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This thesis is a study of Heartbreak House from a performance point
of view. The purpose is to present the analysis of Shaw's play
(and specifically the character of Ariadne Utterword) that provided
the intellectual basis for the recent performance at the University
of Montana. In order to fully develop a character, it is essential
to have an understanding of the origins of the play and its struc
tural and thematic development as a dramatic piece. Since a character
cannot be created in isolation, it is also essential to develop an
understanding of the other roles and the playwright's purposes in
creating these specific roles. In addition, the thesis provides a d e 
tailed character analysis of Ariadne Utterword, summarizing specific
information about background, personality and physical characteristics.
It is the conclusion of this analysis that Ariadne's super-objective is
self-protection.
The last section of this study is an evaluation of the actual per
formance, including a discussion of the directorial concept of the play,
the evolution of the role of Ariadne during the rehearsal process, and
the challenges, problems and successes of the recent production. This
evaluation also includes references to reviews of the recent staging
and a summary of the critical response to previous productions of
Heartbreak House.
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Well, if I were an Omnipotent Creator I could stop
the war in a week by letting loose a few billion
locusts and white ants in every acre of territory
in the countries of the belligerents.
Next day they
would be fighting, not each other, but armies of tiny
creatures advancing on them heroically wave upon wave
over the bodies of their dead comrades in countless
numbers with indomitable discipline, and making an
end of human food and human furniture so fast that
even the pallid spirochete and the anopheles mos
quito would be forgotten in the general terror.
There would be no Semites and anti-Semites then, no
British and Germans, no Americans and Japanese, no
proletarians and proprietors, no democrats and pluto
crats, Moslems and Hindus, blacks and whites, yellows
and reds, no Irishmen even, nothing but men and women
fighting frantically for human life against a war of
aggression known before only by little samples of its
possibility.

EVERYBODY’S POLITICAL WHAT’S WHAT?
George Bernard Shaw

IV

PREFACE
This thesis is being submitted in partial fulfillment
of the requirements for the Master of Fine Arts degree.
The bulk of the thesis work consisted of acting the role of
Ariadne Utterword in a production of George Bernard Shaw’s
Heartbreak House at the University of Montana, December 4-7,
197 5.^

The play was performed in the University Theatre, a

large proscenium house seating approximately 1300.

The di

rection was by R. Naidia Mosher, Assistant Professor in the
Department of Drama.
The written analysis which follows is from a performance
point of view.

The indispensable and primary work of an

actor is the actual performance.

Nonetheless, the performance

rests on an intellectual grasp of the play itself and of the
directorial concept with which the script is approached.

This

paper is meant to share an actor’s insights into the genesis,
structure and theme of Heartbreak House, based on Shaw’s own
writings and the existing critical literature.
An actor must also study the motivations and characteris
tics of the individual role he is to portray.

The latter part

of the paper is an attempt to explain how the role of Ariadne
Utterword evolved in the recent performance, revealing this
writer’s approach to the character and her understanding of
the directorial concepts developed for this staging.
Ifhe edition selected for the script was: Bernard Shaw,
Heartbreak House (Great Britain: Penguin Plays, 1964). When
the script or its preface are quoted in the text of this paper,
they will simply be followed by page references.
V

CHAPTER I
THE GENESIS OF HEARTBREAK HOUSE
I never felt so morose in my life.
I
can’t write: nothing comes off but
screeds for the papers, mostly about
this blasted war.
I am old and finished.
I, who once wrote whole plays d ’un seul
trait j am creeping through a new one
(to prevent myself crying) at odd moments,
two or three speeches at a time.
I dont
know what its about.
I began it on the
4th March: and I have hardly come to the
beginning of the first scene yet.
(Letter: G.B.S. to Mrs. Patrick Campbell,
14 May 1916.)1
The play Shaw mentions as having had such inauspicious
beginnings was to become the very play which many critics
consider to be his finest. Heartbreak House.

It was also

the play which Shaw considered his greatest work.

Inter

estingly enough, it has received fewer productions than many
of Shaw’s other plays.

This was not totally unanticipated--

upon hearing from her brother of the completion of the play,
Shaw’s sister Lucy wrote a friend:

"He is writing a big new

play in which he says he is letting himself go for all he is
worth.

I expect he will have to build a theatre, for no

manager would dare to produce unlimited and uncontrolled
^Stanley Weintraub, Journey to Heartbreak (New York:
Weybright and Talley, 1971), p. 155.

Shaw.”

2

The play unfortunately has not been as favorably

received by the public as Shaw had hoped it might be.
American theatre critic Brooks Atkinson, when reviewing the
1938 Broadway production of Heartbreak House, commented:
"It is the play of a clown and a prophet, full of caustic
insight - but, 0 Lord, how long!”

The sheer magnitude of

the play--in social commentary and scope, in depth, in struc
ture, and in its length--seem factors prohibitive to all but
the most venturesome of theatrical producers and directors.
It is rather like taking on Shakespeare’s Cymbeline or Win
ter’s Tale--a comparison which Shaw might enjoy, as he con
sidered himself in direct competition with the Bard.

The

length especially seems often to have been a preventative
factor in audiences fully appreciating and/or relating to
productions of the play.
Shaw described himself as "creeping through” the play,
not knowing or understanding what it was about.

But he did

appear to have had from the beginning a definite atmosphere
in mind, as well as a setting and a major character.

He

informed his biographer Henderson that the play "began with
an atmosphere” and did not contain ”a word that was foreseen
before it was written,”^ and Eric Bentley points out that
^Ibid., p. 243
?
Brooks Atkinson, "Heartbreak House,” New York Times,
April 30, 1938, p. 18.
^Weintraub, Journey to Heartbreak, p. 164.

It seems to have been written by pure inspi
ration with a minimum of conscious planning.
Not that this, as some have assumed makes
the play unique among Shaw’s works.
All
along Shaw has belonged to the school of in
spired writers from whom works of art erupt
rather than to the school of conscious m a k e r s . ^
The genesis of Shaw’s play was a description related to him
by actress Lena Ashwell of her eccentric father, Captain
Pocock:
Shaw was looking for a protagonist for what
was to become Heartbreak House and was greatly
intrigued when Miss Ashwell told him that
her father had once been refused the last
rites of the church because he insisted on
having cheese with his communion wafer.
Be
fore taking holy orders in the Anglican
Church, her father had lived a storybook life.
At eleven he was a midshipman, and his first
sea adventure was the capture of a slaveship,
an experience which he had recounted to his
daughter as he lay dying.
This is why Shaw
always referred to him as ”a captain of souls."
Not only that, but Miss Ashwell’s early years
were lived on a ship in the captain's quar
ters, complete with drawingroom and flowerfilled terrace.
This gave Shaw not only his
protagonist Captain Shotover, but also the
setting for this play, which is a country
house built to resemble a captain’s quarters
on a ship.G
Author Stanley Weintraub probes even further and speculates
that the final physical setting of Heartbreak House, ’’. . . a
room which has been built so as to resemble the after part of
7
an old-fashioned high-pooped ship with a stern gallery," was
^Eric Bentley, Bernard Shaw (London: Robert Hale, Ltd.,
1950), pp. 160-61.
^Vincent Wall, Bernard Shaw: Pygmalion to Many Players
(Ann Arbor: University of Michigan Press, 1937), pp. 137-38.
^George Bernard Shaw, Heartbreak House (Great Britain:
Penguin Plays, 1964), p. 49.

drawn not only from Miss Ashwell's stories of Captain Pocock
and his ship/home, but from Shaw's remembrance of Thomas
Carlyle, "for whom a dominant metaphor of England was the
ship which must round Cape Horn and keep off the rocks, for
O

which navigating skill is needed the best pilot available."
Thus Shaw, in the earliest stages of his play's development,
found himself with a character and a setting, and an atmo
sphere- -all badly in need of a cohesive plot and a theme.
Shaw later observed of the genesis of this play that "Some
times, one conceives or observes or hears of a character who
insists on being dramatized."^

Captain Pocock grew into

Captain Shotover, "one of the Shavian mouthpieces that open
wide in every comedy of the prince of p a r a d o x , a n d his
vehicle grew into "a complex discussion with a parable end
i n g . T h e

discussion itself becomes many-faceted as the

play progresses; however, its overruling theme is the approach
ing world-shattering event which caused Shaw to enter a long
period of deep despair--the First World War.

And the over

weening target of the discussion is the cause of that war-namely, the moral deterioration of the society in which he
lived.

The play, then, becomes one of Shaw's most heartfelt.

O

Weintraub, Journey to Heartbreak, p. 163.
^Ibid., pp. 163-64.
^^Atkinson, "Heartbreak House," p. 18.
l^Martin Meisel, Shaw and the Nineteenth-Century Theatre
(Princeton, N.J.: Princeton University Press, 1963), p. 413.

personal, passionate pleas to his fellow countrymen, as well
as one of his most damning.

Heartbreak House is

A picture of "cultured, leisured Europe before
the War," ending with bombs falling, though
nothing is said about bombs or war until they
fall.
It is an allegory of national affairs
in the hands of governors who trust to Chance,
which they call Providence, without troubling
to learn their business.12
When Hector queries Captain Shotover in Act III:
may my business as an Englishman be?"
"Navigation.
(p. 156).

"And what

Shotover snaps back:

Learn it and live; or leave it and be damned."

Author Purdom continues by stating that Heartbreak

House ". . . is a play of democracy addressed to those who
consider themselves to be ’self-rulers.’

It is a stern comedy

meant by Shaw as a warning to his generation."

13

As for

"democracy," Shaw speaks through one of his characters in
his playlet Press Cuttings (written in 1909) :
You know perfectly well that the real govern
ment of this country is and always must be the
government of the masses by the classes.
You
know that democracy is damned nonsense and
that no class stands less of it than the work
ing class.14
Nor is Shaw only attacking in his polemic the malaise of
democracy and the ruling classes who supposedly wield it:
1o
C. B. Purdom, A Guide to the Plays of Bernard Shaw
(New York: Thomas Y. Crowell Co., 1963), p. 260.
l^ibid., p. 260.
^^Mitchener to Balsquith in Press Cutting, as printed
in Translations and Tomfooleries by Bernard Shaw (London:
Constable and Co., 1926), p. 141.

He is attacking the cruelty, inhumanity,
callous financial competition and politi
cal destructiveness engendered by nine
teenth century science and economics,
with their doctrines of limited wealth
and the struggle for existence.
He is
attacking the lack of religious motive
which resulted in the "half century of
the drift to the abyss" bringing Europe
to the First World War. . . .15
Shaw dramatically illuminates that treacherous "drift to
the abyss" by the use of an extended nautical metaphor,
which theatre critic Robert Brustein defined in concise
terms in his review of the 1959 Broadway production:
The ship, of course, is England; it is hope
lessly adrift and headed for the rocks.
The
crew is the country's educated, leisured
classes, gambling away their inheritance in
the self-indulgent pursuit of pleasure, love,
art, and culture; through their political ir
responsibility, the helm of government has been
abdicated to pirates - practical businessmen
and thick-skinned horse-loving imperialists.
With wisdom separated from power, culture from
rule, England and the world are moving in
exorably towards disaster.
For the first time
in his life, Shaw is half inclined to say.
Let It Come Down.
For although Shaw's disposition was funda
mentally optimistic, he is now approaching
perilously close to despair, and in Heart
break House his comic vision is clouded by
fierce prophetic anger.
Shaw's opinion of
mankind was always very low but before this
he was generally able to strengthen his
spirits with the hope that men's criminal
lunacy and aggressiveness could eventually
be curbed through creative evolution.
When
he begins this play, in 1913, a horrible war
is about to erupt, and in 1916, when he com
pletes it, England is committing suicide on
the battlefields of France.
15

Purdom, Plays of Bernard Shaw, pp. 261-62.

In consequence, the tone of this play is
intensely bitter and a g g r e s s i v e .
Perhaps it is precisely this bitterness and aggressiveness,
this near-despair and "fierce prophetic anger" that pro
pelled Shaw through one of his wittiest, most intense and
most devastating series of scenes, all brimming with conver
sations and confrontations.

It is most probably the mixture

of these elements that created the extraordinary atmosphere
of

Heartbreak House, an atmosphere which Shaw himself states

existed from the outset, and which Eric Bentley refers to as
"haunting" and "hunted" and possessing a "darkness, mystery
and poignancy" that are so pervasive that the title of the
play becomes a "suggestion of a state of society and a state
of mind."

17

Brustein also comments on this, stating that

Because of its prophetic and apocalyptic
tendencies. Heartbreak House has a haunted,
secret, mystical, almost ritual quality
which gives it a special place in the top
rank of Shaw’s p l a y s . 18
And theatre critic Alexander Woolcott, upon viewing for a
second time the 1920 New York Theatre Guild production of the
play, was moved to comment:
For all the sportive antics in which this
extravaganza indulges, "Heartbreak House"
is as lofty and austere a play as Shaw has
written.
It is genuinely religious, and
its purpose sweeps through it like a clean
and cleansing wind.
It presents England
(or this world, for that matter) with the
l^Robert Brustein, "This Man Is Dangerous," The New Republic, November 2, 1959, p. 20.
l^Bentley, Bernard Shaw, pp. 160-61.
l&Brustein, "This Man Is Dangerous," p. 20.

challenge that no people can afford to
create leisure if that leisure is to be
wasted in fruitless and unsocial idleness.
It presents afresh for your consideration
the alternative values of gaining the
whole world and losing your own soul. It
sometimes seems like the voice of a shocked
and admonitory old man, raised in scandal
ized rebuke of all the elegant dawdlers of
his time. . .
"Like the

voice of a shocked and admonitory old man . . . "

--did not

Shaw sayin his letter to Mrs. Pat Campbell in

1916 that "I am old and finished."

(Albeit, a bit prema

turely, as Shaw was barely 60 in 1916, and he lived to the
age of 94.)

How many times do we hear Shaw's "mouthpiece"

Captain Shotover state throughout the course of Heartbreak
House that he is "old?"
Ellie, in

For instance, in his scene with

Act Two, he refers in eight different speeches

the course of his conversation with her to his
once

saying in familiar words: "I can't argue;

my mind is made up and finished." (p. 126).

in

"old age"-I'm too old;

Yet this age

seasoned and strengthened Shaw, and as he advanced in years
his plays advanced in mastery.

With Heartbreak House, more

than any other of his plays, he was truly writing in the man
ner to which he aspired.

The following statement, delivered

before the Parliamentary Committee on Censorship in 1909, de
scribes his goals:
I am not an ordinary playwright in general
practice.
I am a specialist in immoral and
heretical plays. My reputation has been

^^Alexander Woolcott, "Heartbreak House," New York Times,
November 21, 19 20, p. 1.

gained by my persistent struggle to force the
public to reconsider its morals.
In particu
lar, I regard much current morality as to eco
nomic and sexual relations as disastrously
wrong; and I regard certain doctrines of the
Christian religion as understood in England to
day with abhorrence.
I write plays with the
deliberate object of converting the nation to
my opinions in these matters.20
Ironically enough, the Committee refused to consider the
statement.
C. B. Purdom points out that granted that Shaw was "not
an ordinary playwright," his themes and the way he developed
them in his plays made him an extraordinary dramatist and
not merely the "propagandist" that some tried to label him:
It was his themes that made Shaw a dramatist:
an immoralist in the sense of opposing cur
rent morals and manners, and a heretic in chal
lenging beliefs he wished to transform.
In
that sense only was he a propagandist.
It
would not be possible to tell from his plays
that Shaw was a socialist, or (in the popular
sense) an atheist, or vegetarian, or teeto
taller because he wrote as an artist and a
free man.
Shaw's socialism was the outcome
of his passion for order.
His constant charge
against the existing social order was that it
was inefficient, wasteful, cruel, stupid, and
shameful. Highly individualistic as he was,
he was opposed to any form of anarchy, which
he considered the existing order to be.21
[Emphasis mine.]
In light of this statement, the character of Ariadne Utter
word appears as a foil to Shaw's own beliefs.

