f  t h e r e  w e r e  n o  w a . r  G o d  w o u l d  g o  t o  s l e e p .

T h e  K i n g d o m  o f  H e a v e n  w o u l d  w i l t  a n d  w i t h e r .

D e a t h  w o u l d  c o n q u e r  b o t h  G o o d  a n d  E v i l  a n d  

t h e r e  w o u l d  b e  n o t h i n g .  I t  i s  u n b e a r a b l e  

T h a t  t h e r e  s h o u l d  b e  n o t h i n g .  T h e  M a r  m u s t  

g o  o n i ’  ( B f g e  5 1 )

H o w e v e r  i t  i s  s o o n  c l e a r  t h a t  B o l f r y ’ s  u r b a n i t y  i s  a  

m a s k  f o r  t h e  f o r c e s  o f  d a r k n e s s ,

B o l f r y : -  Y o u  a r e  b e t t e r  t h a n  y o u r  n e i g h b o u r s ,

I \ I r ,  m c O r i m m o n ,  T h e y  w o u l d  s a y  t h a t  

b e c a u s e  a  t r u t h  w a s  s o r r o w f u l  o r  

d i s t a s t e f u l ,  o r  i n c o n v e n i e n t ,  i t  w a s  

t h e r e f o r e  n o t  a  t r u t h .  T h a t  i s  w h y  

W h e y  w i l l  n o t  b e l i e v e  w h a t  I  h a v e  c o m e  

t o  t e l l  y o u ;  t h a t  V i c t o r y  m a y  g o  t h e  

o t h e r  w a y .

I l c O r i m m o n :  -  Y V h a t  d o  y o u  m e a n ?

B o l f r y s -  T h a t  t h e  G a t e s  o f  H e l l  m a y  p r e v a i l  a g a i n s t  

t h e  a r m i e s  o f  t h e  C h e r u b i m ,  T h a t  D i s o r d e r  

m a y  w i n  d i e  d a y .  I f  t h a t  w e r e  n o t  p o s s i b l e ,  

w h y  d o  y o u  w r e s t l e  a n d  p r a y ?

M c C r i m m o n ; -  G o d  f o r b i d  t h a t  i t  s h o u l d  b e  s o ,

B o l f r y ; -  G o d  f o r b a d e  A d a m  t o  e a t  a n  a p p l e ,

J e a n  :  ™  m a t  w i l l  h a p p e n  i f  y o u  w i n  t h i s  W a r ?

B o l f r y : -  M a n ’ s  g e n i u s  w i l l  b u r s t  i t s  b o n d s  a n d

l e a p  t o  m e e t  t h e  s u n .  T h e  l i v i n g ,  g l o r i o u s  

a n i m a l  i n  y o u  w i l l  r i o t  i n  t h e  f i e l d s  a n d  

t h e  s o u l  w i l l  l a u g h  f o r  j o y ,  n a k e d  b u t  n o t  

a s h a m e d .  Y o u r  S e l f  w i l l  b e  t r i u m p h a n t ,

Y / l i e n  I  w i n ,  H a n  w i l l  b e  a n  i n d i v i d u a l .  Y o u  

m a y  l o v e  y o u r  n e i g h b o u r  i f  y o u  l i k e ,  b u t  a l l  

t h a , t  i s  h i g h e s t  i n  y o u  t e l l s  h i m  t o  k e e p  h i s  

d i s t a n c e .  Y o u  d o n ’ t  k n o w  h i m .  Y o u  w i l l  

n e v e r  k n o w  h i m .  Y o u  a r e  n o  l o n g e r  a  t h i n g
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n e i g h b o u r ' s  w o o l  t o  k e e p  y o u  f r o m  t h e  

c o l d .  Y o u  a r e  a  m a n .  Y o u  a r e  a  w o m a n .

O n w a r d ,  C h r i s t i a n  S o l d i e r s ,  s h u f f l i n g  

a l o n g  s h o u l d e r e d  w i t h  y o u r  h e a v y  p a c k s ,  

a n d  y o u r  b l i s t e r e d  f e e t ,  a n d  t h e  f e a r  o f  

H e l l  i n  y o u r  e y e s .  I t ' s  a  r o c k y  r o a d  t o  

Z i o n ,  a n d  w h a t  w i l l  y o u  f i n d  w h e n  y o u  g e t  

t h e r e ?  Y o u r  o f f i c i e r s  w i l l  l a s h  y o u  o n  

w i t h  c u r s e s  a n d  p u n i s h m e n t  a n d  f l a t t e r  y o u  

w i t h  H o p e .  T h e r e  i s  n o  H o p e  i n  m y  c o u n t r y .

N o  m a n  h o p e s  f o r  w h a t  h e  h a s .

W h a t  a r e  t h e  v i r t u e s  t h a x  k e e p  y o u  g o i n g ?

C o u r a g e ?  H o n e s t y ?  C h a r i t y ?  I  h a v e  t h e m  t o o .

C o u r a g e  i s  t h e  r e a c t i o n  t o  F e a r .  Y o u  a r e  

m o r e  a f r a i d  t h a n  I  a m .  H o n e s t y  i s  t h e  

r e a c t i o n  t o  l i e s .  C h a r i t y  i s  t h e  r e a c t i o n  

t o  h a t e  and s u s p i c i o n .  M y  h o n e s t y  s p u r n s  

y o u r  s u p e r s t i t i o n s .  M y  c h a r i t y  e m b r a c e s  

b o t h  t h e  s h e e p  a n d  t h e  g o a t s .

M y  f l a g s  a r e  t h e  P r i d e  o x  t h e  E y e  a n d  t h e  

L u s t  o f  t h e  F l e s h .  T h e i r  o t h e r  n a m e s  a r e  

A r t  a n d  P o e t r y ,  a n d  w h e r e  t h e y  w a v e  t h e  

a b o m i n a t i o n  o f  d e s o l a t i o n  c a n  n e v e r  b e .

H o w  l o n g ,  0  L u c i f e r ,  S o n  o f  t h e  M o r n i n g ,  

h o w  l o n g ?  H o w  l o n g  w i l l  t h e s e  f o o l s  l i s t e n  

t o  t h e  q u a v e r i n g s  o f  i m p o t e n t  o l d  p r i e s t s ,  

h a t e r s  o f  t h e  L i f e  t h e y  n e v e r  k n o w ?

H o w  l o n g  w i l l  t h e y  s '  a d d l e  t h e i r  s t r o n g  

l i m b s  i n  d u s t y  p a r c h m e n t s ?  H o w  l o n g  w i l l  

t h e y  s h u t  o u t  t h e  s k y  f r o m  t h e i r  e y e s  w i t h  

p r i s o n s  o f  c o l d  s t o n e ?

I  t e l l  y o u  t h a t  a l l  y o u  h a v e  and a l l  y o u  k n o w  

i s  y o u r  S e l f .  H o n o u r  y o u r  S e l f  a n d  s e t  h i m  

f r e e ;  for t h e  S o u l  a n d  t h e  B o d y  a r e  o n e ,  a n d  

t h e i r  o n l y  h o m e  i s  t h e  W o r l d ,  a n d  t h e i r  o n l y  

l i f e  i s  t h e  F l e s h  a n d  t h e i r  o n l y  f r i e n d  i s  

t h e  D e v i l .

L e t  t h e  w i l d  h o r s e s  l o o s e  I  ( P a g e  5 2 - 5 3 )

I t  s e e m s  t h e r e  i s  a .  c e r t a i n  c o n f u s i o n  h e r e  a n d  t h r o u g h o u t  

t h e  p l a y ,  B o l f r y  o n  t h e  o n e  h a n d  c a n  o n l y  b e  t a k e n  t o  

r e p r e s e n t  e v i l  ( h e  c l a i m s  t o  h a v e  s t a r t e d  t h e  S e c o n d  W o r l d
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W a r ) ,  b u t  o n  t h e  o t h e r  h e  a p p e a r s  t o  b e  s t a t i n g  t r a d i t i o n a l  

a n t i - P u r i t a n  a r g u m e n t s .  Y e t  a g a i n  -  h e  i s  d r e s s e d  a s  a  

m i n i s t e r  a n d  c l a i m s  t o  h a v e  b e e n  o r d a i n e d  -  h e  c a n  h e  t a k e n  

t o  r e p r e s e n t  C a l v i n i s m  i n  e s s e n c e .  T h e  c o n f u s i o n  a r i s e s ,

I  w o u l d  s u g g e s t  b e c a u s e  B r i d i e  i s  i n  t w o  m i n d s  a s  t o  w h a t  

h e  i s  t r y i n g  t o  d o  i n  t h i s  p l a y .  H e  s e e m s  t o  h a v e  e m b a x ’ k e d  

o n  a n  a n a l y s i s  o f  P u r i t a n i s m  a n d  t h e n  d e c i d e d  t o  a t t e m p t  a n  

a n a l y s i s  o f  t h e  r e l a t i o n s h i p  b e t w e e n  g o o d  a n d  e v i l o  B o l f r y  

h a s  t o  f i l l  s e v e r a l  r o l e s .  H e  h a s  t o  b e  t h e  a t t r a c t i v e  

d e v i l  ( a s  i n  ' T a m  0 ’  C h a n t e r ' )  w h o  r e p r e s e n t s  t h e  h o n e s t  

p l e a s u r e s  o f  t h e  w o r l d  w h i c h  t h e  l i f e - d e n y i n g  P u r i t a n s  s p u r n .  

H e  h a s  a l s o  t o  b e  t h e  u n a t t r a c t i v e  d e v i l  r e p r e s e n t i n g  n o t  

h o n e s t  p l e a s u r e ,  b u t  p u r e  e v i l .  H e  a l s o  t o  a  l e s s e r  e x t e n t  

l a t t e r l y ,  h a n  t o  b e  a n  u n a t t r a c t i v e  r e p r e s e n t a t i v e  o f  

P u r i t a n i s m ,  I t  i s  t o o  m u c h  t o  e x p e c t  a  c h a r a c t e r  t o  f u l f i l  

s u c h  c o n f l i c t i n g  r o l e s  a n d  i t  i s  a  p i t y  t h a t  B r i d i e  c o u l d  

n o t  h a v e  r e s o l v e d  t h i s  c o n f l i c t  b e f o r e  w r i t i n g  t h e  p l a y .

A s  i t  i s ,  B o l f r y  l a t t e r l y  a c t s  o u t  t h e  r o l e  o f  u n a t t r a c t i v e  

d e v i l ,  r e p r e s e n t i n g  t h e  e v i l  t h a t  i s  m a n ' s  h e a r t ,  M c C r i m m o n  

r e c o g n i s e s  t h i s  - -

' I f  y o u  a r e ,  a , s  I  t h i n k  y o u  a r e ,  a  b a d  d r e a m  

a n d  t h e  v o i c e  o f  m y  o w n  h e a r t  s p e a k i n g  e v i l ,

I  w i l l  t e a r  y o u  f r o m  m y  b r e a s t  i f  I  d i e  f o r  

i t  I  '  ( P a g e  5 3 )

a n d ,  s y m b o l i c a l l y ,  c h a s e s  B o l f r y  f r o m  h i s  h o u s e  w i t h  a  

k n i f e ,  B o l f r y  l e a p s  o v e r  a  c l i f f  t o  h i s  " d e a t h ” .

T h e  n e x t  m o r n i n g  a l l  c o n c e r n e d  d i s c u s s  t h e  " b a d  d r e a m s "  

t h e y  h a v e  h a d ,  a n d  a r e  o n  t h e  p o i n t  o f  d i s m i s s i n g  t h e m  w h e n  

B o l f r y ’ s  u m b r e l l a ,  w h i c h  h e  h a s  l e f t  b e h i n d ,  w a l k s  o u t  o f  

t h e  h o u s e .  I n  a  t y p i c a l l y  w i t t y  B r i d i e  t o u c h ,  M r s .  M c C r i m m o n  

e n d  t h e  p l a y  b y  i n s i s t i n g ,  d e s p i t e  t h i s  a m a z i n g  o c c u r r e n c e ,  

' D r i n k  u p  y o u r  t e a ' .

' l Æ r ,  B o l f r y '  i s  a  p l h y  c h a r a c t e r i s t i c  o f  B r i d i e  i n  

t h a t  i t  i s  w i t t y  a n d  t o y s  w i t h  p h i l o s o p h y .  I t  i s  a l s o  

c h a r a c t e r i s t i c  i n  t h a t  i t  i s  i n t e l l e c t u a l l y  c o n f u s e d .

U n l i k e  m a n y  S c o t t i s h  d r a m a t i s t s ,  B r i d i e  d i d  n o t  w r i t e  

o v e r - m u c h  a b o u t  t h e  H i g h l a n d s ,  a n d  w h e n  h e  d i d ,  l a r g e l y  

a v o i d e d  t h e  b o g  o f  r o m a n t i c  c l i c h e  i n t o  w h i c h  m o s t  o f  t h e m  

f a l l ,  ' W h a t  i t  I s  T o  b e  Y o u n g '  ( 2 5 ) ,  i s  a  f a r c i c a l  p l a y  s e t  

i n  t h e  A n g l e r s *  A r m s  s o m e w h e r e  i n  P e r t h s h i r e ,  G e n e r a l  D i x ,  

w h o  h a s  c o m e  t o  a t t e n d  a  r a l l y  b e i n g  o r g a n  i s  e d  b y  t h e  l o c a l
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e x - s e r v i c e m e n ' s  l e a g u e ,  d i s c o v e r s  t h a u  Cochran, t h e  T r e a s u r e r ,  

h a s  b e e n  f i d d l i n g  t h e  b o o k s .  C o c h r a n  c o n t r i v e s  t o  e s c a p e  

t h e  g e n e r a l  b u t  h a s  t o  face M a c d o n a l d  t h e  c h a u f f e u r  ( a n o t h e r  

n a t i v e  o f  S a l e n )  a n d  K e l l y ,  t h e  s e r v a n t ,  w h o  a r e  d e t e r m i n e d  

t o  d e a l  r o u g h  j u s t i c e  t o  h i m  o n  a c c o u n t  o f  h i s  t r e a t m e n t  o f  

t h e  G e n e r a l ' s  d a u g h t e r ,  V i r g i n i a .  T h e  p l a y  i s  f u l l  o f  

i m p r o b a b l e  c h a r a c t e r s  and s i t u a t i o n s ,  a l t h o u g h  i t  h a s  a  

c e r t a i n  s t a g e - w o r t h i n e s s ,  I t  c o u l d  h a r d l y  b e  d e s c r i b e d  a s  a  

s o p h i s t i c a t e d  c o m e d y ,  o p e r a t i n g  a s  i t  d o e s  a t  t h e  l e v e l  o f  a  

p l a y  l i k e  J o h n  E r a n d a n e ' s  ’ H e a t h e r  G e n t r y * .

I n  ' T h e  L a s t  T r u m p '  ( 2 6 ) ,  B u c k l y v i e ,  a  s e l f i s h  

b u s i n e s s m a n  h a s  b e e n  s e n t  t o  a  c a s t l e  i n  t h e  H i g h l a n d s  t o

r e c u p e r a t e  a f t e r  a n  i l l n e s s .  H e  a r o u s e s  t h e  h a t r e d  o f  the

l a i r d ,  l l a c B h a t e r ,  and h i s  b r o t h e r - i n - l a w ,  S c h r e i n e r ,  b e c a u s e  

h e  h a s  e s t a b l i s h e d  i n  t h e  a r e a  a  r o c k - e x t r a c t i o n  p l a n t  w h i c h  

i s  i n t e r f e r i n g  w i t h  S c h r e i n e r ' s  w o r k  a s  a n  a s t r o n o m e r .  A f t e r  

m u c h  t h e a t r i c a l  a c t i v i t y ,  S c h e i n e r  t e l l s  B u c k l y v i e  that t h e  

w o r l d  i s  a b o u t  t o  e n d  a n d  B u c k l y v i e ,  b e l i e v i n g  h i m ,  m a k e s  

s u i t a b l e  p r e p a r a t i o n s ,  o n l y  t o  b e  b i t t e r l y  d i s a p p o i n t e d  w h e n  

t h e  w o r l d  c o n t i n u e s  o n  i t s  w a y .  T h e  t r u t h  i s  t h a t  S c h r e i n e r  

h a d  h o p e d  t h a t  t h e  s h o c k  o f  h i s  a n n o u n c e m e n t  w o u l d  k i l l  

B u c k l y v i e  b u t  t h e  e f f e c t  i s  t o  r e - a n i m a t e  h i m  a n d  t h u s  

r e f r e s h e d ,  h e  r e - e m b a r k s  o n  h i s  o l d  s e l f i s h  c o u r s e .  T h e  

o n l y  c o n s o l a t i o n  i s  t h a t  t h e  g i r l ,  w h o  t o  B u c k l y v i e ' s

a n n o y a n c e  w i s h e s  t o  m a r r y  h i s  s o n ,  h a s  w o n  a  l a r g e  s u m  o f

m o n e y  f r o m  h i m  d u r i n g  a  c a r d  g a m e  w h i c h  t h e y  p l a y e d  a s  t h e y  

w a i t e d  f o r  t h e  e n d ,  a n d  h e  n o w  h a s  t o  h o n o u r  t h i s  d e b t .  T h e  

p l a y  i s  e x t r e m e l y  s l i g h t  a n d  t h e  c h a r a c t e r i s a t i o n  b a d .

' T h e  k o r r i g a n  R e e l '  ( 2 7 ) ?  a  h i s t o r i c a l  f a n t a s y  a b o u t  a 

l a d  w h o  h a s  m a g i c a l  p o w e r s  o f  h e a l i n g ,  i s  l i g h t w i g h t ,  b u t  

i t  h a s  e f f e c t i v e  c o m i c  t o u c h e s  a n d  c h a r m .  I t  c o n t a i n s  s o m e  

a m u s i n g  s a t i r e  o n  E n g l i s h  s e n s i b i l i t y .

O n e  c o u l d  l i n k  w i t h  t h e  p l o y s  j u s t  d i s c u s s e d  ' M a r i a g e  

i s  N o  J o k e '  ( 2 8 ) ,  f o r  a l t h o u g h  i t  i s  n o t  s e t  i n  t h e  H i g h l a n d s ,  

t h e  c e n t r a l  c h a r a c t e r ,  J o h n  M c G r e g o r ,  i s  a  h o t - b l o o d e d  

H i g h l a n d e r  ( B r i d i e  i s  c o m i n g  d a n g e r o u s l y  n e a r  t o  c l i c h e  h e r e ) .  

T h e  p l a y  r e l a t e s  M c G r e g o r ' s  a d v e n t u r e s  f r o m ,  h i s  e n t r a n c e  i n t o  

a  R o x b u r g h s h i r e  p u b ,  t h e  d a u g h t e r  o f  t h e  p r o p r i e t o r  o f  w h i c h  

h e  m a r r i e s ,  t o  h i s  e x p l o i t s  d u r i n g  t h e  1 9 1 4 - 1 8  w a r ,  w h e n  h e  

a l m o s t  b e c o m e s  a  s u l t a n ,  a n d  h i s  w o r k  a f t e r  t h e  w a r  a s  a  

m i n i s t e r  i n  L o n d o n  f i g h t i n g  s l u m  l a n d l o r d s .  T h e  p l a y  e n d s
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w i t h  a  d r a m a t i c  f l o u r i s h  w h e n  M c G r e g o r ,  o n  d i s c o v e r i n g  t h a t  

h i s  c h i e f  e l d e r  i s  a  s l u m  l a n d l o r d ,  t h r o w s  h i m  o u t  o f  h i s  

h o u s e  a n d  r e s i g n s  t h e  m i n i s t r y .  I t  i s  a  r a t h e r  e p i s o d i c  

p l a y ,  s o m e  o f  w h i c h ,  f o r  e x a m p l e  t h e  c o a r s e  t r e a t m e n t  o f  

c o l o u r e d  s o l d i e r s ,  w o u l d  h e  u n a c c e p t a b l e  t o d a y ,  a n d  s o m e  o f  

w h i c h  i s  d o w n - r i g h t  i m p r o b a b l e .  T h e r e  i s  s o m e  r i g h t e o u s  

e m o t i o n  a t  t h e  e n d  o f  t h e  p l a y ,  b u t  l i t t l e  e l s e  o f  c o n s e q u e n c e .

I t  i s  i n t e r e s t i n g  t o  n o t e  h o w  B r i d i e  w v o i d s ,  a s  f a r  a s  

h e  c a n ,  d e p i c t i n g  t h e  H i g h l a n d s  o f  t h e  p r e s e n t  d a y .  T w o  o f  

t h e  p l a y s  d e a l t  w i t h  a b o v e  m e r e l y  u s e  t h e  H i g h l a n d s  a s  a  

b a c k g r o u n d  a n d  h a v e  v e r y  f e w  H i g h l a n d  c h a r a c t e r s  i n  t h e m .

O n e  i s  h i s t o r i c a l  a n d  t h e  f o u r t h ,  a l t h o u g h  a b o u t  a  H i g h l a n d e r ,  

i s  s e t  e l s e w h e r e .  I t  i s  a s  i f  B r i d i e  w a s  a w ; - r e  o f  t h e  

d a n g e r s  o f  w r i t i n g  a b o u t  t h e  H i g h l a n d s  a n d  w i s e l y  c h o s e  t o  

a v o i d  t h e  s u b j e c t .

' H o l y  I s l e ’  ( 2 9 ) ,  i s  a  S w i f t i a n  f a n t a s y  c o n c e r n i n g  a n  

i s l a n d .  U l t i m a  T h u l e ,  t h e  p r i s t i n e  h a p p i n e s s  o f  w h o s e  p e o p l e  

i s  t h r e a t e n e d  b y  a n  e x p e d i t i o n  f r o m  O r k n e y .  T h e  f i r s t  

’ c o n q u e r o r s ’  a r e  c i v i l i s e d  b y  t h e  i s l a n d e r s  a n d  a  f u r t h e r  

e x p e d i t i o n  w h i c h  a r r i v e s  d e c i d e s  t o  w i t h d r a w  a n d  l e a v e  t h e  

i s l a n d e r s  i n  p e a c e .  T h e r e  i s  s o m e  v e r y  p o i n t e d  s a t i r e  o f  

c o l o n i a l i s m  i n  t h e  f i r s t  a c t ,  a n d  t h e  p r e s e n t a t i o n  o f  t h e  

i s l a n d e r s  a b o u n d s  i n  i r o n i c  c o m m e n t  o n  t h e  s h o r t c o m i n g s  o f  

h u m a n i t y .  U n f o r t u n a t e l y  t h e  p l a y  t e n d s  t o  f i z z l e  o u t  i n  t h e  

t h i r d  a c t  a n d  t u r n s  s e n t i m e n t a l .  T h e  c h a r a c t e r i s a t i o n  i s  a t  

t i m e s  i n c o n s i s t e n t ,  b u t  n o n e t h e l e s s  i t  i s  o n e  o f  B r i d i e ’ s  

b e t t e r  p l a y s ,  a n d  o n e  i n  w h i c h  h e  e x p o s e s  w i t h  g l e e  t h e  m o r a l  

l i m i t a t i o n s  o f  h u m a n  k i n d .

’ T h e  Q u e e n ’ s  G o m e d y *  ( 5 0 ) ,  p o s s i b l y  B r i d i e ' s  b e s t  

p l a y ,  i s  s e t  d u r i n g  t h e  T r o j a n  V / a r s  a n d  i s  c o n c e r n e d  w i t h  

t h e  r e l a t i o n s h i p  b e t w e e n  m e n  a n d  g o d s ,  t h e  e f f e c t  o f  t h e  

a c t i o n s  o f  the l a t t e r  o n  t h e  l i v e s  o f  t h e  f o r m e r .  B r i d i e  

h a s  d e l i b e r a t e l y  u s e d  a n  e p i s o d i c  s t r u c t u r e  t o  e n a b l e  h i m  t o  

p r e s e n t  t h e  gods a n d  m e n  a l t e r n a t e l y  t h r o u g h o u t  the a c t i o n .  

F u r t h e r m o r e ,  i n  h i s  s t a g e  d i r e c t i o n s  h e  a s k s  f o r  a  r o s t r u m  

o n  w h i c h  t h e  s c e n e s  i n  h e a v e n  a r e  t o  b e  a c t e d ,  and a  

f o r e s t a g e  o n  w h i c h  t h e  s c e n e s  o n  e a r t h  a r e  a c t e d .

T h e  p l a y  opens a t  t h e  b o t t o m  o f  t h e  sea. T h e t i s  i s  

t r y i n g  t o  d i s s u a d e  N e p t u n e  f r o m  h i s  p o l i c y  o f  h e l p i n g  t h e  

G r e e k s ,  s i n c e  s h e  w i s h e s  t o  a v e n g e  h e r s e l f  o n  t h e m  f o r  t h e i r  

t r e a t m e n t  o f  h e r  s o n  A c h i l l e s ,  N e p t u n e  r e p l i e s  b y  s u g g e s t i n g
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t h a t  T h e t i s  s h o u l d  a s k  h e r  f a t h e r ,  J u p i t e r ,  t o  c e a s e  

s u p p o r t i n g  t h e  T r o j a n s  n o w  t h a t  T h e t i s  h a s  h a d  h e r  r e v e n g e  

o n  A c h i l l e s ' s  b e h a l f .  S h e  r e f u s e s ,  h e p t u n e  s t o m p s  o f f  i n  

d i s g u s t  a n d  T h e t i s  i s  j o i n e d  b y  J u p i t e r  i n  t h e  g u i s e  o f  a n  

octopus. S h e  u p b r a i d s  h i m  for t h e  t i m e  i t  s e e m s  t o  b e  

t a k i n g  h i m  t o  d e f e a t  t h e  G r e e k s ,  b u t  he c o u n s e l s  patience.
A t  t h i s  p o i n t  B r i d i e  h a s  J u p i t e r  r e f l e c t  o n  t h e  m o r a l i t y  o f  

u s i n g  m e n  a s  p l a y t h i n g s  i n  h e a v e n l y  q u a r r e l s .

