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PLAY - AN.ALYSIS 

(a few polnters from Constructing the Play by 

M8r1on Galloway: Prent1ce-Hall, N.Y., 1946) 

The baeie of most good worknble playa that get pro= 

duced and have lived through the centuries ie ~ the prota= 

goniet b. whAt he wante 

getting 1t. 

and h what prevents him from 

There are three ma1n movements in the course of a 

good play: 

l. the effort or qn individual to aesert hie ,111 -

-
to change his environment - to right an imbulance - to solve a 

problem -

~ the action or fitory (with 1ts complicDtions and 

their resolutione) hereby this is done -

1.:,. the climax: ie. the re-est2blishment of an 

equ111br1um - the reetoration of the broken harmony - the 

righting of the 1mb3lance - the eolution.to the problem. All 
• 

this 1a accomplished to the intenee pleasure of the 8Udience. 

* 
There are 5 foundaúions to this overall movement: 

l. the desiring individual or group (the protagoniet) 

2. the object desired (the goal) 

3. the obstnclee Jl the way (s~metimee referred to as 

"the antagoniet '' or ,, antagonists ") 

4. the end1ng to .the etory ( the rP.solution) 

2.,:_ a cleRr and lo31cal course le$ding to this ending. 

* * 
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There are 5 questions ··o be é1S.?-ed oc.; y u - :,pe yo r 

scenario ( correspond1ng ·to the 5 foundat1on•Btones 1 ·1 sted above) : 

l. hom is the play nbout? -
2. hé:lt is his objective? -
1:. wh;,t impedes hie getting it? 

4. does he get it? 

2..:.. h.ow does he succeed or fail? 

From this point of view MDrchbBnks is the protagonist 

in Candida; Morell is the antagonist, and candida is the stake~ 

the objective, or goal (ie. the object to be ach1eved). Don't 

let nnyone tell you Sh8W couldnrt conatruct D uell-put-together 

play when he wanted to for thia is one of the best. 

From this point of view Laura (Deborah Ke~r) i2 the 

12_rotagonist of Tea and S:ympnthy; her hueband 8nd the boy•s 

father Rre the E,E.tBgonista; Tom and the d1rection oY dis future 

is going to take is the goal (the object to be achieved). 

Laura determines to help Tom at the beginning of the play; her 

giving herself to him at the end is the reeolution ·hat concludee 

it. 

In Born YesterdP:X, Paul Verrall, the New Republic re­

porter, ie the I?..rotagonist of the play; Harry Brock the junk= 

man millionaire the antagonist; and Billie Dawn the etnke, 

objective, or go~l. 

the protagoniat of the play must be vo11-·~1onol ~nd 

dynamic 2nd ueually makea a decision at the end of 2 firet scene 

nnd/or act. The protagonist, however, ien 1t the one necessarily 
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who mnkee ".:;he decia1on at the end: candida makee the decision 

at the end of Q_?ndida ( to etay with Morell) ; Davio ( i;he go8l) 

makee the decis1on at the end of The Silver Cord to go ·iith 

Cr1etin1a, h1s wife; Mies Moffat, the protagonist, makes the 

decieion at the end of The Corn is Green (to adopt the baby 

~nd never to see Morgan again). 

you can wait about pne-third of the length of the play 

(often just before the end of Act One) before the pr,iotagonist 

reveals himself Rnd his purposee clearly: cf. Marchbanks ''Ifll 

fight your idess1 I•ll reecue her from her elavery to them! 

I•ll pit my own ideae againet themztt; Miss Moffat•e ªI am going 

to stnrt n school from them, next ooor in the barn, and you are 

going to help me!" at the end of Scene One; and her "We are 

going on w1th the schoolJ" at the end of Act One. 

to happen". 

* * 
"the protagoniet 1a the person who cause& the play 

John McGover-n 

Such nn overwhelming number or plays from the Greeks 

tbrough the Elizabethane ano the Renaissance down to the 1950:s 

are built on this sJ.rme, it is no accident. (In spite of occa­

sional ''sports that don •t conform to the pattern 111.ce - The 

Trojan Women, Troilus and Creeeida, The Entertai~: The Chalk 

oarden, and Member of the Weddir!_g which have been populRr 

and •worked" in the theatre for other reasons thé?n their str ctur!?). 

* * 
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'' a unii"ied dramatic act:ion conce1 '"'ns tl1.e purzui · of 

-2.rul euch object1ve. And the cDreful an~lysis of the objective 

is one of the most rewarding of the plAywright•s occupatione". 

* * 
The people who intereet us in plays are the people 

who make decieione. 

Don•t forget thet you can do a tremendous amount of 

experimentation within the lo9ee framework of the accepted forma. 

Most readers of pldyscripte for producere judge the 

plays that they read on the basis of their emotional effect on 
1 

them. 

* 
a few random remar~s on The Silver Cord: 

( S1dney Howard) 

As beautifully constructed na anything by Lillian 

Hellman. Wr1tten by Howard in the Ibeen trndition - tightlyº 

The battle-linee are not drawn until the end of Act 

One: with Cristina then decl?.ring open warfare on Mrs. Phelps, the 

mother, for David, CrietinD•s husband and Mre. Phelps•s eon, ns 

the goal or pawn. 

Your audience will accept any given premise. Hester 

has fallen in love with Rob1n before the curtain risee and the 

audience w111 accept it even if Robin is weak. That•s the play­

wr1ght•s premiae and they accept it. 

Arthur Miller: "Pe<!>ple lm.ow so much about Freud nowa­

days that you don•t have to lay 1t on tbe line tod8y the ~ay 

Howard and O•Neill did in the 20•s and 30 1e." 

Brander Matthews Theater 
UN1versity 5=4000, ext. 2135 

Day Tuttle 
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