She, like

Shaw, has a passion for order; but for totally different
motives.

Order helps her not to have to think or make any

?n
Purdom, Plays of Bernard Shaw, p. 98.
^^Ibid., p p . 98-99.

10

decisions--order is prescribed for her.

In later chapters

the role of Ariadne will be discussed in depth, it is only
necessary to note here that in terms of the play's general
background. Lady Utterword stands as a representative of the
class of society which made Shaw so discouraged about Eng
land's future.
Heartbreak House is, to many critics, the culmination
of Shaw's skills as a dramatist (and certainly Shaw himself
felt so).

It is also one of his most difficult plays to

understand and execute dramatically in a completely effec
tive form.

Some of this difficulty lies in grappling with

the structure and complexity of the play and its lengthy,
rambling plot, which shall be discussed in the next chapter.

CHAPTER II
STRUCTURE AND THEME
. . . Being asked after the first
night of Heartbreak House (in Lon
don, 1921) what the play meant,
Shaw replied:
"How should I know?
I'm only the author."!
The above comment, according to Shaw's contemporary,
Hesketh Pearson, became Shaw's stock reply to such questionsperhaps more so when he felt that the answer should be ob
vious.

He remained deeply frustrated over the fact that the

play never in his lifetime achieved the expectations he had
held for it:

"If the critics had the brains of a mad Tom,

they would realize it is my greatest play.

But they don't.

They all go following after the Maid of Orleans."

2

In the untold quantities of criticism, dissection and
analysis that critics have visited upon Heartbreak House,
four major points seem to be generally agreed upon:

the

structure of the play is that of a Discussion Play; Shaw
relied heavily on his musical knowledge in the construction
of the play; Shaw himself labeled the play "A Fantasia on
English Themes in the Russian Manner"--after Chekov and

^Maurice Colbourne, The Real Bernard Shaw (New York:
Philosophical Library, 1949), p. 242.
^Weintraub, Journey to Heartbreak, p. 334.
11

12

Tolstoy; and Shaw later (when in his nineties) guardedly
admitted that he had actually drawn the play along the lines
of what he felt to be Shakespeare’s greatest play:
Lear.

King

No single critic has elaborated on all four of these

elements.

However, the analysis of the critical literature

(as discussed below) suggests that each of these points is
valid.
Discussion Play
Possibly the best definition of both the form "Discus
sion Play" and Shaw’s use of it is to be found in Martin
Meisel’s book Shaw and the Nineteenth-Century Theatre (in
the chapter entitled "Dramatic Genre and Drama of Ideas").
Meisel gives a concise definition of the Discussion Play
genre :
The subordination of incident to dialectical
exigencies is the fundamental formula of the
mature Discussion Play.
On this foundation
other qualities rest, and a descriptive defi
nition of the genre must take into account
the following technical characteristics:
a
central subject of discussion, as in the
Platonic dialogues and Shaw’s own prefaces,
but a free resort to the entire intellectual
universe of G.B.S.; a familiar centre of
reference in a genre associated with the
subject of discussion, but a freely improvisa
tory handling of the basic conventions of the
genre ; a systematic use of representative
social types in addition to representative
?
figures embodying values and points of view.
[Emphasis mine.]
In light of Meisel’s first characteristic, a central subject
%
Meisel, Shaw and the Nineteenth-Century Theatre, p. 293,
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of discussion, it is interesting to note that Shaw labeled
Heartbreak House a "Fantasia”--a musical term defined as
"A piece of instrumental music owning no restriction of
formal construction, but the direct product of the com
p oser’s impulse.

. . . The term is also applied to works

built on already existing musical themes.”^

By this defini

tion, "Fantasia" is extremely suited to the form and struc
ture of Heartbreak House.

Author Meisel elaborates:

Applied to a play, the term "fantasia" sug
gested, above all, a lack of plotted "con
struction" and an organization around a
subject rather than on an action. . . . In
this sense of organization around a subject.
Heartbreak House is a fantasia on the theme
of England Before the War.5
Meisel's first characteristic of a Discussion Play is thus
developed on both levels of its definition, the first being
that Shaw’s "central subject of discussion" is that of Eng
land and the War, and the second being that Shaw indeed re
sorts to his "entire intellectual universe" in the course
of the play.

Eric Bentley points out that Heartbreak House

might be called:
. . . The Nightmare of a Fabian. All Shaw’s
themes are in it. You might learn from it
his teachings on love, religion, education,
politics.
But you are unlikely to do so,
not only because the treatment is so brief
and allusive, but because the play is not
an argument in their favour.
It is a demon
stration that they are all being disregarded

^Eric Blom, ed., Grove’s Dictionary of Music and Musi
cians (London: 5th Edition, 1954).
^Meisel, Shaw and the Nineteenth-Century Theatre, p. 315

14

or defeated.

It is a picture of failure,^

Meisel's second characteristic of a Discussion Play-"a familiar centre of reference in a genre associated with
the subject of discussion"--becomes a little more difficult
to define in Heartbreak House due to the fact that so many
genres

(particularly of the nineteenth-century theatre) are

used or hinted at in the play’s structure.
we find several character stereotypes:

For instance,

Ellie Dunn, the

Ingenue; Hector Hushabye, the Romantic Lead; Boss Mangan,
the Heavy; Captain Shotover, the eccentric Old Man; Hesione
and Ariadne, Heavy Heroine and sophisticated Soubrette.
also find several plot conventions:

We

the Melodramatic Ro

mance- -virtuous Ellie's impending marriage to the "Villain"
Mangan; Farce--Ellie’s discovery that "Marcus Darnley" is
actually Hector Hushabye, or Hector’s romantic burlesque
ending with his "Do you love me!" spoken to mid-air as
Captain Shotover enters.

Meisel, however, determines that

these genre references are not that upon which Shaw has
based his play, but that Shaw himself has given us a clue
to the play’s genre in his lengthy preface:
HEARTBREAK HOUSE is not merely the name of
the play which follows this preface.
It is
cultured, leisured Europe before the war. .
. . A Russian playwright, Tchekov, had pro
duced four fascinating dramatic studies of
Heartbreak House, of which three. The Cherry
Orchard, Uncle Vanya, and The Seagull, had
been performed in England.
Tolstoy, in his

^Bentley, Bernard Shaw, p. 161.

15

Fruits of Enlightenment, had shewn us through
it in his most ferociously contemptuous manner.
(p. 7).
Meisel concludes that for his genre, Shaw has drawn on Rus
sian subject matter and attitude, particularly Chekov.

This

subject matter is not new to Shaw, as Meisel notes:
The capabilities, possibilities, and respon
sibilities of the aristocracies of money and
power had been prominent themes in Major Bar
bara , Getting Married, and Misalliance. . . .
The ’’themes" of Heartbreak House were in evi
dence through the whole group of the Discus
sion Plays; the "manner" is even more distinctly
that of the Discussion Plays.7
The third of Meisel’s characteristics of a Discussion
Play--the use of "representative social types"--is easily
recognizable in Heartbreak House, indeed, Meisel comments
O

that it is "transformed into the subject of the play."
The range of representative social types
. . . becomes in Heartbreak House an attempt
to draw the portrait of a whole civilization.
Heretofore, the civilization as a whole was
an implicit subject of the discussion, the
consideration to which the dialectic led.
Now it is objectified as Heartbreak House it
self.
There are at least thirty pregnant
allusions to "the house," which give cumula
tive reminder to its emblematic nature.
The
persons of the play are either projections of
Heartbreak House as the home of cultured and
leisured Europe before the War, or of Heart
break House as the ship of state drifting
perilously toward the rocks.
. . . With the past embodied in Captain
Shotover, the present in "my daughters and
their men living foolish lives of romance
and sentiment and snobbery," and the future
in Ellie Dunn, "you, the younger generation.
7
Meisel, Shaw and the Nineteenth-Century Theatre, pp. 317-18,
^Ibid., p. 319.

16

turning from their romance and sentiment and
snobbery to money and comfort and hard common
sense,” we are offered a social, intellectual,
and temporal microcosm of England.^
Shaw's use of these three Discussion Play characteristics
in Heartbreak House place it in the tradition of his plays
as one in which he gives minor emphasis to a traditional
story line and major emphasis to the inner action of the
environment and its characters.

However, as John Mills

points out ” . . . it matters little where a given play
might fall on such a continuum; it is enough to notice that
even the most ostensibly 'actionless' plays preserve a sub
stratum of melodramatic i n c i d e n t . I n particular, in
Heartbreak House:

Ellie's discovery of Hector's real

identity, the burglar episode in Act II, and Ariadne's con
frontation with her father in Act II, "Oh Papa don't say
you think I've no heart!"

(p. 123).

To Meisel, Shaw's

development of the Discussion Play genre through Heartbreak
House was "alchemically speaking its perfection and subli
mation."^^

He summarizes that:

. . . Heartbreak House was the culmination
and completion of the clear and vigorous
line of dramatic development which found
a form in the Discussion Play.
The Dis
cussion Play was extraordinary in Shaw's

^Ibid., pp. 319-21.
^^John A. Mills,
Language and Laughter (Tucson, Ariz.:
University of Arizona Press, 1969), pp. 24-25.
^^Meisel, Shaw and the Nineteenth-Century Theatre, p. 291.
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work for the theatre in being the closest
thing to a genre of his own invention or
discovery, though even here, let it be
noted, a recognizable reference to an es
tablished genre was an essential part of
the dramaturgy.12
Meisel's comment appears to be universally concurred upon
by Shavian critics, although the genre itself has alter
natively been called that of the "disquisitory" play (most
notably by Eric Bentley), or the play of "inner action"
(i.e., John Mills), as well as that of the Discussion Play.
The importance of this concept of the play to performance
lies in seeing the role of Ariadne as one of many "voices"
in the discussion, and as one of the "representative social
types."

As will

be discussed in a later chapter, she rep

resents the most

rigidly proper of the English aristocratic

class.
Music and Structure
A second major point in Shavian drama on which critics
seem to be more and more in concurrence is Shaw's use of
his knowledge of music and its structure in the construc
tion of his plays.

Earlier in this chapter the fact that

Shaw chose the musical term "fantasia" to identify Heart
break House in its subtitle was discussed.

In discussing

the music of the fantasia of Heartbreak House, Eric Bentley
comments that "The melody and rhythm of Shaw's dialogue

l^ibid., pp.

322-23.
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reinforce rather than cancel its meaning.”

13

Bentley elab

orates further in pointing out that:
In mature Shavian drama the music is ubiqutous.
Its special importance in the
disquisitory plays lies in the fact that
there it is not only pervasive but para
mount.
The disquisitory plays are Shavian
sonatas.
The most successful of them is
Heartbreak House; and, the Shavian music
being what it is, this play is also the
most chock-full of Shavian ideas.
(After
this play the "drama of ideas" can never
be regarded as the antithesis of poetic
drama
Author Michael Kaufman takes Bentley's statement one step
further, and points out that in Heartbreak House Shaw super
sedes the classical sonata form and utilizes that of the
fantasy.

The essence of a sonata is the struggle between

two themes.

The first theme gravitates around the tonic

(or main tonal center) while the second theme is intro
duced and "moves as far as possible from the original key
to a contrasting tonality.

The conflicting themes are then

developed separately or in combination until the final move
ment where the dominating
ulation

tone

is reaffirmed by itsrecapit

or synthesis with the contrasting m e l o d y . T h e

denouement of a sonata, a synthesis, does not apply to the
structure of Heartbreak House, which does have an ending,
but certainly not a synthesis, and which has more than two
main themes which revolve around one another.

Thus, reasons

l^Bentley, Bernard Shaw, p. 153.
14ibid., p. 153.
l^Michael W. Kaufman, "The Dissonance of Dialectic: Shaw's
'Heartbreak House'," The Shaw Review XIII (January 1970) , pp. 2-3,

19

Kaufman:
Since Shaw is not concerned with the ideal
ized, creative synthesis in Heartbreak H ouse,
but rather with the all-too-actual failure
of the English ruling class to unite their
culture and power, he appropriately selects
the fantasia as his musical model.
By so
doing Shaw locates the failure of the inhabi
tants of Heartbreak house in their monothematic if not monolithic self-indulgence.
. . . Shaw’s musical analogy becomes more
illuminating than has previously been a l 
lowed when fantasia is regarded not simply
as a spontaneous, improvisational musical
exercise, but in the more rigorous sense of
its Baroque definition. . . . Shaw found in
the fantasia the perfect structure to accom
modate his previous dramatic dialectics to
his gloomy urgency concerning English society.
When Heartbreak House is read as a dramatic
fantasia, a monotheraatic composition whose
singleness of theme prevents any possibility
of dialectical synthesis, the musical analogue
precisely reflects Shaw’s announced theme:
England’s plight because her ruling class has
allowed "power and culture to fall into sepa
rate compartments."16
Shaw developed his musical analogy not only through
his dramatic theme and structure, but through his characters
as well.

As advice to potential directors of his plays he

suggests :
In selecting the cast no regard should be
given to whether the actors understand the
play or not (players are not walking en
cyclopedias) ; but their ages and personali
ties should be suitable, and their voices
should not be alike.
The four principles
should be soprano, alto, tenor, and bass.
Vocal contrast is of the greatest importance,
and is indispensable. . . .
The director must accordingly take care
that every speech contrasts as strongly as

l ^ i b i d . , p.

2
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possible in speed, tone, manner, and pitch
with the one which provokes it, as if com
ing unexpected as a shock, surprise, stimu
lant, offence, amusement, or what not.
It
is for the author to make this possible;
for in it lies the difference between drama
tic dialogue and epic narrative.1?
In Heartbreak House the leading quartet of soprano, alto,
tenor and bass become Ellie, Hesione, Hector and Captain
Shotover.

(Ariadne appears to walk a fine line between

soprano and alto.)

This quartet, along with their vocal

variants (the remaining six characters in Shaw’s ten-piece
ensemble) wittily blast their way through Shaw's fantasia
playing various tunes in point and counterpoint without
ever actually reaching a dramatic synthesis or resolution.
Their "tunes” are many of Shaw's basic dramatic themes:
"the relations between men and women, husbands and wives,
and parents and children; the problems of conscience,
character and disposition; the problems of the individual
and society; and the conception of life as creative
energy."

18

The musical progression of their tunes within

the structure of the fantasia becomes "the clash within
the individual mind, the clash between individual charac
ters, and between the individual and the customs, manners,
religion and policies of his time."^^

This concept of the

17

George Bernard Shaw, "Shaw's Rules for Directors,"
Theatre Arts, August 1949, pp. 7, 9.
^^Purdom, Plays of Bernard Shaw, pp. 99-101.

l^ibid.
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play suggests that the actor be more than usually aware
of the tone, quality and tempo of his voice.

In playing

Ariadne, for instance, the image of specific instrumenta
tion was used, as will be discussed below.
For Shaw, the difficulty in this play lay not in the
orchestration of the fantasia, but in how to finally end
it.

He himself confessed that he was much at a loss as

to how to do this until the Germans neatly, and quite
accidentally, provided him with an ending, an ending which
he could utilize as not only a temporary but warning-laden
resolution, but in which he could incorporate his musical
structure to its fullest.

The solution so neatly supplied

by the Germans was a Zeppelin that was brought down over
the village of Ayot in which Shaw resided in the English
countryside.