' T h e r e  a r e  q u a r t e r  o f  a  m i l l i o n  m e n  i n  t h e  

D a r d a n e l l e s  a l l  m a d e  m o r e  o r  l e s s  i n  m y  

i m a g e  a n d  c a p a b l e  o f  r e j o i c i n g  a n d  

s u f f e r i n g ,  o f  f o r e s i g h t  a n d  a f t e r t h o u g h t .

S o m e t i m e s  u p  t h e r e  o n  A o u n t  I d a ,  w h e n  I  

c a n n o t  s l e e p ,  I  t r y  t o  p u t  m y s e l f  i n  t h e i r  

p l a c e s  a n d  w o n d e r  w h a t  t h e y  a r e  t h i n k i n g '

( P a g e  4 )

T h e  p l a y  d e v e l o p s  t h e  i d e a  t h a t  m e n  a r e  m a d e  t o  s u f f e r  

n e e d l e s s l y  a s  a  r e s u l t  o f  d i v i n e  w h i m s .  O n e  n e e d  n o t  

t h e r e f o r e  c o n c l u d e  t h a t  B r i d i e  i s  m a k i n g  a n y  c o m m e n t  o n  

r e l i g i o n ,  b u t  i n f e r  t h a t  h e  i s  u s i n g  t i i i s  s i t u a t i o n  t o  c o n v e y  

a  r a t h e r  b l e a k  v i e w  o f  t h e  h u m a n  l o t .

I n  t h e  p l a y  N e p t u n e  s u p p o r t s  t h e  G r e e k s  i n  v a r i o u s  w a y s .  

B o r  i n s t a n c e ,  h e  s t i r s  u p  a  s t o r m  w h i c h  e n a b l e s  t h e i r  s h i p s  

t o  s a i l ,  b e t t e r  t h a n  t h e ^ ,  w o u l d  o t h e r w i s e  h a v e  d o n e .  J u n o ,  

t o o ,  i s  o n  t h e  s i d e  o f  t h e  G r e e k s  a n d  s h e  d o e s  h e r  b e s t  t o  

i n g r a t i a t e  h e r s e l f  w i t h  J u p i t e r  i n  t h e  h o p e  o f  p e r s u a d i n g  h i m  

t o  a b a n d o n  s u p p o r t  f o r  t h e  T r o j a n s .  T o  t h i s  e n d  s h e  d r e s s e s  

h e r s e l f  a s  a t t r a c t i v e l y  a s  p o s s i b l e  a n d  g o e s  t o  s e e  t h e  

f a t h e r  o f  t h e  g o d s ,  t a k i n g  w i t h  h e r  t h e  G e s t u s ,  a  g i r d l e  

w h i c h  c a u s e s  m e n  t o  s u c c u m b  t o  t h e  c h a r m s  o f  t h e  p o s s e s s o r .

S h e  p a r t i a l l y  a c h i e v e s  h e r  a i m  i n  t h a t  s h e  a c c e p t s  J u p i t e r ' s  

c o m p r o m i s e  s o l u t i o n .

' B u t  I ’ l l  t e l l  y o u  w h a t  I ' l l  d o .  T h e  G r e e k s  

m u s t  b e  c h a s e d  b a c k  t o  t h e i r  s h i p s .  I ' v e  

s a i d  s o ,  a n d  i t  i s  s e t t l e d .  A f t e r  t h a t ,  I ' l l  

g e t  T h e t i s  -  at l e a s t ,  I  m e a n ,  I ' l l  p u t  

A c h i l l e s  a n d  h i s  m e n  i n t o  t h e  b a t t l e  a n d  g i v e  

y o u r  f e l l o w s  a  r e a l l y  r e s o u n d i n g  v i c t o r y .

I  s h o u l d n ' t  b e  s u r p r i s e d  i f  I  l e t  t h e m  s a c k  

T r o y .  T h e n  e v e r y b o d y  w i l l  b e  p l e a s e d ’

( P a g e  6 8 )
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E v e r y b o d y ,  o f  c o u r s e ,  e x c e p t  t h e  o r d i n a r y  h u m a n  b e i n g s  

w h o  s u f f e r  i n  t h e  p r o c e s s .  T h e  o r d i n a r y  h u m a n  b e i n g s  i n  t h e  

p l a y  are r e p r e s e n t e d  n o t  b y  t h e  g e n e r a l s  w h o  a r e ,  o f  c o u r s e ,  

v e r y  c l o s e l y  i n v o l v e d  w i t h  t h e  g o d s ,  b u t  p r i n c i p a l l y  b y  a n  

o r d e r l y ,  a n  i n f a n t r y m a n ,  a n d  H e c a m e d e ,  a  n u r s e .  I n  t h e  

f i r s t  s c e n e  o f  t h e  p l a y  b o t h  t h e  o r d e r l y  a n d  t h e  i n f a n t r y m a n  

t a k e  a  r o u g h l y  s i m i l a r  v i e w  o f  t h e  g o d s ,  n a m e l y  t h a t  t h e y  

h a v e  a  ' b o u c h  o f  c l a s s '  d e n i e d  t h e  o r d i n a r y  p e r s o n ,  a l t h o u g h  

t h e  orderly c o n s i d e r s  t h e m  a  ' l a z y  l o t  o f  p u s h e r s ' .  As f a r  

a s  t h e  w a r  i s  c o n c e r n e d ,  t h e  o r d e r l y  i s  i n  f a v o u r  o f  

p r e s s i n g  o n  a n d  d e f e a t i n g  t h e  T r o j a n s  -

' W e ' v e  g o t  t o  s h o w  t h e m  v d i a t  w e ' r e  m a d e  o f .

W e  c a n n a  l e t  a  l o t  o f  T r o j a n  b a s k e t s  p u t  i t  

a c r o s s  t h e  Greeks. W e  g o t  a n  i d e a l  t o  f i g h t  

f o r  s e e '  ( P a g e  8 )

T h e  i n f a n t r y m a n  h a s  h i s  d o u b t s .

' N e v e r  h e a r d  o f  i t .  I t  a l l  c o m e  o f  a  b i t  o f  

s q u a r e - p u s h i n g .  O n e  o f  t h e m  t h e r e  T r o j a n  

G u s s i e s  p i n c h e d  a  G e n e r a l ’ s  J u d y .  7 / h a t ' s  

y o u  a n d  m e  a n d  t h a t  p o o r  w r i t e - o f f  o v e r  

t h e r e  g o t  t o  d o  w i t h  t h a t  s m o o t h  C i s s i e  a n d  

h i s  l i t t l e  b i t  o f  O o j a h »  W e  n e v e r  s e e n  

e i t h e r  o f  t h e m I  '  ( P a g e  8 )

O n  t h e  n e x t  o c c a s i o n  w h e n  w e  m e e t  t h e m ,  t h e  i n f a n t r y m a n

s h o w s  l i û t l e  s y m p a t h y  f o r  t h e  o r d e r l y ' s  v i e w  t h a t  t h e  g o d s

a r e  o n  t h e  G r e e k  s i d e .  T h e  o r d e r l y  h a s  h a d  a  v i s i o n  o f  ' A  

p o p s y  a b o u t  n i n e t y  f e e t  h i g h ' ,  J u n o ,  w h o  h a d  a s s u r e d  h i m  s h e  

w o u l d  s e e  t o  i t  t h a t  t h e  G r e e k s  w e r e  n o t  d e f e a t e d .

S e v e r a l  s c e n e s  l a t e r ,  t h e  d e b a t e  a b o u t  t h e  g o d s  c o n t i n u e s  

b e t w e e n  H e c a m e d e  a n d  Machaon. M a c h a o n  h a s  a  p i o u s  a t t i t u d e  

t o w a r d s  t h e  g o d s  w h i c h  i s  n o t  s h a r e d  b y  H e c a m e d e .

' W e l l ,  i t ' s  a l l  v e r y  w e l l  f o r  t h e m .  T h e y

h a v e  c o m f o r t a b l e  b e d s  t o  g o  t o  a n d  p l e n t y  t o  

e a t  a n d  d r i n k  s a i d  n o  d a n g e r .  T h i s  A a r  i s  

o n l y  £ i  p l e a s a n t  s o r t  o f  t h r i l l  f o r  t h e m .  I  

d o n ’ t  b e l i e v e  t h e y  r e a l l y  g i v e  a  d a m n '

( P a g e  4 1 )

M a c h a o n  a r g u e s  f o r  the n e c e s s i t y  o f  s o m e  k i n d  o f  g o d s  -  

' I f  t h e r e  w e r e  n o  g o d s ,  i t  w o u l d  b e  n e c e s s a r y  

t o  c r e a t e  t h e m '  -  

b u t  H e c a m e d e  r e p l i e s  t h a t  i t  w o u l d  b e  b e t t e r  t o  h a v e  a  h u m a n
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r e p l a c e m e n t  w h o  w o u l d  a t  l e a s t  s h o w  s y m p a t h i e s  f o r  t h e  

s u f f e r i n g s  o f  o r d i n a r y  m o r t a l s .  T h e  p r e s e n t  g o d s  a r e  n o t  

m e r e l y  i n d i f f e r e n t  t o  h u m a n  s u f f e r i n g ,  t h e y  a p p e a r  t o  r e l i s h  

i t .

* “  t h e y  w a n t  t o  m a k e  m o r e  b i r d s  a n d  s t a g s ,  

f l o w e r s  a n d  p e o p l e  t o  b e  t r a p p e d  a n d  

t r a m p l e d  a n d  t o r n .  T h a t ' s  r e a l l y  w h a t  t h e y  

A v a n t .  T h a t ' s  w h a t  i t  m e a n s .  7 / h a t  d o  t h e y  

c a r e ? '  (Page 4 2 - 4 3 )

T h e  e v e n t s  o f  t h e  p l a y  a p p e a r  t o  b e a r  o u t  w h a t  H e c a m e d e

says.

I n  t h e  l a s t  s c e n e  o f  t h e  p l a y  B r i d i e  b r i n g s  t h e  g o d s  

a n d  the m o r t a l s  t o g e t h e r .  T h e  s c e n e  i s  s e t  i n  O l y m p u s  where 
t h e  g o d s  a r e  c h a t t i n g  w i t t i l y  t o  e a c h  o t h e r  a n d  V u l c a n  i s  

t e l l i n g  u n f u n n y  s t o r i e s .  J u n o  m a k e s  i t  c l e a r  t h a t  s h e  i s  

q u i t e  h a p p y  a b o u t  w h a t  h a , s  h a p p e n e d  o n  e a r t h  a n d  i s  

e x t r e m e l y  i r r i t a t e d  w h e n  M i n e r v a  a s k s  i f  s h e  h a s  d e s e r t e d  

t h e  G r e e k s .

' Y o u  k n o w  t h a t  e v e r y t h i n g  I  d o  i s  f o r  t h e  b e s t  

a n d  a l l  t h a t  J u p i t e r  d o e s  i s  f o r  t h e  b e s t ;  

a n d  i f  y o u  d o n ' t  k n o w  t h a t ,  y o u  s h o u l d  c e r t a i n l y  

p r e t e n d  t h a t  y o u  t h i n k  s o .  Y o u  m u s t  n o t  b e  

r e b e l l i o u s ,  d a r l i n g '  ( P a g e  7 4 )

B e f o r e  M i n e r v a  h a s  a  c h a n c e  t o  r e p l y ,  t h e  s h a d e s  o f  t h o s e  

k i l l e d  i n  b a t t l e  p a s s  t h r o u g h  O l y m p u s  e n  r o u t e  t o  H a d e s .  

M e r c u r y  c a t c h e s  a  f e w  -  M a c h a o n ,  H e c a m e d e ,  t h e  o r d e r l y  a n d  

t h e  I n f a n t r y m a n  -  i n  a  b u t t e r f l y  n e t .  T h e  g o d s  a r e  

e m b a r r a s s e d ,  p a r t i c u l a r l y  J u n o ,  w h e n  s h e  i s  r e m i n d e d  b y  t h e  

o r d e r l y  o f  t h e  p r o m i s e  s h e  g a v e  h i m  i n  h i s  d r e a m s .  T h e  

o r d e r l y  i n s i s t s  o n  t e l l i n g  t h e  g o d s  w h a t  h e  t h i n k s  o f  t h e m ,  

b e f o r e  h e  i s  r e t u r n e d  t o  t h e  c o n v o y .

' W e l l  . . .  T h e r e  y o u  a r e .  Y o u ' r e  H i e  p u s h  

w e ' v e  b e e n  p r a y i n g  t o .  " B e s s  D a d d y  a n d  

M u n m i y  a n d  m a k e  J a c k  a  g o o d  b o y " .  H o w  I  

s e e n  y o u  I  know w h a t ' s  w r o n g .  Y o u  s i t  u p  

h e r e  i n  y o u r  g o l d  s e t t e e s  w i t h  a  n o g g i n  

o f  n e c t a r  a t  y o u r  elbows, t e a r i n g  o n  u s  

p o o r  d e v i l s  l i k e  w e  w a s  t e r r i e r s  a n d  r a t s .

Y o u  g r e a t ,  s t u p i d ,  l a z y ,  g o o d - l o o k i n g  

s t i c k s  o f  b a r l e y  s u g a r  I  T h e y  s a y  y o u  s e n d  

u s  t h e  r a i n  a n d .  t h e  s u n s h i n e  a n d  t h e  w h e a t
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i n  t h e  f i e l d s .  W e l l ,  g e t  o n  w i t h  i t  a n d  

l e a v e  V I S  a l o n e  I  '  ( P a g e  7 8 )

I t  i s  c l e a r  t h a t  B r i d i e ' s  s y m p a t h i e s  a r e  w i t h  t h e  

o r d e r l y  a n d  H e c a m e d e ,  T h e  g o d s  h a v e  b e h a v e d  a b o m i n a b l y .

T h e i r  o n l y  s u p p o r t e r ,  M a c h a o n  i s  a  pious a s s .  B u t  B r i d i e  

g i v e s  J u p i t e r  t h e  c h a n c e  t o  d e f e n d  h i m s e l f  -

J u p i t e r  : -  I  s o o n  f o u n d  t h a t  i t  w a s  e a s i e r  t o  make
a  u n i v e r s e  t h a n  t o  c o n t r o l  i t .  I t  w a s  

f u l l  o f  m a d  m e a n i n g l e s s ,  f i g h t i n g  

f o r c e s ,  I  g o t  m o s t  o f  t h e m ,  b o u n d  a n d  

f i x e d  a n d  w o r k i n g  t o  r u l e s  a n d  a l l  o f  

a  s u d d e n  I  f e l t  l o n e l y ,  I  f e l t  t h a t  I  

w o u l d  r a t h e r  m y  m o t h e r  h a d  g i v e n  m e  a  

p u p p y d o g  o r  a  k i t t e n .  B u t  I  s h o u l d  n o t  

h a v e  m a d e  t h e  p u p p y d o g  o r  t h e  k i t t e n ,  

s o  I  t h o u g h t  o f  s o m e t h i n g  e l s e ,  I  f o u n d  

t h a t  i f  I  a r r a n g e d  t h e  f o r c e s  i n  a  

c e r t a i n  w a y ,  I  g o t  a  t h i n g  c a l l e d  L i f e ,

L i f e  i s  v e r y  i n t e r e s t i n g ,  I  a m  s t i l l

w o r k i n g  o n  i t s  p e r m u t a t i o n s  a n d  

c o m b i n a t i o n s  . . . .  B u t  o u r  p o o r  S h a d e s  

h a v e  long a g o  m i s s e d  t h e i r  c o n v o y .  I 
s h a l l  m a k e  t h e m  i n t o  t h r e e  S t a r s ,  I  t h i n k ,

I  s h a l l  c a l l  t h e m  t h e  Rebels. T h e y  w i l l  

b e  v e r y  i n t e r e s t i n g  t o  a s t r o n o m e r s  i n  a  

f e w  t h o u s a n d  y e a r s ,

H e c a m e d e Ï -  Y o u  h a v e  n o t  a n s w e r e d  u s ,

J u p i t e r  :  -  W e r e  y o u  a s k i n g  q u e s t i o n s ?  I  a i . i  a f r a i d  I

s h a l l  h a v e  t o  r e f e r  y o u  t o  s o m e b o d y  w h o  

u n d e r s t a n d s  s u c h  m a t t e r s .  I  d o n ' t  p r e t e n d  

t o  u n d e r s t a n d  t h e m  m y s e l f ,

(Page 79 - 80)
J u p i t e r ' s  a n s w e r  i s ,  h o w e v e r ,  u n s a t i s f a c t o r y .  H e  a d m i t s  

h e  h i m s e l f  d o e s  n o t  k n o w  t h e  a n s w e r s .  T h e r e  a r e ,  B r i d i e  i s  

i m p l y i n g ,  n o  a n s w e r s  t o  t h e  p r o b l e m  o f  h u m a n  s u f f e r i n g ,  o n l y

t h e  r e a l i t y  o f  s u f f e r i n g  i t s e l f ,  i n  t h e  f a c e  o f  w h i c h

s t o i c i s m  i s  t h e  o n l y  d e f e n c e .

T h e  p l a y  c a n  b e  t a k e n  o n  a  m e t a p h y s i c a l  l e v e l .  I t  c a n  

a l s o  b e  t a k e n  o n  a  m o r e - l i t e r a l l y - d o w n  t o  e a r t h  l e v e l .  T h e  

g o d s  a n d  t h e  g e n e r a l s  c a n  w e l l  b e  c o m p a r e d  t o  t h e  g e n e r a l s  

i n  a n y  w a r ,  p a r t i c u l a r l y  o n e  m i g h t  s u g g e s t ,  t h e  P i r s t  W o r l d
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War. I n d e e d  B r i d i e ’ s  a t t i t u d e  t o  t h e  g e n e r a l s  a n d  g o d s  

i n  ' T h e  Q u e e h s  O o m e d y '  i s  r e m a r k a b l e  s i m i l a r  t o  t h e  

a t t i t u d e  t o  t h e  g e n e r a l s  i n  ' O h  W h a t  a  L o v e l y  W a r ’ ,  n a m e l y  

t h e y  a r e  u p p e r  c l a s s  a m a t e u r s  o u t  o f  t o u c h  w i t h ,  a n d  

i n d i f f e r e n t  t o ,  h u m a n  s u f f e r i n g .  A g a m e m n o n ,  f o r  e x a m p l e ,  

a t  o n e  p o i n t  c o m m e n t s  t h a t  a  m a n  o n  a  s t r e t c h e r  i s  l y i n g  

v e r y  s t i l l  t o  b e  t o l d  t h a t  t h e  m a n  i s  d e a d ,  w h e r e u p o n  h e  

r e p l i e s  -

' T h e y  o u g h t  b u r y  h i m .  D e p r e s s i n g  o b j e c t  f o r  

a  h o s p i t a l '  ( P a g e  1 6 )

B u t  t h e  b e s t  e v i d e n c e  f o r  t h i s  l i n e  o f  i n t e r p r e t a t i o n

i s  t o  b e  f o u n d  i n  t h e  s p e e c h  o f  t h e  o r d e r l y  a l r e a d y  q u o t e d

a t  l e n g t h ,  w h e n  h e  c o m p l a i n s  a b o u t  t h e  n u m b e r  o f  p e o p l e  whom 
h e  h a s  t a k e n  o r d e r s  f r o m  b e c a u s e  h e  h a s  h a d  t o ,  a n d  t o  s o m e  

e x t e n t  b e c a u s e  t h o s e  w h o  w e r e  g i v i n g  t h e  o r d e r s  w e r e  

s u p p o s e d  t o  k n o w  w h a t  t h e y  w e r e  d o i n g .  B u t  h e  h a s  b e e n  

d i s i l l u s i o n e d ,  a n d  h a s  l o s t  a l l  h i s  f a i t h  i n  t h e  ' i d e a l s '  h e  

b e l i e  v e d  h e  w a s  f i g h t i n g  f o r ,  n o t  l e a s t  b e c a u s e  o f  t h e  

p r e t e n t i o u s n e s s  o f  t h e  g e n e r a l s ,

' a n d  I ’ d  h a v e  b e e n  o n  t h e  m a t  i f  I ' d  a s  m u c h  

a s  s p o k e  a b o u t  A g a m e m n o n ,  H e  w a s  s u p p o s e d

t o  k n o w  h o w  t o  f i g h t  b a t t l e s .  W e l l  h e r e  I

a m  a n d  a  l o t  o f  o t h e r  p o o r  p e r i s h e r s  t o o ’

(^age 73)
T h e  c a l l o u s n e s s  a n d  t h e  i n d i f f e r e n c e  t o  h u m a n  s u f f e r i n g  

s o  o b v i o u s  i n  t h e  g o d s  i s  s h a r e d ,  b y  t h e  g e n e r a l s .  T h e  

s i m i l a r i t i e s  b e t w e e n  t  h e  g o d s  a n d  t h e  g e n e r a l s  i s  r e i n f o r c e d  

b y  B r i d i e ’ s  c o n s t a n t  u n d e r l i n i n g  o f  t h e  f a c t  t h e  g e n e r a l s  

a r e  r e l a t e d  t o  t h e  g o d s .  O n e  c o u l d  a r g u e  f u r t h e r  t h a t  

B r i d i e  s u g g e s t s  a  p a r a l l e l  w i t h  t h e  F i r s t  World W a r  b y  h a v i n g  

J u p i t e r  r e f e r  t o  t h e  D a r d a n e l l e s  w h e r e  n o t  o n l y  t h e  T r o j a n  

W a r ,  b u t  a  m a j o r  c a m p a i g n  o f  t h e  F i r s t  W o r l d  W a r ,  t o o k  p l a c e ,  

' T h e  B a i k i e  C h a r i v a r i '  ( 3 1 ) ,  d a t e s  f r o m  t h e  same p e r i o d  

a s  ' T h e  Q u e e n ' s  C o m e d y '  a n d  has a  n o t  d i s s i m i l a r  o u t l o o k .

S i r  J a m e s  L l a c a r t h u r  P o u n c e - P e l l o t ,  h o m e  f r o m  a d m i n i s t e r i n g  

J u n g l i p o r e ,  h a s  t a k e n  u p  r e s i d e n c e  i n  B a i k i e  o n  t h e  C l y d e ,  

d e t e r m i n e d  t o  m a k e  a  n e w  s t a r t  i n  l i f e .  O n  t h e  n a t u r a l i s t i c  

l e v e l  P o u n c e - P e l l o t  i s  g i v e n  a d v i c e  b y  a n  a s s o r t m e n t  o f  

c h a r a c t e r s  i n c l u d i n g  a  P r e s b y t e r i a n  m i n i s t e r  D r .  B e a d l e ,  

C o m m u n i s t  c o u n c i l l o r  J o c k  K e t c h ,  w o r n a n i s e r  J o e  M a s c a r a ,

D r .  J e a n  P o t h e c a r y ,  - ' ' u s .  J e m i m a  L e e  C r o w e ,  a n  A m e r i c a n  l a d y
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w i t h  i n t e r e s t s  i n  p u b l i s h i n g ,  v l i o  t r i e s  t o  p e r s u a d e  P o u n c e -  

P e l l o t  t o  s e l l  h e r  h i s  m e m o i r s ,  a n d  L a d y  M a g g i e  R e v e n a n t ,  

a  r u n - d o w n  a r i s t o c r a t .  A t  t h e  e n d  o f  a  d i n n e r  p a r t y  w h i c h  

h e  h a s  t h r o w n  f o r  a l l  t h e s e  w o u l d  b e  a d v i s e r s ,  P o u n c e - P e l l o t  

i s  f o r c e d  t o  d e c l a r e  -

' T h e r e  i s  n o t h i n g  i n  t h i s  I  c o u l d n ' t  g e t  i n  

a  t h i r d  c l a s s  carriage. H a v e  y o u  n o t h i n g  

t o  t e l l  m e ? '  ( P a ' e  7 2 )

O n  t h e  n o n - n a t u r a l l s t i c  l e v e l ,  o n  w h i c h  t h e  d e v i l  i s  

i n v o k e d ,  m u c h  t h e  s a m e  c o n c l u s i o n  i s  r e a c h e d ,  P o u n c e - P e l l o t  

w h o m  B r i d i e  w i s h e s  u s  t o  r e l a t e  t o  b o t h  P o n t i u s  P i l a t e  a n d  

P u n c h i n e l l o ,  i s  l e f t  a l o n e  w i t h  t h e  d e v i l  -  

P o u n c e -
P e l l o t  3-  , , ,  H a v e  y o u  c o m e  t o  t a k e  m e ?

T h e  D e ' i l : -  I  w a s  w o n d e r i n g ,

P o u n c e -
P e l l o t  I ' m  r e a d y .

T h e  D e ' i l  3-  I ' m  t h i n k i n g  y o u ' v e  j o u k e d  m e  f o r

t h e  m o m e n t .  I t  m a y  b e  y o u ' v e  j o u k e d  

m e  a '  t h e g i t h e r .  T i m e w i l l  t e l l  u s ,

P o u n c e -
P e l l o t  3 “  G a n  I  w a i t  f o r  t i m e ?

T h e  D e ' i l : -  I  d i n n a  k e n ,

( H e  v a n i s h e s )

P o u n c e -
P e l l o t  3 -  I f  y o u  d o n ' t  k n o w  w h o  k n o w s ?  N o b o d y

k n o w s .  N o b o d y  k n o w s .  I ’ v e  k i l l e d ,  a l l  

t h o s e  f o o l s  w h o  p r e t e n d e d  t o  k n o w .

A n d  s o  , , ,  a n d  s o  , , „  h i t h  t h e  S o o t h s a y e r s  

l i t t e r e d  a b o u t  t h e  s t a g e  

T h a t  I  s l e w  i n  m y  r a g e ,

i l i o  d i d  n o t  k n o w  ,  ,  ,  a n d  n o  m o r e  d o  I  ,  ,  ,

I  m u s t  j e s t  a g a i n  a n d  a w a i t  m y  r e p l y  

G o o d b y e ,

(Page 84-85)
I t  i s  a  g l o o m y  p e s s i m i s t i c  e n d i n g  w h i c h  r e f l e c t s  

B r i d i e ' s  f e e l i n g s  o f  d i s o r i e n t a t i o n  i n  t h e  p o s t - w a r  w o r l d .

