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PLAY - ANALYSIS
(2 few pointers from constructing the Play by

Mzrion Galloway: Prentice-Hall, N.Y., 1046)

The basis of most good workable plays that get pro-
guced znd have lived through the centuries is a. the prota<-
gonist b. what he wante ond ¢. what prevents him from
getting 1it.

There are three main movements in the course of 2
good play:

1l. the effort of an individual %o agsert his will -
to change his environment - tO right an imbalance = to solve 2
problem =

2. the action or gtory (with 1ts complicztions 2and
their resolutions) whereby this is done -

3. the climax: je. the re-establishment of 2an
equilibrium - the restoration of the broken harmony - the
righting of the imbslance - the solution to the problem. All
this is accomplished to the intense plezsure of the audience.

» & *

There sre 5 foundations to this overall movement:

1. the desiring individual or group (the protagonist)

2. the object desired (the go21) '

3, the obstacles 1n the way (sometimes referred to as

"the antagonist" or "antagonists")

4. the ending to the story (the resolution)

5, a clear and 10@1ca1 course leading to this ending.
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There are 5 questions to be a28ked as you ghape your
scenarlo (corresponding to the 5 foundation-gtones listed =bove):

1. whom is the play about?

n

. what 1s his objective?

. what impedegs his getting it?

=

does he get it?

. how does he gucceed or fsill?

* * *

From this point of view Marchbanks i1g the protagonist

in Csndida; Morell is the antagonist, snd Candida iz the stake,
the objective, or goal (le. the objJect to be achieved). Don't
let anyone tell you Shaw couldn't construct a2 well-put-together
play when he wanted to for this is one of the best.

From this point of view Laura (Deborzh Kerr) iz the

protagonist of Tea and Sympathy; her husband and the boy's

father are the sntagoniste; Tom and the direction o¥F his future

ie golng to tzke 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 resolutlon that concludes
it. |

In Born Yesterday Paul Verrzll, the New Republic re-

porter, is the protsgonist of the play; Harry Brock, the junk-

men millionaire the =ntagonist; and Billie Dawn the stake,
objective, or goal.
* % #*
the protagonist of the play must be volitional =nd
dynamic 2nd usually makes a decision at the end df & first scene

and/or act. The protazgonist, however, isn't the one necessarily
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who maokee the decision 2t the end: Candida makes the decleion
st the end of Candidz (to stay with Morell); David (the goal)
makee the decision at the end of The Silver Cord to go with

Cristinia, his wife; Miss Moffet, the protagonist, makes the
declsion st the end of The Corn is Green (to adopt the baby

and never to see Morgan again).
% * *

you can wait zbout one=-third of the length of the play
(often just before the end of pct One) before the protagonist
reveals himself and his purposes clearly: cf. Marchbanks "I*'1ll
fight your idess! 1I'll reescue her from her elavery %o them!
I'11 pit my own ideas against themi"; Miss Moffat's "I am going
to start 2 school from them, next door in the barn, and you are
going to help mei!" at the end of Scene One; and her "We sare
going on with the school!" at the end of Act One.

* L *

"the protagonist is the person who causes the play

to happen”. John McGovern
* L %

Such an overwhelming number of plays from the Greeks
through the Elizabethsne snd the Renaissance down to the 1950ts
are built on this s&Fme, it 18 no accident. (In spite of occa-
sional "sports thet don't conform to the patterm like - The
Trojan Women, Troilus and Creséida, The Entertainer, The Chalk

Garden, and Member of the Wedding which have been popular

and Yworked" in the thestre for other reasons than their structure).

* # v 3

|
|
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v unified drameiic action concerns the pursuit of
one such objective. And the careful analysis of the objectlve
is one of the most rewarding of the playwrlght's occupationg".

* * *

The people who interest ug 1n plays are the people
who make decislions.

Don't forget thet you can do a tremendous amount of
experimentation within the loose framework of the asccepted forms.

Most readers of playscripte for producers judge the
plays that they read on the bagis of theilr emotional effect on

them,
* * L4
a few random remarks on The Silver Cord:
(Sidney Howard)
As besutifully constructed as anything by Lillian

Hellman. Written by Howard in the Ibsen tradition - tightly.
The battle-lines are not drawn until the end of Act
One: with Cristina then declaring open warfare on Mrs. Phelps, the
mother, for David, Cristina‘'s husband and Mre. Phelps's son, 2t
the goal or pawn.

Your audience will accept any given premise. Hester
has fallen in love with Robin before the curtain rises and the
audience will accept it even if Robin 1s weak. That's the play-
wright'e premise and they accept it.

Arthur Miller: "People know so much about Freud nowa=
daye that you don't have to 13} it on the line today the way

Howard and O'Neill did in the 20's and 30's."

Day Tuttle
Brander Matthews Theater

UNiversity 5=4000, ext. 2135 |
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