Shaw described the event as follows:

. . . The Potters Bar Zeppelin manoeuvered
over the Welwyn Valley for about half an
hour before it came round and passed Londonwards with the nicest precision over our
house straight along the ridge tiles.
It
made a magnificent noise the whole time. . . .
It sailed straight for London and must have
got past Hatfield before they woke up and
brought it down. . . . What is hardly cred
ible, but true, is that the sound of the
Zepp's engines was so fine, and its voyage
through the stars so enchanting, that I
positively caught myself hoping next night
that there would be another raid.
I grieve
to add that after seeing the Zepp fall like
a burning newspaper, with its human contents
roasting for some minutes (it was frightfully
slow) I went to bed and was comfortably asleep
in ten minutes.
One is so pleased at having
seen the show that the destruction of a dozen
people or so in hideous terror and torment
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does not count.
"I didn’t half cheer, I
tell you” said a damsel at the wreck.
Pretty lot of animals we are!”20
The nature of such a disastrous event is hinted at by Hector
early on in Act III when he proclaims ” . . .
things must happen.

One of two

Either out of that darkness some new

creature will come to supplant us as we have supplanted
the animals, or the heavens will fall in thunder and destroy
us.” (p. 140).

And Hesione rounds out the theme by trying

to call everyone's attention to the "splendid drumming in
the sky” that she keeps hearing.

As, at the end of Act III,

the sound grows louder and closer, Hesione cries out "It's
magnificent.

. . . it's splendid; it's like an orchestra;

it's like Beethoven." Ellie responds "By thunder, Hesione;
it is Beethoven”--with which Shaw has implemented his fan
tasia and its "symphonic” ending to its fullest:
Like the War, Heartbreak House concludes
with a bang not a whimper. And like the
War which temporarily ended but did not
resolve the ills of European society, the
play's action resolves nothing. Heart
break House is a magnificent example of
Shaw's dramatic (and musical) skills.
Form
and meaning coalesce; the failure to harmo
nize to dialectical polarities reflects the
continuing failure of the English leaders
to exert their wills to replace the destruc
tive self-indulgence with creative selfrealization that alone may lead to a better
society.
For Shaw the potential already
exists, paradoxically heightened by the
ghastly combat; Heartbreak House contains
20
Archibald Henderson, Bernard Shaw: Man of the Cen
tury (New York, 1956), pp. 378-79.
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in fact its own felix culpa.21
Shaw and Chekov
The third major point on which critics converge as to
the structure and theme of Heartbreak House is Shaw's defi
nition of the play as being executed in "the Chekovian m an 
ner."

Most seem to agree that, yes, the play does derive

some of its structure and atmosphere and setting from Shaw's
perception of the Russian playwright's works, but many are
equally as adamant that Shaw's words should not be taken
too seriously here, as any likeness between the two play
wrights is strictly superficial and not at all a major
part of Shaw's theme or structure in his construction of
Heartbreak House.

Eric Bentley warns readers:

It is subtitled a "Fastasia in the Russian
Manner on English Themes," which means that
Shaw had been reading Tolstoy, seeing some
Chekov plays, and had been given a germinal
idea for a play particularly by The Light
Shines in Darkness and The Cherry Orchard.
One must issue a warning, though, to our
lynx-eyed students of literary sources.
Shaw's citing or precedents is often whimsi
cal, not to say extravagant.
He justifies
his dramatic prefaces by the precedent of
Dryden whose prefaces were actually of a
quite different sort. As to sources proper,
Shaw often gets an idea from an earlier
work which has no necessary relation to it.
He sees a performance of Everyman and thinks:
Why not Everywoman? The result is the char
acter of Ann Whitefield in Man and Superman.
How far from these jokes and whimsies is
the Chekovism of Heartbreak House? The play

^^Kaufman, "The Dissonance of Dialectic," pp. 8-9.
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is genuinely Chekovian in that its people
are cultured talkers, members of a decadent
rich class, who never do anything; the scene
is a country house; the method consists of
stringing together weary conversations in a
musical, non-logical manner.
One might list
half a dozen more Chekovisms, but the con
clusion must be that these are only the ex
ternals of Checkov's art and thought and
that if Shaw had made a play out of these
elements alone it would not be a very good
play.
The Chekovism is superficial.
The play is
deeply Shavian. . . . In Heartbreak House he
may have believed himself an English Chekov
(or he may have been teasing u s ) , whereas he
is really following his own Getting Married
and Misalliance. The three plays form a
trilogy of which the latest is the crown and
culmination.22
Purdom cautions us not to take Shaw's reference to Chekov,
Tolstoy and the "Russian manner" too seriously either.
While he agrees that Shaw, in the creation of Heartbreak
House, was undoubtedly influenced by Chekov and his plays,
he also points out that there are several basic structural
and thematic differences in the writings of the two play
wrights :
. . . the Russian play (Cherry Orchard) is
satire, while Shaw's is comedy.
There is no
attempt to imitate the Chekov technique,
subtle, indirect, intuitive, realistic.
Shaw's
is sharp, hard, brittle, poetic and unrealis
tic, very easily ruined (as indeed is Chekov's)
by clumsy performance.
The Irish comic genius
is not translatable into the tragi-comedy of
the Russian world. . . . Chekov was essentially
a story-teller in his plays, while Shaw was not.
Chekov was much more realistic than Shaw, who
was hardly ever realistic.
Chekov's dialect

^^Bentley, Bernard Shaw, pp. 153-55.
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is direct, austere, and economical while
Shaw’s is rhetorical and abundant.
Both
were poetical, without writing verse.
Yet
the dramatic effects aimed at by the two
dramatists are radically different: Chekov
seeks to establish an atmosphere of inti
mate personal confusion, while Shaw is con
cerned with the idea.
Shaw is no less in
terested in persons than Chekov, but in a
different way: personal clashes do not con
cern him but the clash of people's ideas.
[Emphasis mine.]
Theatre critic Brooks Atkinson, in reviewing the 1959 Broad
way production of Heartbreak House, felt that as a Chekovian
dramatist Shaw has two serious limitations:

"In the first

place, he had the dynamic mind of an intellectual.
ing fall' of Chekov was alien to his nature.

The 'dy

In the second

place, he always had a plan at his fingertips; he could
save society if it would listen to him.
from Chekov's philosophy."

Nothing was further
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Perhaps one of the greatest differences between Shaw
and Chekov lies in the way in which they view their charac
ters.

Bentley observes that "Chekov’s people are felt, so

to say, from the inside; they are creatures of feeling,
never very far from the pathetic.
traditional puppets of comedy.

Shaw’s are closer to

They are more crudely rep

resentative of classes of men, more deliberately allegorical
^^Purdom, Plays of Bernard Shaw, pp. 96, 260-61.
^^Brooks Atkinson, "Comedy of Futility," The New York
Times. October 25, 1959, p. 1.
(Note: My feeling is that
based on the analysis of the genesis of the play as dis
cussed in chapter 1, the Chekovian theme is valid in this
play: Shaw has essentially thrown up his hands [no plan].)
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than Chekov's."

2 'i

Writer Stark Young puts it even more

succinctly :
Chekov sees his people as rooted in some
thing, which means that he begins with what
they are, their qualities.
This is exactly
what they themselves do with regard to
other people, judging a man by what he is,
and anxious only about those opinions they
would die for. Mr. Shaw's, for all his
prattle about their class, cliches, bogies,
cultured and complacent, urgent or ironic
circumstance, sees his people in the light
of their opinions. Such a course makes for
certain effective dramatic patterns, for
distinct dramatis personae. real or not
real, and for straw men, to be set up or
knocked over at will.
But it is, I think,
his greatest and his final weakness as a
creative artist.26 [Emphasis mine.]
Shaw and Shakespeare
While many authors deal extensively with the Chekovian
overtones of Heartbreak House, few have dealt with Shaw's
eventual admission that he actually considered the play to
be his Lear.

Apparently he privately hinted at the Lear

connection almost as soon as he had completed the play, but
he did not publicly make the admission until much later, in
1949, when he published his short puppet play Shakes vs.
Shav., in which Shakespeare and Shaw, in the guise of two
puppets, confront one another:
SHAKES.

Where is thy Hamlet?
write King Lear?

Couldst thou

^^Bentley, Bernard Shaw, pp. 159-60.
^^Stark Young, "Heartbreak House," The New Republic,
June 8, 1938, p. 130.
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SHAV.

Aye, with his daughters all complete.
Couldst thou have written Heartbreak
House? Behold my Lear.

Shaw often commented that he felt Lear to be a "masterpiece,”
and perhaps in its theme and structure he found a parallel
outlet, to be expressed through his Captain Shotover, for
his own feelings of despair and outrage at mankind.

Meisel

points out that the resemblance between Lear and Heartbreak
House was not just a Shavian afterthought, but a very care
fully drawn parallel:
Besides a Cordelia in Ellie, who also is
fresh, loving, dowerless, heartbroken, and
strongminded, Shaw’s old daughter-troubled
man has his Goneril and Regan.
Hesione
and Ariadne are modern embodiments of the
wicked sisters’ sexuality and worldliness.
Their husbands, the wife-dominated Hector,
the bamboo-wielding Utterword, are reminis
cent of Albany and C o r n w a l l . 2/
And author Stanley Weintraub points out in his excellent
article "Shaw's Lear,” that there are several themes organic
to both plays:
. . . the increasing inhumanity that increas
ing civilization seems paradoxically to bring
(our cruelties merely becoming more sophisti
cated) ; the dominating drive of the female of
the species; the inevitable humiliation and
defeat of the idealist and the dreamer; the
misleading appearances we mistake for reality
(dramatized through symbolic unclothing in
both plays).28
The point, in both plays, is that through these indignities
of despair, cruelty and outrage, man will continue to endure.
27
Meisel, Shaw and the Nineteenth-Century Theatre, p. 317.
28gtanley Weintraub, "Shaw’s Lear,” ARIEL, July 1970, p.68
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And, indeed, most of the inhabitants of Heartbreak House
will do just that.

This insight is perhaps the most useful

of all for the actual performance of Ariadne.

As will be

seen, her personal heartbreak and despair is at her child
hood (and present, in the context of the play) rejection by
father and sister.

In her search outside Heartbreak House

she is portrayed as a woman striving after the ideal of an
ordered and "proper" existence.

But in this search she b e 

comes the dominating female inhumanely manipulating hus
band and lover to gratify her own needs.

Not wishing to

stretch the symbolism too far, one can nonetheless conclude
that in the context of the play, Ariadne is a symbol of the
defeated idealist.

CHAPTER III
THE CHARACTERS OF HEARTBREAK HOUSE
All his characters are remarkable peo
ple. The commonplace man or woman did
not interest him.
It was his sense of
notability in people that enabled him
to make all the parts in his plays dis
tinctive .1
Shaw chose to people his plays with distinctive and u n 
usual characters.

This has already been briefly discussed

in chapter 1 concerning Shaw's discovery of the eccentric
Captain Pocock.

It is not at all unusual for Shaw's char

acters to be drawn from people in the realm of his own social
circles, and Heartbreak House is no exception.

In addition

to Captain Pocock/Shotover, the most notable character der
ivations are:

Hesione Hushabye--whom Shaw patterned after

his dear friend and long-time amour M r s . Patrick Campbell
(and whom Shaw had originally hoped would play the role, as
he had written it for her lustrous and much renowned voice) ;
Mazzini Dunn--whom Shaw named after his friend Pakenham
Beatty's son (who in turn was christened after the great
Italian revolutionist); Ellie Dunn--a part Shaw wrote in
for actress Ellen O'Malley; Hector Hushabye--whom Shaw
patterned on his adventurer friend Cunninghame Graham as
1st. John Ervine, Bernard Shaw: His Life, Work and
Friends (New York: William Morrow and Co., 19 56) , p . 380.
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well as Fabian pioneer Hubert Bland; and, most surprisingly,
Ariadne Utterword--whora Shaw developed in part from the
attractive, haughty, high-strung Virginia Woolf.

The lat

ter ’s husband Leonard was an ex-colonial civil servant, and
a possible suggestion for Ariadne's husband. Sir Hastings
2

Utterword.

Shaw drew his characters from his own life.

However,

his plays also abound with characters whose names reflect a
classical influence (as will be discussed in the following
chapter in regards to the character of Ariadne Utterword),
as well as characters whose types are frankly representative
of social classes, values and structure.

For instance, Eric

Bentley points out that in Heartbreak House Hesione repre
sents Love, Ariadne is Empire, Randall Utterword is Pride,
Hector is Heroism, Mangan is business and realism and Shotover is aged intellect.

Bentley is quick to refute those

critics who would hold that it is precisely because so many
of Shaw's characters stand for "things" that they become
less than three-dimensional:
The things his characters stand for, the points
they illustrate, are only a part of their
being.
Beyond this they have a double vital
ity:
they have the life of the great comedic
types, that special theatrical life which,
"artificial" though it is, all too few stage
people have had since the rise of naturalism;
2

Weintraub, Journey to Heartbreak, p. 165.

%

Bentley, Bernard Shaw, p. 159.
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and second, they have a yet subtler form of
life, a form which only first-rate play
wrights have been able to create, a life
which consists in an illusion, an aura, a
flavour of lifelikeness.
When a character
has this sort of life you feel that his
existence stretches back beyond what is
visible and audible on the stage, that his
reality, as you apprehend it from your seat
in the stalls, is more than merely theatri
cal .4
One of the most successful devices which Shaw employs in
revealing the full dimensions of his characters in Heartbreak House is that of gradually revealing to the audience
the contrast between each character's appearance and his
reality :
With few exceptions, every active partici
pant in Shavian drama is either more or less
than he seems at first glance, or different
in some way from what one might suppose from
an ordinary or conventional estimate of his
situation or status.5
The thing which all of the characters of Heartbreak House
(except for Shotover, who is too "old" to have illusions)
have in common from the outset is that in stripping away
their outer layers (or in being stripped--as in the case
of poor Mangan who is "stripped like an onion") they are
grappling with illusion versus reality, and for most of
them, subsequent disillusionment.

Bentley defines this as

Shaw’s implied philosophy of comedy:

^Ibid., p. 160.
^John F. Mathews, George Bernard Shaw (New York: Colum
bia University Press, 1969), p. 33.
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The human mind [says Shaw) is unable to face
reality except in the disguise of comforting
illusions.
"Men are for the most part so
constituted that realities repel and illu
sions attract them." This is the human con
dition that underlies the comedy of conceit.
The vital characters are those who are most
free of illusions.
(Note: In the case of
Heartbreak House. Mazzini Dunn and his
daughter Ellie, and Captain Shotover.)
. . . In Heartbreak House disillusionment
is scarcely more than a beginning.
The char
acters in this play are readers of Bernard
Shaw.
They love removing veils."
Yet for all their stripping away of layers and removal of
veils, these characters still manage to maintain the illu
sions that allow them to keep up the pretense of their
lives :
As disillusionment is most apt to affect
strong imaginations, the victims learn to
protect themselves against further attacks
with the potent serum of "illusion." Captain
Shotover and his daughters have taken many
injections.
The beautiful Mrs. Hushabye
tries to preserve the memory of romance by
dressing her Hector like a Persian prince
while Hector disguises his dependence with
fabulous lies to other women.
Lady Utter
word, on the contrary, takes refuge in con
ventions, having care that her sins will
never unmask her perfect propriety.?
If Captain Shotover indeed has any illusions left, it would
only be that he presents his constantly sought "seventh de
gree of concentration" as man's salvation, simply for Ellie
to discover that his salvation is in actuality the rum that

^Bentley, Bernard Shaw, pp. 197-98.
7
Euphemia Van Rensselaer Wyatt, Catholic World, June
1938,

p.

345.
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he keeps hidden in the pantry.

And for him that is pre

cisely the "serum" he needs to maintain any equilibrium in
the navigator-less, rudderless world called England, and
Heartbreak House which he inhabits.