I t  i s 3 h o w e v e r ,  r a t h e r  u n s a t i s f a c t o r y  a s  d r a m a ;  t h e  v a r i o u s  

l e v e l s  d o  n o t  c o h e r e  p r o p e r l y ,  t h e  c h a r a c t e r i s a t i o n  i s  f a u l t y  

a n d  t h e r e  a r e  l o n g  d r e i c h  p a s s a g e s  w h i c h  l o s e  t h e  a u d i e n c e ’ s  

a t t e n t i o n .

S o m e t h i n g  m u s t  . n o w  b e  s a i d  o f  s o m e  o f  B r i d i e ' s  p l a y s



162.
w h i c h  h a v e  n o t  s o  f a r  b e e n  d e a l t  w i t h .  ' M a r y  R e a d '  ( 3 2 ) ,  

w h i c h  B r i d i e  w r o t e  w i t h  G l a n d  G u r n e y ,  i s  a  s t r a i g h t f o r w a r d  

n a r r a t i v e  a c c o u n t  s e t  i n  t h e  1 8 t h  c e n t u r y ,  o f  M a r y  R e a d ,  

a  w o m a n  w h o  d i s g u i s e s  h e r s e l f  a s  a  m a n ,  j o i n s  t h e  a r m y  

a n d  e n d s  o n  a  p i r a t e  s h i p .  T h e  p l a y  l a c k s  d e p t h ,  t h o u g h  

t h e r e  a r e  s o m e  a t t e m p t s  a t  p a t h o s ,  w h i c h  i n  a  b e t t e r  p l a y  

w o u l d  h a v e  b e e n  m o r e  s u c c e s s f u l .  T h e  l a n g u a g e  i s  r a t h e r  

s t i l t e d .

'The King of Nowhere’ (33), is a curious tale. Miss 
Rimmer, a maiden lady who has inherited a fortune, decides 
to put into motion her p].an to change society and the world 
for the better. Vivaldi, an actor who has had a breakdown, 
and has stumbled into Miss Rimmer's house after escaping 
from the mental hospital where he is confined, is groomed 
to act as a leader of this movement. The plan goes ahead, 
but Vivaldi, after addressing a mass rally, refuses to go 
on. The play ends with him presiding over a 'Cabinet' of 
lunatics in the asylum, and refusing to leave it to head 
Miss Rimmer's movement again.

T h e  p l a y  m a y  w e l l  h a v e  h a d  s i g n i f i c a n c e  i n  1 9 3 8  w h e n  

F a s c i s m  w a s  a p p r o a c h i n g  i t s  z e n i t h  b u t  t o d s y  i t s  f a i l u r e  t o  

e x p l o r e  t h e  d a r k e r  s i d e  o f  M i s  s  R i m m e r ' s  p l a n  i n  a n y  d e p t h ,  

l e s s e n s  i t s  i m p o r t a n c e  c o n s i d e r a b l y .

'It Depends What You Mean* (34), is a rather unsuccessful 
piece in which a Brains Trust in an army camp turns into a 
far from interesting analysis of the participants' private 
lives.

T h e r e  c a n  b e  d o u b t  o f  t h e  g r e a t  v a l u e  o f  B r i d i e ' s  w o r k  

f o r  t h e  d e v e l o p m e n t  o f  t h e  t h e a t r e  i n  S c o t l a n d .  A b o u t  h i s  

o w n  w r i t i n g  i t  i s  d i f f i c u l t  t o  b e  s o  c e r t a i n .  B r i d i e  w a s  a n  

e x t r e m e l y  p r o l i f i c  w r i t e r ,  a n d  t h e  p r o l i f e r a t i o n  o f  w o r k  o f t e n  

l e a d s  t o  a  t h i n n e s s  o f  t e x t u r e  f o u n d  i h  m a n y  o f  h i s  p l a y s .  

T h e s e  p l a y s ,  a l t h o u g h ' ,  t h e y  d e m o n s t r a t e  B r i d i e ' s  a b i l i t y  t o  

d i v e r t  a n  a u d i e n c e  w i t h  w i t t y  d i a l o g u e ,  o r  i n t e r e s t i n g  t u r n s  

o f  p l o t ,  l a c k  d e p t h  a n . d  h a v e  n o  c l a i m  o n  p o s t e r i t y .  O n  t h e  

o t h e r  h a n d  t h e r e  a r e  a  f e w  p l a y s ,  ' T h e  Q u e e n ' s  C o m e d y ' ,  a n d  

' S u s a n n a h  a n d  t h e  E l d e r s '  a m o n g  t h e m ,  i n  w h i c h  B r i d i e ' s  g i f t s  

a s  a n  e n t e r t a i n e r  a r e  c o m b i n e d  w i t h  à n  i n t e n s e  c o n c e r n  f o r  

h i s  s u b j e c t  n a t t e r .  T h e r e  c a n  b e  l i t t l e  d o u b t  t h a t  t h e s e  

p l a y s  a r e  o f  p e r m a n e n t  v a l u e .

C o m i n g  n o w  t o  B r i d i e ' s  p l a c e  i n  t h e  d e v e l o p m e n t  o f  

S c o t t i s h  d r a m a ,  t h e  f i r s t  p o i n t  t o  b e  m a d e  i s  t h a t  h e  w a s  t h e
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m o s t  s u c c e s s f u l  S c o t t i s h  d r a m a t i s t  c o m m e r c i a l l y  t h a t  t h e r e  

h a s  y e t  been. ( B a r r i e  a p a r t  a n d  B a r r i e ' s  b a s e  w a s  t h e  

E n g l i s h  t h e a t r e ) .  A l t h o u g h  f o r  m u c h  o f  h i s  l i f e  h e  c o m b i n e d  

w r i t i n g  w i t h  m e d i c i n e ,  l a t t e r l y  h e  w a s  a b l e  t o  v n ' i t e  f u l l  

t i m e  a n d  e a r n  a  l i v i n g  f r o m  i t .  T h a t  h e  w a s  a b l e  t o  d o  t h i s  

s t e m s  l a r g e l y  f r o m  t h e  f a c t  t h a t  h e  d i d  n o t  a i m  a t  a n  

e x c l u s i v e l y  S c o t t i s h  m a r k e t .  H e  w a s  a i m i n g  a t  t h e  B r i t i s h  

o r  E n g l i s h  m a r k e t  a n d  m a n y  o f  h i s  p l a y s  h a d  t h e i r  p r e m i e r e  

n o t  i n  S c o t l a n d  b u t  i n  L o n d o n .  B r i d i e  w a s  a n  a s t u t e  m a n  

a n d  m u s t  h a v e  r e a l i s e d  e a r l y  i n  h i s  c a r e e r  t h a t  t h e  w a y  t o  

r e c o g n i t i o n  a n d  f i n a n c i a l  s u c c e s s  was t o  p l e a s e  t h e  m e t r o p o l ­

i t a n  a u d i e n c e  n o t  t h e  p r o v i n c i a l  o n e ,  t h o u g h  o f  c o u r s e  i t  

w o u l d  b e  p l e a s a n t  t o  d o  b o t h .

I t  m i g h t  b e  a x g u e d  t h a t  B r i d i e  s a c r i f i c e d  h i s  

S c o t t i s h n e s s  i n  t h e  p r o c e s s .  I f  b y  t h i s  i t  i s  m e a n t  t h a t  

h e  d i d  n o t  w r i t e  i n  t h e  D o r i c ,  a  c a s e  m i g h t  b e  m a d e  o u t ,  b u t  

i t  i s  d o u b t f u l  i f  B r i d i e  w a s  e v e r  i n t e r e s t e d  i n  t h e  D o r i c .

H e  a i m e d  t o  w r i t e  u r b a n e l y  a n d  w h  s i t  e v e r  i t s  m e r i t s ,  t h e  D o r i c  

i s  i l l  s u i t e d  t o  t h i s  p u r p o s e .  H o  w r i t e r  c a n  e s c a p e  h i s  

b a c k g r o u n d  however, a n d  i t  h a s  b e e n  t h e  a r g u m e n t  o f  t h i s  

c h a p t e r  t h a t  B r i d i e ’ s  m o s t  f u n d a m e n t a l  a t t i t u d e s  a n d  t h e m e s  

s t e m  d i r e c t l y  f r o m  h i s  S c o t t i s h  b a c k g r o u n d .

T h i s  i s  n o t  t o  s a y  t h a t  B r i d i e  a l w a y s  u s e d  S c o t t i s h  

b a c k d r o p s  i n  h i s  plays .  I t  i s  o n e  of h i s  m e r i t s  t h a t  h i s  

i m a g i n a t i o n  i s  a b l e  t o  o p e r a t e  a g a i n s t  a  w h o l e  r a n g e  o f  

b a c k g r o u n d s ,  a , p o c r y p h a l ,  S c o t t i s h ,  E n g l i s h  a n d  T r o j a n .  T h e r e  

i s ,  h o w e v e r ,  a  p r e d o m i n a n c e  o f  S c o t t i s h  b a c k g r o u n d s  a n d  t h e  

i m p o r t a n t  p o i n t  h e r e  i s  t h a t  i t  i s  t h e  L o w l a n d s  o f  S c o t l a n d  

that B r i d i e  s e t s  m a n y  o f  h i s  p l a y s  a g a i n s t ,  n o t  t h e  H i g h l a n d s .  

A s  h a s  b e e n  r e m a r k e d  e a r l i e r ,  B r i d i e  s e e m s  t o  h a v e  b e e n  aware 
o f  t h e  t r a p s  w h i c h  w z ' i t i n g  a b o u t  t h e  H i g h l a n d s  p o s e d ,  a n d  

d e c i d e d  t o  a v o i d  t h e m .  Reading h i s  p l a y s  s e t  i n  t h e  H i g h l a n d s  

o n e  i s  n e v e r  c o n s c i o u s  o f  a  p a r t i c u l a r  background, i t  c o u l d  

b e  a n y  o n e  o f  a  n u m b e r  o f  p l a c e s .

T h e  s a m e  c a n n o t  b e  s a i d  o f  h i s  L o w l a n d  b a c k g r o u n d s  f c r  

h e r e  w e  are i n  t h e  w o r l d  B r i d i e  k n e w  e n d  l i v e d  i n  a l l  h i s  

l i f e ,  t h e  w o r l d  o f  t h e  G l a s g o v /  m i d d l e - c l  a s  s e s ,  w i t h  a  

s u b s t a n t i a l  r e s i d e n c e  i n  t h e  W e s t  E n d  a n d  a  h o u s e  o n  t h e  

C l y d e O o a s t ,  t a k e n  f o r  t n e  s e a s o n  o r  owned o u t r i g h t .  I t  i s  a  

p a r o c h i a l  a n d  r a t h e r  i n s u l a r  w o r l d  a n d  t h e  c o m b i n e d  e f f e c t s  

o f  G l a s g o w ,  ' B a i k i e '  a n d  ' D u t h i e  B a y ’  m a d e  s u c h  a n  i m p r e s s i o n
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o n  B r i d i e  t h a t  i n  h i s  w o r k  h e  r e t u r n s  f r e - u e n t l y  t o  t h e s e  

a n d  s i m i l a r  p l a c e s .  I n d e e d ,  a s  h a s  h e e n  a r g u e d ,  t h e y  

r e p r e s e n t  h i s  f u n d a m e n t a l  p r o b l e m s  a s  a n  a r t i s t  a n d  a  m a n .

A t  t h e  s a n e  t i m e ,  i t  m u s t  b e  s t r e s s e d  t h a t  a l t h o u g h  

t h e s e  b a c k g r o u n d s  figure m u c h  i n  B r i d i e ’ s  p l a y s ,  t h e y  n e v e r  

r e n d e r  t h e  p l a y s  i n c o m p r e h e n s i b l e  t o  t h e  outsider. B r i d i e  

u s e s  h i s  b a c k g r o u n d s  a s  a  s e r i e s  o f  s t a r t i n g  p o i n t s  a n d  

t h e  t h e m e s  t h a t  e m e r g e  f r o m  t h e m  a r e  u s u a l l y  g e n e r a l i s e d .

I n  a  s e n s e  B r i d i e  c o u l d  n e v e r  e s c a p e  f r o m  Scotland i n  h i s  

w o r k ,  b u t  h e  n e v e r  a l l o w e d  h i m s e l f  t o  b e c o m e  s o  b o g g e d  d o  m i  

i n  i t s  m i n u t i a e  t h a t  h i s  w o r k  b e c a m e  parochial,  a s  i s  t h e  

c a s e  w i t h  s o  m a n y  S c o t t i s h  v n ? i t e r s .

T h i s  i s  p a r t  o f  B r i d i e ’ s  a c h i e v m e n t .  H e  h a s  u s e d  h i s  

b a c k g r o u n d  w i t h o u t  b e c o m i n g  s u b m e r g e d  i n  i t .  O n  t h e  o t h e r  

h a n d  i t  c a n  b e  a r g u e d  t h a t  h i s  b e s t  p l a y s  -  ' S u s a n n a h  a n d  

t h e  E l d e r s '  a n d  ' T h e  Q u e e n ’ s  C o m e d y '  f o r  e x a m p l e  -  b e n e f i t  

f r o m  n o t  b e i n g  s e t  a g a i n s t  a  S c o t t i s h  b a c k g r o u n d .  I t  i s  a s  

i f  i n t h e s e  p l a y s  B r i d i e  f e l t  £ i  f r e e d o m  t o  e x p l o r e  h i s  i d e a s  

t h a t  was d e n i e d  h i m  w h e n  h e  w a s  w r i t i n g  a g a i n s t  h i s  n a t i v e  

b a c k g r o u n d .  T h u s  i t  c a n  b e  a r g u e d  t h a t  t h e  S c o t t i s h  

b a c k g r o u n d  d e s p i t e  B r i d i e ' s  s k i l f u l  u s e  o f  i t ,  v/as u l t i m a t e l y  

a l i m i t a t i o n .  T h i s  i s  n o t  h o w e v e r  t o  d e n y  h i s  a c h i e v m e n t  

i n  u s i n g  t h e  b a c k g r o u n d  i n  s u c h  a w a y  a s  t o  a v o i d  b e i n g  

o v e r w h e l m e d  b y  i t ,

B r i d i e ' s  a c h i e v m e n t  r e s t s  i n  h i s  g a i n i n g  r e c o g n i t i o n  o n  

a n  i n t e r n a t i o n a l  s c a l e ,  h i s  u s e  o f  S c o t t i s h  b a c k g r o u n d  a n d  

h i s  portrayal o f  S c o t t i s h  c h a r a c t e r .  H e  a v o i d s  w e l l  t h e  

c l i c h e s  o f  t h e  s t a g e  S c o t  a n d  g i v e s  u s  a  p i c t u r e  o f  l o w l a n d  

S c o t t i s h  p e o p l e  -  t h e  G l a s g o w  b o u r g e o i s i e ,  t h e  ' w e e  m a n '  

l i k e  D a v i e  O o o p e r ,  t h e  o r d e r l y  i n  ' T h e  Q u e e n ' s  O o m e d y '  -  t h a t  

r i n g s  t r u e .  D e s p i t e  t h e  e x c e s s e s  o f  c h a r a c t e r s  l i k e  D r ,  E n o x  

a n d  C h a r l i e  C a m e r o n ,  m o s t  o f  B r i d i e ’ s  S c o t t i s h  c h a r a c t e r s  

a r e  a c c e p t a b l e  r e p r e s e n t a t i o n s  o f  t h e  B o w l  n d  S c o t .

T h i s  m i g h t  s e e m  o f  l i t t l e  a c c o u n t ,  b u t  i t  m u s t  b e  

r e m e m b e r e d  t h a t  B r i d i e  i s  t h e  f i r s t  S c o t t i s h  d r a m a t i s t  w i t h  

a n y  c l a i m  t o  i n t e r n a t i o n a l  a t t e n t i o n .  T h a t  h e  a t t a i n e d  t h a t  

a t t e n t i o n  largely b y  p r e s e n t i n g  a n  a c c u r a t e  p i c t u r e  o f  h i s  

f e l l o w  c o u n t r y m e n  o n  t h e  s t a g e  i s  a n  a c h i e v m e n t  t h a t  s e e m s  

r e m a r k a b l e ,  w h e n  o n e  c o n s i d e r s  t h e  s c a n t  a t t e n t i o n  g i v e n  t o  

t h e  t a s k  a t  t h e  t i m e .  A s  f a r  a s  S c o t t i s h  d r a m a  i s  c o n c e r n e d ,  

t h i s  i s  t h e  m o s t  e n c o u r a g i n g  t h i n g  a b o u t  B r i d i e ;  t h e  m o s t
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d i s c o u r a g i n g  t u i n g  i s  t h a t ,  d e s p i t e  h i s  a c h i e v m e n t ,  a n d  

l a r g e l y  b e c a u s e  o x  h i s  S c o t t i s h  b a c k g r o u n d ,  h e  w a s  n o t  a s  

good a s  h e  s h o u l d  h a v e  b e e n .
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CHAPTER VII
TIC WAR PERIOD

T h e  S e c o n d  W o r l d  W a r  d i d  n o t  h a v e  t h e  s a m e  e f f e c t  o n  

t h e  d e v e l o p m e n t  o f  t h e  t h e a t r e  i n  S c o t l a n d  a s  t h e  F i r s t  W a r  

h a d .  I V l i e r e a s  i n  1 9 1 4  t h e  m o s t  p r o m i s i n g  v e n t u r e ,  W a r e i n g ' s  

C i t i z e n s '  T h e a t r e ,  was s t o p p e d  d e a d  h y  t h e  w a r ,  t h r o u g h o u t  

t h e  s e c o n d  w a r  e x i s t i n g  v e n t u r e s  f o r  t h e  m o s t  p a r t  c o n t i n u e d ,  

a n d  o t h e r s  w e r e  s t a r t e d *  T h e  t h e a t r e  i n  S c o t l a n d  h a d  

o b v i o u s l y  a c q u i r e d  a  g r e a t e r  i m p e t u s  i n  t h e  p r e v i o u s  t v m n t y  

y e a r s  *

W h e n  t h e  w a r  c a m e ,  i n  P e r t h ,  t h e  p l a y e r s  c o n t i n u e d  

r u n n i n g  t h e  t h e a t r e  t h e m s e l v e s  o n  a  n o n - p r o f i t  m a k i n g  b a s i s *  

T h e  a c t o r s  d . i d  a l l  t h e  w o r k  i n v o l v e d  i n  r u n n i n g  i t  a n d  s o m e  

o f  t h e m  e v e n  s l e p t  i n  i t *  A t  t h e  e n d  o f  a  week, a f t e r  

t h e a t r i c a l  a n d  l i v i n g  e x p e n s e s  w e r e  deducted, t h e  r e s i d u e ,  

v a r y i n g  b e t w e e n  s h i l l i n g s  a n d  t h r e e  pounds, w a s  d i v i d e d  a m o n g  

t h e  actors. D e s p i t e  t h e s e  p r i v a t i o n s ,  i n  1 9 4 1  a  P e r t h  

T h e a t r e  P a g e a n t ,  w h i c h  i n c l u d e d  a  v i s i t  f r o m  B r i s t o l  O l d  V i c ,  

w a s  s p o n s o r e d  w i t h  t h e  h e l p  o f  C  * 2 * 1 , I *  A . ,  a n d  a  t o u r  o f  t h e  

W e s t  a n d  t h e  H i g h l a n d s  o r g a n i s e d *  J u s t  a s  t h e  w a r  e n d e d  

a n o t h e r  d r a m a  f e s t i v a l  o p e n e d  i n  P e r t h  u n d e r  B r i d i e ' s  

p a t r o n a g e  *

I n  1 9 3 9 ,  R o b e r t  T h o r n l e y ,  a n  E n g l i s h  p r o d u c e r ,  l o o k e d  

u p  a  g a z e t t e e r  i n  o r d e r  t o  f i n d  t h e  l a r g e s t  t o w n  i n  t h e  

U n i t e d  K i n g d o m  w h i c h  d i d  n o t  h a v e  a  t h e a t r e .  T h u s  b e  b r o u g h t  

h i s  c o m p a n y  o f  a c t o r s  t o  D u n d e e *  I n  d o i n g  s o ,  h e  b r o u g h t  

l i v e  d r a m a  t o  a  c i t y  w h i c h  t h e  t o u r i n g  c o m p a n i e s  h a d  b y - p a s s e d  

f o r  t e n  y e a r s ,  a n d  w h i c h  h a d  h a d  t o  b e  c o n t e n t  w i t h  v a r i e t y ,  

p a n t o m i m e  a n d  t h e  o c c a s i o n a l  p r o f e s s i o n a l  d r a m :  t i c  p r o d u c t i o n  

a t  t h e  q u e e n ’ s  o r  A l h a m b r a  T h e a t r e s *  F i n a n c i a l  b a c k i n g  c a m e  

f r o m  t h e  c i t y  i t s e l f ,  i n t h e  s h a p e  o f  a  £ 2 0 0 0  g u a r a n t e e  f u n d  

w h i c h  was r a i s e d  p r i n c i p a l l y  b y  t h e  e f f o r t s  o f  t w o  l o c a l  

b u s i n e s s m e n *  A  n o n - p r o f i t  m a k i n g  c o m p a n y  w a s  f o r m e d  a n d  

w h i l e  n e g o t i a t i o n s  t o  a c q u i r e  t h e  F o r e s t e r s '  H a l l  f o r  

t r a n s f o r m a t i o n  i n t o  a  t h e a t r e  p r o c e e d e d ,  p l a y s  w e r e  p e r f o r m e d  

i n  t h e  l o c a l  a m a t e u r s '  L i t t l e  T h e a t r e *  F o r e s t e r s '  H a l l  

o p e n e d  a s  a  t h e a t r e  i n  D e c e m b e r  1 9 3 9  w i t h  a  p r o d u c t i o n  o f  

' H a s s a n ' *  I n  t h e  c o u r s e  o f  t h e  n e x t  f e w  y e a r s  t h e  c o m p a n y  

r e q u i r e d  m o r e  m o n e y ,  b u t  b y  1 9 4 5  a l l  l o a n s  and g u a r a n t e e s
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h a d  b e e n  p a i d  o f f *

T h o r n l e y  w a s  s u c c e e d e d  a s  p r o d u c e r  b y  i i n t l i o n y  H a w t r e y ,  

t h e n  i n  1 9 4 2  b y  A . R .  7 / h . a t m o r e  w h o  d i d  m u c h  t o  e s t a b l i s h  t h e  

D u n d e e  t h e a t r e *  D l i a t m o r e  r e g a r d e d  h i s  t h e a t r e  a s  a n  

E n g l i s h  r e p e r t o r y  t h e a t r e ,  w h i c h  h a p p e n e d  t o  b e  i n  S c o t l a n d ,  

a n d  c o n s e q u e n t l y  s h o w e d  n o  i n t e r e s t  i n  S c o t t i s h  p l a y s  v d i i c h  

h e  b e l i e v e d  t h e  S c o t t i s h  p u b l i c  l i k e w i s e  h a d  n o  i n t e r e s t  i n .

T h e  B y r e  T h e a t r e  i n  S t .  A n d r e w s ,  w h i c h  a s  t h e  n a m e  

i m p l i e s ,  s t a r t e d  l i f e  a s  a  c o w s h e d ,  w a s  l e t  b y  t h e  T o w n  

C o u n c i l  i n  1 9 3 3  t o  t h e  a m a t e u r  S t .  A n d r e w s  P l a y  C l u b ,  w h o s e  

m e m b e r s  c o n v e r t e d  t h e  b u i l d i n g  i n t o  a  t i n y  t h e a t r e .  D u r i n g  

t h e  w a r ,  for t h e  f i r s t  t i m e ,  t h e  Byre, w h i c h  o n l y  h e l d  7 4  

p e o p l e  a n d  h a d  a  s t a g e  1 2  f e e t  s q u a r e ,  w a s  o c c u p i e d  b y  a  

s m a l l  p r o f e s s i o n a l  c o m p a n y ,  l e d  b y  C h a r l e s  H a r f o r d  w h o  h a d  

b e e n  s t a g e  d i r e c t o r  a t  t h e  O l d  V i c  w h e n  L i l i a n  B a y l i s s  w a s  

r u n n i n g  i t .  L i a r  f o r d  t e l l s  t h e  s t o r y  o f  t h e  B y r e  d u r i n g  t h e  

w a r  i n  a  r a c i l y  w r i t t e n  b o o k l e t  w h i c h  c a p t u r e s  v e r y  w e l l  

t h e  s p i r i t  o f  i m p r o v i s a t i o n  w h i c h  p r e v a i l e d .  F o r  e x a m p l e ,  h e  

t e l l s  u s  h o w  h e  s e t  a b o u t  w r i t i n g  a  p l a y  c a l l e d  ' L a d e  B r a e s '  

L ' l y s t e i y  -

' B e f o r e  I  c o u l d  s t a r t  w r i t i n g  t h e  p l a y  1  h a d  

t o  t a k e  i n t o  a c c o u n t  w h o ' d  d o  w h a t  . . .  s o m e o n e  

t o  g e t  t h e  a u d i e n c e  i n  a n d  c l o s e  t h e  d o o r s  f o r  

i n s t a n c e .  T h i s  p e r s o n  m u s t  p e r f o r c e  r e m a i n  i n  

f r o n t  a m o n g  t h e  a u d i e n c e ,  f o r  t h e r e  w a s  n o  w a y  

o f  s n e a k i n g  o u t  o r  g o i n g  b a c k s t a g e  ( o r  u p s t a i r s  

r a t h e r ,  f o r  t h e r e  i s  n o  b a c k - s t a g e ) .  S o m e o n e  

m u s t  l o o k  a f t e r  t h e  m u s i c ,  p r e - o v e r t u r e  a n d  

o v e r t u r e  a n d  d i m  t h e  h o i i s e l i g h t s  w h e n  r e a d y ,  

s o m e o n e  e l s e  h a d  t o  t a k e  u p  t h e  c u r t a i n ,  w h i c h  

i s  c o n  b r o i l e d  f r o m  u p s t a i r s  A Ï Ï D  s o m e o n e  h a d  t o  

b e  o n  t h e  s t a g e  a t  t h e  s t a r t  o f  t h e  p l a y .

W e l l ,  t h i s  i s  h o r n  w e  d i d  i t .  T h e  t w o  y o u n g  

w o m e n ,  s h e  w h o  w a s  t o  p l a y  J u v e n i l e  L e a d  a n d  

t h e  s m a l l  p a r t  w o m a n  ( t h e  V a r s i t y  s t u d e n t )  

u s h e r e d  i n  t h e  a u d i e n c e .  I  w a s  i n  t h e  

l i g h t b o x  w h e r e  t h e  m u s i c  w a s  p l a y e d  f r o m .

7 , l i e n  t h e  h o u s e  w a s  " i n " ,  I  g e t  t h e  n o d  f r o m  

t h e m .  O n e  o f  t h e m  w o u l d  c o l l e c t  t h e  t i l l  

( p r o g r a m m e  m o n e y  a n d .  " d . o o r s " )  a n d  d r i f t  o f f ,  

g o i n g  u p s t a i r s  b y  t h e  o u t s i d e  r o u t e .  T h e  o t h e r
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w o u l d  g e t  t h e  d o o r s  s h u t  w h i l e  I  d i m m e d  t h e  

h o u s e l i g h t s  a n d  f a d e d  t h e  p r e - o v e r t u r e  m u s i c  *

F o r  t h i s  p l a y  o n l y  H o l l y  s t a r t e d  t h e  

O v e r t u r e  p r o p e r  o n  a  p o r t a b l e  g r a m o p h o n e  o n  

t h e  s t a g e *  By t h e  t i m e  I ’ d  c l i m b e d  u p  t h e  

c a t  M d e r  f r o m  t h e  l i g h t  b o x  a n d  w a s  t r a v e r s i n g  

t h e  l o f t  o n  my way d o w n  t o  t h e  s t a g e  f o r  I  w a s  

t h e  a b s o l u t e  b e g i n n e r ,  H o l l y  h a d  m a d e  h e r  

w a y  u p s t a i r s  a n d  w a s  a t  h e r  p i a c e  b y  t h e  

c u r t a i n  w i n d l a s s  j u s t  a b o u t  t h e  s a m e  t i m e  a s  

I  g o t  i n t o  p o s i t i o n  o n  t h e  s t a g e *  By t h i s  

m o m e n t  t h e  r e c o r d  h a d  j u s t  a b o u t  r e a c h e d  a  

p o i n t  a t  w h i c h  i t  w e n t  i n t o  a  c h o r u s  I  c o u l d  

s i n g ,  w h i c h  I  d i d  *  *  « n o t  s o  m u c h  w h a t  y o u  

m i g h t  c a l l  a  v o c a l  a p p e a l  a s  p l a i n  b a w l i n g *

W h e n  I ' d  w e l l  a n d  t r u l y  s t a r t e d ,  H o l l y  t o o k  t h e  

c u r t a i n  u p  a n d  p e g g e d  i t  s a f e  a n d  w a s  r e a d y  t o  

c o m e  d o w n  a t  a b o u t  t h e  e n d  o f  m y  b i t ,  t o  t a k e  

t h e  r e c o r d  o f f  a n d  s t a r t  t o  h e c k l e  m e  a b o u t  

s o m e t h i n g  . * *  a n d  t h e  p l a y  w a s  n o w  " o n "  '  ( l )

I t  i s  o b v i o u s  t h a t  H a r f o r d  a n d  h i s  c o m p a n y  t h o r o u g h l y  

e n j o y e d  t h e m s e l v e s  I

I n  t h e  G l a s g o w  a r e a ,  a l t h o u g h  t h e  C u r t a i n  c l o s e d  i n  

1 9 4 0 ,  h e w  t h e a t r i c a l  v e n t u r e s  c o n t i n u e d  t o  a p p e a r .

O n  t h e  2 n d  H a y  1 9 3 9  t h e r e  o p e n e d  i n  R u t h e r g l e n ,  i n  a  

c o n v e r t e d  c h u r c h ,  a  r e p e r t o r y  t h e a t r e  k n o y m  a f t e r  i t s  

f o u n d e r  H o l l y  S *  U r q u h a r t ,  a s  t h e  L H S o U *  r e p e r t o r y  theatre. 
T h e  o p e n i n g  p r o d u c t i o n  was ' T h e  W i n d  a n d  t h e  R a i n '  b y  

M e r t o n  Hodges. T h e  I H S . U ,  R e p .  s u r v i v e d  i n  t h i s  f o r m  u n t i l  

1944  w h e n  H o l l y  U r q u h a r t  j o i n e d  t h e  C i t i z e n s '  C o m p a n y  a n d  

t h e  t h e a t r e  c l o s e d  t e m p o r a r i l y ,  A  f e w  m o n t h s  l a t e r ,  h o w e v e r ,  

a  f u n d  ' / a s  s t a r t e d  a n d  t h e  R u t h e r g l e n  R e p e r t o r y  C o m p a n y  w a s  

r e g i s t e r e d  w i t h  t h e  a i m  o f  f o u n d i n g  ' a  t h e a t r e  f o r  t h e  

d e v e l o p m e n t  o f  t h e  d r a m a  a n d  d r a m a t i c  a r t  i n  S c o t l a n d  a n d  

t o  e n c o u r a g e  a  n a t i o n a l  d r a m a  t h r o u g h  t h e  p r o d u c t i o n  o f  

p l a y s  o f  S c o t t i s h  l i f e  a n d  c h a r a c t e r ' *

T h e  theatre r e - o p e n e d  a n d  i n  t i m e  was a b l e  t o  e n g a g e  

s o m e  f u l l  t i m e  p r o f e s s i o n a l  s t a f f  a n d  o n  o c c a s i o n  t o  h i r e  

p r o f e s s i o n a l  a c t o r s  o r ,  m o r e  o f t e n ,  p a y  i t s  p a r t - t i m e r s  a  

w a g e  o f  s o m e  s o r t *

' D u r i n g  t h e  y ; a , r  y e a r s  i t s  a c t o r s  w e r e  a m a t e u r s  w h o  w e r e



171,
g i v e n  a  t o k e n  p a y m e n t  a n d  i n c l u d e d  b e s i d e s  M o l l y  U r q u b a r t  

h e r s e l f ,  D u n c a n  M a c r a e  a n d  A r c h i e  D u n c a n  ( v / h o  b o t h  a p p e a r e d  

i n  t h e  s e c o n d ,  p r o d u c t i o n ) ,  G o r d o n  J a c k s o n  a n d .  E i l e e n  D e r l i e *

T h e  l I D o U *  T h e a t r e  d i d  e n c o u r a g e  S c o t t i s h  w r i t e r s ,  

t h o u g h  p a r a d o x i c a l l y  i t s  ' r e s i d e n t '  w r i t e r  w a s  a n  I r i s h m a n ,

P a u l  V i n c e n t  C a r r o l l ,  s o m e  o f  w h o s e  work w a s  p e r f o r m e d  

e a r l i e r  b y  t h e  C u r t a i n  T h e a t r e ,  a n d  l a t e r  b y  t h e  C i t i z e n s ' *

I n  1940  J o h n .  S t e w a r t  w h o s e  f a t h e r  h a d  l e f t  h i m  a  

f o r t u n e  a m m a s s e d  b y  r u n n i n g  c o m m e r c i a l  c o l l e g e s  i n  S c o t l a n d  

a n d  t h e  n o r t h  o f  E n g l a n d ,  o p e n e d  t h e  P a r k  T h e a t r e  i n  

V o o d s i d e  T e r r a c e ,  G l a s g o w ,  next d o o r  t o  w h e r e  t h e  C u r t a i n  

h a d  been. T h e  t h e a t r e ,  w h i c h  s e a t e d  1 0 6 ,  w a s  e x t r e m e l y  w e l l  

e q u i p p e d  a n d  f o r  t h e  s e v e n  y e a r s  o f  i t s  e x i s t e n c e  w a s  w e l l  

s u p p o r t e d .  B r i d i e  p e r f o r m e d  t h e  o p e n i n g  c e r e m o n y ,  a t  w h i c h  

h e  s a i d  ' I t  m a y  a p p e a r  d a f t  t o  s t a r t  a  n e w  l i t t l e  t h e a t r e  

i n  t h e  m i d d l e  o f  t h e  w a r ,  b u t  i t  s e e m s  t o  m e  t o  h a v e  t h e  

r i g h t  k i n d  o f  l u n a t i c  d a f t  S c o t s  p a n a c h e  a b o u t  i t  t h a t  d e s e r v e s  

t h e  v e r y  h e a r t i e s t  e n c o u r a g e m e n t ,  a n d  I  b e l i e v e  i t  i s  

g e t t i n g  t h a t  a l r e a d y ' .  H e  a l s o  r e f e r r e d  t o  t h e  n u m b e r  o f  

t h e a t r i c a l  v e n t u r e s  t h e r e  h a d  b e e n  i n  G l a s g o w ,  a n d  c o m m e n t e d  

t h a t  ' a n y b o d y  w h o  l i v e d  i n  G l a s g o w  m u s t  f e e l  a  l i t t l e  

a s h a m e d ,  n o t  i n  t h e  e x p e r i m e n t s  i n  t h e  t h e a t r e  t h a t  h a d  b e e n  

m a d e  i n  G l a s g o w ,  b u t  a t  t h e i r  r e s u l t s '  ( 2 ) .

T h e  P a r k  i n i t i a l l y  d i d  l i t t l e  f o r  S c o t t i s h  d r a m a ,  

p r e f e r r i n g  t o  c o n c e n t r a t e  o n  e s t a b l i s h e d  s u c c e s s e s ,  b u t  l a t e r  

i n  i t s  c a r e e r  S c o t A  plays w e r e  p e r f o r m e d  t h e r e ,  i n c l u d i n g  

B r i d i e ' s  ' J o n a h  3 *  and J a m e s  Shaw G r a n t ' s  ' T a r r a v o r e ' *

S t e w a r t  f o r m u l a . t e d .  p l a n s  f o r  a  n e w  t h e a t r e  i n  G l a s g o w  a f t e r  

t h e  w a r  w h i c h  w o u l d  p r e s e n t  s p e c i a l i s e d  d r a m a t i c  p r o d u c t i o n s  

a n d  b e  o p e n  t o  t h e  p u b l i c ,  u n l i k e  t h e  P a r k ,  w h i c h  w a s  a  club. 
U n t i l  s u c h  t i m e  a s  t h i s  w a s  b u i l t ,  a  f u l l - t i m e  p r o f e s s i o n a l  

company w a s  t o  o p e r a t e  i n  t h e  P a r k  ( i n  f a c t  d u r i n g  t h e  e a r l y  

y e a r s  o f  t h e  P a r k  t h e  a c t o r s  w e r e  a m a t e u r ,  t h e n  s e m i -  

p r o f e s s i o n a l  a n d  f i n a l l y  f r o m  1 9 4 8  u n t i l  t h e  t h e a t r e  c l o s e d  

i n  1949 t h e y  were p r o f e s s i o n a l ) .

I n  1947  p r o p e r t y  a d j o i n i n g  t h e  e x i s t i n g  Park w a s  

a c q u i r e d  a n d  p l a n s  m  d e  f o r  a  5 0 0  s e a t e r  t h e a t r e ,  b u t  b u i l d i n g  

r e s t r i c t i o n s  p r e v e n t e d  i t  f r o m  b e c o m i n g  a  reality. S t e w a r t  

t h e n  t u r n e d  h i s  a t t e n t i o n  t o  r e a l i s i n g  h i s  o t h e r  d r e a m  o f  a  

t h e a t r e  i n  P i t l o c h r y *

T h e  t w o  m o s t  i m p o r t a n t  d e v e l o p m e n t s  d u r i n g  t h e  w a r  w e r e
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t h e  G l a s g o w  C i t i z e n s '  T h e a t r e  a n d  U n i t y  T h e a c r e *

T h e  C i t i z e n s '  T h e a t r e  v m s  f o r m e d  w i t h  a s p i r a t i o n s  v e r y  

s i m i l a r  t o  p r e v i o u s  p r o j e c t s  ' w i t h  a  v i e w  t o  f o u n d i n g  t h e  

t h e a t r e  a n d  e n c o u r a g i n g  a  n a t i o n a l  d r a m a  t h r o u g h  t h e  

p r o d u c t i o n  o f  p l a y s  o f  S c o t t i s h  l i f e  a n d  c h a r a c t e r '  ( p ) .

B r i d i e  h i m s e l f  p u t  i t  i n  a  m o r e  p r a c t i c a l  w a y  -  

' I f  w e  a r e  g o i n g  t o  h a v e  S c o t t i s h  p l a y s ,  o r  

p l a y s  b y  S c o t t i s h  y / r i t e r s ,  t h e  S c o t t i s h  

p l a y w r i g h t  w i l l  h a v e  t o  b e  e n c o u r a g e d .  I n  

S c o t l a n d  t o d a y  a r e  m a n y  n o v e l i s t s ,  p o e t s  a n d  

s h o r t  s t o r y  w r i t e r s ,  a n d  w e  w a n t  t o  s e e  t h e m  

t u r n i n g  t h e i r  a t t e n t i o n  t o  t h e  t h e a t r e .  B u t  

u n l e s s  t h e r e  i s  a  c h a n c e  o f  t h e i r  p l a y s  h a v i n g  

a  r e a s o n a b l e  r u n  i n  S c o t l a n d ,  t h e y  c a n n o t  b e  

e x p e c t e d  t o  t a k e  a ,  r e a l  i n t e r e s t  i n  w r i t i n g  

f o r  t h e  t h e a t r e ,  a n d  n o  o n e  c a n  b l a m e  t h e m '  ( 4 )

T h e  s t o r y  o f  t h e  f o u n d i n g  o f  t h e  C i t i z e n s '  T h e a t r e  h a s  

b e e n  t o l d  i n  g r e a t  d e t a i l  b y  U i h i f r e d  B a n n i s t e r  i n  h e r  b o o k  

' J a m e s  B r i d i e '  a n d  H i s  T h e a t r e '  ( 5 ) .  S u f f i c e  t o  s a y  h e r e  

t h a t  B r i d i e  g o t  t o g e t h e r  a  d i r e c t o r a t e ,  c o n s i s t i n g  o f  B r .

T . J o  H o n e y m a n ,  t h e  t h e n  d i r e c t o r  o f  G l a s g o w  A r t  G a l l e r i e s ,  

l l i ’ o G e o r g e  S i n g l e t o n ,  o v m e r  o f  t h e  C o s m o  C i n e m a ,  R / J .  G r e i g ,  

c h a i r m a n  o f  t h e  S c o t t i s h  O r c h e s t r a ,  N o r m a n  B u t h i e ,  a n  

a c c o u n t a n t ,  P a u l  V i n c e n t  C a r r o l l ,  t h e  d r a m a t i s t  a n d  G u y  

M e C r o n e ,  t h e  n o v e l i s t .  B r i d i e  h i m s e l f  w a s  a p p o i n t e d  c h a i r m e n  

a n d  h a v i n g  r a i s e d  £ 1 5 0 0  i n  d o n a t i o n s ,  s e c u r e d  a g u a r a n t e e  

a g a i n s t  l o s s  f r o m  t h e  C . E . M . A .  T h e  A t h e n a e u m  t h e a t r e ,  p a r t  

o f  t h e  Royal S c o t t i s h  A c a d e m y  o f  M u s i c  i n B u o h a n a n  S t r e e t ,  

w a s  c h o s e n  a s  t h e  o n l y  s u i t a b l e  h a l l  t o  b e g i n  t h e  v e n t u r e  i n ,  

a n d  t h e  n a m e  G l a s g o w  C i t i z e n s '  T h e a t r e ,  w i t h  i t s  r e c o l l e c t i o n  

of M a r e i n g ’ s  e a r l i e r  v e n t u r e ,  c h o s e n  a s  a  p u r e l y  t e m p o r a r y  

m e a s u r e ,

B r i d i e  a p p r o a c h e d  n i n e t e e n  d i f f e r e n t  p r o d u c e r s  b e f o r e  h e  

f o u n d  o n e ,  J e n n i f e r  S o u n e s ,  w h i l i n g  t o  c o m e  n o r t h .  O n  1 1 t h  

O c t o b e r  1 9 4 3  G l a s g o w ' s  f i r s t  f u l l y  p r o f e s s i o n a l  r e p e r t o r y  

t h e a t r e  o p e n e d  w i t h  a  p r o d u c t i o n  o f  B r i d i e ' s  o w n  ' H o l y  I s l o ' .  

T h e  f i r s t  s e a s o n  h a d  a  s h a k y  s t a r t  s i n c e  n e i t h e r  ' H o l y  I s l e ' ,  

a  p l a y  ' w h i c h  o p e n s  w e l l ,  b u t  f i z z l e s  o u t ,  n o r  t h e  s e c o n d  

p r o d u c t i o n ,  G o l d s m i t h ’ s  ' T h e  G o o d  M a t u r e d  M a n '  w e r e  v e r y  

p o p u l a r ,  b u t  t i t h  t h e  t n i r d  p r o d u c t i o n ,  P a u l  V i n c e n t  C a r r o l l ' s  

' S h a d o w  a n d  l u b s t a n c e ' ,  t h e  t h e a t r e  b e g a n  t o  e s t a b l i s h  i t s e l f ,
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and when the season ended, it was found that the company had 
broken even.

The second season included three Scottish plays, a 
revival of John Brandane's 'The Treasure Ship* and premieres 
of Joe Gorrie's 'A Master of Men' and Bridie's 'The 
Forrigan Reel'• The inclusion of these plays in the 
programme and of a number of actors in the company who had 
previously worked with one of the smaller amateur or serat» 
professional companies, e.g. Duncan Macrae and Molly Urquhart 
(both formerly with the Curtain and M.S.U. Theatres), James 
Gibson (S.N.P.) and Gordon Jackson (M.S.U.) indicates clearly 
the debt the Citizens’ owed to the ventures of the inter-war 
period which had encouraged and developed both Scottish 
writing and Scottish acting.

When the second season ended, the necessity to call up 
the guarantee from the Arts Council (as the C.B.M.A. had 
become) had still not arisen. During the season two tours 
had been undertaken, one of the Continent with 'The Forrigan 
Reel' and one of the West of Scotland with 'Mr. Bolfry’, 
both plays of course being by Bridie, On the Scottish tour 
there had been good houses, although support was much better 
in small towns than in the large industrial ones. Members 
of the company commented favourably on the effect which the 
amateur movement had had in building up an interest in drama.

As the popularity of the Citizens' Theatre grew, it was 
felt that a better theatre was required. By an extremely 
fortunate coincidence Harry McKelvie, the owner of the 1000 
seater Royal Princess’s Theatre, which is situated near 
Gorbals Gross, was finding that his health was no longer up 
to the ardours of running the pantomime seasons which the 
theatre was famous for. He offered his theatre on a ten year 
lease to the Citizens’ company at an annual rent of £1000 
over that period (he paid the first year's amount himself) 
provided that the total sum was guaranteed. A gift from Sir 
Frederick Stewart of £10,000 met these conditions and on the 
31st March 1945 the last performance was given in the 
Athenaeum, The Citizend opened in the Gorbals the following 
autumn.

The theatre to which they had gone had been opened in 
1878 Joy Her Majesty's Theatre by one James McFadyen. After 
an unsuccessful six months with a varied programme, the



174.
theatre closed, but It was re-opened in 1879 by Harcourt 
Beryl as the Royal Princess's. A programme of melodrama, 
variety and pantomime proved successful and was continued 
under Beryl's former assistant, Richard Waldon. As Victorian 
melodrama died, pantomime took over, and Harry McKelvie, who 
took over after Waldon's death in 1922, set out to make the 
Royal Princess's the home of pantomime. Pantomime ran from 
December to the summer when the theatre closed until the 
following year's pantomime opened, usually prefaced by a 
variety show. For years McKelvie and George West, sticking 
to a very rigid moral pattern, worked together on the 
pantomimes in which West starred. Obviously the theatre has 
now changed its nature, but the Citizens' company have 
endeavoured with varying success to mount a Christmas show 
which owes something to the theatre’s pantomime tradition, 
at least until recent years.

Unity Theatre came into being in 1941? under the impetus 
of the Unity Theatre movement elsewhere in Britain and was 
formed by amateurs from various Glasgow clubs, the Workers' 
Theatre Group, the Clarion Players, the Transport Players 
and the Jewish Institute Players. The members of this group 
sought a more socially committed theatre than existed at 
the time, and aimed to draw in working class audiences. They 
included some Communists and Marxists, but it would be wrong 
to assume from this that Unity was a highly doctrinaire body 
more interested in politics than theatre. This was not the 
case, although there was a strong sense of social committment. 
A dozen productions were mounted during wartime but it was 
in the post-war period that Unity made its bid for permanence 
and failed. It is in the next chapter that its pcsb-war 
development will be considered.
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giiAPTER T i l l

THE THEATRE IN SCOTLAND 
SINGE THE WAR

Because we are now entering the contemporary situation
what follows is of necessity an essay in tendencies rather
than a detailed account of all that has happened and is
still happening in the period under consideration.and declineThe post-war period has been one of growth/in the 
Scottish theatre as it has been in the British theatre as 
a whole and although it would be idle to pretend that we 
now have an exceptionally vigorous and flourishing theatre, 
equally it would be wrong to deny the slow progress that 
has been made. Progress has, in the main, been in the field 
of repertory theatres, but before dealing with the reps,, 
some attention must be given to a development immediately 
after the war which seemed for a time to be about to change 
the direction of the Scottish theatre, Unity.

Mention was made in the last chapter of the formation 
of Unity in Glasgow at the beginning of the war. At the end 
of the war, in an attempt to put their venture on a firmer 
footing and possible mindful of the failure of uhe 8.N.P. 
when it did not grasp a similar opportunity. Unity decided 
to form a professional company of players. Thereafter there 
were two Unity companies, one amateur, whose productions were 
mainly directed by Donald McBean formerly of the Transport 
Players, and one professional under the directorship of 
Robert Mitchell of the Glasgow Players. The professional 
company had ten members in addtion to the director and stage™ 
staff, which meant a considerable income was necessary to 
sustain operations. Although Unity had played in the 
Athenaeum theatre during the war, since its availability was 
restricted after the war, the professional company played 
whenever it could, and in addition toured throughout Scotland.

As one would have expected the main problem was finance. 
When the professional company was formed, Unity had only a 
few hundred pounds in the bank, a comfortable position for 
an amateur club, but hardly a very firm basis for a venture 
of this kind. Throughout the professional company's
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existence the amateur company continued to subsidise it.
Other revenue came from the box-office, principally from 
Robert McLeish's ’The Gorbals Story* which was Unity’s best 
money spinner, and for a time from the Arts Council, but 
this support was withdrawn as a consequence of what Bridie, 
who would appear to have had a hand in the withdrawal, 
called its ’scatterbrained finance’ (l). So far as can be 
judged twenty years later, this charge had substance in it. 
Unity did not apparently show much business acumen though 
for a time under the supervision of Oscar Loewenstein, who 
was employed for a year as business manager, a saner approach 
to financial matters was employed. But neither this, nor 
the income from amateur activities, nor the royalties from 
a film of ’The Gorbals Story’ was enough to save Unity.
London productions of 'The Gorbals Story’ and 'The hower 
Depths' were artistically but not financially successful.
It petered out, rather than stopped, at the end of the 
forties and some of its debts have never been cleared. The 
amateur side of Unity continued for a time but it too petered 
out in the fifties.

Despite its5 sad demise. Unity theatre did make an 
important contribution to theatre in Scotland. In the first 
place it kept theatre going during the war and extended the 
range of drama available to the Glasgow public after the war. 
More importantly it introduced a new dimension in Scottish 
theatre.

One of the criticisms that has been made of the Scottish 
National Players in this study is that much of the drama 
they presented bore little relationship to the lives of the 
ordinary population of the country, in particular, the urban 
population. Unity deliberately sought to make up for this 
failure. The evidence lies in the programmes of work 
presented, in which Clifford Odets, Sean O'Casey and Maxim 
Gorki feature prominently. The work of these writers was 
usually related by the production to a Scottish context.
Unity sponsored a visit to Glasgow by the then young 
'Theatre Workshop* in 1946. In addition, Unity presented 
a fair number of new plays by Scottish authors wit|i social 
themes. 'The Gorbals Story' (1946) (2), which is concerned 
with the housing problem, is the most obvious example, but 
there are others. James Barke's 'Major Operation' (1941) (3),
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presents the world of the Clyde Shipyard worker and is 
concerned with the class struggle. The same author 
contributed 'The Night of the Big Blitz* (1944) (4) and 
* When the Boys Come Home’ (1945) (5), another play set on 
Clydeside. George Munro's ’Gold in His Boots’ (1947) (6) 
is concerned with the sordid underworld of professional 
football. Benedick Scott in ’The Lambs of God’ (7) tackled 
the subject of homosexuality against the background of the 
Depression.

The best evidence we have for evaluating the ideology 
behind Unity is the magazine ’Scots Theatre' published by 
Unity for a short, period in 1946 and 1947. Each copy of 
the magazine bears on the front cover a quotation from 
Gorki, ’The theatre is the school of the people - it makes 
them think and it makes them feel An editorial
declares -

* Today we have Unity Theatre established as 
the most vital native cultural influence in 
Scotland. Its actors, playwrights and 
technicians have been drawn from the ranks 
of ordinary working people, whose background 
and everyday life is identical with the 
masses who form its audiences* (8)
That many people in Unity were convinced that they were 

moving the Scottish theatre in a new direction is clear.
’In the new Scottish theatre there are two 
divisions; primarily middle-class 
repertories and writers whose art is seen 
in Perth, the Glasgow Citizens' Theatre 
and elsewhere; and the tougher working- 
class drama and performances to be seen 
at Glasgow Unity Theatre’ (9)

For Unity, theatre meant commitment. Robert Mitchell 
declared on one occasion ’one of Unity's main conceptions 
was that of the theatre marching in line with social 
policy* (10). One notes in reviews of productions by other 
companies a certain intolerance of plays which lack social 
commitment. A review of a production of 'In Good King 
Charles’ Golden Days' sneers at the 'elite* who people this 
play (11).