He is Shaw’s protago

nist (although Shaw becomes interchangeable with the cap
tain throughout the play and becomes his own protagonist),
and he is rarely more effective than when sparring with his
antagonist, Ellie, in their long scene together in Act II
in which they debate her projected marriage to Boss Mangan.
The scene becomes a parable of youth in search of wisdom,
and ultimately of youth and age in right relations.

The

thing which sets this protagonist and antagonist apart from
those in most drama is that they both survive--and moreover
as spiritual mates.
A notable facet of Shaw’s characters in all his plays
is his own attitude towards them.

I would agree with

Mathews in saying:
Whether tragic or frivolous, foolish or wise,
what illuminates his plays is not only the
vivacity of the ideas his characters are al
ways chattering about, but his own enormous
affection for these characters.
If they move
him (and us) to laughter, it is a laughter
without scorn, because, unlike Swift, he
finds something enormously touching about the
gallant way in which they insist on asserting
their own identities and purposes in the face
of the omnipresent brevity and pain and con
fusion of life, which (both as a man and as a
dramatist) he could never help seeing. . . .&
O

Mathews, George Bernard Shaw, pp. 43-44.
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This conclusion is at least as a propos to Ariadne Utter
word as any of the other characters in Heartbreak House.

CHAPTER IV
WOMEN IN SHAW'S PLAYS
The ideal old person is a child, the
ideal child is forty, the ideal w o 
man is a man, though women lie low
and let that secret keep itself.
(Letter: G.B.S. to Ellen Terry, 1896)^
Women held a place of high esteem in the world of George
Bernard Shaw, and he emphasizes this through his treatment of
women in his plays.

Often his female characters are described

as beings to be honored, loved, respected--indeed--even
feared.

And yet Shaw is most assuredly not blind to women's

faults; he is just keenly aware that their primary biological
function (to his way of thinking anyway) puts them in a posi
tion of ultimate power:
Women know instinctively, even when they are
echoing male glory stuff, that communities
live not by slaughter and by daring death,
but by creating life and nursing it to its
highest possibilities. When Ibsen said that
the hope of the world lay in women and the
workers he was neither a sentimentalist nor
a demogague. You cannot have read this far
(unless you have skipped recklessly) without
discovering that I know as well as Ibsen did,
or as you do that women are not angels.
They
are as foolish as men in many ways; but they
have had to devote themselves to life whilst
^Don H. Laurence, ed., Bernard Shaw: Collected Letters,
1874-1897 (London: Max Reinhardt, 1965), p. 659,
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men have had to devote themselves to death;
and that makes a vital difference in male
and female religion.
Women have been forced
to fear whilst men have been forced to dare:
the heroism of a woman is to nurse and pro
tect life, and of a man to destroy it and
court death.2
This philosophy of women occurs frequently in Shaw’s plays
For instance, in Heartbreak House, as Act III draws to its
close, Ellie worries that

life must come to a point

sometime,” to which Ariadne responds caustically, "The
point for a young woman of your age is a baby.” (p. 154)
One of Shaw’s most delightful dialogue exchanges on this
subject occurs in his short play Press Cuttings:
MITCHENER:
When a man has risked his life
on eight battlefields, Mrs. Farrell, he has
given sufficient proof of his self-control
to be excused a little strong language.
MRS. FARRELL: Would you put up with bad
language from me because I ’ve risked me
life eight times in childbed?
MITCHENER: My dear Mrs. Farrell, you surely
would not compare a risk of that harmless
domestic kind to the fearful risks of the
battlefield.
MRS. FARRELL: I wouldn’t compare risks run
to bear livin people into the world to
risks run to blow dhem out of it. A
mother’s risk is jooty: a soldier’s is
nothin but divilment.
MITCHENER: Let me tell you, Mrs. Farrell,
that if the men did not fight, the women
would have to fight themselves.
We spare
you that at all events.
MRS. FARRELL : You c a n’t help yourselves.
If three-quarters of you was killed we
could replace you with the help of the
other quarter.
If three-quarters of us
was killed how many people would there
George Bernard Shaw, The Intelligent Woman’s Guide,
quoted in The Quintessence of G .B .S .1 e d . Stephen Winstein
(New York: Creative Age Press, 1949), pp. 80-81.
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be in England in another generation?
If it
wasn't for that, the men'd put the fightin
on us just as they put all the other dhrudgery. What would you do if we was all kilt?
Would you go to bed and have twins?^
Shaw put the women in his plays on a pedestal with full con
sciousness that they had to be adored for the sake of the
race, and that love, too, had to be elevated for the sake of
the future.

The women in his plays often become the driving

force--in love as well as everything else.

Hesione, Ariadne

and even Ellie in Heartbreak House are portrayed as alter
nately teasing, charming and bludgeoning their men into wear
ing ridiculous costumes, jumping through the hoops of their
various whims, and even leading them around "on a string
like a Pekinese dog."

Shaw's childhood friend Mathew McNulty

intimates that this superiority of women over men has deep
roots in Shaw's own childhood remembrances of his father's
ineffectuality and weakness, and his memory of his mother
as a masterful woman who was able to cope with her problems
and affairs successfully.

Another condition of Shaw's family

life which seems to have contributed heavily towards his
handling of women and their relationships with men in his
plays is the fact that he and his sisters grew up in a house
hold that constituted a menage a trois (the third party being
his mother's musical mentor, voice teacher and lover).

Many

critics suggest that this accounts for Shaw's intellectual

^Shaw, Press Cuttings, p. 147.
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yet highly respectful attitude toward sex and at the same
time his happily iconoclastic attitude toward the tradi
tional denouement of boy-girl, man-woman relationships
(boy meets girl, boy woos girl, boy gets girl).

Often in

Shaw’s plays there are not traditional "happy endings,"
but rather realistic ones--and the boy doesn’t get the girl
(or vice versa--i.e., Ellie and "Marcus Darnley").

Purdom

offers an interesting comment:
Though his love scenes burst with emotion he
tended always to intellectualize sexual re 
lations, and approached emotion as though it
needed to be intellectually experienced.
By
that I do not mean that he rationalized sex.
On the contrary, he emphasized its irration
ality.
Sex as a natural force is capable of
rational explanation, but, as Shaw well knew,
its expression in experience is beyond ra
tional control. Therefore it has to be ap 
proached with respect.
That is why sex is
.
never given frivolous treatment in his plays.
Much of this comment is directly relevant to Ariadne Utter
word in Heartbreak House.

Shaw, in a letter to actress

Lillah McCarthy, described Ariadne and Hesione as being "two
women of forty playing off their sexual fascinations for all
5
they are worth."
Being, therefore, an extremely sensual
woman (albeit not nearly as overtly as her rather Bohemian
sister Hesione), she experiences an intense sexual attrac
tion to

Hesione’s husband. Hector.

She manages to neatly

^Purdom, Plays of Bernard Shaw, pp. 124-25.
^Bernard F. Dukore, Bernard Shaw, Director (Seattle:
University of Washington Press, 1971), p. 42.
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intellectualize this by asserting her life philosophy that
if one is careful to say and do "the perfectly correct
thing," then one can, at no risk to oneself or convention,
do whatever one likes.

(Does Boss Mangan perhaps echo this

when he says, "How are we to have any self-respect if we
don't keep it up that we're better than we really are?")
(p. 147).
To conclude, Shaw's treatment of women in his plays is
sympathetic yet realistic and not without humor.

As will

be seen, this insight contributes considerably to the per
formance of Ariadne, who on first reading seems shrill and
unpleasant.

A better comprehension of Shaw's treatment of

women in general forces the actress to see the many dimen
sions of the portrayal.

CHAPTER V
CHARACTER ANALYSIS OF ARIADNE UTTERWORD
The normal procedure for an actor when developing a
role is to begin by compiling a character analysis.

This

consists of gathering all the available facts about the
character in the script--i.e., socioeconomic background,
physical characteristics, personality traits, interrela
tionships with other characters, as well as supplementing
these with details from the actor’s imagination if he
feels not enough is supplied by the playwright.

In the

case of Shaw, one needs supply very little factual infor
mation, as Shaw is so very specific in the creation of his
characters.

Compiling this necessary information gives the

actor a starting point from which to work in developing his
character, allowing him to "grow into" the role as it is
written in the play.

This chapter will present a detailed

character analysis of Araidne Utterword; the following
chapter will deal with the use of this information in the
subsequent performance of Heartbreak House.
Socioeconomic Background
Shaw divides the upper-class heirarchy of the play
Heartbreak House (that is, "cultured, leisured Europe before
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the War"--and more specifically, England) into two camps.
There is the camp of Heartbreak House--”the aesthetic
intellectuals, the Sunday revolutionists, and the idealists
who talk and discuss and speculate and theorize, but never
get around to the intelligent action and leadership that
the times demand," and the opposing camp of Horseback Hall-"upper-class Philistines, rich, stupid, complacent, govern
ing millions, riding to hounds and the steeplechase, and
calling upon one another socially without perceiving the
cataclysm which is almost upon them."^
is a representative of this latter camp,

Ariadne Utterword
Shaw chooses

often to give his characters onomatopoeic names, and Lady
Utterword is no exception.

He describes her as being

"precipitate in speech and action."

Likewise, her husband's

undoubtedly businesslike, hasty disposition seems to be
echoed in his Christian name, Hastings.

Another common

source of character names for Shaw is classical literature,
in particular mythology, and it seems appropriate to assume
that the name Ariadne was drawn from the story of the
daughter of Minos (King of Crete) and Pasiphae (daughter of
Helios and mother of the Minotaur).

The story goes that

when Theseus came to slay the Minotaur, Ariadne fell in
love with him, helped him to slay the monster and then runs
away from home with him. The parallel in Shaw's story is
^Arthur H. Nethercot, Men and Supermen (New York:
Benjamin Blom, 1954), pp. 22-23.
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obvious:

Ariadne Shotover, the daughter of the Captain and

his West Indian wife, and the "devil's granddaughter,"
meets Hastings Utterword at the impressionable age of nine
teen, perhaps falls in love with him, but most definitely
runs away with him.
One of the causes of her departure, as we discover in
the course of the play, was her utter hatred for and despair
of the wanton Bohemianism of her father's home.

Shaw once

commented that:
The children of Bohemian Anarchists are of
ten in such strenuous reaction against
their bringing-up that they are the most
tyranically conventional of parents.2
This, indeed, appears to be the case with Ariadne, and she
strenuously gives vent to it in one of her earliest (and
most revealing) speeches to Hector:
But let me warn you once for all that I am
a rigidly conventional woman. You may think
because I'm a Shotover that I'm a Bohemian,
because we are all so horribly Bohemian. But
I'm not.
I hate and loathe Bohemianism.
No
child brought up in a strict Puritan house
hold ever suffered from Puritanism as I suf
fered from our Bohemianism.
(p. 82).
This sense of convention, this intense desire to always say
and do the perfectly correct (and conventional) thing, are
keynotes to the character of Ariadne.

Shaw, in his Intelli

gent Woman's Guide, made a comment particularly applicable
to Ariadne's character.
O

Bernard Shaw, Sixteen Self-Sketches (New York: Dodd,
Mead § Co., 1949), p. 34.
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. . . do not undervalue the sheepish wisdom
of the conventional. Nobody can live in
society without conventions.
The reason
why sensible people are as conventional as
they can bear to be is that conventionality
saves so much time and thought and trouble
and social friction of one sort or another
that it leaves them much more leisure for
freedom than unconventionality does.3
[Emphasis mine.]
Turning to the specifics of Ariadne’s upbringing, we
may presume that as a child she enjoyed a materially secure,
comfortable existence.

While it is doubtful that the Shot-

overs were of the "landed gentry" (due to the fact that Cap
tain Shotover spent his youth battling pirates, mutinous
midshipmen, the devil of Zanzibar, and West Indian black w o 
men as opposed to languishing in the parlors and libraries
of gentlefolk), it is reasonable to assume that, due to the
wealth amassed during his seafaring days and to the societal
interest he generated by his exotic background, they had
managed to become firmly entrenched members of the "cul
tured, leisured class of pre-War Europe."

By mere virtue

of her birth into this class Ariadne was entitled to expo
sure to the "finer" things in life:

art, music, literature,

philosophy, and the family brand of religion--Bohemianism.
She defines her relationship to this past in one of her
very first speeches, in which she points out to Ellie that
not only was she horribly miscast^ in this early environ^Winstein, Quintessance of George Bernard Shaw, p. 72.
4shaw treats this early in his preface, and writes that
"It is true that the two establishments got mixed at the
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ment, but that upon returning home after a twenty-three
year absence, she is perplexed to find things in the Shotover household exactly as she left them:
I know what you must feel. Oh, this house,
this house!
I come back to it after twentythree years; and it is just the same:
the
luggage lying on the steps, the servants
spoilt and impossible, nobody at home to
receive anybody, no regular meals, nobody
ever hungry because they are always gnaw
ing bread and butter or munching apples,
and what is worse, the same disorder in ideas,
talk, in feeling. When I was a child I was
used to it; I had never known anything bet
ter, though I was unhappy, and longed all the
time - oh, how I longed! - to be respectable,
to be a lady, to live as others did, not to
have to think of everything for myself.
I
married at nineteen to escape from it. (p. 55).
A short while later, when her father exclaims that what is
needed in their house now is "youth, beauty, novelty" and
that these cannot even be supplied by Hesione’s children
(because Hesione herself is only "moderately young and
therefore her children are not youthful), Ariadne retorts:
"How can children be expected to be youthful in this house?
Almost before we could speak we were filled with notions
that might have been all very well for pagan philosophers
of fifty, but were certainly quite unfit for respectable
people of any age," (p. 57).
As to the "finer things in life," in a much later speech
in Act III, she stipulates that the only proper use for a
edges.
Exiles from the library, the music room, and the pic
ture gallery would be found languishing among the stables,
miserably discontented; and hardy horsewomen who slept at the
first chord of Schumann were born, horribly misplaced, into
the garden of Klingsor. . . ." (p. 9).
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piano in any household is as a catchall for things, so that
any guest wishing to play the piano would have to remove
everything from its surface first--to her way of thinking
exactly the right way to treat a piano when there are stables
and horses available for one's leisure.

And in this same

speech she points out that one of the real reasons that
Randall Utterword (her brother-in-law) is such a "rotter"
is that he can't hunt and shoot and ride, but can only
dabble in reading poetry, playing the flute, "strumming"
the piano and sketching--all sure signs of his laziness.
In all of these speeches Ariadne pointedly negates the
very elements that comprised her childhood socioeconomic
background, those elements that could only belong to a
"cultured, leisured" class who had the time to indulge in
them.

Her childhood environment suited her poorly, and the

"disorder in ideas, talk, feelings" (emphasis mine), the
lack of respectability even in the servants, the abundance
of "pagan philosophies" which they, as children, were ex
pected to absorb, the extreme lack of conventionality in
any of the family's habits, and the dilletantism of the
family dabbling in artistic fields all served as sources of
great aggravation and unhappiness to Ariadne.

This unhap

piness intensified to the point of her absolute break with
her family in the form of her marriage to a member of exactly
the opposite kind of environment, one in which order, conven
tion and logic reigned supreme.
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Likes and Dislikes
It is evident from Ariadne’s earliest speeches that
she is a person of extreraes--that is, there is only black
and white for her, no grays.

In fact, her likes and dis

likes are most prominently evident in her views on her
socioeconomic background as outlined above.

For example,

in her first long speech to Ellie she states unequivocally:
"1 have been so happy:

1 had forgotten that people could

live like this" (p. 55).
All of her major speeches in the play are laden with
strongly definitive words:

happy, unhappy, longed, hurt,

annoyed, villainous, hate, loathe, vulgar, dangerous.

It

is possible in each of her major speeches to find the short,
emphatic statement that actually is the kernel of the speech,
despite all the descriptive rhetoric with which she decorates
her pronouncements.

For instance, in the aforementioned

long speech to Ellie in Act 1, she discusses her reaction
upon returning to the unchanged, disordered home of her
childhood, her childhood feelings about the place, and her
present circumstances which have allowed her to forget her
unpleasant past.

She rambles on through the course of an

entire printed page and much parenthetical material, but
the crux of the speech is that one line:
happy:

"1 have been so

1 had forgotten that people could live like this."

She makes her likes and dislikes, her opinions very clear
at the outset by stating them anew on her first encounter
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with each of the other characters in the play.

Thus she

informs Ellie that the everpresent state of disorder in
the house appalled her as a child and appalls her now;
calls her father a "pagan philosopher" to his face; re
minds Nurse Guinness that she is now called "Lady Utter
word, and not Miss Addy, nor lovey, nor darling, nor doty;"
chastises Hesione for not behaving "properly and decently;"
and informs Hector of her rigid conventionality.

All of

these statements are made in the first half of the first
act and by virtue of them alone we already know that she
likes order, convention, respectability and decent and
proper behavior and that she dislikes their opposites.
These values extend into all areas of her life and govern
her judgments accordingly:

i.e., she likes children if

they are orderly and well-behaved but dislikes them if they
are not; likes music, art, theatre if they are reasonably
conventional, pleasant and not too abstract; greatly en
joys flirtations if they are clothed in "perfectly correct"
behavior.

She possesses the passion of absolute conviction

in all of her likes and dislikes, as exemplified by the
very strong words which she uses to state them.
Hobbies and Pastimes
Her pastimes or hobbies are most definitely governed
by these values.

One of her favorite pastimes is her own

appearance (in the text, Shaw describes her on her first
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entrance as being "extremely well dressed").

She takes a

great deal of pride in her outward appearance and manifests
this by spending an inordinate amount of time choosing her
clothing and accessories.

She undoubtedly spends time

practicing with items such as boas, cloaks, and scarves, so
as to use them and wear them in their most appealing, flat
tering way.

She also most certainly spends a good deal of

time on her physical appearance, particularly since she has
". . . had to grow old like other people" (p. 56).

She is

likely to suffer from the same middle-age anxieties as most
people, thus she takes great care to appear as attractive
and alluring as possible but always in a tastefully conven
tional, fashionable manner.
Perhaps second only to her passion for a well-ordered,
attractive personal appearance is her management of her
home. Government House.

It too is tastefully furnished,

well maintained and conventionally proper.

This includes

not only the actual appearance of the home, but the life
style of its inhabitants.

As she comments to Ellie in

their first scene together, "What comfort? what sense is
there in having servants with no manners?" (p. 58).

Like

wise her children's behavior in her home (or any children
for that matter); "Children are certainly very inconvenient
sometimes.

But intelligent people can always manage, un 

less they are Bohemians," (p. 82).

This desire for a well

regulated life stems not only from Ariadne, but from her
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husband Hastings as well, as Randall points out to Hector
when saying about his brother that "he has the gift of
being able to work sixteen hours a day at the dullest d e 
tail, and actually likes it. . . .

As long as Ariadne takes

care that he is fed regularly, he is only too thankful to
anyone who will keep her in good humor for him." (p. 132).
Her "hobbies" as such are dictated by the social class
to which she now belongs: thus, as a member of Horseback
Hall her primary interest would be horses--or at least the
maintenance of a home which centers around the stable.

She

herself, as she points out, will never ride really well as
she did not begin as a child.

She does nonetheless feel

that she "never really lived until I learned to ride" (p. 141)
and pursues the interest as a stalwart member of the primary
class of the "two classes in good society in England"--the
equestrian class.

The value of properly maintained stables

and good riding habits far outweighs any that the other
class, the "neurotic class," might gain from their piano
strumming, sketching, reading or even flute-playing.

Her

only indulgence in any of these arts might be the possession
of a piano in her drawing room for appearance’s sake (though
she would definitely make certain that "things are piled on
it" so that other members of her class would know that it
wa s n ’t really in use), and a library well stocked with all
the correct, fashionable titles (few of which she would
actually care to read).

Any reading that she does do would
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magazines) and an occasional indulgence in one of her
secret pleasures--reading romantic novels.
Personal Characteristics
Shaw very specifically states Ariadne's vital statis
tics.

She is forty-two years of age (she left home at the

age of nineteen and has just returned after a twenty-three
year absence).

She is blond and very handsome.

She is

imposing in her appearance, and is undoubtedly extremely
conscious about her weight.

She apparently takes great

pains to maintain a slim, attractive figure.

As stated

above, Shaw describes her as being "precipitate in speech
and action."

Thus her personal tempo and rhythm is appar

ently quite rapid.

However, she walks and speaks with

careful precision in order to appear always "correct."

De

spite this precision and quickness, she can sometimes be
very languid, and sensuous, especially in her dealings with
men.

One has the impression that she is completely in con

trol in all situations, and is especially careful to exert
this control in her flirtations with men.

However, she is

subtle and does this in a charming and seductive way.

If

one were to equate her tempo and rhythm with a musical
instrument, the logical choice would be a violin played
pizzicato, with occasional strains of lyric melody.

If

she were defining herself as a musical instrument, she
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would choose something like the cello that has richness
and depth with none of the strident overtones of the
violin.
The textures characteristic of Ariadne are silks and
satins:

rich and lusterous, smooth and cool to the touch.

These fabrics are representative of her in that they drape
well and are sensuous to both the eye and the hand.

The

colors that are representative are old rose and peach, for
example, colors that are rich and sensuous, but at the same
time, subtle.
human body.

In fact, these are the very colors of the
Like Ariadne, these colors convey an intensity

that is very real, but not overt and harsh as say a crimson
or yellow.
Her energy center is, as for most people, at the physi
cal center of her body.

All her actions, as for instance

her running away from home, are "gut level."

Nonetheless,

she seems to think that her center is her mind; that she is
cerebral as opposed to physical, logical and rational as
opposed to emotional.

However, in Shaw's description of

her, there can be no doubt that far from being an intellec
tually motivated person, she is quite the opposite.

Like

her sister Hesione, she possesses a feline grace and sen
suality that she uses to the utmost consciously and uncon
sciously.

Somehow related to this animal quality, the sis

ters seem to have an aura that is primitive and supernatural.
Hector constantly refers to the two of them as the "devil’s
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granddaughters," "demons" and "daughters of demons."
one point Hector says to Randall:

At

"My friend: the Shot-

over sisters have two strange powers over men.

They make

them love; and they can make them cry." (p. 136).
Ariadne's first scene with Hector, he says to her:

In
"...

no photograph can give the strange fascination of the
daughters of that supernatural old man.

There is some damn

able quality in them that destroys mens moral sense, and
carries them beyond honor and dishonor.
don't you." (p. 8 2).

You know that,

Despite the fact that Araidne has

chosen a very conventional lifestyle as opposed to the
Bohemianism of her childhood, she still exudes this very
basic demon-like quality--every bit as much as her sister.
Randall comments on this when he tells her, "There is no
animal in the world so hateful as a woman can be.
a maddening devil.

You are

Hushabye: you will not believe me when

I tell you that I have loved this demon all my life; but
God knows I have paid for it." (p. 136).

To conclude, in

Araidne, Shaw has created this tension within a woman who
hopes that she is a proper English aristocrat, but who very
much gives the impression of being at heart a demon, a
witch, a true daughter of a West Indian negress and a father
whose soul is owned by the devil of Zanzibar.
is the central image of Ariadne.

This tension
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Interrelationships
Ariadne's relationship with her father and sister is
a painful and difficult one.

Based on the information that

she gives Ellie about herself in their first long scene
together, and based on what we see in her interaction with
her father and sister after having been away from home for
twenty-three years, it is reasonable to assume two facts.
First, as has been discussed earlier in this chapter, she
was born horribly miscast into the environment of Heartbreak
House and for this she suffered in her childhood.

Second,

she suffered not only by the nature of her own disposition
and discomfort with the situation, but by the treatment
accorded her by Hesione and Captain Shotover.

This was at

least in part because her disposition was so contrary to
theirs.

As we have already discussed, the disorder of the

house itself, the lack of regular meals and the impudence
of the servants were a source of great unhappiness to her
in her childhood.

This grated on her, and we can infer from

the script, for example in her childhood name "paddy padkins," that she often felt humiliated.

In this name we can

see that she, as a child, was the least attractive of the
sisters, and probably rather plump.

This is exemplified by

Hector's interchange with Ariadne when he very first meets
her.

When Hesione introduces her sister. Hector's response

is "Not this lady.

...

I thought, I beg your pardon. Lady
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Utterword."

(p* 79).

Later, when Ariadne and Hector are

alone, she asks him "When you saw me, what did you mean
by saying you thought, and then stopping short?
you think?"

He replies:

"It will not sound very civil.

I was on the point of saying,
woman’."

What did

*I thought you were a plain

She responds by saying, "Oh, for shame. Hector I

What right had you to notice whether I am plain or not?"
And he answers, "Listen to me, Ariadne.
seen only photographs of you.

Until today I have

. . ." (p. 82).

The point is

that he has seen photographs of her around the house, u n 
doubtedly from a time when she was still chubby and plain.
This interchange is also worth noting for pointing up her
vanity, and the potential rivalry with and condescension
on the part of her sister.
Because of Ariadne’s disposition and looks, Hesione
was her father’s favorite.

This is intimated in one of

Captain Shotover’s very first speeches to Ellie:
I, madame, have two daughters.
One of them
is Hesione Hushabye, who invited you here.
I keep this house; she upsets it.
I desire
to attain the seventh degree of concentra
tion; she invites visitors and leaves me to
entertain them.
I have a second daughter
who is, thank God, in a remote part of the
Empire with her numbskull of a husband. As
a child, she thought the figurehead of my
ship, the Dauntless, the most beautiful
thing on earth. He resembled it. He had
the same expression: wooden yet enterpris
ing. She married him, and will never set
foot in this house again, (pp. 52-53).
When Nurse Guiness reminds the captain that Ariadne is return
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ing home for her health for a year, he replies:
I am not glad. The natural term of the af
fection of the human animal for its off
spring is six years. My daughter Ariadne
was born when I was forty-six.
I am now
eighty-eight. If she comes, I am not at
home.
If she wants anything, let her take
it.
If she asks for me, let her be in
formed that I am extremely old, and have
totally forgotten her. (p. 53).
As one would expect from these speeches, when Ariadne does
return, her father pretends not to know her.

This is u n 

doubtedly not only a sign of who is the childhood favorite,
but also shows his resentment that she left him for so long.
This is apparent when she exclaims to him on their first
meeting:
years."

"But I ’m your daughter.
He replies:

"...

You haven’t seen me for

when they (relatives) are away,

we console ourselves for their absence by dwelling on their
vices.

That is how I have come to think my absent daughter

Ariadne a perfect fiend; so do not try to ingratiate your
self here by impersonating her." (pp. 56-57).

In a later

scene with Ellie, Ariadne gives one the impression that she
has perhaps put
the better

up with her father’s "forgetting her" for

part of her life.

She says:

". .

. h e always

forgot things; and now that he is old, of course he is worse.
And I must

warn you that it is sometimes very hard to feel

quite sure

that he really forgets." (p. 58).

Not only does her father slight her in this way, but so
does her sister.

In the same scene with Ellie, Hesione sweeps

into the room and makes a great fuss over Ellie, totally
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ignoring Ariadne until the latter forces Hesione to notice
her presence.

IVhen Hesione fails to give any sign of

recognition, Ariadne bursts out:

"You unfeeling wretch.

. . I d on ’t think I can be so changed that you would

not

have recognized me if you had any real affection

for me.

And Papa didn’t think

me evenworth mentioning."

(p. 59).

left Heartbreak House, but

she did

Ariadne not only

not come back for twenty-three years.
could come back on her own terms:

.

She waited until she

until she could present

herself in a way that would prompt Hesione to observe "you
are much handsomer than you used to be." (p. 58).

In order

to compensate for the humiliation of her childhood she had
to return victorious: a prominent member of the wellestablished aristocracy, and the "respectable lady" that
she had always wished to be.
Another perspective on this complex relationship is
apparent in Act III when Ariadne speaks of her "influenza,"
her sickness, which is the heartbreak of this heartbreak
house: her desire to be loved and respected and her rejec
tion by father and sister.

For example, in the scene

immediately following the burglary Shotover says of Ariadne,
"She means that her heart will not break.

She has been

longing all of her life for someone to break it.

At last

she has become afraid that she has none to break."

Ariadne

falls to her knees and throws her arms around him, crying,
"Papa: d o n ’t say you think I ’ve no heart." (p. 123).

Much
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closer
have

to the truth would be the observation that she
a heart, but her family broke it.

does

Also in Act III,

she says to Hector:
I escaped young; but it has drawn me back.
It wants to break my heart too. But it
shan't.
I have left you and it behind.
It
was silly of me to come back.
I felt senti
mental about Hesione and Papa and the old
place. . . . But I know now that it was only
the last of my influenza.
I found that I was
not remembered and not wanted, (pp. 151-52),
This is Ariadne's heartbreak; but there is also heartbreak
for her father in her self-protective rejection of him.

In

the same scene, Shotover accuses her:
You left because you did not want us. Was
there no heartbreak in that for your father?
You tore yourself up by the roots and the
ground healed up and brought forth fresh
plants and forgot you. What right had you
to come back and probe old wounds, (pp. 151-52).
Ironically, it is possible that Shotover may have rejected
the very type of society to which Ariadne has been attracted,
and, to make the circle complete, that part of Ariadne's
attraction to Randall is the very Bohemian approach to life
which she supposedly rejects.

It is curious that she is

attracted to a closet Bohemian whereas she herself grew up
in a Bohemian household.

This view of Shotover's possible

escape is supported by the fact that Shaw, being a devotee
of Shakespeare would certainly have told us if Shotover was
originally from the lower class.
run away himself.

Therefore, he has probably

To conclude, Shaw's concept of Ariadne's

relationship to her family is made painfully apparent by this
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sequence.
In addition to Hesione, the remaining two female char
acters in the play are Nurse Guinness and Ellie Dunn.
Ariadne actually has very little contact with them.

Her

treatment of Nurse Guinness is haughty and dismissive, as
one's behavior should be in dealing with servants, particu
larly servants as insubordinate as the old nurse.

Her rela

tionship with Ellie is cursory at best, involving only their
brief encounter in the opening scene of Act I in which they
are both temporarily stranded house guests and their few
exchanges in Acts II and III.

Their interesting encounter

in Act II centers around Ariadne's anger at Ellie*s innocent
pronouncement on life and love--to which Ariadne responds in
the nature of "how dare you, you impudent child, you couldn't
possibly know anything about those things.

..."

Throughout

Act III, Ariadne relates to Ellie with the same stance ex
cept when Ellie asks Ariadne's advice (in a rather naive yet
catty way) because "you have so much good sense." (p. 142).
Ellie is a source of hurt and anger to Ariadne in her rela
tionship with Hesione and her father.

Hesione has prepared

the best guest room for Ellie and her father gave Ellie his
favorite tea.

In contrast, Shotover informs Ariadne that

she can sleep in "Ariadne's old room," to which she retorts
hotly, "Indeed I shall do nothing of the sort.
hole!

That little

I am entitled to the best spare room." (p. 60).

over replies stonily, "She married a numbskull.

Shot-

She told me
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she would marry anyone to get away from home." (p. 60).
Thus, Ellie seems to have supplanted Ariadne as both a
daughter and a sister.
Another type of relationship which Shaw develops in
this play is Ariadne's dependence on and use of males
three central figures, Hector Hushabye, Hastings and Ran
dall Utterword, perform diverse functions for Ariadne.

Re

garding Hector, Ariadne describes him as "A very fascinat
ing gentleman whose chief occupation is to be married to my
sister." (p. 152).