It is interesting to note that Unity too, like so many
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Scottish theatrical enterprises, looked to the Irish example 
but with a left wing bias -

’ .. we pray for the time when a Scotsman 
will emulate the great Irishman (O’Oasey) 
and produce such plays of the people* (12)

Unity's left wing orientation can be viewed with mixed 
feelings. On the positive side, it attempted to relate the 
theatre to ordinary people and seems to have succeeded for 
a time in doing so. Working people came, though not in the 
numbers that Unity would have liked, and watched plays which 
they could relate to their own lives. On the negative side, 
the left wing commitment of Unity would in the long term have 
proved a limitation, for to judge by some of the writing in 
'Scots Theatre* it might well have blinded its members to 
the merits of dramatic writing without obvious commitment.
This is perhaps to carp and it must be emphasised that it is 
quite wrong to think that all Unity members were committed 
socialists; many were simply interested in good theatre.

Several of Unity's actors joined the ranks of the 
professionals, among them being Archie Duncan, Bussell Hunter, 
Andrew Heir, Roddy McMillan and Marjorie Thomson, and one can 
still see in the work of some of these actors something of 
the ability to render on the stage working class people. It 
was said of Unity that its techniques were those of 
Stanislawski, but in practice they were based on those of 
the British stage at the time, with an infusion of 
proletarian vitality. Reviews of their productions often 
use such terms as 'sincerity* and * conviction* (13).

It would be foolish to pretend that Unity's contribution 
was a great one, but potentially it could have been. Lack of 
money and financial mismanagement prevented Unity making the 
contribution that it could have made. Its achievment 
remains the progress it made towards its self declared 
objectives of presenting socially aware plays and bringing 
working class people into the theatre. That it was unable to 
realise these aims completely is a loss the Scottish theatre 
has yet to make up.

The post-war period is the era of television, the growth 
of which in Scotland can be gauged from the following 
figures «



180
Radio T.V. Combined Colour
Licences Licences Licences Licences

1952 1 ,1 5 9 ,9 2 7 41,699
1962 308,584 1,119,824
1972 - - 1,517,795 182,594

\Vbereas previously the radio audience did not appear 
to be growing at the expense of cinema, the television 
audience soon began to eat into the cinema audience as the 
figures given below indicate.

NUMBER OF CINEMAS
All

Scotland Aberdeen Dundee Edinbur£ï;h Glasg-
1950 617 17 25 33 106
I960 476 15 22 26 69
1970 254 12 10 16 36

(Source Kine Year Books,
1 9 5 1, 1961 , 1 9 7 1)

Admissions dropped at a corresponding rate.(figures in
000’a )

1950 - 186,500
I960 - 66,769
1970 - 22,634

(Source Department of Trade & Industry) 
Whereas radio and cinema did not appear to inflict 

serious damage on the live theatre, television has done just 
this.

NUMBER OF THEATRES IN SCOTLAND
All

Scotland Aberdeen Dundee Edinburgh 01asgew
1950 29 3 1 5 10
1960 22 3 1 5 7
1970 15 1 1 3 4

The theatres that have suffered most are the larger 
theatres offering variety shows, such as the Glasgow 
’Alhambra’. The theatres that have survived and grown are 
those with which television is in less direct competition, 
the repertory theatres, but they have only kept alive 
because of subsidies from public funds that did not exist 
previously. A further narrowing of the theatre audiences 
has taken place* Each Scottish city has closed #own some 
of its theatres with the result that Edinburgh, Glasgow and 
Aberdeen are the only cities left with the kind of large 
theatre that can properly accommodate the big national
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oompanies on tour. This problem has been slightly 
alleviated by the King's Theatres in Edinburgh and Glasgow 
and Her Majesty's in Aberdeen passing into the hands of the 
local authorities5 but so far no one has reconciled the need 
to provide a stage for the national cxiipanies with the need 
to operate these theatres throughout the year without running 
too large a deficit.

Property developers have not been slow to realise the 
advantages of the excellent sites occupied by many theatres 
and in a declining theatrical situation, the pressure for 
'redevelopment' has been another factor leading to the 
closure of theatres by owners who did not consider that 
they were receiving an adequate return on their capital any 
more.

Touring, often the mainstay of the larger theatres in 
the provinces, has also been declining, particularly since 
the triumph of television. The closure of the Empire in 
Glasgow in 1963 could be regarded as symbolising the end of 
variety and light entertainment tours. While plays continue 
to be toured, either -tith the support of commercial 
managements or with the support of the Arts Council, it is 
an operation which is on the decline, and years now pass 
when very few tours from London reach Scotland, and of those 
that do none are from the national companies. As will be 
recalled, one of the stock criticisms of the Scottish 
theatrical situation in the past was that it was over 
dependent on London tours. This criticism no longer applies 
and there is no doubt that while it is unfortunate that the 
national companies do not touh very much, it is a distinct 
improvement that so much Scottish theatrical activity is 
being generated internally.

One highly acceptable consequence of the growth of 
television has been the expansion of employment opportunities 
for Scottish actors and writers. This it can be argued has 
benefited the theatre in that by providing lucrative 
employment it enables artists to undertake work in the theatre 
for considerably less money. It thus acts as a patron.
For both writer and actor it is a much more important market 
than the live theatre.

Turning now to the repertory theatres, the first thing 
to be noted is that several of the ventures which had started
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before 1945 continued their work. In 1946 Perth Rep. 
became a non-profit making organisation which obtained 
financial assistance from the Arts Council. It was managed 
by Marjorie hence from 1947 till her death in 1966. In 
1968 the theatre was bought by Perth Town Council, and is 
thus now a civic theatre.

The Dundee Repertory Theatre which was established in 
1 9 3 9  has continued to exist, despite the major set-back it 
received in 1963 when the theatre in Ricoll Street was 
destroyed by fire. Since that time the company has played 
in a converted church which is not well-situated from a 
business point of view. As a result the company has lost 
part of its audience. It is hc^d that a new theatre complex 
will be built on a site provided by the University of Dundee 
and that the Repertory Company will be given a home in this 
complex.

After the war the Byre was taken over by the Play Club 
who finished the job of converting the old cowshed to a 
theatre. Since that time the theatre has been occupied from 
April to December by a small professional company who are 
responsible for all the work connected with running a 
theatre-acting, production, making scenery and publicity.
The business side of the organisation is attended to by the 
Byre Theatre of St. ilndrews Ltd. (formerly the Play Club),
One of the advantages of this system is that young actors 
and technicians have an opportunity to stretch themselves 
much sooner than would be possible in a larger repertory 
company.

The MB.U. Repertory Theatre had closed down in 1944, 
when Molly Urquhart joined the Citizens’ Theatre Company, 
but in 1945 it re-opened as a result of local fund raising 
as the Rutherglen Repertory Theatre. It operated with 
amateur and semi-professional actors and some permanent 
professional staff until 1958, when it finally closed.

Of the new theatres since the war, the Pitlochry 
Festival Theatre has perhaps the most unexpected setting.
It was the creation of John Stewart, who established the 
Park Theatre in Glasgov/. He aimed to provide a kind of 
Scottish Malvern and to this end he acquired Knockendarroch 
House in Pitlochry and drew up plans for erecting a theatre 
in the grounds. However, he could not obtain building
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permission because of post-war restrictions, so on the 19th 
May 1951 the theatre opened in a tent which sat 500 people, 
in front of a wide stage. In 1953 a semi-permanent building 
was put up to replace the rather unsatisfactory tent. It 
seats 502 people in the open fan-shaped auditorium, again 
in front of a wide stage, 44 feet across. John Stewart 
remained director until his death, and then Kenneth Ireland, 
formerly Stewart’s general manager, took over the direction 
of the theatre.

Pitlochry has been a successful theatre, doubling its 
attendance figures since I951 and playing consistently in 
recent years to almost 70̂ » of capacity, Nonetheless, it too 
has had its share of financial problems, and was only rescued 
from a crisis recently by a generous response to a public 
appeal.

Edinburgh, for so long without a professional repertory 
company has increased its theatrical amenities considerably 
since the war.

In 1944 the Home Board of the Church of Scotland 
received the anonymous donation of a block of property in 
Elm Row, Edinburgh, which included a theatre then in use as 
a cinema. The theatre was re-opened as the Gateway in 1946 
under the management of the church. For the next few years 
plays (amateur and professional) and films were presented, 
some, but by no means all of which, had broadly religious 
themes. As a result of the difficulties involved, stemming 
mainly from lack of expertise and the lack of the continuity 
which a permanent professional company would give, it was 
decided in 1953 to lease the theatre to an independent 
company which would be responsible for the presentation of 
plays and the running of the theatre.

The Gateway company was formed under the chairmanship 
of Robert Kemp, the church advising on, but not dictating 
programme policy. The company opened in October 1953 with 
a production of Bridie’s ’The Forrigan Reel’, and ffom then 
until 1965 provided regular theatrical activity in Edinburgh. 
The company had problems, not unlike those of the other 
theatres which have been discussed, principally lack of money 
and the difficulty of holding an audience for a widely 
varying programme of plays. The worst crisis seems to have 
been in I960 when the theatre came close to shutting down.
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but that was surmounted. A crisis of a different kind arose 
when the company decided to put on Aristophanes' ’Lysistrata’ 
and a board member resigned. The play was not presented.

The most important achievement of the Gateway Company 
was that it maintained professional repertory theatre in 
Edinburgh for twelve seasons until the Edinburgh Civic Theatre 
was set up in 1965. The success of the Civic Theatre at 
the present moment must be due to. some degree of the 
audience-building done by the Gateway.

In 1965 the Edinburgh Civic Theatre Trust was set up 
and Tom Fleming appointed director of the venture which was 
to operate in the Royal Lyceum Theatre. The Gateway Company, 
having considered the possibility of existing alongside the 
Civic Theatre, decided that this was not a viable 
proposition. Since 1965 therefore,repertory has been 
provided in Edinburgh by the Civic Theatre. The first season 
was adventurous, but did not attract large audiences to 
several of its productions. Subsequently Mr. Fleming v/as 
replaced by Clive Perry, an Englishman who is largely 
responsible for building up the Lyceum's audiences and 
reputation to their present high levels.

The Lyceum's principal problem is the old building in 
which it operates; when the proposed Opera House is 
constructed it is expected that some kind of provision will 
be made for the company, but the project has not yet reached 
the take-off stage.

Since the end of the war and move across the river to 
the Royal Princess’s Theatre, the story of the Citizens* to 
which attention must now be turned, has been one of varied 
fortune.

Audience figures have fluctuated. The advent of 
television had the same effect that it had all over the 
country when attendance figures at theatres showed a marked 
drop. Luring the early sixties the audiences began to build 
up again but towards the end of the decade dropped to 
frightening levels (in one recent year the company was playing 
to something like 30fo of capacity). Many reasons have been 
advanced for the decline which is not echoed in other 
Scottish reps. It has been suggested that the theatre’s 
position in an unattractive part of the city has been made 
worse by the slum clearance round about. The building itself
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is under sentence of death and progess towards building a 
replacement is slow.

There are however other reasons. When the Citizens' 
began, its links with Glasgow were strong, local actors and 
actresses like Molly Urquhart and Duncan Macrae were known 
and liked by the audiences. Other local talent in the shape 
of people like Stanley Baxter and John Cairney could be seen 
to be developing before the eyes. A genuinely Scottish, 
not to say Glaswegian, company of actors who could play in 
not only Scots comedy, but in all kinds of play, was being 
established. Over the years this has come to be less the 
case. The Citizens’ company has few Scottish actors in it, 
and is in many ways indistinguishable from any English 
repertory company. Likewise its directors have more and 
more been Englishmen who, no matter how dedicated, are bound 
to regard the Citizen^as a stepping stone to other jobs, 
usually in the south.

One can find explanations for this situation. The 
attractions of the metropolis for the actor have increased 
greatly since the advent of television. If an actor wishes 
to make a successful career, he has to make it in London, not 
on the periphery » perhaps the theatres themselves in Scotland 
do not for other reasons appear attractive or make themselves 
attractive enough to Scots actors. Whatever the reason, the 
link between the Citizens’ and its audiences which was 
provided by a predominantly Scottish company, has disappeared, 
to the theatre’s detriment.

Further, if one examines the Citizens’ programmes, over 
the years, one notes the proportionately smaller place 
occupied by Scottish plays, particularly new Scottish plays, 
in recent times. The first season at the Royal Princess's 
was almost entirely occupied by Scots plays, over half of 
them, premieres. While the proportion of Scottish plays 
decreased (quite rightly) during the next few seasons, there 
were still premieres of several new Scottish plays each year. 
Until the end of the fifties authors such as James Bridie, 
Robert McLellan, Robert Kemp, Robins Millar, Eric Linklater, 
Alexander Reid, Alexander Scott, George Munro and James 
Scotland had plays performed at the Citizens’. In the 
sixties the pattern began to change. Fewer and fewer Scots 
plays were presented and fewer and fewer premieres of Scots
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plays, until by the end of the decade virtually no Scots 
plays, new or old, were being presented.

Successive directors have insisted that they are only 
too willing to present Scottish plays, if good ones appear. 
What they seem to forget is that new plays do not emerge out 
of oblivion, but are preceded by mediocre work. One of the 
principal reasons for the emergence of the Scottish writers 
whose work was presented at the Citizens' during the first 
half of its life, was the existence of the largely amateur 
drama movement between the wars. This movement, which was 
willing to present plays of little worth, enabled writers 
to benefit from seeing their own work, and the work of other 
people, performed. Thus they were able to learn from their 
mistakes and develop into better writers. Ho such opportunity 
exists today, despite the brave but intermittent efforts of 
odd amateur clubs here and there. It is thus idiotic for 
theatre directors to expect fully fledged writers to knock 
on their doors. Only apprentices will present themselves, 
and if they are never given the opportunity to learn their 
trade, they will remain apprentices. This fact has been 
hesitantly recognised by occasional drama workshops (where 
excerpts from new plays are performed and discussed), 
arranged by the Scottish theatres.

As far as the Ciiaaens’ is concerned, interest in 
fostering Scottish drama has so far declined that the 
literary adviser appointed specifically to encourage native 
talent in the late sixties, resigned. Another connection 
with the milieu the theatre is in has been severed. Vital 
theatre must relate to the life going on round about it.
The Citizens' (and the same can be said of almost all the 
Scottish theatres) does not relate closely enough to its 
environment. It is doubtful if it can solve its other 
problems, if it fails to solve this one.

If one major development since the war is the growth in 
the number of repertory theatres, the other is the 
establishment of two club theatres, the Traverse and the 
Close. 'The Traverse has always been, and will continue to 
be about what is new' (14). This declaration sums up the 
nature of the Traverse, It has consistently presented new 
and experimental work, often of a highly controveasLal nature.

The Traverse was established in 1963 under the
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chairmanship of Jim Haynes, a young American living and 
working in Edinburgh, in premises near St, Giles Cathedral, 
formerly a lodging house of dubious repute called "Kelly's 
Paradise*. The room used as the auditorium held sixty 
spectators on either side of an acting area. In 1969 the 
Traverse moved to new premises in the Grassmarket, v/here, 
in addition to better administrative facilities, the theatre 
has a multipurpose acting area in which audiences rai0_ng 
in size from 12 to 120 can be seated.

There can be little doubt that the Traverse has not 
merely made Edinburgh more interesting theatrically and 
livened up the Festival with three weeks of frenetic artistic 
activity, but also made Scotland more aware of what is 
happening elsewhere in the theatre. The Traverse is not 
only a haven for experiment, it is a weapon against cultural 
insularity.

The Close Theatre Club opened in 1965 'up a close' next
to the Citizens' in Glasgow as part of the older organisation,
sharing actors and other facilities. The small acting area
is surrounded by banked rows of seats on three sides and thus
an intimacy between actors and audience, not possible in the
Citizens' itself, can be achieved.

Turning now from the growth of theatre buildings, to
the growth of native drama, we find that the most consistent
attempt to present the plays of living Scottish dramatists
in recent years was at the Gateway and included among its
authors were Robert McLellan, Robert Kemp, Alexander Reid,
A.B. Paterson, T.M. Watson, Ada F . Kay, Moray McLaren and
James Scotland, The complete list of productions is given
in an appendix and alongside it is set for the purposes of
comparison the production of Glasgow Citizens' Theatre over
the same period. As Moultrie R. Kelsall has commented -

'The fact is that comparatively few of the
Scottish plays first produced by the Edinburgh
Gateway Company had subsequent professional
productions (though some were performed by
amateurs) and until there is a better market
for them they're likely to remain few and far
between. We did our best to create such a
market, but with insufficient support from
other theatres in Scotland, Possibly they 

X destroyed by fire 1973
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weren't always impressed by the playsî 
possibly they doubted whether they had an 
audience for them; but the basic reason, I 
believe, is that they haven't shared to the 
same extent our missionary zeal for providing 
a stage on which native drama could grow' (15)
That the Gateway company was aware that it was only 

through practice that Scottish writers could learn their 
craft and that it is the Scottish theatre’s responsibility 
to provide the opportunity for that practice is in itself a 
tribute to it. It is of course no coincidence that Mr, 
Kelsall was previously associated with the Scottish National 
Players.

The company encouraged Scottish actors. There was an 
attempt to build up a Scottish company, capable of 
presenting Scottish plays. Actors of the stature of Tom 
Fleming, Lennox Milne, Roddy MacMillan and Duncan Macrae 
worked for the Gateway. Many young actors began their 
careers there. The Lyceum initially did not continue the 
Gateway’s policy but recently has shown signs of marking 
in its direction.

The most noteworthy event in the history of Perth 
Theatre in recent years was the attempt by Iain Guthbertson 
who was director during the 1967-68 season, to mount a 
programme which contained a very large proportion of Scottish 
plays and Scottish documentary-type plays. Unfortunately, 
the season was not a success and a lot of money was lost. 
Since that time a much more conservative policy has been 
pursued, with the main emphasis on comedy.

It would be easy to adduce this disaster as evidence 
that Scottish theatre does not work. A more sensible 
conclusion would be that to go from one extreme (a modest 
company not taking too many risks) to another (a company 27 - 
strong and a very ambitious programme) is foolhardy.

Elsewhere Scottish drama has not fared very well.
At Dundee the company's policy has not changed 

drastically in recent years, although there have been more 
attempts to present local material, in particular plays based 
on the life of William McGonagall.

Since 1951 at Pitlochry there have been annual seasons, 
during which an average 84 plays have been produced.
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Inevitably, since it operates in a tourist centre during 
the summer, and consequently depends largely on the tourist 
trade, the theatre has had to maintain a broad appeal. 
Therefore the lighter kind of play has tended to predominate, 
though the theatre has also mounted productions of plays by 
Ibsen, Pirandello, Ohekhov, Tourneur, Webster and Shakespeare. 
Scottish drama has been represented by revivals of plays 
mainly by Bridle and Barrie, and occasional premieres.
Modern drama until recently has been inadequately represented 
in Pitlochry's programmes.

At the Byre, Scottish plays have been presented fairly 
regularly, many of them written by the theatre's founder and 
current managing director, A.B. Paterson. A wide range of 
drama is to be found in the Byre's programmes.

The policy of the Traverse hasbeen to present plays 
largely of an experimental nature and being a private club, 
it has been able to operate without recourse to the Lord 
Chamberlain(before the abolition of that gentleman's power 
of theatre censorship). Over one hundred world and British 
premieres have been presented, including work by Arrabal, 
Billetdoux, Gunter Grass, Mrozek, Lawrence and Olwen Wymark. 
The theatre sees itséf as a show case for the best of 
international experimental drama, but it has not neglected 
Scottish authors. In particular it has nurtured two writers, 
one an expatriate Scot, Cecil Taylor, and the other an 
expatriate Englishman working in Scotland, Stanley Eveling, 
Several plays by both Taylor and Eveling have been premiered 
at the Traverse and have later gone on to London.

The Traverse has tried to 'relate' to the Scottish 
environment. As Jim Haynes has put it -

'I'm very interested in the theatre having local 
relevance and when I was in Scotland I think I 
put on more plays by Scottish writers than 
possibly any other theatre producer, not because 
they were Scottish but because their plays had 
local relevance. I really think the theatre 
should reflect its environment' (16)

One might dispute Mr. Haynes' personal claims, but not 
that the attempt to relate was made.

Initially it was thought that the Close would be a 
Glasgow equivalent of Edinburgh's Traverse, but this was not 
to be. Although great use had been made of the intimacy
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afforded by the Close and writers such as Beckett, Alble and 
Strindberg have been given productions which would not 
otherwise have been seen in Glasgow, genuine experimentation 
has been limited. Indeed, possibly the most experimental 
production, 'Dr. Faustus', directed by Charles Marowitz 
resulted, within a few months of the Close opening, in a 
public uproar started by the management committee of the 
theatre itself. This revolved round the question of whether 
the production was insulting to the Queen or not, and like 
so many of Glasgow's theatrical controversies served only 
to divert attention from what was actually being attempted 
theatrically. One need not condemn the Close's committee.
It is a reasonable assumption that they were reflecting the 
views of the membership. What one can conclude is that the 
Glasgow theatrical public is not so receptive to genuine 
experiment as the Edinburgh one, and if the Close is to stay 
in business, the people who run it must always bear this in 
mind.

The Edinburgh Festival's contribution to Scottish theatre 
has been disappointing. The emphasis in the festival has 
always been musical and its achievments in that sphere remain 
substantial. The plastic arts have played an increasingly 
subsidiary role.

There have always been a respectable number of plays 
performed at each festival. Criticism has to be directed 
at the quality of drama rather than the quantity. There have 
been few outstanding productions, though many interesting 
ones. Among the few that could be called outstanding were 
the productions in 1948, 1949, 1951 and 1959 of Lindsay's 
'The Three Estates', but these productions could not be said 
to have generated any great response from contemporary 
Scottish writers. The official festival usually presents a 
Scottish play but all too often such plays are such that they 
would never have appeared were there not the necessity to 
put on a Scottish play.

The Festival Fringe has however proved a nursery for 
some of the most interesting contemporary Scottish writers, 
and although the productions may have been on occasion 
inadequate, at least the 'try out' facility, missing for so 
much of the time in Scotland is available for a few weeks 
of the year in Edinburgh.
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The conclusion from the foregoing must be that the 

Scottish theatre now offers a wider range of classical and 
contemporary drama to its customers and this is an obvious 
gain, but as far as Scottish drama is concerned, it is 
difficult to be optimistic. Almost all the directors of 
the theatres in Scotland are Englishmen who employ companies 
of largely English players. Without wishing to appear 
parochially nationalistic, one would suggest that it is 
unlikely that the Scottish theatre can ever relate properly 
to, and comment meaningfully on, its environment if so many of 
the people who work for it have little experience of that 
environment,

It is difficult to pronounce on the standards of 
theatre production in Scotland, for this is a very subjective 
matter. The present writer's experience of English 
theatrical companies, including the two national ones, leads 
him to conclude that standards are on the whole now high in 
Scotland and the chances of seeing a thoroughly bad perform­
ance in a Scottish theatre are low. This is particularly 
true of both the Lyceum and the Citizens’ companies at their 
best. It may well be a result of the overproduction of 
British drama schools and the consequent high unemployment 
rate among actors, which enables management to pick and 
choose. Whatever the reasons, one criticism that cannot be 
levelled at our Scottish theatres is that they mount shoddy 
productions.

As far as the audiences themselves are concerned, one 
cannot pretend that the Scottish theatre has a steady audience 
upon which it can rely. Audiences fluctuate and vary from 
theatre to theatre, but only about half of our theatres have 
played to over 50^ capacity in recent years and one theatre 
for a time was doing very badly indeed.

Our theatres are permanently hard-up. But as this is a 
condition of all artistic ventures in the U.K. it is not 
worth comment. What is worth remarking on is the pattern of 
finance. All our theatres depend to some extent on public 
finance, whether from the Scottish Arts Council or the 
relevant local authority; Scottish theatres have tended
to be subsidised in the 50-60^ region by public funds. A 
comparison witn the position in English theatres, shows that 
Scottish theatres have been drawing less proportionately of
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their costs from the trading revenue than English theatres, 
most of which recover at least 50^ of their costs in this 
way, and some of which draw quite spectacular percentages 
of their costs from trading revenue, hy Scottish standards.

The basic reason for the large dependence on subsidy 
in Scotland is obvious. The theatres do not play to 
anything like capacity. The more they approach capacity, 
as can be seen by looking at the example of Pitlochry, the 
higher the proportion of costs taken at the box office, and 
eventually the smaller will be the subvention from public 
funds. There is one obvious danger in this situation where 
a theatre is over-dependent on public funds ; it is liable 
to the pressures which occasionally accompany these funds, 
particularly local government funds. The recent history of 
the Citizens' theatre, for example, includes several 
instances of councillors angered by a production (which they 
may not even have seen) demanding that the Corporation grant 
be cut, although so far apparently without success.

One can only regard the buildings which ^ouse our 
companies with gloom. The only new theatre to be built in 
recent years, apart from small arts centre theatres, is at 
St. Andrews. The Lyceum Company awaits the oft-postponed 
theatre which is to form part of the proposed opera house. 
Glasgow Corporation have yet to finally agree on a new site 
for the Citizens' Theatre, while meanwhile the area round 
about the present theatre is demolished. Dundee Repertory 
remains in its converted church, and the Pitlochry company is 
still in its original 'temporary' building. Obviously, 
buildings do not make theatres, but the English experience 
tends to suggest that an exciting new building can provide a 
focal point in the community and build up audiences 
considerably.

One major development since the war which must not be 
omitted is the Glasgow College of Drama, part of the Royal 
Scottish College of Music...and Drama. Largely, the result of 
James Bridie's determination to set Scottish drama on its 
own feet, independent of the English theatre, it was opened 
in 1950 by him not long before his death.