This, as much as her natural attraction

to Hector, and his to her, motivates her flirtations with
him and attempted seductions of him.
ultimate victory over her sister.

In a way this is the

She justifies the flirta

tion to Hector by identifying herself as a "woman of the
world" who understands the principle of being able to do and
say whatever you wish so long as you do it correctly.

There

fore, as long as she asks him to kiss her because he is her
brother-in-law and Hesione asked him to, their romantic be
havior is perfectly acceptable.

It is a small triumph for

her when Hesione discovers them in a passionate embrace.
She has the last word by declaring to Heisone;
band is quite charming, darling.
scended to kiss me at last.
it's cooler now." (p. 83).

"Your hus

He has actually conde

I shall go into the garden:
What she is really saying is,

"he condescended to kiss me, as a relative of course, but
look, dear sister, I have my claws in your husband.

. . .
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Now you two talk it over while I go enjoy the garden."

It

is reasonable to assume that the mere physical appearance
of Hector is enough to pique her interest but it is doubtful
that any real man could encompass the totality of her ro 
mantic ideal.

In this way she and Hector are quite similar;

he states to Randall in a scene in which they are discussing
Lady Utterword that ". . . it is the imaginary hero that
supplants us all in the long run." (p. 133).

Finally, it

might be observed that a major flaw in Ariadne’s triumphant
return is that her husband is certainly not romantic and
actually is too stolid and pedantic.

It is therefore neces

sary to her ego that she have the attentions of Hector.
The arrival of Randall confirms this interpretation.

In her

life apart from Heartbreak House, she also has need of ro 
mantic attentions by a "suitable" male.
Regarding her relationship with Randall, earlier it has
been discussed that Ariadne is horribly miscast in being born
into Heartbreak House.

Randall is her counterpart in being

miscast in Horseback Hall.

Just as Ariadne was unsuited to

the Bohemianism and dilettante-artistic interests at Heart
break House, Randall was equally unsuited to stables and
hunting and shooting.

He much prefers to read books, listen

to music and flirt with his brother’s wife.

Much of these

other male relationships depend on the inadequacy of Ariadne’s
relationship with her husband.

Hastings provided her a means

of escape from the confines of Heartbreak House, and perhaps

61

in the first flush of youthful romance--a momentary excite
ment.

But it is doubtful that the romantic aspect of the

marriage was long lived.

As Randall points out, Hastings

has the uncanny ability to work at the dullest detail for
hours on end and is only too grateful to anyone who can
take Ariadne off his hands and keep her occupied.

His sole

physical relationship with her at this point is more often
than not a peck on the cheek, and terse pleasantries such
as "Good morning, dear," or "How are you feeling?"

It is

also doubtful that this really perplexes Ariadne; it simply
leaves her free to pursue her own interests, romantic or
otherwise.

The keystone of her long-lasting affair with

Randall is that he is diversion and good company (because
she wields the upper hand) and he is only too willing to
flatter her and shower her with trinkets, and other adornments
for her personal gratification.

While her relationship with

Randall has undoubtedly at one point or another been a physi
cal one, it is conceivable that her relationship with Hector
only becomes physical in terms of impassioned kissing--after
all, it's the excitement of the flirtation, the potential
seduction, the titilation that constitute a successful affair
from her standpoint.

Better yet, that Hector should be her

very own sister's husband.

By contrast, Randall's avail

ability is the main reason for that relationship; the fact
that he is her husband's brother is of no importance.
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In the final evaluation, practicality remains supreme,
and in this sense Hastings surpasses the other men.

He

holds a position of importance in the government of the
country and Ariadne implicitly respects and believes in
position.

By contrast, Randall "is a rotter" and Hector's

chief position is to be Hesione*s husband.

It is of some

importance that Captain Shotover finally has to admit that
Hastings does in fact have some valuable qualities.

Ariadne

in Act III mentions to her father that Hastings identified
what was wrong with Heartbreak House on his first visit:
the house has the same fault as a ship, no horses.
finally admits:

"There is some truth in this.

Shotover

My ship made

a man of me; and a ship is a horse of the sea."

Ariadne re 

plies: "Exactly how Hastings explained your being a gentle
man."

Finally, Shotover condescends that this is "Not bad

for a numbskull.

Bring the man here with you next time; I

must talk to him." (p. 141).

To conclude, of the three major

male interests for Ariadne, one, her sister's husband. Hector,
provides romance, her own husband, Hastings, provides much
needed status and emotional and economic security, and Ran
dall is her ego-gratification, her whipping boy.
In her relationships with other men in the play, Mazzini
Dunn and Boss Mangan, she either pointedly chooses to ignore,
to belittle in order to gratify her sense of superiority, or
to bait them as though they were playthings.

However, oc

casionally she will be genuine in her dealings with them.
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This is illustrated in Act III, when Mazzini Dunn confesses
to her that he often dreams he is in very distinguished
society and has on only his pajamas»
very confused.

This makes him feel

But in Heartbreak House he is in the middle

of the garden in his pajamas, amongst all the house guests,
yet is not embarrassed;
natural.

in fact, he claims to feel quite

Ariadne comments that he feels natural because

Heartbreak House is not distinguished society, but most
assuredly he would be embarrassed in Government House, her
house.

When Mazzinni responds that he will take great care

to stay out of her house, she genuinely replies that he
would be quite wrong to do so.

Not only would she make him

comfortable, but she would see to it that he didn't have to
decide such futile questions as which pajamas to wear in the
garden or at dinner.

(Another example of Ariadne's prac

ticality asserting itself.)
In Ariadne's encounter with the burglar, the only other
male character in the play, she promptly dismisses him as a
member of an obviously lower class and points out not only
her own superiority but that of Hastings as representatives
of the imperialist class.

She states that were the burglar

a native, Hastings would simply beat him to his senses and
send him on his way.

(This is apparently Hastings' standard

method of dealing with insubordinates and Ariadne refers to
it again in Act III when she informs the assembled guests
that Hastings could most assuredly save the drifting ship
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of England with his common sense and a good supply of bam
boo .)
To conclude, Ariadne's contacts with the minor charac
ters in the play support both her pretentious image as a
"lady" and her role of being slighted by father and sister.

Crisis and Revelation
As has been discussed in chapter 3, the people of Heart
break House indulge in removing layers of their carefully
concealed identities.

Most of the time they are in control

of this process, however, occasionally an unexpected turn of
events or even a crisis precipitates exposure of the indi
vidual.

Ariadne stands out in the play as one who almost

never loses her composure; the one exception is appropriately
when her father accuses her of not having a heart (as dis
cussed previously).

She reveals, however, in many small

ways that her character is actually more complex and more
sensitive than one would first believe.^

For example, she

is distressed at the reception given her by Hesione and her
father and unguardedly reveals this to Ellie in their first
encounter.

This sensitivity also is exemplified in her be 

havior towards Mazzini Dunn and Boss Mangan when she attempts
to soften the harsh treatment given these two by the rest of
the company.

In Mangan's case when he begins to strip his

5lt is interesting to note that when Shaw first intro
duces her in the script he states that she gives the impres
sion of "comic silliness." He just as quickly points out,
however, that this is "erroneous." (p. 54).
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clothes off in despair, she empathizes with the state of
confusion the house has thrown him into and attempts to put
his clothes back on, while cautioning him not to catch a
physical as well as a moral cold.
motherly instinct in her behavior.

There is also a genuine
For instance, when

Hector calls her in to control Randall, she simply treats
him as she would her own children when they were naughty
and sends him off to bed, telling the astounded Hector that
he would understand if he were a mother.

An important final

facet of Ariadne revealed in her speeches is that she often
says exactly the opposite of what she really means.

An ex

cellent example of this occurs in Act II when she chastizes
Randall: "I will not allow it.

I simply will not allow it.

You had no right to discuss me with Hector.
discussed by men." (p. 135).

I will not be

In actuality, she is most

delighted to be discussed by men, and especially by Hector
Hushabye.

To conclude, Ariadne's character is generally

revealed in many small ways rather than through the harsh
sudden circumstance of crisis.
Super-Obj ective
In acting terms, Constantin Stanislavski defines super
objective in the following way:
In a play, the whole stream of individual,
minor objectives, all the imaginative
thoughts, feelings, and actions of an
actor should converge to carry the superobjective (his italics) of the plot.
The
common bond must be so strong that even
the most insignificant detail, if it is
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not relative to the super-obi ective. will
stand out as superfluous or w r o n g . 6
The super-objective of Shaw's play was to criticize the moral
decadence and deterioration of the governing classes of p r e
war England.

Within the context of the larger purpose of

the play, Ariadne stands out as both a victim and a result
of that period.

Her own personal super-objective, the "spine"

of her character, is self-protection at the least risk.

This

is the single unifying concept that explains her complex rela
tionship with both her father and sister, the major male
characters, and the other characters in the play.

Her rela

tionship with father and sister is primarily defensive and
her presence is in fact an attempt to heal old wounds.

Her

posture with regard to husband, lover and futile suitors is
also one which very much leaves her in control, invulnerable,
protected.

Her attitudes toward the minor characters are

almost strictly condescending, which is an indication of
her sensitivity and in fact, the attitude which provides her
the most shelter from their possible impudence and lack of
respect.

This very feature makes her a tragic-comic char

acter, and leads to her own heartbreak, because she cannot
risk.

^Constantin Stanislavski, An Actor Prepares (New York:
Theatre Arts Books, 1936), p. 256.

CHAPTER VI
PERFORMANCE EVALUATION
It is the purpose of this chapter to deal with the
directoral concept of the University of Montana produc
tion, the evolution of the role of Ariadne Utterword dur
ing the rehearsal process, as well as with specific pro
duction challenges, problems and successes.
The directorial concept was carefully outlined to the
cast during the first rehearsal sessions.

In the direc

tor's eyes there were four important elements of the script
to be dealt with:

the fact that Shaw sets his story within

the framework of Ellie Dunn's dream; the possibility of
interpreting the play in the Chekovian manner--in the third
act particularly but also throughout the play; thirdly, the
fact that the language of the play calls for a specific
style of production utilizing comedic techniques as well
as extreme musicality; and finally the unveiling of the
individual characters as the play progresses.
Support for the directorial concept that the play is
actually a dream can be found in a statement made by C. B.
Purdom: "The play starts with Ellie falling asleep, which
should be treated as the opening of the dramatic action
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which takes place in her d r e a m . I n

developing this con

cept, the director chose to indicate a dreamlike quality
from the moment the house lights dimmed by bringing the
characters of Hesione and Ariadne, Hector and Nurse Guin
ness onstage in a stylized promenade and placing them in
frozen poses on the set.

Following the promenade, Ellie

Dunn entered the house and circled the set, pausing curi
ously by each character.

She then sat on the sofa, picked

up a book, read briefly and fell asleep.

When the book

dropped to the floor, startling her awake, her dream began.
Each of the other actors broke out of his pose upon enter
ing the action of the first act with his first speech.
While the author of this paper agrees that the concept
of the dream was a valid device, she felt it detracted from
her own initial entrance.

The entrance of Ariadne is de 

signed to surprise and take the audience aback.

According

to Shaw's first description of Ariadne, she appears extremely
well-dressed but almost comically silly because of trite and
rapidly delivered first lines:
Is anyone at home? Hesione! Nurse! Papa! Do
come, somebody; and take in my luggage.
Oh,
is that you Nurse? How are you? You don't
look a day older.
Is nobody at home? Where
is Hesione? Doesn't she expect me? Where
are the servants? Whose luggage is that on
the steps? Where's Papa? Is everybody asleep?
Oh! I beg your pardon.
I suppose you're one
of my neices.
Come and kiss your aunt, darl
ing. (p. 54).
^Purdom, Plays of Bernard Shaw, p. 264.
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With the actress already onstage, in the dreamlike pose,
rather than being heard offstage then seen to burst into
view chattering madly, it was difficult to fulfill the
playwright's evident desire for Ariadne's first appearance
to be a bit jarring.

One specific device that helped

overcome this difficulty was to use the music being played
to emphasize the opening speech to its best advantage.
Another aspect of the dream concept, however, was
quite supportive.

The director chose to identify each char

acter's initial appearance with a musical instrument.

All

the actors found this quite helpful since instruments were
chosen that were indicative of the characters' personalities
Some of the more successful choices were the use of piccollo
music for Nurse Guinness, flute music for Ellie Dunn and
accordian music for Captain Shotover.

This writer's feel

ing was that the choice of piano music for Ariadne was not
quite correct.

A better choice might have been a violin

as suggested in the preceding chapter's character analysis.
Nonetheless, the choice of the specific music played on the
piano did provide some motivational insight.

A piano theme

was also used for Hesione, and this was much in keeping with
her character.

Some musical differentiation, however,

should have been made between the two sisters.
The second key directorial concept was that of the in
fluence of the Chekovian manner of drama on Shaw.

Chekovian

drama contains a device referred to by many as "wells" or
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"pools of silence"--that is, the ordinary period of silence
that would occur in everyday conversation but that are not
normally reproduced on the stage.

The director chose to

implement this concept in her production of Heartbreak House
by frequent use of pauses, particularly in
which takes place in the

garden.

the third act

The director felt that the

use of these pauses in the course of long conversations in
dicated that these were cultured, aristocratic people who
owned the luxury of time, the time to sit and enjoy a warm
autumn evening and expound at length on their views, preju
dices, political ideals, etc.

While this writer agreed

with interpreting the third act in particular in this style,
it was especially treacherous in terms of actors maintaining
constant audience attention.

This was a problem because

while the first two acts play fairly rapidly, by the time
the third act begins the play is into its third hour of
running time.

The conclusion is that adding lengthy drama

tic pauses at this point

is to risk losing

sleep.

part a problem of the script as

This is in large

the audience to

will be discussed in the following chapter.
The director’s third concept centered around the fact
that the language of this play demands a comedic style as
well as great musicality.

C. B. Purdom defines this style

as follows:
The style is comedy, with marked elevation,
demanding the utmost polish and distinction
throughout, speech requiring to be made
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luminous, . . . Naturalism is entirely out
of place. The entire piece should be
thought of as music.2
The director chose to give the production the sense of "ele
vation, polish and distinction" by coaching the cast members
in speech patterns that consisted of precise, rapid delivery
with an almost British flavor.

The one specific idiosyncracy

that was encouraged was to pronounce "been" as "bean" rather
than "Ben" as is the American convention.

This proved to be

difficult to do consistently, and the pronunciation stood
out awkwardly from the otherwise standard American pronuncia
tions.

It was a general feeling among the actors that this

device was a good one but could have been more effective if
they had either used British pronunciation with more words,
or none at all.
A specific comedic technique that the director used was
that of playing several of the funnier moments of the show
as sheer melodrama.

For instance, Randall's first meeting

with Hesione and their passionate kiss. Hector and Ariadne's
passionate, clinging embrace. Hector's impassioned romantic
soliliquy to an empty chaise lounge and Mazzini Dunn's
frantic gun-toting entrance with the burglar.

This tech

nique of playing the comic moments for their melodramatic
content worked well for the actors, and appeared to have
the desired effect on the audience.
The fourth directorial concept, the unveiling of the
characters, will be dealt with in the section of this chap2 jb id .,

p.

264.
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ter that discusses specific production problems.
Having identified the principal directorial concepts,
it is necessary to explore their effect on the evolution of
the role of Ariadne during the rehearsal process.

During

this process the actor takes the intellectual concepts of
the play and translates them into a three-dimensional char
acter, with a voice and a body.

Therefore, it is important

for the actor to develop the tools at his disposal, viewing
the body and voice as instruments to be trained.
This writer has long felt that it is the responsibility
of an actor to have as perfectly controlled a body as pos
sible.

To this end, she has seriously studied various dance

forms, including ballet and modern, as well as more ethnic
dance forms such as jazz. West African and Haitian.
tion, she has studied classical mime.