With its bilingual system of training it enables the 
aspiring young Scottish actor to develop his art in such a 
way that he can work in either Scotland or England, It is
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obviously an economic necessity that the Glasgow-trained 
actor should have a command of stage English, 'but it is an 
artistic necessity that he should have a command of Scots, 
as spoken now and in the past, and a feeling for Scots 
characters if Scots drama is to be adequately created on 
the stage. That graduates of this college do have the 
necessary command and feeling is one hopeful sign for the 
future of Scottish drama.

The situation of the writer in Scotland has changed 
since the war with firstly the further development of radio, 
and then latterly . the introduction of television. What 
both radio and television offer the dramatic writer is an 
extension of his market. There is a fairly large demand 
for scripts of various kinds, not only 'pure' drama written 
specifically for either medium, but also adaptations of 
novels and, particularly in television, episodes for the 
various series, that are constantly being transmitted. Much 
of this work is potboiling, but to the writer who can 
establish himself it can ensure a good and regular income.
He might feel that he is unable to fulfil himself as much as 
he could in the theatre, but he does have security. The 
Scottish writer who establishes himself in this market will 
find himself contributing to series which may have little 
to do with his principal artistic concerns, but he will have 
the pleasure of seeing his work performed, however 
transiently.

The danger for the theatre is that dramatic writers of 
worth are lost to it because it cannot offer the same 
opportunities. As far as the Scottish theatre is concerned, 
it offers a more limited market than the English theatre. 
Writers receive scant financial encouragement, and in recent 
years have received scant artistic encouragement either. The 
result has been that a playwright, before he reaches his 
maturity, abandons theatre for television when he writes a 
different kind of drama. Tom Wright, for example, having 
written the highly successful 'There Was A Man’ for the theatre 
has turned his attention to television and radio where his 
work regularly appears. Bill Craig is an example of a 
successful television playwright who has not worked for the 
live theatre. One imagines that unless some way is found of 
rewarding and encouraging young playwrights in the theatre,
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there will he more like him in the future, with the 
consequent loss of necessary talent to a theatre that cannot 
afford such a loss.

As one looks at the post-war* scene, one sees the need 
for as much tale^as possible in Scottish dramatic writing. 
Several trends can be observed, which we shall now look at.

What one might call the Traditional Scots play continues 
to be written, that is the play with an overtly Scottish 
subject, almost always historical, often using some kind of 
dialect. Exponents of this genre include Robert McLellan, 
whose work has already been discussed, Alexander Reid, 
Alexander Scott and Robert Kemp.

The most immediately obvious characteristic of Kemp’s 
writing is that it is mainly writing of the surface; 
reasonable effective theatrically but lacking in any depth 
of dramatic motivation. His themes are varied, but there 
is an emphasis on the historical, particularly on the 
historical ecclesiastic. Like many Scots dramatists, Kemp 
seems to feel surer of himself dealing with the past than 
with the present. It is as if he is more certain of the 
landmarks of Scottish history and the nature of the historical 
Scottish identity than he is of contemporary experience and 
the problems of identity it presents the modern Scotsman with.

Three of Kemp’s full length plays, ’Festival Fever’ (17)? 
’The Fenny Wedding’ (18), and ’The Perfect Gent' (19)? do have 
contemporary settings. ’Festival Fever' is set during an 
Edinburgh Festival, at the home of a lady of society, Miss 
Urquhart-Innes, who finds herself entertaining a Russian 
musician, Gortchakovitch. Gortchakovitch takes a fancy to 
ihmie, Miss Urquhart-Innes's maid, and decides to stay in 
Scotland, much to the horror of a double-barreled British 
diplomat who fears a consequent international incident.
The day is saved by the appearance of Annie’s father from his 
farm near Ayr, which leads Annie to decide that she will only 
marry Vasilene as she calls him, if they go to Russia, miles 
away from her father. It is a slight play, full of rather 
obvious jokes about art in general and the avant-garde in 
particular.
Langwind It's a fascinating programme of course.

First a little Shostakovitch and Prokovief, 
then the second half’s entirely devoted to



195
his ovm new symphony.

Elizabeth!” (apprehensively) - The entire second 
half?

Langwind :- A massive work, I believe, it lasts an 
hour and nineteen minutes.

Elizabeths- You don’t need another ticket?
’Vasilene’ of course picks up Scots phrases, which the 

dramatist has him use for supposedly humorous effect. One 
would imagine that 'Festival Fever’ would be an admirable 
diversion on the fringe of an Edinburgh Festival, but no more 
than that.

’The Penny Wedding' is also set in Edinburgh. David 
Sillar is a prosperous Edinburgh baker whose wife, much to 
Davie's annoyance, is a great social climber. Furthermore, 
his firm is threatened by a take-over bid. His son, Archie, 
has returned from Oxford, a dedicated Scottish nationalist 
who insists much to his parents' annoyahce, in speaking 
nothing but Lallans. The play runs its course and ends with 
the take-over being resisted and Archie joining the family 
business, Archie, for at least part of the play, has a 
genuine comic originality as he acts out his self-imposed 
role as Lallans makar. Kemp secures amusing effects by 
contrasting Archie’s incomprehensible declarations with the 
amusing comments of his family.
Archie : - Waesucks, I was scunnert at Oxford, I felt 

scomfished ara.ang the Sassenachs. They're 
slegie, sleekit, slingeand slughans and 
nyattery, niffle-naffland nyaffs.

Lizzie :- What on earth is the meaning of that?
Elvira :- He says he isn't very happy at Oxford.
Archie :- It wad be a wanchancy thing if I feenished

up a liddence Lickmadowp in some government
office or a pregmadainty macaroni in Mayfair.

Bailie s -  (appealing) - Lassie I
Elvira He doesn't seem to want to settle in the

South. He doesn’t seem to care for the types 
there.

Archie In fact, to be a waugh wolroun in London wad 
drive me wud, I had rather any day be a 
puir whiffinger without a whirly-bed than 
some whingeand whilliegolecre in yon 
wabster's wob.
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'The Perfect Gent' is a well made, if superficial, play, 

about a couple of bank robbers, Fingers and the Toff, who, 
having committed a spectacular robbery, come to the small 
Highland village of Auchenlochan, masquerading as Colonel 
Mulligan and his man, Higgins. They become very quickly 
involved with the local community, in particular, by 
contributing money to various schemes which have been 
organised to fight the greedy machinations of Lord Brasswath, 
the local landowner. 'Mulligan' opens the local church fete 
and 'Higgins' becomes romantically involved with Flora, the 
maid of the hotel at which the pair are staying. It is 
suspected by people in the hotel that they are the robbers 
the London police are looking for and ultimately Bertie 
Chisholm the brother-in-law of the hotel proprietor and a 
London detective, who comes up on holiday, discovers the 
truth and arrests Fingers and the Toff. They are saved by 
Flora knocking out Chisholm at the station and go off 
complete with Lord Bras swath.'s gold plate which Fingers has 
stolen the previous night. It is a good ending in which 
Kemp avoids bending the law yet lets go five characters whose 
geneajîous behaviour in Auchenlochan has engaged the audience’s 
sympathy. The play is well constructed, if a little 
predictable, and is an amusing unpretentious diversion.

Of Kemp's historical plays four have a religious theme. 
'The Saxon Saint’ (20) and 'Master John Knox' (21) are 
pageant pieces about St. Margaret and John Knox respectively, 
while 'A Trump for Jericho' (22) and 'A Nest of Singing 
Birds' (2 3) take light-hearted looks at religious controversy.

The basic criticism of 'The Saxon Saint' which was 
written for performance in the nave of Dunfrmline Abbey, is 
that it is boring and lacks dramatic conflict. There is a 
kind of an intellectual conflict between t he tradional 
Scottish ecclesiastical parties and the English way of life 
which Margaret imparts. She eliminates what she considers 
to be the heresies of the Scots and has her husband Malcolm 
instal an Englishman in place of the Scots Archbishop of 
St. Andrews. Kemp does attempt to discuss the conflict 
between the English and Scots (in this case Celtic) ways of 
life but the subject is not explored very deeply. The play 
is a mixture of prose and undistinguished blank verse, the 
latter being reserved for the use of the Character who links
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the action.

'Master John Knox', which was written at the request of 
the Church of Scotland to mark the fourth centenery of the 
Reformation, tells its story in a somewhat pedestrian 
fashion with little depth of characterisation or reinter­
pretation of any of the principal characters - Knox, Mary, 
Rizzio or Darnley. The Soots nobles are treated as rather 
a rascally crew who share a common antipathy towards the 
French, (One could note that in both 'The Saxon Saint' and 
'John Knox' there is a strong undercurrent of nationalistic 
feeling). An effective device employed by Kemp in this play 
is the introduction of several Scots mercenaries whose 
fortunes reflect the changing balance of power,

'A Trump for Jericho' (first performed as 'Walls of 
Jericho' by the Scottish National Players on their 1947 tour) 
is a very thin play set in Edinburgh during the Disruption 
of 1843• Miss Groundwater and her sister Mrs. Sawyers, fall 
out over the question of patronage, draw a chalk line down 
the centre of their drawing room and refuse to speak to each 
other. Into this situation, which is of course resolved in 
the end, come a series of not particularly believable nor 
interesting characters, including the Reverend Macmurtrie 
who has joined the walk out of ministers from the church, 
much to his wife's annoyance, his daughter Donaldina, who is 
pursued by a young lawyer, Alan Gillies, and Captain Tom 
Peploe, an extravagant mariner who is a cousin to Miss 
Groundwater and Mrs. Sawyers.

Both this play and 'A Nest of Singing Birds' take a 
light-hearted, if not quite satirical view of religious 
controversy which, throughout Scottish history, has had far 
from light-hearted results. The implication of the plays is 
clearly that such controversy is foolish and better forgotten, 
It certainly is not worth continuing in the present age.

'A Nest of Singing Birds' is set in Aberdeen in 1753• 
Professor Meldrum is determined to introduce sweeter 
Scientific Singing in church. As he says to one of the other 
characters -

' .. I know not whether you are one to frequent 
the kirk. If you are, you will know that our 
psalmody is in a very parlous state. Even if 
you do not frequent the kirk but have only
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passed by the outside of it on a Sabbath morn, 
the fact may not have escaped you. The Psalms 
are sung in a drawling and lugubrious manner.
The most of the doited asses that make up our 
congregation imagine that this long-drawn out, 
doleful wailing is a sign of godliness. It 
is notI It proceeds from nothing other than a 
slothfulness that ought to be an abomination 
in the eyes of God and menI When the precentor 
bawls out a line and the lave of the self- 
styled worshippers groan their way after him, 
they mind me on nothing so much as a pack of 
over-grown bairns that have been well skelpit by 
their fathers I 

Professor Kellas, his chief opponent in the matter, 
disagrees. As he says to Meldrum -

'You show yourself misinformed upon a vital 
topic. Professor'. John Oalvin objected to 
part-singing because if your thoughts are 
upon the music, then they cannot be upon the 
spiritual intention of what is being sungI 

Meldrum secures the services of Tim Shannon, a musical 
Irish trooper, and Gideas Duncan, an equally musical first 
year student, to help him in his project. Duncan soon 
realises his position and plays professor against professor 
to secure his examination passes. He even attempts to bribe 
Meldrum into letting him marry his daughter Robina - without 
success. Although the new Scientific Singing arouses the 
anger of the mob, the play ends with Meldrum highly amused 
at the tought of Kellas haring along some country road in 
hot pursuit of Trooper Shannon and his own' daughter,' ICirsty 
whom Kellas wrongly belje ves have eloped together.

'A Nest of Singing Birds' is a slight play which 
nonetheless emphasises the triviality of much religious 
controversy.

'Thh King of Scots' (24), written for performance in 
the Have of Dunfermline Abbey in 1951, is a pageant play 
rather than a play proper. Music, Ballad, and rather inept 
rhyming verse are all used to relate the story of Robert the 
Bruce's defeat of the English. Kemp uses the conventions of 
the chronical play, e.g. having characters who represent all
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classes of society - the lower orders speak Scots. The 
characterisation itself, however, lacks depth.

'The Other Dear Oharmer' (25), possibly Kemp's best 
play, deals with the love affair between Mrs. MacLehose and 
Robert Burns. Burns ultimately leaves Mrs. MacLehose for 
Jean Armour not merely because he prefers the country girl, 
but also because, in the play, she represents the Anglo- 
Scottish tradition in art and life and tries to fit Burns 
into it.
Nancie I would have you please the critics of 

taste. You have conquered the people 
of Scotland, Mr, Burns. Go further and 
you conquer England too. But that you'll 
never do without the correctness you 
despise.

Robert :- (Quietly) Yes .., (He is wrapped in
thought) Mistress MacLehose, I'll confess 
to you that your words trouble me. You 
see, Ma'am, there have always been the two 
forces in my life. They are like two 
horses pulling different roads. To make
them work in harmony defeats me'. ....
.... You see, Mistress MacLehose, it was 
my own father that first put me to learning.
It was all English learning. Many an hour 
have I spent poring over the pages of Pope 
and Shenstone and Addison, and many a day 
if I were to add it up, have I spent in 
trying to write like them. And a thankless 
darg I made of it. But at home, too, we 
had an old nurse, that oculd have sung you a 
different Scots sang for every minute of the 
day. And the hours I spent listening to her 
were as lightsome asthe minutes I spent on 
my English books were langsomel Then there 
fell into my hands Harry the Minstrel, the 
poor Rab Pergusson's poems and Allan Ramsay's 
and I thought my destiny was to be a Scottish 
bard I

This conflict is contrived throughout the play, not 
only in the dialogue like that quoted above, but in the
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progress of the relationship between Burns and Hancie, or 
as she prefers to put it in the language of Augustan artifice, 
between Sylvander and Clarinda. Burns's final declaration 
against Edinburgh and Olarinda, and .for Jean Armour, Scots 
poetry and the traditional Scots way of life is well prepared 
for in the play - even while he is in Edinburgh, he has a 
child by an Edinburgh street girl. The conflict is resolved 
when Burns tells Nancie that he has bought a farm near 
Dumfries. Nancie protests but Burns is adamant - 

' ... Y/hat use is your Edinburgh society to 
me? No, no, I'll be better there, on the 
moors above Dumfries, with the shades of 
Fergusson and Ramsay to walk beside me, and 
the music of country songs in my head,^ than 
here among the professors and the ministers 
and the lawyers ... I'm done with Edinburgh,
Nanciel I'm not a white-handed gentleman 
and never will be. I'm a country farmer and 
a Scottish bard. And there's one more bifc of 
news I have for you. (A pause). I'm married :
I've owned Jean Armour as my wife I 

Kemp presents Nancie's fate with genuine pathos and 
the characterisation throughout, even of the minor 
characters such as the Puritan bigot, the Reverend Kemp, 
is far more convincing than in most of Kemp's other work.

'Henrietta M.D.l (26) is set in the late nineteenth 
century and tells the story of the first women medical 
students at Edinburgh University. Henrietta Maitland shocks 
her father, a doctor, by declaring that she intends to enrol 
as one of these students and it is only when she threatens 
to take a job as a scullery maid at the Sailors' Home in 
Leith, that he agrees to pay her fees. Y/hen the first five 
women arrive at their class, the male students interrupt the 
lecture with balloons, fire crackers and an electric mouse 
with the result that Professor Macnaughton, who had been 
against women students and is greatly embarrassed at having 
to teach them anatomy, is so incensed that the girls are able 
to win his sympathy by exercising their powers of flattery.
Of the five girls who have started the course, one succumbs 
to a proposal of marriage. Henrietta almmst suffers the 
same fate, but avoids it by agreeing to marry the young
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surgeon who has proposed to her only after she has completed 
her course. 'Henrietta M.D.’ is a pleasant play of the 
surface which dramatises a historical conflict without 
delving too deeply into it.

Alexander Reid has had success with two plays written in 
Scots, 'The Lass Wi* the Muckle Mou' (27) and 'The Warld's 
Wonder' (28), both of which are set in the late Middle Ages,
Reid has attempted to write about the modern world, for example, 
in 'Diana' (29) and 'The Wax Doll' (30); the first deals with 
a poltergeist in a Highland manse and seeks to explore the 
darker side of human nature, while the second has as its 
subject matter faith healing, Neither play is particularly 
successful and one can only regret that the flair for wit and 
satirical comedy found in Reid's Scots comedies has never been 
applied to the contemporary scene,

Alexander Scott has had several plays performed, the 
best of which is probably 'Right Royal' (31), an amusing 
period piece revolving round the roguish King Dod of Fife,

Another genre is what we could call the modern Scots 
play, that is plays set in modern Scotland, which attempt 
to come to grips with modern Scottish life. There are no 
outstanding figures in this genre, for none of the writers 
concerned have ever developed as one might have hopod, and 
in some cases, still hopes, they will. One of them who merits 
closer attention is George Munro,

George Munro, a writer whose work is in the process of 
being exhumed at the moment, was born in Govan in 1901 and 
died in Ayrshire in 1968, Most of his professional life was 
spent in London as a journalist, but his plays are very much 
concerned with the West of Scotland as he knew it as a boy 
and as a young man, Munro's family was a Christian Brethren 
one, and in all four of the plays to be discussed here the 
Brethren figure to some extent. As the West of Scotland is 
obsessed by religious bigotry and football, the one closely 
connected to the other, so Munro returns constantly to these 
subjects,

'Gold in His Boots' (32) the earliest of his plays to 
be considered was premiered by Unity Theatre. The play tells 
the story of the rise of Tommy Craig in the world of 
professional football. Tommy comes from the obscurity of 
Miners’ Row in Cianmarnock, where his father is without a job, 
and his mother is a dedicated member of the Brethren, but
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the world he enters is seen to be a sordid one where players 
are bought and sold like carcases, Thus Tommy ultimately 
abandons first class football ~ after a last marvellous 
game - to marry his childhood sweetheart.

Munro brings out well both the harshnesp^f life in 
Miners' Row, where football is an obsession and a potential 
escape route, and the crude commercialism of the world of 
first class football. It is an interesting play, although 
there is too much reliance on contrivance of plot, the 
characterisation is not always convincing, and there is some 
irrelevant griping about the relationship of Scotland and 
England.

'Vineyard Street' (35), premiered at the Citizens'
Theatre in 1949? is set in a Brethren milieu in the small 
west coast town of Nineveh - which shows striking 
similarities to Ardrossan ard oaltcoats.

Mary Mclsaac, daughter of a leading light in the local 
tabernacle, Bethseda Hall, imagines herself visited by the 
Lord at a Hogmanay meeting. The conceives a child - on 
Holy Isle, which is off Arran - and insists that it is a 
child of God, whereas the father is really Heuck Hogarth, 
a local sailor who las been a suitor of Mary’s for a long 
time. Heuck, whose father is also a member of the Brethren, 
catches Mary in a spiritual trance, as she offers herself to 
the Lord - Munro catches very well the overlap of spirituality 
and sexuality here.

Heuck supposedly drowns and Mary brings up her son, 
Emmanuel, to be an evangelist. On his twenty first birthday - 
again significantly Hogmanay - his father, Heuck, returns, 
contrives to make him drunk, and, it is implied, thus saves 
him from his fate. Heuck and Mary are rather unconvincingly 
reconciled.

The strength of the play lies in Munro's ability to 
convey the claustrophobic feeling of the Bre t.hren world, 
its narrowness, its meanness, its hypocrisy, and its 
obsession with hell and death (Moses Mclsaac, Mary's father 
is appropriately an undertaker). He also catches well the 
petty rivalries of Bethseda Hall, which mock all its 
pretensions to virtue. The characterisation is not black 
and white, but much more rounded than in 'Gold In His Boots', 
Some of the plot is a little contrived, in particular the
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d e a t h  a n d  r e t u r n  o f  H e u c k .  F u r t h e r m o r e ,  s i n c e  M u n r o  i s  

d e a l i n g  w i t h  p e o p l e  w h o  t a k e  t h e m s e l v e s  v e r y  s e r i o u s l y  

i n d e e d ,  t h e r e  i s  a  r i s k  o f  b a t h o s  a t  t i m e s ,  w h i c h  h e  d o e s  

n o t  a l w a y s  m a n a g e  t o  a v o i d .

'Mark But This Flea' (34), was never properly finished 
and was unperformed when its author died. The theme is the 
destruction wrought by sectarian bigotry. In present day 
Nineveh Benny Lomax is attracted to a Catholic girl, Nan 
Brogan, and forsakes his career as a Brethren preacher, as 
he had previously forsaken football for the Brethren. The 
play concentrates on the reaction of Benny's family, 
culminating in ultimate rejection.

As a development of his central theme, Munro shows the 
havoc sectarianism, and in some ways religion itself, have 
wreaked in other characters' lives, for edample on the life 
of Valiant, an alcoholic lapsed Catholic, and on the lives 
of Benny's parents.

The play obviously needed the revision its dying author 
was unable to give it. It is uneven and rather badly 
balanced. Munro's faults - turgidness, over-use of literary 
quotations, a tendency to hector his audience about side 
issues - are all there, but might well have disappeared in 
a redraft.

'Gay Landscape' (33), premiered at the Citizens’ in 
1958, is probably Munro's best play. It ranges over several 
decades in the life of the Gascoyne family, originally 
Highland but now belonging to Govan. There are three acts in 
the play each separated by a number of years. On three 
occasions - the funeral of their father, the christening of 
Martha Gascoyne's illegitimate child, and the funeral of 
their mother - all the members of the family gather and give 
rein to the hatred which unites them. This hatred appears 
at first to stem from particular causes but closer examination 
shows it to be congenital and related to the environment the 
family have grown up in, Clydeside. At the christening of 
Martha’s child several of the Gascoyne sisters talk about the 
Clyde -
Martha : - I've v/alked Clydeside at daybreak and mirkest

hour. I've studied it in storm and sun. 
Buildings and wharves and stocks move into 
skyline setting for me. I've felt tender
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Katherine

an. alien eye;

For we're alien 
It was glen and
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for the tracery of tenements touched by 
sun or winter cloudbank. But it's an 
eye below my seeing eye; 
that'8 taking it all in.
That's your hieland eye.
We're no tenement trash, 
mountain side, not close stairs and 
tenement gullies we were born to tread.
(In rage, she goes to the window) That sheuch 
was never meant to croon our cradle song. 
Clearer water should've made the lullaby v/e 
heard. We opened our eyes to clatter, 
batter, bash and blistering shriek. (Swings 
on her heels. Gomes down CENTRE almost to 
the floats) There's times when he's climbing 
the pulpit ahint the beadle, that I'd like 
to take a grip of Ian Alastair's coat-tails, 
(Oracularly) "Ye men of Clyde," I'd say,
"Unplug your ears. Strip the blinkers from 
your eyes. When you chitter nonsense a^out 
the bonnie banks o' Clyde, unfankle your 
teath; Clyde built'. Roamin' in the gloaming! 
Take another look. You'll maybe tell 
yourselves the truth then. A stretching sti-eam 
has worked on you a patriotism that's a world's 
wonder. If only it'd suck all of you into its 
maw, calamity'd be complete. From Falls of 
Clyde to Tail o' the Bank it works nothing but 
destruction. Destruction, Dirt. Despair» 
Grappling with it men become Masters of Men.
But never Masters of You. Mother Clyde'. I 
hate you.
Slightly bewildered, Anne stares at the others 
A kindly current, I used to think. My first 
minding is of paiddling in it. By Water Raw. 
Above me, the thatched, weavers' cottages: 
beyond me, Campsie and Ben Lomond.
KATHEllHE, entranced by retrospective mental
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view, takes ANNE's place down CENTRE 
Where the iron palings are now, a path ran 
below the Auld Kirkyard. You could see green
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grass, even. When Alick began courting me, 
he’d a bit ground for the grazing. His 
horses were stabled, in a bigging. Leased 
by him, but belonging to the Clyde; for 
Clydeside rats used floor and loft as a 
drying dormitory, Alick was Govan carrier 
then. I’d meet him at the bDOomielaw, He'd 
sit me up on the small parcel kist. Hand me 
the reins. To the light of moon and lorry 
candle-larap we'd come home, cloppity-clop, 
to Govan, Oh, the smell of the winter stables. 
Hot mashes’. Treacles black beans; hot 
chopped hay in the big stone boiler: candles 
flickering above the stalls: the smell of
steaming horses: their bedtime whirmyings;
and, outside, the fluting of the Clyde as it 
flopped against wharf piles. Next, the walk 
home. Down Hieland lane, to the piping of 
ferry and tugboat, YHien it was cold and 
blustering and big boats coughed fog warning,
I wearied for a glimmer of sun and sound that 
didn't steel the heart in me.
That's the word. Steel', Either way you spell 
it, it stands for the Clyde, It was down by 
the water's edge I got my only glimpse that 
below my father's chiselled conceit there was 
once wonder, I was plunking school, I 
wanted to watch the big boats going up and 
down. I'd my bare feet, daring myself to dip 
them, when he came up on me from the back, "And 
is this what I pay a penny a week to the Water 
How Schule for?" he asked. He'd that pigeon 
blue in his eyes, I vms ready to swim for it,
A big fourmaster Norwegian sailing ship truckled 
in the wake of a tug. "I heard she was coming 
up", I said. Like a confessing Papist side­
stepping Hell. "A wooden ship. Father", He 
sat beside me.
At this, ANNE's natural scepticism overcomes 
physical tension 
Father sat beside youI
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I nearly slipped into the Clyde. ”So? You 
like the wood, girl?’* he asked. I waited for 
him to dunt me. He didn’t. He stared at the 
wooden boat. "Wood’.’* he whispered. I might 
as well’ve been a water rat.. "WoodI” he said, 
’’Aye, that’s the only love, A man can fashion 
it". His eyes looked thi’ough me, and far away. 
"Wood brought me here, girl", he said, "Wood 
was the woo’er won your Mother from fat fields 
above Don, I’d heard tales of tall wooden 
ships; of the craftsmen who built them - the 
money and name they made for themselves. I 
made love-tale of hearsay. We came to this 
creek in time to see the last of the wood. We 
met the old woman who launched what she thought 
would be the first ahd last iron launching,
For, when they told her of iron boats, she 
flung her fender into the Clyde. ’If my fender 
floats’, she said, ’I’ll believe in your iron 
boats’. Her fender sunk faster than my dreams. 
For I went on believing in wood. But coffin 
boats were the order of the day’. Iron and steam. 
Wood and sail became a memory. Or toys for boys. 
Adze, saw and plane, put to one side: rivet- 
hammer, steel caulking-chisel and shell-plate 
taking their place".
I know, now, why I hate steel.
Oh, I don’t know. There’s lots of kindness 
among the black squad, the men who wear moleskin. 
Sheoris, for instance.