In addi

These have not been

pursued in the manner of a dilettante but with the intention
of being able to perform them in their own right, as well
as using them as a means of disciplining and developing the
body to its fullest movement potential.

Often the actor

finds that this training is not useful for specific roles.
However, in the context of the role of Ariadne Utterword,
dance and movement knowledge were extremely valuable.
In physical terms this writer concentrated on making
Ariadne's movements fluid but precise, and found every pos
sible opportunity to take poses utilizing the set and the
placement of the other actors.

In doing this, the character
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of Ariadne was presented as appealing, seductive and feline.
This writer was conscious of always taking the longest body
line possible in these poses, particularly in scenes with
men (such as the scenes with Hector and Randall) and in the
garden setting of the third act.

Clothing was always worn

as elegantly as possible, yet giving the illusion that it
was casually draped on the body.

The primary movement im

pulse was to take as long as possible in making any stage
movements so that the audience would be presented with the
longest and most flattering body line.

Movement was always

begun from the physiological body center, below the naval.
A specific dance principle used in, for example, placing an
arm across the top of a sofa, was to be sure that the line
extended through the arm and out through the fingertips.
This is a very basic dance principle: that one must completely
fulfill a line in space from its start to its finish; and
even beyond that, one must give the illusion that the line
will continue through space.

This writer was very conscious

of the line, the spatial design and the energy flow of her
body in the working area and in relation to the other bodies
on stage.
This was in keeping with the Chekovian concept emphasiz
ing elegance and elevation.

The musical, stylized concept

of the production also enhanced the physical as well as vocal
presentation of the role of Ariadne.

The directorial emphasis

on this concept during the rehearsal period engendered a steady

74

development in speech and movement which reproduced the
rhythm and tempo of the written role.

Specifically, this

writer found that vocally a rather rapid, slightly melodic,
nearly British manner of speaking was developed as rehears
als progressed.

Also, the actress was extremely conscious

of her breath, not only when speaking but when moving.
Vocally, breath was consciously used to allow the speech
delivery in as audibly pleasing a manner as possible, while
maintaining a rapid style of delivery.

Breath was used not

only to function in speech, but as a nonverbal punctuation
to other characters' statements or to certain situations
(i.e., sighs, gasps, etc.).

Experimenting with the physi

cal and vocal aspects of Ariadne throughout the six-week
rehearsal period enabled the actress to realize the direc
torial concepts of utilizing both the Chekovian manner of
drama and the play's musicality.

In turn, this understand

ing of the physical and vocal aspects of Ariadne provided
an insight and an approach to eventually portraying the
role in greater emotional and intellectual depth.
The comedic technique of using extremely melodramatic
emphasis in certain moments of the show was particularly
difficult given the type of controlled and aristocratic
character Ariadne is drawn to be.

The most difficult moment

of the show, for this writer, and the one which felt the
least successful was that in the second act following the
burglar scene when Ariadne throws herself at her father's
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feet and cries, "Papa, d o n ’t say you think I've no heart."
(p. 123).

This was difficult because the action seems

almost to come from nowhere and seems unmotivated emotionally.
Immediately after this statement. Hector says, "Lady Utter
word: you are not to be trusted.

You have made a scene."

(p. 124) and exits dramatically.

However, the writer never

felt that she had done something "big" enough to merit such
a dramatic pronouncement.

Ariadne then follows Hector off

stage, shouting very dramatically, "Oh, Hector, Hector."
This should be even more melodramatic than throwing herself
at her father, but it was very difficult to make these two
moments effective.

This writer never felt that she entirely

succeeded with this scene.

In all these melodramatic moments

the director encouraged experimentation and allowed the actors
to finally choose their own approach.

The director had faith

that she was working with experienced actors who would find a
way.

If those moments failed, and in particular Ariadne’s

moment with her father, it was because the actors needed some
final direction.
Insofar as the cast was actually quite inexperienced,
rather than experience, this writer often felt that she was
acting in a vacuum.

Many of the other, more mature actors

in the show felt similarly.

The depth and complexity of

the script escaped the less experienced members of the cast;
therefore, their lines were delivered superficially and gave
no basis for real interaction or actor ensemble.

One actor
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was extremely rigid, and after having determined to play a
specific scene one way was unable to experiment further and
allow the scene to grow and expand.

The three actors this

writer worked best with were those playing Boss Mangan,
Mazzini Dunn and Hesione Hushabye.

These individuals were

constantly experimenting and changing in order to find ways
to make their scenes work.
In the remainder of this chapter, the analysis will
deal with specific production challenges, problems and suc
cesses.

The specific challenges in creating the role of

Ariadne Utterword were twofold: first, the difficulty of a
young actress coping with the role of a woman thirteen years
her senior; and second, the difficulty of developing a threedimensional character from a role that could easily be one
dimensional.

Regarding the first aspect of the problem,

a successful solution was to concentrate internally on the
many facets of Ariadne's character (i.e., her sensitivity
versus her sharpness, her precipitate speech and movement
patterns as opposed to her capability for langorous sen
suality.

In acting terms this was a more realistic approach

than that of attempting to define the character physically
as one much older than the actress.

Therefore, the bulk of

the initial acting task became that of discovering Ariadne's
motivations and intentions, as opposed to concentrating on
duplicating the physical quirks of a middle-aged woman.

The

performer's understanding of Ariadne's motivations has been
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discussed in fine detail in the preceding chapter and will
not be repeated.
As discussed above, the end result of this method was
fairly satisfactory physically and vocally as it did in
fact engender a steady development in speech and movement
which reproduced the rhythm and tempo of the written role.
In addition this approach resulted in a performance that
was not only visually but also emotionally and intellectually
consistent.

Upon a first reading, Ariadne seems shrill, u n 

pleasant and unsympathetic--not a character that one is
attracted to or would relish playing.

However, the preceding

character analysis suggests that the role has many dimensions
and is, in fact, quite complex.

Many of these facets were

not apparent on a first or even a second reading, and were
only developed during the rehearsal sessions.

This is prob

ably because the character can only be understood if the
subtlety and complexity of her relationships to the other
characters is apparent.

The physical reality of interaction

on stage was necessary to explore these relationships in all
their depth.
In addition to the intrinsic challenge of the role,
there were conditions of the performance with which the
actors had to learn to deal.
ficulty were costumes and set.

The areas of technical dif
The biggest difficulty with

costuming lay in the fact that each character had several
layers with each costume that could be literally peeled away.
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This symbolic ’’peeling," or unveiling, demonstrated the
gradual exposure of the individual characters through the
course of the play.

Ariadne, for instance, in her first

entrance was required to wear seven items of clothing and
accessories.

These had to be peeled away with some grace

and lack of apparent effort during her first long speech
to Ellie.

This was extremely distracting and frustrating

in view of the fact that the speech is an important one in
terms of developing Ariadne as a character.

Coping with

the costume split the actress’ focus between speaking the
lines and the physical manipulation of excessive and cumber
some clothing.

The problem was, incidentally, exacerbated

by a very short time in which to become accustomed to the
costumes (four days).

While these criticisms hold gen

erally, the dress designed for Ariadne in the third act
was actually very supportive to the role.

The sensuality

and beauty of the fabric and cut helped the actress identify
with the person of Lady Utterword.
The difficulty with the set was that it consisted of
a combination of awkwardly raked and angled platforms that
were extremely confining.

All three exits and entrances

consisted of at least a nine-inch rise which the actors
had to learn to gracefully navigate.

This tightly enclosed

performance space supposedly represented a home with which
some of them, at least, had become quite familiar.

This

was a very challenging illusion to sustain given the en-

79

vironment.

To conclude, many of the characters, Ariadne

included, are defined by the playwright, the other char
acters and even themselves as aristocratic people who
supposedly possess some grace, charm and social skill.

The

technical elements of costume and set instead engendered a
feeling of awkwardness and ill ease.
As regards the personal successes or failures in the
performance of Ariadne, the role definitely expanded the
individual’s acting range.

The role was a good lesson for

the actress in making a few concrete acting choices out of
many available; in particular, dealing successfully with a
character much older than oneself.

However, one element

of Ariadne that was elusive in this performance was humor;
the tendency was to be sharp.

This may have been due to

the actress’ own relative youth and lack of the wisdom and
maturity that would have allowed her to see and develop the
humor in the tragi-comic environment.

The challenge of

the melodramatic moments has been discussed above.

For

this writer, the most successfully developed elements of
Ariadne’s character were the physical and vocal.
Another major personal impression, in fact shared by
others in the cast, was that the play is just too long.
This was a very major obstacle to presenting a concise,
enjoyable and consistent performance.

This impression is

evidently shared by the critics who have reviewed this and
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other performances of Heartbreak House.

In the following

chapter this and other aspects of the critical response
will be examined.

CHAPTER VII
THE CRITICAL RESPONSE TO HEARTBREAK HOUSE
This chapter will discuss the critical response to
productions of Heartbreak House both here and abroad,^
including the recent production here at the University of
Montana.

The conclusion of a survey of reviews is that

there is general agreement on the part of critics as to
the virtues and failures of the play

itself.

In looking

at the five professional productions that have been staged
in this country and the first London production, unani
mously critics have stated first of all that Shaw's "mes
sage" comes through loud and clear.

For example, Alexander

Woolcott, upon reviewing the 1920 Broadway production ob 
served :
The play is his picture of the idly charm
ing but viciously inert and detached peo
ple who dwell in Heartbreak House using
their hard-earned (by someone else)
leisure to no purpose.
They are loiter
ing at the halfway station on the road to
sophistication.
They have been stripped
of their illusions and pretense, but in
stead of using this freedom to some end,
they sit around naked and doing nothing,
except, perhaps, catching moral colds.%
iThe reader interested in the particulars of the major
productions including dates, locations and players will find
this information summarized in appendix C.
^Alexander Woolcott, "Heartbreak House," p. 11.
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This perception is supported by Brooks Atkinson in his r e 
view of the 1959 Broadway production, wherein he states
"we can see the fate of any cultivated (society) nation
that amuses itself idly, moves in no visible direction and
2
makes no hard decisions."
Another concise statement of
the play's theme is found in Robert Coleman's review of
the same production, where he states that Heartbreak House
likened "England to a ship heading for the rocks.
The second point of general agreement is that often
the dialogue is excellent and the characters are interest
ing.

In his aforementioned review, Coleman states:

"The

dialogue had a diabolical crackle, there were offbeat,
c
interesting characters to sharpen its edges."
Similarly, critics are in agreement as to the play's
social relevance for our own time.

Atkinson notes as do

other reviewers that the message is as applicable to our
times as for 1919 England.

Reviewer Tom Driver in discuss

ing again the 19 59 production states that: " . . .

Shaw had

something to say that takes on more urgency now that bombs
have grown bigger than they were in 1917.

Irrelevance is

even worse now than it was then, because the price of folly
is infinitely higher."^

Henry Hughes also writing in 1959

^Atkinson, "Review of Heartbreak House," p. 37.
^Robert Coleman, "Reivew of Heartbreak House." Daily
Mirror, October 19, 1959), p. 258.
Sibid., p. 258.
Gfom F . Driver, "Review of Heartbreak House." Christian
Century, November 18, 1959), p. 1345.
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notes: ” . . .

the thing that makes Heartbreak House worth

reviving is not Shaw’s dramaturgy and jokes, but his pas
sionate desire to show us our wasted aimless lives and
tell us that there may be still a little time left for us
7

to change our ways.”
Finally, reviewers are very much in agreement that the
play is too long.

As Atkinson puts it, ”He steps light,

but - 0 Lord! - he steps long.

...

If Heartbreak House

were about the same length as Shoemaker’s Holiday, it could
drive the main point home without driving the playgoer
further and further down in his seat.

Sometimes Heartbreak
O

House comes close to being the Sandman’s Holiday.”

This

fact makes it a difficult play for actors to sustain.
Alexander Woolcott, in reviewing the world premiere on
Broadway in 1920, noted that "a good many of last evenings
blurred impressions can be traced to players so uneasily
conscious of the play’s unwonted length that they rattled
nervously through their pieces.

It will all go better when

the conclusion is forced upon them that a mumbled scene may
save time but is the last device in the world to ward off
boredom.”^

The play was also described by Granville Vernon,

in reviewing the 1938 Broadway production,as being a series
7
Henry Hughes, ’’Review of Heartbreak House,” Saturday
Review, October 31, 1959), p. 26.
O

Atkinson, ’’Review of Heartbreak House,” p. 18.
^Woolcott, ’’Heartbreak House,” p. 11.
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of "tedious passages of wordiness and repetition of ideas
worn smooth by half a century of Shavian l a b o r . V e r n o n
makes the important observation that the play is at least
a half an hour too long, and the second act ends artistically
twenty minutes before the curtain falls (that is, with the
close of the burglar scene).
These critical comments were, in large part, repeated
regarding the recent staging at the University of Montana.
David Hunt concurs with other critics in his appreciation
for the theme and the excellent dialogue and interesting
characters.
one.

He notes: " . . .

not one actor's part is a bad

Shaw sets out the English language like an Edwardian

banquet for everyone to feast bn."

11

Another reviewer of

the Missoula production, Sharon Barrett, agrees with the
general observation that the play is too long.

Noting that

there is wit in the play but "it is sprinkled rather than
woven throughout the play.

And the result is the same as

sitting through a long, boring dinner party with the guests
expounding and expounding and expounding."

12

To conclude,

the reviewers of both the professional and the Missoula p ro 
ductions have evaluated the play itself as having an impor-

^^Granville Vernon, "Review of Heartbreak House,"
Commonweal, May 14, 1948, p. 77.
^^David Hunt, "Heartbroken," Montana Kaimin, December 5,
1976, pp. 5, 7.
12

Sharon Barrett, "Shaw's Heartbreak House Tedious, But
Its Worth It," The Missoulian, November 6, 197 5.
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tant theme, interesting dialogue and characterization,
but suffering from sheer length.
David Hunt’s Missoula review also comments on the
quality of this particular production.
design for the production:

Concerning the set

"Shaw specifically calls for a

set that is itself funny, a house in the state of dementia
that has been built to resemble a ship so that viewers see
and feel the dangers that are about to pass.

Instead, we

get a wildly surrealistic monster which, with its enormous
round holes on either side, suggest an underground sewer
system.

. . . The set simply prevents Shaw’s play from

happening."

13

Earlier in discussion of the problems of

this particular production, the difficulty for the actors
in working with set was analyzed.
that criticism.

Hu nt ’s review supports

Likewise, this reviewer deals with the

difficulties encountered with the costumes in this produc
tion:

"An actor can not compromise with a costume.

It is

either his friend or his enemy and he must love it or leave
it.

A lot of costumes in this production were disastrously

creative.
Both reviewers of the Missoula staging commented
favorably on most of the acting in the production.
gards to the performance of Ariadne, Hunt stated:

^^Hunt, "Heartbroken," p. 5.
l^Ibid., p. 5.

In r e 
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Mary-Kay Harris as Ariadne has the kind of
physical attraction that sends bachelors
in the audience to the dressing room after
the show, and she used them to good advan
tage.
But frequently she was too snippish
to be funny enough for the character.15
Sharon Barrett is lavish in her praise of Kim Waters as
Hesione, and adds that: "Water's performance is closely
matched by that of Mary-Kay Harris who plays her sister.
Lady Utterword.

. . .

In her general comments on the production, Ms. Barrett
finds it laudable that the Drama Department should brave
one of Shaw's lesser-known works and certainly one of his
most difficult.

David Hunt states that "Everyone should see

Heartbreak House for it is one of the rare plays from which
one actually learns something.

Whether the current produc

tion is the one for you, I cannot say.

You probably will

be disappointed, as I was, but, on the other hand, grateful
to hear the great Irishman's lines, still so brilliant and
full of courage sixty years after he wrote them."