All the sisters have or have had an ambivalent attitude 
to the Clyde: it has at times seemed to offer promise of
happiness; but more often it has meant hardness and misery: 
for John Gascogne it has been the failure of the promise it 
held out to him; it has steeled the heart of all his family 
Anne in particular regards the Gascoynes as alien in 
Clydeside; they belong in the Highlands. Munro is not 
allowing his character to indulge in rustic escapism here, 
but attempting to mirror the effects of the migrations to 
Glasgow from the Highlands that have taken place for the 
last hundr e d and fifty years.
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Life has turned sour for the Gascoynes, and it is 

Clydeside that is held responsible by Munro. The exterior 
landscape is mirrored in the family, not only in the hatred, 
but in the sohdidness of its life. Lrunkeness and incest 
are prominent in the play, reminding the most socially 
aspirant of the Gascoynes of their true nature.

The style of the play, as can be seen, is dense. Munro 
uses highly figurative language to heighten feeling, and 
succeeds most in 'Gay Landscape' in so doing, although at 
times there is an over reliance on a few devices such as 
alliteration,

'Gay Landscape’ is a grim play but a. successful one 
which makes a powerful statement about the West of Scotland, 
and recreates that region’s life vividly and imaginatively,

Munro's contribution to the Scottish theatre was an 
attempt to move it towards coming to grips with Scottish 
experience. The only sad thing about his work is that vdiile 
one can accept the truth of hi; vision, nonetheless its 
narrowness proves a limitation. One can only wish that he 
had moved beyond his own deeply felt experience of 
sectarianism and football more often.

George Munro represente the naturalistic approach to 
the problems of contemporary Scotland, and plays of this kind 
continue to be wiritten. Outside the scope of this study are 
the increasing number of plays by Scottish writers which are 
more internationally oriented. Whether this new genre will 
come to dominate at the expense of the old is a question 
that should be answered in the next feŵ  years.
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APPENDIX OHE
THE PRODHGTIONS OP GLASGOW

UNITY THEATRE
1941 .
Jan. 24 'Awa.ke and Sing’ - Odets Lyric
Apr. 24 ’Distant Point' - Afinogenov Athenaeum
Dec o 24 3E ’Major Operation’ - James Barke It
1942 .
June 24 'Juno and the Paycock’ - O'Gasey ft
Nov. 25 'Optimistic Tragedy’ - Vishnevsky It
Dec. 16 ’One Act Triple Bill 

’Where’s That Bomb? 
’The Undercurrent * 
’Kultur’ If

1943 .
Mar. 17 'Golden Boy’ - Odets ft
June 1 1 'Till the Day I Die* - Odets It
Nov. 8 ^ ’Song of Tomorrow’ - J. Kincaid Queens
1944 0

May 7 ’Puente Ovejuna’ - Lope de Vega Princess’ s
May 19 ^ ’The Night of the Big Blitz’ - J, Barke It
1945 .
Apr. 1 2 ’The Lower Depths’ - M. Gorki Athenaeum
May 1 0 ’Remembered for Ever’ - B. McGinn If
May 30 'Awake and Sing’ - Odets If
June 2 1 ^ ’When the Boys Gome Home ’ = J. Barke It
July
Oct.

18
4

’The Lower Depths' - M. Gorki 
'Juno and the Paycock' - O’Casey

London
production
Athenaeum

Nov. 1 æ ’Starched Aprons’ - Ena L, Stewart II _

Dec. 6 ’Morning Star’ - Sylvia Regan It
Dec. 27 ’Hie-de™Pie* -> pantomime II
1946 •
Jan. 1 0 ’Of Mice and Men' -- Steinbeck II
Feb. 7 'Major Operation* - J. Barke II
Mar o 7 'The Little Poxes’ - L. Heilman It
Apr. 9 'Purple Dust' - O ’Casey It
Apr. 30 'Ghosts' “ Ibsen It
May 15 âc’Her name was Barbara Allen* - J. Barke II
May 28 'The Good Hope’ - H. Heijermann II



• Odets 
Ro McLeish

1946 (contdo)
June 11 'Rocket to the Moon'
Sept, 2 3K » The Gorbals Story'
Oct. 7 'Robert Burns’ - J. Oorrie (Barrhead

Players)
'Theatre Workshop in 

’The Flying Doctor 
'Johnny Noble' - E 

Theatre Workshop in
'Uranium 235’ - E. McOoll 

18 » Torwatletie * - R. McLellan
5 'They Came to a City’ - J*B,

Oct. 14

Oct. 21

“ Moliere 
McColl

Nov.
Dec.
1947.
Jan. 2 'Tomorrow Will be Different’ P.O. Magno
Jan. 16 'Home of the Brave’ - A. Laurents
Jan. 30 ̂ ’Men Should Weep’ - Ena L. Stewart
Mar. 6 'Gorbals Story' -» R. McLeish
Mar. 13 'Androcles and the Lion' - Shaw 
Apr. 21 * ’Gold in His Boots’ - G« Munro

6 'Starched Aprons' - Ena L. Stewart
3 ^'A Piece of Milarky’ - R. McLeish
4 ^'Hell and High Water’ - H. Saunders 

18 'Wee Macgreegor’ - J.J. Bell

May 
Nov.
Dec.
Dec. 
1946. 
Jan. 6
Jan
Mar
May
Aug

29
4

17
16

'Dragnet for Demos' 
’Desert Island' - A. 
'Heartbreak House' • 
'Gorbals Story’ - R, 
’Men Should Weep’ -

’ R. Woddis 
Defresne 
Shaw 
McLeish

Aug. 23 
Aug, 26

Apr.

Athenaeum
Queens

Priestley AthOnaeum

Queens
11

Athanaeum
If

»
II
II

Ena L, Stewart 
’Torwatletie’ - R. McLellan 
'Gorbals Story’ - R. McLeish 

Aug. 3© ^ ’The Lambs of God’ - B, Scott 
1949.

4 'Sweeney Todd*
The above list is as complete and accurate 
as it has been possible to make it by a thorough 
search of the files of several newspapers. It 
does not take account of Unity's various tours.

Royal
II

Queens

% Premiere



APPENDIX TWO

PROGRAMMES PRESENTED BY EDINBURGH 
GATEWAY COMPANY

% Premiere
1953-54
The Porrigan Reel 
An Inspector Oalls 
What Every Woman Knows 
The Other Dear Charmer 
A Christmas Carol

Bunty Pulls the Strings 
Hame g
The Herald's Not for Sale
The Glen Is Mind and Rory Aforesaid
One Traveller Returns
The Heart Is Highland
1954-55
The Other Dear Charmer 
The Dashing White Sergeant

Meeting at Night
The Flouers O' Edinburgh
The Burning Glass
The World My Parish æ

Rope
The Heart is Highland
The Lass Wi' The Muckle Mou'
Christmas in The Market Place

Marigold

Sheena m 
Mr. Gillie
The Laird O' Grippy 3E 

Family Circle

James Bridie
J.B. Priestley
J.M, Barrie
Robert Kemp
Charles Dickens, 
adapted Roger Weldon
Graham Moffat
A.De Mackie
A.B. Paterson
John Brandane
Moray McLaren
Robert Kemp

Robert Kemp
Charles Campbell 
Gairdner and Rosamunde 
Pilcher
James Bridie
Robert McLellan
Charles Morgan
R.J.B. Sellar, adapted 
from John Galt's 
'Annals of the Parish'
Patrick Hamilton
Robert Kemp
Alexander Reid
Henri Gheon, adapted 
Eric Crozier
L. Allen Barker and 
P.R. Pryor, Musical 
Version by Cedric Thrope 
Davie and Robert Kemp
A.D* Mackie
James Bridie
Robert Kemp, adapted 
from Moliere's 'L*Avare'
R.J.B, Cellar



1955-56
Conspirators as
Beneath The Wee Red Bums 
Waiting for Gillian 
The Merchant of Venice 
Our Maggy $
Heather on Fire 
Beneath The Wee Red Lums 
Bachelors Are Bold 
The Boy David 
Susie Tangles The Strings 
Come to the Fair m 
Ghosts And Old Gold 
A Nest of Singing Birds 
Hame
Juno And The Paycock
1956-57
The Anatomist 
The Open 
Lucky Strike
The Man Among The Roses %
Tolka Row
Weir of Hermiston s

Johnnie Jouk The Gibbet 
The Wax Doll as 
A Scrape O' The Pen 
Muchie Ado
The Tinkers of the World 
Machattie's Hotel m 
The Admirable Crichton 
The Playboy of the Western World
1957-58
The Flouers O' Edinburgh 
Dr. Angelus 
Drama At Inish 
The Non-Resident *
The Penny Wedding as 
Arise, Sir Hector æ 
When We are Married 
The Wild Duck 
The Daft Days m

- Robert Kemp
- T.M. Watson
™ Ronald Millar
- William Shakespeare
- D. Heddle
“ Moray McLaren
- T.M. Watson
- T.M. Watson
- J.M, Barrie
“ Graham Moffat 
R.J.B. Cellar 
~ Reid Kennedy
- Robert Kemp 
“ A.D. Mackie
- Sean O'Casey

“ James Bridie 
“ A.B. Paterson
- Michael Brett
- Robert Kemp
- Maura Laverty
R.J.B. Cellar, adapted 

from R.L. Stevenson
~ ToM. Watson
- Alexander Reid 
“ Graham Moffat 
“ Moray McLaren
- Ian R. Hamilton
- A.D. Mackie
- J.M. Barrie
- J.M. Synge

- Robert McLellan
- James Bridie
- Lennox Robinson
- Moray McLaren
- Robert Kemp
- R.J.B. Seller
- J.B. Priestley
- Henrik Ibsen
Robert Kemp, adapted from Neil Munro



1957-58
All In Good Faith 
All For Mary

Black Ohiffon 
The Schoolmistress
1958-59
Weir of Hermiston

Keep in a Gool Place 
Look Back in Anger 
The WarId* s Wonder 
The Penny Wedding 
Boyd's Shop 
A Doll’s House 
Miracle at Midnight 
The Forrigan Reel 
Lace On Her Petticoat 
Laburnum Grove 
Follow Me
The Heart Is Highland 
Muckle Ado 
The Open
Keep In A Gool Place
1959-60
The Honours of Drumlie 
French Without Tears 
The Keys of Paradise 
Arsenic and Old Lace 
The Master of Ballantrae

The Ghost Train
The Late Ohristopher Bean

Miracle at Midnight 
Rob Roy

1960-61
Mary Stuart In Scotland

The Taming Of the Shrew 
Master Jobn Knox %
The Lesson and The New Tenant

Roddy MacMillan
Harold Brooke and 
Kay Bannerman
Lesley Storm
Arthur Wing Pinero

R.J.B. Cellar, adapted 
from R.L. Stevenson
William Templeton
Jolin Osborne
Alexander Reid
Robert Kemp
St. John Ervine
Henrik Ibsen
Tom Fleming
James Bridie
Aimee Stuart
J.B. Priestley
Tyrone Guthrie
Robert Kemp
Moray McLaren
A.B. Paterson 
William Templeton

Jame s Scotland
Terence Rattigan
Ronald Mavor
Joseph Kesselring
R.J.B. Cellar adapted 
from R.L. Stevenson
Arnold Ridley
Emlyn Williams, adapted 
from Rene Fauchois's 
'Preney Garde a la 
Peinture'. '
Tom Fleming
Robert Kemp, adapted 
from Walter Scott

B. Bjornson, translated 
Elizabeth Sprigge
William Shakespeare
Robert Kemp
Eugene Ionesco, translated
T )n v iQ T  nl
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The Rainmaker 
Frost at Midnight

Listen To The Wind

My Three Angels

The Skin of Our Teeth 
The Ooiuic 3 
The Country Boy
1961-62
Let Wives Tak Tent

Papa Is All
The Switchback
All My Sons
It Looks Like A Change
The Man From Thermopylae
Foursome Reel %
That Old Serpent

Don't Tell Father

Hot Summer Night
The Sleepless One %
Pygmalion
1962-63
Young Auchinleck m 
The Good Soldier Schweik

Juno And The Paycock 
The Rivals 
The Birthday Party 
The Perfect Gent % 
Twelfth Night 
Noah

The Little Minister 
An Italian Straw Hat

Bus Stop

No Richard Nash
Andre Obey, translated 
by Warren Tute
Angela Ainley Jeans 
and Vivian Ellis
Sam and Bella Spewack, 
adapted from Albert 
Husson's 'Cuisine des 
Anges’
Thornton Wilder 
Maurice Fleming 
J o ^  Murphy

Robert Kemp, adapted 
from Moliere's 'L'Ecole 
des Femmes'
Patterson Greene
James Bridie
Arthur Miller
Donald MacLaren
Ada F . Kay
Andrew Malcolm
John Prudhoe, adapted 
from several Cycles of 
mediaeval Miracle Plays
Harold Brooke and Kay 
Bannerman
Ted Willis
Vincent Brome
George Bernard Shaw

Robert McLellan
Jaroslav Hasek, adapted 
Ewan MaoColl
Sean O'Casey
Richard Brinsley Sheridan
Harold Pinter
Robert Kemp
William Shakespeare
Andre Obey, translated 
Arthur Wilmurt
J.M. Barrie
Eugene Labiche and Marc- 
Michel, translated Lynn 
and Theodore Hoffman
William Inge



1962-63 (contd)
Othello
The Glass Menagerie 
Waiting For Godot
1963-64
All in Good Faith 
The Hypochondriack SE

Ring Round the Moon

I'm Talking About Jerusalem 
Photo Finish 
Treasure Hunt

The Merry Wives of Windsor 
Tobias and The Angel 
Charley's Aunt
Schweyk In The Second World War

Someone Waiting 
Ever Since Paradise 
Arms And the Man
1964-65
The Golden Legend of Shults 
The Heart Is Highland 
She Stoops to Conquer 
The Fire Raisers

Marching Song 
Present Laughter 
A Midsummer Night's Dream 
The Plough and the Stars 
The Scythe and the Sunset 
Becket

The Happiest Days of Your Life
Our Town
Heartbreak House
The Cirjfcle
Journey's End

William Shakespeare 
Tennessee Williams 
Samuel Beckett

Roddy MacMillan 
Victor Garin, adapted 
from Moliere's 'Le 
Malade Imaginaire'
Jean Anouilh, adapted 
Christopher Fry
Arnold Wesker
Peter Ustinov
M.J. Farrell and John 
Perry
William Shakespeare
James Bridie
Brandon Thomas
Bertolt Brecht, trans­
lated William Rowlinson
Emlyn Williams
J.B. Priestley
George Bernard Shaw

James Bridie
Robert Kemp
Oliver Goldsmith
Max Frisch, translated 
Michael Bullock
John Whiting
Noel Coward
William. Shakespeare
Sean O'Casey
Denis Johnston
Jean Anouilh, translated 
Lucienne Hill
John Dighton
Thornton Wilder
George Bernard Shaw
Somerset Maugham
R.0. Sherriff



APPENDIX THREE
PROGRAMMES PRESENTED BY GLASGOW 
CITIZENS' THEATRE. 1953-1965

3E Premiere
1953-54
The Thistle and the Rose 
Vi/hen We are Married

The Diary of a Scoundrel

The Laird of Torwatletie 
Tapsalteerie '0 X
The Road to the Isles 3E
Johnny Belinda 
Witch Errant m 
All in Good Faith m 
The Letter 
Right Royal %
Meeting at Night m
1954-55
Marriage is no Joke
The Alchemist's Daughter
Macadam and Eve
Much Ado About Nothing
The Dashing White Sergeant

Toom Byres
Diana m
Tobias and the Angel
Tam O'Shanter's Tryst %
The Old Foolishness 
The Isle of Women %
The River ^ine 
The Little Minister 
The Deep Blue Sea 
The Sell Out m 
The Laird 0'Grippy
1955-56
The Wayward Saint æ 
Witness for the Prosecution 
What Every Y/oman Knows 
Point of Departure

- William Douglas Home
- J.B, Priestley (Scots 
version by Alexander Reid

- A.N. Ostrovsky, adapted 
by Rodney Ackland

“ Robert McLellan

- Robert McLellan
- Elmer Harris 
R.A. Dick
“ Roddy Macmillan
- Somerset Maugham
- Alexander Scott
- J;...mes Bridie

- James Bridie
- George Scott Moncrieff
- Robert MacDougall
- William Shakespeare
- Charles Campbell Gairdner 

and Rosamond Pilcher
- Robert MacLellan 
“ Alexander Reid
“ James Bridie
- Alexander Scott
- Paul Vincent Carroll
- Eric Linklater
- Charles Morgan 
™ J.M*. Barrie
” Terence Rattigan 
“ Robins Millar
- Robert Kemp

- Paul Vincent Carroll
- Agatha Christie
- J.M, Barrie
- Jean Anouilh



1953-56 (contd)
The Honours of Drumlie æ 
The Gentle Gunman 
Whigmaleeries %
Our Maggie
Julius Gaesar
Misery Me
The Matchmaker
Beneath the Wee Red Lums
The Apple Cart
The Ordinal John Mackay s
1956-57 
Mr. Gillie
Th#se Our Actors %
Richard II 
Carrington V.C.

Ring Round the Moon

Is the Priest at Home?
Alice in Wonderland

Muckle Ado 
The Wax Doll 
Mary Rose 
Royal Scotch %
The Open
The Burning Glass 
The Singing Wood 3E

The Plough and the Stars 
Dr. Angelus 
Romanoff and Juliet
1957-58
A View from the Bridge 
An Italian Straw Hat

The Caine Mutiny Court-Martial
Twelfth Night
The Diary of Anne Prank

Major Barbara 
Dial 'M' for Murder 
Merry-ma-Tanzie m

James Scotland 
Roger MacDougall

Do Heddle
William Shakespeare 
Denis Caiman 
Thornton Wilder 
T.M. Watson 
Bernard Shaw 
Alastair M. Dunnett

James Bridie
J.B, Priestley
William Shakespeare
Dorothy and Campbell 
Christie
Jean Anouilh, translated 
by Christopher Pry
Joseph Tomelty
Lewis Carroll, adapted 
by Peter Lambert
Moray McLaren
Alexander Reid
J.M. Barrie
Robins Millar
A.B. Paterson
Charles Morgan
Elizabeth Kyle and 
Alec Robertson
Sean O'Casey
James Bridie
Peter Ustinov

Arthur Miller
Eugene Labiche and 
Marc-Michel
Herman Wouk
William Shakespeare
Prances Goodrich and 
Albert Hackett
Bernard Shaw
Frederick Knott



1957-58 (oontà)
My Three Angels 
Gay Landscape %
Look Back in Anger 
Of Mice and Men 
Truth to Tell %
The Crucible
Bell, Book and Candle
Ten Little Niggers^
Mrs. Gibbon's Boys

1958-59
Cat on a Hot Tin Roof
The Summer of the Seventeenth Doll
She Stoop© to Conquer
The Cherry Orchard
Look in the Looking Glass
Clishmaclaver as
The Roving Boy as
The Quare Fellow
The Lass wi' the Muckle Mou'
An Enemy of the People

Under the Light 
Any Other Business

Fear Came to Supper 
The Sohd Gold Cadillac

1959-60
The Baikie Charivari 
Gigi
The Kidders 
Othello
You Never Can Tell 
The Great Sebastians

Babity Bowster %
The Alchemist 
One More River 
Walker, London 
Not in the Book 
Wedding Day æ

Sam and Bella Spewack
George Munro
John Osborne
John Steinbeck
Alexander Scott
Arthur Miller
John Van Druten
Agatha Christie
Will Glickman and 
Joseph Stein

Tennessee Williams 
Ray Lawler 
Oliver Goldsmith 
Anton Chekov 
Walter Macken

Joe Oorrie
Brendan Behan
Alexander Reid
Henrik Ibsen, adapted 
by Arthur Miller
Iain Crawford
George Ross and 
Campbell Singer
Rosemary Ann Sisson
Howard Teichmann and 
George S. Kaufman

Jimies Bridie
Colette and Anita Loos
Donald Ogden Stewart
William Shakespeare
Bernard Shaw
Howard Lindsay and 
Russel Grouse

Ben Jonson 
Beverley Cross 
J.M* Barrie 
Arthur Watkyn 
Jack Bonder



1939-60 (contd)
The Playboy of the Western World 
Sixes an' Sevens m. (Revue)
1960-61
Romulus the Great
The Enchanted
Hamlet
The lesson
The New Tenant
Maid to Marry
Rollo
Roots
Aspern Papers 
Gaggiegalorum m 
Lysistrata

Hedda Gabier

Breakdown 3 
Great Expectations

Murder in the Cathedral 
Under Milk Wood 
A Passage to India

Sixes an' Sevens m (Revue)
1961-62 
Inca . 3E
The Doctor and the Devils %

Gome Back Little Sheba 
Romeo and Juliet 
The Durable Element 
The Imaginary Invalid

The Righteous are Bold 
Bletherskeits æ 
Altona
Two for the See-Saw
A Man for All Seasons
Something Unspoken and 

Suddenly Last Summer
The Gentle Shepherd
The Carmelites (Premiere of English Version)

Synge

- Friedrich Dürrenmatt 
' Jean Giraudoux
' Vf il li am Shakespear 
' Eugene Ionesco
- Eugene Ionesco 
“Eugene Ionesco
“ Marcel Achard 
• Arnold Wesker 
" Michael Redgrave

- Aristophanes, adapted 
by Dudley Fitts

" Henrik Ibsen, adapted 
by Max Faber

- Stewart Conn
- Charles Dickens, adapted 
by Alec Guiness

- T.S. Eliot
- Dylan Thomas
- adapted by Santha Rama 
Rau (E.M. Forster)

Joseph O'Conor
Dylan Thomas and 
Donald Taylor
William Inge
William Shakespeare
Clifford Hanley
Moliere, translated by 
Miles Malleson
Frank Carney

Jean-Paul Sartre 
William Gibson 
Robert Bolt

Tennessee Williams 
Alan Ramsay 
George Bernanos



1961-62 (con-
Chips with Everything -
Death of a Salesman
The Fire Raisers(English Premiere of full
1962-63
A Midsummer Night’s Dream
A Streetcar Named Desire
The Good Woman of Setzuan

(Premiere of new translation
Uncle Vanya
Arms and the Man
Saturmacnalia $
Serjeant Musgrave’s Dance
The Importance of Being Earnest
Henry IV
The Partridge Dance æ
The Birthday Party
The School for Scandal
The Waltz of the Toreadors
V Minus One s -
A Resounding Tinkle
The Love of Four Colonels
1963-64
Macbeth
The Physicists
The Circle
Rashomon
Pygmalion
Oh for an IslandI æ -
O’he Relapse
Six Characters in Search of an

Author -
Battle Royal % -
Hobson’8 Choice
The Pinedus Affair
Much Ado About Nothing
Armstrong’s Last Goodnight m

Arnold Wesker
Arthur Miller
Max Frisch 
version)

William Shakespeare
Tennessee Williams
Bertolt Brecht 
of John Willett)
ilnton Chekov
Bernard Shaw
Cliff Hanley
John Arden
Oscar Wilde
Luigi Pirandello
Ronald Mavor
Harold Pinter
R.B, Sheridan
Jean Anouilh
John Hubbard
N,F. Simpson
Peter Ustinov

William Shakespeare
Frederick Dürrenmatt
Somerset Maughan
Fay and Michael Kanin
Bernard Shaw
Cliff Hanley
Sir John Vanbrugh

Luigi Pirandello 
Br^ce E. Baillie 
Harold Brighouse 
Paolo Levi 
William Shakespeare 
John Arden



1964-65
The Caucasian Chalk Circle 
A Sleeping Clergyman'
Saint Joan
That'll he the Day m (Revue)
An Ideal Husband
Dick Macwhitty m
Dandy Dick
Five Finger Exercise
The Merchant of Venice
The Poker Session
The Harmony Bugle m

Bertolt Brecht 
James Bridie 
Bernard Shaw

Oscar Wilde

A.W. Pinero 
Peter Shaffer 
William Shakespeare 
Hugh Leonard 
Bruce Baillie



APPENDIX FOUR
PLAYS PERFORMED IN SCOTTISH THEATRES IN 

THE POST WAR PERIOD

Lists of the plays performed in the various 
theatres where available are to be found as 
detailed underneath,

jeatr 
Not published

Gateway Theatre, Edinburgh
'The Twelve Seasons of the Edinburgh 
Gateway Company' St, Giles Press Edinburgh 1965»

Glasgow Citizens' Theatre
Twenty First Anniversary Conspectus

Published by the theatre 1964»

Not published in any form

Pitlochry Festival Theatre
Souvenirs booklet published by theatre in 1971»

Byre Theatre, St, Andrews
Booklet published 1958» No booklet since.
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This thesis has been concerned with the attempts to 
develop theatrical activity and a native dramatic tradition 
in Scotland. These attempts can be viewed as the assertion 
of a separate identity; throughout there has been a desire 
to cut free of the dominance of t he English theatre in 
general, and the London theatre in particular. This desire 
was articulated on several occasions, for example in the 
press towards the end of the nineteenth century and by Alfred 
Wareing when he embarked on the Royalty venture at the 
beginning of this century.

Coupled with the desire to be free of the dominance of 
London, there ha,s been a constant desire for * Scottishness ' 
in the drama. Whether it has been a call-at the end of the 
nineteenth century - for the dramatic representation of 
’the everyday life of Glasgow’, or a call - at the beginning 
of the twentieth century - for the representation of 'middle 
class town life',or A,P. Wilson's wish for a Doric drama, 
the longing for a drama that bears some relation to Scottish 
life is ever apparent, and is to be found in the stated 
objects of almost all the theatrical ventures we have 
considered. This longing has not of course been confined to 
the drama, but is also to be found throughout the arts during 
the period concerned.

In the drama the Irish experience, a tangible example 
of what it was hoped could be achieved, was often invoked, 
by Wareing, by the Scottish National Players and latterly by 
Unity Theatre. Retrospectively, it can be sadly observed 
that the achievments of the Irish and Scottish theatres differ 
greatly in scale.

To be fair, the problems were enormous. The lack of 
theatrical and dramatic traditions made it difficult both to 
increase facilities and to develop native talent. In a 
situation where London dominated, it fell largely to amateur 
groups to develop the native theatre in Scotland. There can 
be no denying the effort and enthusiasm of many of the 
amateurs whose work has been considered in the foregoing, but 
equally there can be no denying that at times they showed
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limited, imagination and excessive caution, to both of which 
characteristics the ultimate failure of the Scottish 
National Players can largely be attributed.

It would, however, be wrong to underestimate the 
contribution those amateurs made to building up the theatre 
in Scotland. Without their pioneering, it is doubtful 
whether the present pattern of repertory theatres would 
exist. Without their development of native talent among 
actors and writers, there would have heeh nothing to build on.

What then has been achieved in the last sixty years or
so?

We now have a reasonable number of repertory theatres 
presenting varied programmes on a regular basis, although 
none of them have a financial situation that could honestly 
be described as healthy. But they survive. The Scottish 
playgoer is infinitely richer than he was at the beginning 
of the century.

We also have native actors trained in Scotland and 
perfectly capable of establishing themselves nationally.

We do not, however, have a very impressive range of 
dramatic achievment.

In attempting to answer the question as to why there is 
no thriving drama in Scotland one is involving oneself in the 
very difficult problem of explaining an absence,which is much 
harder than explaining a presence. It would be relatively 
easy to trace the factors which led to the growth of a 
Scottish drama had there been such a growth; seeking an 
explanation for its non-appearance is much more tenuous.

However the attempt must be undertaken and what follows 
summarizes and draws together points that have been made 
throughout the text.

First there is the problem of economics. We are never 
going to get large numbers of Scottish writers unless it is 
possible for them to make a living from the theatre. It is 
doubtful if that has ever been the case in Scotland. Barrie 
made his money in London and Bridie, for all that he was based 
in Scotland, relied very heavily on the West End audience and 
audiences further afield. If we consider the stage history 
of the works of three of the major writers in Scotland this 
century who were writing primarily for the Scottish theatre 
(see appendices), it becomes clear that none of them could
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have made a great deal of money from the stage: Robert
McLellan has had his works performed in Scottish theatres 
but a total of less than twenty professional performances 
in forty years is disappointing; Robert Kemp, with almost 
fifty performances5 had done better but he had to write 
twenty five plays to achieve that number of performances; 
George Munro has done worst of all with each of his plays 
having had one professional performance only.

If a theatre is going to support writers, then it is 
imperative that their major works are performed again and 
again. It is destructive of talent that the only way in which 
a writer can continue to draw an income is to continually 
write new plays as Kemp most obviously had to do* Even wit|i 
an income from broadcasting, writing plays in Scotland this 
century has not been a very profitable business. If a 
regional writer is to succeed financially he must aim beyond 
the region at London, and therein lies the problem,for what 
might be acceptable in Scotland is not necessarily so in 
London, a situation seen most clearly in McLellan's work*

Then there is the problem of the models available to ̂ 
writers in the Scottish theatre this century. After Shaw and 
the play of ideas, the model from south of the border for most 
of the period under consideration was that of the light 
frivolous drawing room comedy, a model of no use to writers 
seeking to come to grips with Scottish experience.

At home there was the model of the music hall sketch 
and many of the plays we have looked at show evidence of 
having been based on that model, to their detriment, for a 
music hall sketch is essentially light and superficial. 
Furthermore in Scotland it tends to be allied to a mawkish 
sentimentality personified best in the work of Harry Lauder, 
a man of undoubted talent and inventiveness whose ultimate 
influence on the cultural forms of his nation has been 
baleful nonetheless.

Viewed from the standpoint of the present the obvious 
model for the Scottish dramatist was Ibsen, for he was writing 
about a very similar kind of society, an oppressive Puritan 
one whose essential quality was hypocrisy. Unfortunately the 
very Puritanism and hypocrisy on which Ibsen thrived may have 
served to prevent a similar dramatic awakening in Scotland, 
if, for example, we read aright the behaviour of the Scottish
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National Players over 'Soutarness V/ater’, Only a professional 
theatre would have been strong enough to overcome that 
kind of diffid'ence.

So the Scottis|i dramatist fell back on the music hall 
sketch as a model, and he fell back on the Irish theatre, 
oblivious of the fact that the Irish peasant plays arose out 
of a peasant society completely different from Scottish 
society which was urban and industrial. The refusal to face 
up to the industrial experience characterises the drama we 
have been looking at and it is not peculiar to the drama.

It has been suggested that the kailyard view of Scottish 
experience grew out of a desire to escape the horrors of 
the aftermath of the industrial revolution, and expresses a 
kind of yearning for an arcadian rural society. Certainly 
it is a view of experience which permeates Scottish culture, 
high and low. Perhaps also its development owes something 
to the problem of identity. After all, the best way to 
express out Soottishness is to assert those aspects of our 
national identity most different from the identity of the 
rest of Britain, which very often means the Highland 
experience, usually embroidered and distorted. So we have 
the split between the real Lowland/urban experience and the 
fanciful rural/Highland experience, the classic case of 
national schizophrenia.

In the drama this schizophrenia was compounded by a 
fatal tendency to write about the past. Again, if you are 
unsure of your national identity as part of Britain, it is 
best asserted by revivifying the past, when the nation was 
politically independent and people spoke a distinct tongue 
of their own.

In the inter war period these factors were probably 
aggravated by the dominance of the Community Drama Movement 
which, whatever its good points - and these have been 
referred to - was essentially concerned with generating 
dramatic activity within communities many of which were 
relatively small and non urban, and hence more receptive to 
the CQ'U'üiy play with a rural setting than to the more radical 
urban play.

Put another way, Scottish writers have been very unsure 
of themselves and of their own identity» Arguably this is 
simply a restatement of the problem of the relationship of
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the region to the centre of power. If we have a situation 
where most of the power in the country is concentrated in 
the south of England, then it is to he expected that the 
major cultural institutions will be situated there too and 
will suck in talent on the one hand and propagate the idea 
that their products are superior on the other. Hence the 
second rate broadcasting services in Scotland and the second 
rate press.

This is not necessarily to argue for home rule, but 
simply to point out that a dominant centre of power has the 
twin effects of siphoning off talent and of creating a 
feeling of diffidence, a lack of self confidence, elsewhere 
in the coun.try« The region stops believing in its own 
ability to do anything as well as it is done in London.
How else can we explain the recent tendency of Scottish 
theatre boards to appoint English directors, the lamentable 
consequences of which appointments have been discussed earlier?

In one's darker moments, one fears that the chance of 
creating a genuine Scottish drama then has been squandered. 
vVe are now in a situation where the internationally orientated 
kind of play to be seen in Scotland at, for example, the 
Traverse, may well come to dominate. From the point of view 
of the financially hard pressed author this may be a good 
thing, but it does mean that the chances of a genuinely 
Scottish drama now appearing may be remote. International 
theatre offers the writer a living; Scottish drama does not. 
The consequences of this situation are extremely important 
for all dramatic traditions: the strong ones such as the
English and the French are in a position to absorb, rather 
than to be absorbed. Where there is a weak tradition, that 
tradition is likely to be absorbed and hence to die out.

What we have perhaps been considering is not the exciting 
and lively birth of a theatrical tradition, but the hesitant 
birth of a tradition that never properly took on life and may 
well soon face extinction.

One ends with the hope that this will not be the case, 
that recent developments alluded to in the preface do herald 
a more confident, honest and worthwhile Scottish theatre. It 
is too early to tell for certain one way or the other.



APPENDIX ONE
ROBERT MoLBLLAN - PREMIERES JUM)SUBSEQUENT PROFESSIONAL PERFORMANCES

Jeddart Justice 
(one act)

Tarf essock 

Clan and Ethne 

Toom Byres

Curtain Theatre, 
Glasgow

Curtain Theatre, 
Glasgow

Curtain Theatre, 
Glasgow

Curtain Theatre, 
Glasgow (in Lyric

Theatre)
King Jamie the Saxt Curtain Theatre,

Glasgow (Lyric)
Portrait of an

Artist
The Laird o

Torwatletie
Mary Stewart

Curtain Theatre, 
Glasgow (Lyric)

Unity Theatre,
Glasgow

Glasgow Citizens' Theatre
Glasgow Unity Theatre 
In King's Theatre, 
Edinburgh
Glasgow Citizens' 

Theatre
Edinburgh Gateway Co.
Royal Lyceum Co., Edinburgh

SUBSEQUENT PROFESSIONAL PERF0R1VIANCE8
Toom Byres Glasgow Citizens'

King Jamie the Saxt Glasgow Citizens'

Hanry Sherek Players 
Edinburgh (Lyceum)

The Flouers o
Edinburgh

The Road to the 
Isles

Young Auchinleck
The Hypocrite

The Laird o'
Torwatletie

Glasgow (Kings) 
Unity Theatre -

8th Jan. 1934 

12th Apr. 1934 

10th Apr. 1935

1st May 1936 

31st Mar. 1937 

23rd Feb. 1939 

18th Nov. 1946 

12th June 1951 

13th Sept.1948

22nd Feb. 1954

20th Aug. 1962 
3rd Aug. 1967

Sept. 1945: 
Nov. 1954
Mar. 1947: 
Mar. 1953

June 1956
July 1956

Aug. 1947 Pleasance Little 
Theatre Edinburgh

The Flouers o 
Edinburgh

Aug. 1948 Theatre Royal, 
Glasgow

Glasgow Citizens' - Nov. 1953»
Glasgow Citizens' - Apr. 1952.
Edinburgh Gateway - Oct. 1954 
Edinburgh Gateway - Aug. 1957



The Appendix One of the Edition of 'Jamie the Saxt' 
(Calder and Boyars 1971) has been useful in compiling the 
above although it appears to be inaccurate In some details

& Edinburgh Festival Production



APPENDIX TWO
GEORGE MUNRO - PREMIERES ARE SUBSEQUENT 

PR0PES8I0NAI, PERPORIVIANCES

Gold in His Boots

Vineyard Street 

Gay Landscape

Mark But This Plea

Unity Theatre Oo « 
Glasgow (Queens 
Theatre)
Glasgow Citizens’ 
Theatre Oo«
Glasgow Citizens’ 
Theatre Co,
Dundee Repertory 
Theatre

21st Apr, 1947

10th Oct, 1949

24th Peh. 1958

5th May 1971



APPENDIX THREE
ROBERT KEMP - PREMIERES AND SUBSEQUENT 

PROFESSIONAL PERFORMANCES

PREMIERES
Seven Bottles for the 

Maestro
Dundee Rep, 26th Feb, 1945

Victory Square Glasgow Citizens' 1 5th Jan. 1946
A Trump for Jericho 
(Walls of Jericho)

Scottish National 
Players at Lanark 4 th Apr. 1947

Polonaise Glasgow Citizens' 21st Apr, 1947
Let Wives Tak Tent 
(adaptation of Molierds 
L ’Ecôle des Femmes)

At Gateway Theatre, 
Edinburgh 9th Feb. 1948

The Thrie Estaites 
(adaptation)

Edinburgh Festival 
Production - 
Assembly Hall

24 th Aug, 1948

The Saxon Saint Dunfermline Abbey 29th Aug, 1949
A Nest of Singing Birds At Gateway Theatre 
(The Scientific Singers) Edinhurgh Oct, 1949
The King of Scots Dunfermline Abbey 27 th Aug, 1951
The Other Dear Charmer Glasgow Citizens' at Gaiety, Ayr 1 9th Nov, 1951
Henrietta M.D. At Gateway Theatre, 

Edinburgh 27th Oct. 1952
What the Stare

Foretell Glasgow Citizens' 16th Mar, 1955
The Heart is Highland Edinburgh Gateway 22nd Aug, 1953
The Laird o' Grippy 
(adaptation of Moliere’s 
L'Avare) Edinburgh GAteway 28th Feb. 1955
Conspirators Edinburgh Gateway 20th Aug. 1955
Our Maggy
(pseudonym D. Heddle) Edinburgh Gateway 24th Oct. 1955

Festival Fever Sherek Players in 
Lyceum, Edinburgh 4th June 1956

The Man Among the 
Roses Edinburgh Gateway 8th Oct. 1956

The Penny Wedding Edinburgh Gateway 28th Oct. 1957
The Daft Days 
(adapted from Neil 
Munro * s novel)

Edinburgh Gateway 23rd Dec, 1957

Roh Roy
(adapted from Scott's novel) ^

Edinburgh Gateway 28th Dec, 1959

Off a Duck's Back Theatre Royal, 
Windsor 1 5th Feb, I960

Master John Knox Edinburgh Gateway 10th Oct, 1960
The Perfect Gent Edinburgh Gateway 30th Oct. 1962
Scotch on the Rooks Theatre^ Ro^al, 6th Feb. 1967



SUBSEQUENT PROFESSIONAL PERFORMANCES
Seven Bottles for the 

Maestro
Everyman Company, 
Little Theatre, 
Edinburgh Nov. 1945

Let Wives Tak Tent Glasgow Citizens' May 1948s Nov.1948
& Edinburgh Gateway Aug. 1961

The Thrie Estaites Edinburgh Festival 
Production Aug,.1949: Aug. 195

A Nest of Singing 
Birds

Glasgov/ Citizens’ 
Edinburgh Gateway

May 
Feb.

1950
1956

The Other Dear 
Charmer Glasgow Citizens' 

Edinburgh Gateway
Dec.
Nov.

1951
1953

a Edinburgh Gateway 
Playhouse,Liverpool

Aug.
Oct.

1954
1958

The Heart is Highland Edinburgh Gateway
&
Mar
May
Aug

.1954:
1957:
. 1964

Nov.1954May 1959

Stratford,Ontario Aug. 1959
The Laird o’ Grippy Glasgow Citizens’ May 1955.
Festival Fever Sherek Players at 

King’s Glasgow June 1956
The Penny Wedding Edinburgh Gateway Oct. 1958

Edinburgh Gateway 
(At Glasgow Citizens ' )

Nov. 1958

Off a Duck’s Back Lyceum, Edinburgh Mar. I960.

Edinburgh Festival Production



APPENDIX FOUR
PROFESSIONAL THEATRES IN SCOTLAND DURING 

THE TWENTIETH CENTURY

It is not claimed that the following list is totally 
accuiafce, hut it is reasonably so. The list has been 
produced by combining information from various sourcess 
toTO clerks, librarians, archivists, chief constables, the 
'Stage’ Provincial Guide (1910, 1950, 1959-60), the 
Kinematograph Year Book, police records, newspapers files 
and associated materials.

Abbreviations ? 0,D, “ Date of Opening 
G*D. - Date of Closing

ABERDEEN
Her Majesty’s Opera House/Tivoli 
Palace
His Majesty's
Beach Pavilion
ARBROATH
The Theatre
A Y R
Gaiety
Pavilion
CLYDEBANK
Gaiety
Pavilion
COATBRIDGE
Theatre ROyal
COWDENBEATH
Empire
DUNDEE
Her Majesty's 
Palace
Alhambra/Tivoli
Empire
Gaiety/Victoria 
King'8 
Queen’s
Repertory Theatre

pre-
pre-

O.P.

1872
1898
1906
1928

C.1890

1900
1911

1900 
1900

0.1895

1910

1885
1893
1898
1903
1904 
1909 
1922 
1939

O.P.

1966
1929

1961

1919

1933

1920
1919

1920

1914

1919
1911
1929
1911
1928
1928

0.1928



EDINBURGH P.P. P.P.
Gaiety/Operetta House 1875 1906
Lyceum 1883 -
Theatre Royal 1884 1946
Empire 1892 1962
Pavilion/Alhambra 1897 1921
Tivoli/Grand 1901 1920
King’B 1906
Elm Row/Gateway 1931 1965
Palladium 1933 1966
Traverse 1963 -
FALKIRK
Grand 1903 1929
Electric/Empire/Roxy 1910 1958
GLASGOW
Scotia/Metropole 1862 1961
Britanni a/P anopticon 1870 1920
Royal Princess/Citizens’ 1879
Royalty/Lyric 1879 1959
Theatre Royal 1880 1957
Grand 1882 1918
Queen’s 1893 1951
Empire 1897 1963
Tivoli/Gaiety 1899 1909
Lyceum 1900 1929
Palace 1904 1947
Pavilion 1904
King’8 1904 -
Coliseum 1905 1925
Hengler’s Circus 1905 1925
Alhambra 1910 1969
Savoy 1911 1916
West End Playhouse/Empress/Metropole 1914 1969
Olympia 1920 1936
Park 1941 1949
Close 1965 1973



GREENOCK O.P. O.P.
Theatre lloyal/Hippodrome 1858 1823
Empire 1903 1958
Alexandria/King's 1905 1928
Palace/Pavilion 1905 1908
HAMILTON
Hippodrome 1907 1946
INVEHNE88
Theatre Royal 1882 1951
Music Hall c.1884 c.1912
Empire 1934 1970
KILMARNOCK
Corn Exchange/Palace 1863
King’s 1904 1929
KIRKCALDY
King’s 1904 1924
LEITH
Gaiety 1889 1913
Alhambra 1914 0.1918

New Century I9OI 1913
Electric/Empire Electric 1911 1951
PAISLEY
Theatre 1893 1959
Hippodrome I9O6 1916
PERTH
Repertory 1901
PITLOCHRY
Festival 1951
RHTŒRGLEN
Repertory 1939 1959
ST. ANDREWS
Byre 1933
STIRLING
Alhambra 1882 1939
NO TES ; - 
CLYDEBANK

The Clydebank Burgh Library’s records do not provide 
accurate information on this subject before 1912. I have 
assumed on the basis of what information I have that both 
theatres existed in 1900.
COATBRIDGE

A recent fire and consequent destruction of Burgh records



THE SCOTTISH THEATRE-BIBLIOGRAPHY
This 'bibliography may not follow the standard pattern 

but it has been put together in the way that seemed best 
designed to facilitate further research by the reader and 
to give him a method of quickly ascertaining which plays are 
discussed in the text. The bibliography is therefore in tv/o 
parts, the first being a list of works consulted, arranged 
by the period with which they deal for easy reference, and 
the seoond^list of plays arranged alphabetically.

LIST OF WORKS CONSULTED
General

Throughout I have referred to newspaper files and have 
been particularly dependent on 'The Glasgow Herald’. 'The 
Scottish Tradition in Literature' by Kurt Wittig (Edinburgh 
1958) has some discussion of Scottish dramatic writing that 
I have found helpful. ^

I have also drawn to an extent on personal discussions 
with individuals - named in the Acknowledgements - wdio have

;ish theatre this century.

Baynhaiu,
Bellamy,

G.W,
G.A,

Dibdin, J.G.

Glasgow Harlequin. 
Jackson, J.

Mill, A.J.

Nicoll, A.

The Glasgow Stage. Glasgow, 1892.
An Apology for the Life of George Ann 
Bellamy, London, 1785-»
Annals of the Edinburgh Stage.
Edinburgh, 1888.

1895-96.
The History of the Scottish Stage. 
Edinburgh, 1795.
Mediaeval Plays in Scotland.
Edinburgh, 1927.
A History of the Late Nineteenth Century 
Drama. Cambridge, 1946.

The Prompter 1892-95,
Early Twentieth Century 
Isaac, Wo Alfred Wareing
The Inter-war Period 
Bridie

London, 1951 «

Glen. D

Grieve. C.M.

Dramaturgy in Scotland. In Proceedings 
of the Royal Philosophical Society 
of Glasgow, 1949-50.
Hugh McDiarmid and the Scottish 
Renaissance. Edinburgh,1964,
Contemporary Scottish Studies First 
Series. London, 1926.



The Modern Scot, 1950-56.
New Writers Four. London, 1967.
The Northern Review. 1924.
The Scots Magazine. 1924r
The Scottish Ghaphook, 1922»-23o 
The Scottish Nation. 1925,
The Scottish National Theatre Venture, Glasgow, 1955,
The Scottish Player, 1925-26,
The Scottish Stage, 1950-56,
S.M.To Magazine, 1928-46,
James Bridie
Bannister, W, James Bridie and his Theatre, London,1955-
Bridie, J, Tedious and Brief, London, 1944.
Gerber, U, James Bridie’s Dramen, Bern, 1961,
Buyben, H, James Bridie ; Clown and Philosopher,

Pennsylvania, 1965.
The War and Post-war Periods,
Marford, 0, The Byre Stormers, Anstruther, 1949.
Scots Theatre, 1946-47.
Scottish Field, 1905-
Scottish Theatre, 1969-75«
The Twelve Seasons of the Edinburgh Gateway Company,

Edinburgh, 1965.



Bone 5 J o H e 
Bottomley, (

Brand an e, J,

LIST OF PLAYS DISCUSSED(includlngTSsTTnrii^dusGript only)
Bain, R. James the First of Sootlahd, Glasgow, 1921.
Blake, G, Clydehuilt. Glasgow, 1922.
-------- The Mother. Glasgow, 1921.

The Crystal Set. Glasgow, 1924.
Britain's Daughter. In his Two Plays.London, 1921
Gruach. In Two Plays.
Glenforsa. Glasgow, 1921.

 - The Glen is Mine. In his Two Plays of the
Hebrides. London, 1925.

  ----  The Happy War, In his Three Plays. London, 1928.
  -- - Heather Gentry. In his Two Comedies. London, 1935
“—  --—  The Inn of Adventure. In Two Comedies.
  --  The Lifting. In Two Plays of the Hebrides.

  Rory Aforesaid. In Three Plays,
-------- The Spanish Galleon. Glasgow, 1952.
   The Treasure Ship, In Three Plays.
Bridie, J. The Anatomist, London, 1931.
 —  ------ Babes in the Wood. In his The King of Nowhere

and other plays. London, 1958,
— — - The Baikie Charivari. London, 1955*
 — Colonel Wotherspoon. In his Colonel Wotherspoon

and other plays. London, 1954.
 — -- --- The Dancing Bear, In Colonel Wotherspoon and

Other Plays 0
   Daphne Laureola. London, 1949.
  Doctor Angelas. In his John Knox and other plays.

London, 1949»
 -- —  The Forrigan Reel. In John Knox and other plays.
-------- The Girl who did not want to go to Kuala Lumpur.

In Colonel Wotherspoon and other plays.
-------- The Golden Legend of Shults. In his Susannah

and the Elders and other plays. London, 1940.
-------- Holy Isle. In his Plays for Plain People.

London, 1944.
 ------- It Depends What You Mean. London, 1948
 ------ - John Knox. In John Knox and other plays.

Jonah and the Whale. London, 1952.
  —  The King of Nowhere. In his The King of Nowhere

and other plays. London, 1958.
-------- The Last Trump. In The King of Nowhere and

other Plays.
-------- Marriage is no Joke. London, 1954.



Bridie, J

Ï

Carroll, ?.V,
Chapin, H* 
Golquhoun, D, 
Corrie, J.

Ferguson, J,A.

Graham, M.

Grant, N.F* 
Hamlen, G.J.

Jacob, No 

Kemp ; R *

McClymont, M. 
Maclaren, D.

Mary Bead. Ih/lvloral Plays. London, 1956* 
Mister Bolfry. London, 1948*
Mister Gilli@* London, 1950»
The Queen’s Comedy* London, 1950*
A Sleeping Clergyman* London, 1955*
Storm in a Teacup* London, 1956*
Susannah and the Elders, London, 1940*
The Switchback* London, 1950.
Tobias and the Angel* London, 1952*
What it is to be Young* In Colonel 
Wotherspoon and other plays*
What Say They* London, 1959»
Green Cars Go East* London, 1947»
The Philosopher of,Butterbiggins* London,1921, 
Jean* Glasgow, 1914.
The Poacher* In The Scots Magazine, VI 
(December 1926), 187-196*
The -Shillin a Week Man* Glasgow, 1927,
Campbell of Kilmohr* Glasgovf, 1915»
The King of Morven* Glasgow, 1922*
The Scarecrow. Glasgow, 1922*
C’Sst La Guerre* In The Scots Magazine, VI 
(January 1927), 241-250.
A Valuable Rival* Glasgow, 1922*
Barbara Grows Up* London, 1925»
The Waldies* London, 1914*
The Dawn* In The Ncrthern Refiew, Vol.l 
(August 1924), 171-177*
Festival Fever* Unpublished*
Henrietta M.D. Unpublished*
The King of Scots. Edinburgh, 1951*
Master John Knox* Edinburgh, I960.
A Nest of Singing Birds. Unpublished
The Other Dear Charmer* London, 1957*
The Penny Wedding* Unpublished*
The Perfect Gent* Unpublished*
The Saxon Saint* Edinburgh, 1950*
A Trump for Jericho* Edinburgh, 1948*
The Mannoch Family* London, 1954»
S* for Sugar Candy* Glasgow, 1957»



McLellan, R*

Mallocho G*R:

Munro, G*

Reid, A*

Rowley, A*

Scott, A* 
Scott, B* 
Simpson, 0*

Stewart, HAD

The OailleacHo Unpublished *
The Oarlin Moth. In North Light.Glasgow,1947
The Changeling * Edinburgh, 1958.
The Flouers o Edinburgh* Unpublished.
The Hypocrite. London, 1970.
Jamie the Saxt. London, 1971,
Jeddart Justice. Glasgow, 1954,
The Laird of Torwatletie. Glasgow, 1950,
Rab Mossgiel. Unpublished.
The Road to the Isles. Unpublished.
The Smuggler. Unpublished,
Toom Byres. Glasgow, 1947»
Young Auchinleck, Unpublished.
Arabella. London, 1912.
The Coasts of India. Unpublished.
Down in the Forest. Unpublished.
The Grenadier. Stirling, 1950.
The House of the Queen. Montrose, 1925.
Prologue to Plodden, Stirling, 1956.
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