17

Conclusions
It is the conclusion of this study that Shaw's Heart
break House had its genesis in the author's personal despair
due to the outbreak of World War I.

The play is a portrayal

l^ibid., p. 7.
^^Barrett, "Shaw's Heartbreak House."
^^Hunt, "Heartbroken," p. 7.
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of a deteriorating society headed for disaster.

This theme

is presented through four major structural devices: the
Discussion Play, use of musical forms, variation on the
Chekovian manner, and adaptation of the plot lines of
Shakespeare's King Lear.

Many of the characters in the

play are drawn from the members of the society in which
Shaw lived.

Shaw basically treated all of his characters

with affection; his women are strongly drawn but with
sympathy and realism.

In the case of Ariadne Utterword,

the character is presented as someone who can appear both
ridiculous and sensible and, as someone who can be both
attractive and repelling.

That is to say, Shaw has created

in Ariadne a believably human role, with a basic human
motivation: self-protection.

The performance of the role

at the University of Montana presented the challenge of a
younger actress playing a woman very much older than herself
and the difficulty of creating a three-dimensional role from
a role that could easily be one-dimensional.

Specific prob

lems of the production were costumes that were cumbersome
and a set that was difficult to navigate.

Despite the prob

lems, this writer had the satisfaction of presenting a
strong performance in a challenging role.

While the length

and complexity of Shaw’s plays make them a hazardous under
taking, the same features ensure that time spent in analysis
and re-reading is time well spent.

This writer is glad to

have chosen a source that once tapped has provided new in
sights with each performance.

A P P E N D I C E S

APPENDIX A
REVIEWS OF THE UNIVERSITY OF MONTANA
PRODUCTION OF HEARTBREAK HOUSE
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ouchiest Man in Misd. narrowly edging out
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t remains that, short of a
' miracle in s u b se q u e n t
s, this is a very bad
io u s e . More is th e pity
a great play, o n e of the
English com edy, three
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Tannized by amazing
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hrill, spirit and wit of his
ipal exasperation is the
w specifically calls for a
self funny, a ho u se in a
lentia that has been built
a ship so that viewers see
dangers that are about to
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)und holes in either side,
n underground sewer
)ecting
jg h in
sredith,
he s e t

Batman to com e
hot pursuit of
cackling like a
simply prevents

proving on Shaw, I do not know. If
that is the case, I advise them to give
it up. Shaw ’s plays, more than most,
already are “directed.” He knew what
he was doing and what he wanted. All
fine arts departm ents have to do is
find actors who love to speak clearly,
co stum e them correctly, then simply
start at the beginning and stop at the
end. They c a n ’t miss.
^
An actor canno t com prom ise with
a costume. It is either his friend or his
enem y and he must love it or leave it.
A lot of c ostum e s in this production
were disastrously creative. The
“original” design thrust
upon
Kenneth Ott as Hector H ushabye
m ade him look like a hot dog salesman at the State Fair rather than a
romantically idte, English lady killer.
Captain Shotover’s white waiter’s
jacket represented an orderly in a
sanitarium, not the magnificent old
salt that he is.
To these bitter complaints let me
add that the lights were inaccurate
much of the time so that we could not
see the ac to rs’ faces. And there was a
great
deal
of
u n i n t e n tio n a l
upstaging. Poor Kent Epler as
Mazzini Dunn, the effete intellectual
snob, was m ade to deliver a whole
s p e e c h u p s t a g e , f o rc in g th e
audience to look forlornly at the back
of his wretched bathrobe.
The
various
directorial
and
technical botches really sw am ped
the cast, am ongst which, evidently,
was som e considerable talent. I a d 
mired Kimberly Ott’s perform ance as
Hesione Hushabye, one of the most
beguiling comic roles, for she has a
pleasant voice, a sophisticated
m anner and an easy, langorous, c a n 
did sexuality that charms rather than
• C o n t on p. 7

^Heartbreak . . .
• Cant, from p. 5
titillates. Jeff Markle caught the wis
dom and melancholiness of C ap
tain Shotover, but missed the flash
and spirit of the old sage.
T hese characters, however futile
and apocalyptic Shaw may have
m ade them, are su ppose d to be very
funny and we are suppo se d to love
them. Most of them were not and we
did not. Linda Jordan is very pretty,
rather like Mia Farrow, but 1could not
hear her at all and I passed the test
for a driver’s license. I w ondered
w hether she is perhaps too young
and inexperienced to carry the
dem anding and important part of
Ellie Dunn.
Paul Fleming, a good comic actor.

beast, Boss Mangan, substituting
sp e ed for accuracy. I s u sp e c t h e w as
trying to pick up the flagging te m po,
but he ca m e off a s uncomfortable.
Mary Kay Harris as Ariadne has the
. kind of physical attractions that send
bachelors in the audien c e to the
dressing room after the show, and
she. used them to goo d advantage.
Buf frequently s h e was too snippish
to be funny enoug h for the character.
Melinda El-Negoumy a s the cro t
chety nurse and Mike Shine a s t h e
burglar gave energetic and am using
: performances —rather
too
vaudevillean for th e style of the play,
but full of high spirits, which helped.
The real sho cker ca m e at the end.
Shav/ finished his com edy with a
series of air raid bom bings, symbolic!
of th e d a n g e r and uncertainty which
are the only release from c o m 
fortable boredom. This ending, and
the reactions of the ch a racters to it, is
on e of the great thrills in the English
theater. I have seen crashing bores in
my time, but the director achieved
here my first boring crash. A
cinematic, psychedelic light show
w as used to sim ulate the crashing of
bom bs.
It l o o k e d
p o sitiv e ly
ridiculous, like a h u g e Wurlitzer juke
box g o n e am uck afte rth e insertion of
to o many quarters. To para phra se
Gerald Ford, “If Bernard Shaw were
alive today, he would roll over in his
grave.”
Everyone should se e H eartbreak
House, l o r it is o n e of the rare plays
from which on e actually learns
som ething. W hether the current
production Is the o n e for you, I c a n 
not say. If you intend to remain in
Montana, w here theatricals of any
quality are at least medium rare,
perh a p s it is your last and only
ch ance. You probably will be d isa p 
pointed, as I was, but, on the o th e r
hand, grateful to h ear the g rea t
Irishman’s lines, still so brilliant and
full of c o u ra g e 60 years after he
, wrote them.
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Shaw-^s ^Heartèreak H oase
Tedious. But it"s Worth
y SHARON BARRETT
issooliaa Staff Writer
kes a certain am ount of
:e to sit through more
iree hours of George Ber»
Shaw’s som etimes tire»
^reaching about life and
3ut the-effort should be
f for DO other reason than
Kimberly Waters’ fine
nance as Hesione Hushathe University of Monram a departm ent’s proÎ of ''H eartbreak House.”
ÎTS plays the siren daughan aging-but-spirited sea
Ï whose house resembles
11 of a ship and is run as
all aboard w ere adrift in

thé world with little or no
thought given to the approach
ing storm of World War'L
Dressed in flamboyant, flow
ing costumes rem iniscent of
Rosalind
Russell’s
Auntie
.Marne, Waters moves about the
stage with style and control and
delivers a totally convincing por
trait of a woman who has
learned to use her beauty and
brains for w hatever purpose
suits her fancy.
W aters’ performance is close
ly matched by that of Mary Kay
Harris who plays h e r sister, La
dy Utterwood, another conniv
ing fem ale in Shaw’s view of the
world.

But neither Waters nor Harris
nor the rest of the cast —- most
of whom turn in creditable jobs
of acting — can relieve the ted
ium that sets in at the beginning
of Act II and mounts to near
pain by the end of the Act III.
There is, of course the usual
Shaw w it — the aphorisms, the
cynical observations on the state
of mankind — but these things
are sprinkled rather than woven
throughout the play. And the re
sult is the same as sitting
through a rather long, boring
dinner party with the guests ex
pounding and expounding and
expounding.
Shaw, as most everyone

knows, was a prolific w riter. But
of his 53 full-length plays, only a
few are perform ed these days. It
is, I think, laudable that the dra
ma departm ent should brave a
production of one of his lesserknown works. What is unfortun
ate, however, is that the direc
tor, R. Naidia Mosher, did not
see fit to take the sam e liberties
with Shaw’s words as w ere tak
en with set and costum e design.
A little editing here and there
would have improved things im 
mensely.
But enough of Shaw, and
more on the acting. Jeff M arkle
does a good job as the sea cap
tain, and Melinda El-Negoumy,
who has only a bit p art as Nurse
.Guiness, carries it off very well.
Linda Jordon plays the p a rt of
Ellie Dunn, who at first appears
to be a “ simple, straight-for
ward, good girl,” but is revealed
to be a woman who will go to
any lengths to m arry a m an of
means. Though she is oversha
dowed by Waters and H arris she
manages to hold her own.
The play opened W ednesday
night in the University T heater
and will continue through Sun
day. Curtain time is 8 p.m.
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PHOTOGRAPHS AND PROGRAM
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UNIVERSITY OF MONTANA PRODUCTION
OF HEARTBREAK HOUSE
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ARIADNE AND HESIONE

4
-

ARIADNE,

ACT I: "You surely can't have forgotten me!"

ARIADNE,

ACT I: "I am a woman of the world,

Hector,"

7

V

ARIADNE, ACT II: "My dear H e c t o r , I ’ve only done
what you asked me to do."

m

BOSS MAN0A2I:

Are you all going to look at me
as though I*m some oart of a
menage rie
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C, B. SHAW’S
HEARTBREAK HOUSE

UNIVERSITY OF MONTANA, SCHOOL OF FINE ARTS
Department of Drama
presents

G. B. SHAW’S

HEARTBREAK HOUSE
A Fantasia in t h e Russian M a n n e r o n English T h e m e s

D i r e c t e d b y .............................................................. R. N A I D I A M O S H E R
S c e n ic D esign by

ADEL A. M I G I D

C o s t u m e D e s i g n b y ..................................... STEPHANIE SCHOELZEL
L ig h t i n g D e s i g n b y

NEAL HIRSIG

CAST
Ellie Dunn .................................. LindaJordan
Nurse Guinness
Melinda El-Negoumy
Captain Shotover............................... Jeff MarJde
Hesione Hushabye .......................... Kimberly Waters
Lady Utterword ........................... Mary Kay Harris
Hector Hushabye ............................. Kenneth Ott
Mazzini Dunn................................. Kent Epier
Randall Utterword....................... Lee Alan Erpenbach
Boss Mangan ................................ Paul Fleming
Billie Dunn................................. MichaelShine
Time and Place: The Cliffs

Director’s Notes:
Heartbreak House is emblematic for cultured, leisured Europe
before World War I."When the play was begun not a shot had
been fired and only the professional diplomatists and a few
amateurs .. even knew that the guns were loaded"
the
“nice people" in Shaw’sHEARTBREAK HOUSE "shrank from any
political contact
they took the only part of our society in
which there was leisure for high culture and made it an
economic, political and, as far as possible, a moral vacuum
filled up with sex and all sorts of refined pleasures, itwas a very
delightful place at its best for moments of relaxation. In other
moments itwas disastrous.’’(extractsfrom G. B.Shaw’sPreface to
HEARTBREAK HOUSE.)

SPECIAL A C K N O W L E D G E M E N T S

Overland Express; U M Department of Music, Stephen Adoff, Assistant
Professor, Mary Jean Simpson, Instructor

Produced by special arrangement with Samuel French.
There will be two ten minute intermissions between acts.
Smoking in lobby only. Photographs prohibited.

APPENDIX C
NOTES ON PREVIOUS PRODUCTIONS OF
HEARTBREAK HOUSE

This appendix is intended to serve the interested
reader as a source of information for the five known pro
fessional productions of Heartbreak House in the United
States, as well as some interesting facts about the first
production of the play in London.
WORLD PREMIERE
The play was first produced in this country by the
Theatre Guild, under the direction of Dudley Digges.
Digges also played the role of Boss Mangan.

Mr.

The play

opened at the Garrick Theatre on November 10, 1920 and ran
for 125 performances.

The reviews were generally favorable.

In his review, Alexander Woolcott observed that "With the
first production on any stage of the new Shaw play called
"Heartbreak House" the Theatre Guild recorded last evening
its most ambitious effort and, all things considered, its
most creditable achievement."^
FIRST LONDON PERFORMANCE
This production, directed by James Bernard Fagan, opened
at the Royal Court Theatre in London on October 18, 1921.
Among the more illustrious actors of its cast was Dame Edith
Evans in the role of Ariadne Utterword.
The play received very unfavorable notices and experienced
an extremely short run.

Typical of the opening night reactions

IWoolcott, "Review of Heartbreak House," p. 11.
10 2
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were that of Arnold Bennett, penned in his Journal on
October 19, "Last

night I had to go to Shaw's Heartbreak

House, 3 hours 50 minutes of the most intense tedium.
went to sleep twice, fortunately."

2

I

Author Stanley Wein-

traub states that:
In an unusual gesture, Shaw asked the critics
back for a second look and took to the news
papers to explain the play himself; but noth
ing availed. . . .3
1938 BROADWAY PRODUCTION
One of the most interesting facts about this production
was its illustrious cast:
Ellie ...................
Nurse Guinness
........
Shotover
...............
Utterword ...............
Hesione .................
Mazzini .................
Hector
.................
Mangan
.................
R a n d a l l .......... ..
Burglar .................

Geraldine Fitzgerald
Brenda Forbes
Orson Welles
Phyllis Joyce
Mady Christians
Erskine Sanford
Vincent Price
George Coulouris
John Hoyaradt
Eustace Wyatt

The production was directed by Orson Welles and opened at the
Mercury Theatre on April 29, 1938.

The reviews were somewhat

mixed and the play closed after forty-eight performances.
1950 OFF-BROADWAY PRODUCTION
A small repertory ensemble. On Stage, produced the play
at the Bleecker Street Theatre, opening in May 1950 and enjoy2

Quoted in Weintraub, Journey to Heartbreak, p. 33.

^Ibid.
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ing a short but well received run.

The cast included well

known actress Bea Arthur in the role of Hesione, as well
as film director George Roy Hill in the role of Hector.
Euphemia Wyatt, upon comparing the production to the 1938
Broadway production, commented;

"This time the dialogue

seems more purposive, the wit sharper and the characters
more human.
19 55 HEDGEROW PRODUCTION
The Hedgerow Players comprised one of the oldest reper
tory companies in America.

A company of notable repute,

the Hedgerow had received accolades from Shaw himself.

In

a review of this production in the periodical Nation, the
reviewer pointed out that:

"Heartbreak House is a dramatic

tone poem, like Richard Strauss's "Also Sprach Zarathustra,"
with key sentences instead of key themes, and with thoughts
too deep for words loading its high-spirited paradoxical
dialogue.

The Hedgerow production came nearer to this

musical mood than any London or New York performance I have
seen."^
1959 BROADWAY PRODUCTION
This production of the play, directed by Harold Clurman,
proved to be one of the most controversial.

Many reviewers

^Euphemia Van Rennselaer Wyatt, "Review of Heartbreak
House," Catholic World, May 1950, pp. 148-49.
^"Hedgerow Theatre," Nation, August 22, 1953, pp. 157-58
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felt that Clurman superimposed his own ideas on Shaw’s
script and therefore missed the point of the play entirely.
Among the more interesting cast members were Maurice Evans
in the role of Shotover and Sam Levene as Boss Mangan.
Critics highly praised Evans* performance (he used a makeup
that made him look exactly like Shaw for the role) , but
felt that Sam Levene was miscast in the role of Mangan and
interpreted the character more as a Brooklyn funnyman than
a London industrialist.

The production opened October 18,

1959 and ran for 112 performances at the Billy Rose Theatre
(which had been renovated specifically in time for the open
ing of this production).
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