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Abstract

TIME TRAVEL TO THE PAST IN TWENTIETH-CENTURY ANGLO-AMERICAN
DRAMA

by
Edward Dee

Adviser: Professor Daniel Gerould

This dissertation demonstrates that time travel to the past, a
theme common to science fiction and fantasy, is a transgeneric
motif used in twentieth-century commercial drama, impelling
particular choices in terms of characters, structures, and staging.
These dramas present popular, if unconscious, metaphors of Freudian
theory integrated into the structure of society. The plays are
cathartic, allowing the audience to come to terms with the past.

The first chapter deals with historical context by examining
the evolution of the time-travel play through the work of J. M.
Barrie. The four plays this chapter centers on, The Admirable
Crichton, Peter Pan, Dear Brutus, and Mary Rose, mark a progression
that leads to what | call the “true” time-travel play.

The second chapter examines the common structures of
backward time-travel dramas: a frame story set in the present that

anchors the temporal fantasy and a romantic/sexual triangle that
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forces the time traveler to choose between remaining in the fictive
past or returning and confronting a difficult present.

Chapter three studies the dramatic figures consistently
appearing in these plays: the time traveler; sexually aggressive
figures, usually women, one in the world of the past, one in the
consensus reality of the present; and the catalyst figure who
functions in the psychoanalytic role, helping the time traveler to
resolve his neurotic tendencies.

The final chapter involves the practicalities of staging the
backward time-travel drama, the problems and possible. solutions
presented by'the dramatist. The conclusion examines the cathartic
nature of these plays in alleviating fears of the future.

The central example is the musical adaptation of Mark Twain’s
novel, A Connecticut Yankee in King Arthur’s Court, by Richard
Rodgers, Lorenz Hart, and Herbert Fields. Other plays discussed are
John L. Balderston’s Berkeley Square, Maxwell Anderson’s The Star
Wagon, Thornton Wilder's Our Town, Lerner and Loewe’s Brigadoon,
Ray Bradbury’s Dandelion Wine, Anne-Marie MacDonald’s Goodnight
Desdemona (Good Morning Juliet), and Marsha Norman’s Loving Daniel
Boone. Foil plays are Lord Dunsany’s /F, and Mikhail Bulgakov’'s /van

Vasilievich.
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Backward Time Travel In Drama

An Introduction

The only piace to run from the future is into the past.
--Stephen King, Cujo

At the beginning, a confession is necessary. | found the idea of
writing on time travel to be embarrassing. Adolescent fantasy and
an immature desire to escape one’s problems imbue the whole field.
For a while, when asked, | would tell people | was studying science
fiction in the theatre, and only if pushed would | own up to my
specific topic.

As often as | wanted to drop the thesis and explore another
topic, any other topic, | found myself pulled back. Ultimately, |
realized that my embarrassment was part of what | found so
fascinating. Why was | embarrassed? Certainly the topic is not the
most esoteric on which a fledgling scholar has written in pursuit of
a doctorate.

With time travel, the embarrassment factor seems to cross
disciplines. In narrative literature, no genre comfortably claims
time travel; the concept does not fit neatly into generic constructs.
John Pierce writes, “Time travel . . . seem[s] to be the most unreal of
all science fiction’s dreams, more a game than any of the other
familiar sf themes--a rather esoteric game, at that.”l James Gunn
calls time travel an “anomaly in science fiction” because it is
obviously fantasy.2 Contrarily, David Pringle in his book, Modern
Fantasy, labels time travel as generically science fiction, even

though certain time-travel stories may be fantastic.3
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Beyond literary circles, the discussion of time travel, even
when taken seriously, is embarrassing. Physicists, who have
requested support for all manner of unusual experiments, are loathe

to confront time travel publicly. Stephen Hawking writes,

Imagine the outcry about the waste of taxpayers’ money if it
were known that the National Science Foundation were
supporting research on time travel. For this reason, scientists
working in this field have to disguise their real interest by
using technical terms like ‘closed timelike curves’ that are

code for time travel.4
Time travel is the bastard child whom no one claims.

Still, the notion of traveling through time pervades
contemporary popular culture, even though the idea is relatively
recent. Other science-fiction tropes, such as space travel or
extraterrestrial intelligence, have appeared in tales for millennia.>
The first time-travel stories, written barely two centuries ago,
were novelties until the end of the nineteenth century and the
publication of H. G. Wells's The Time Machine.

Before the late eighteenth century, people simply dismissed
out of hand the idea of journeying in time. Two examples
demonstrate our ancestors’ attitude toward the notion. In 1603,
Thomas Heywood wrote the following lines in A Woman Killed with

Kindness:

Oh, God! Oh, God! That it were possible

To undo things done; to call back yesterday;

That Time could turn up his swift sandy glass,

To untell the days, and to redeem the hours!

Or that the sun

Could, rising from the west, draw his coach backward;
Take from th’ account of time so many minutes,

Till he had all these seasons called again,
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Those minutes, and those actions done in them,
Even from her first offence; that | might take her
As spotless as an angel in my arms!

But, oh! / talk of things impossible,

And cast beyond the moon. [italics added]®
George Lillo, writing over a century later in The London Merchant,

addresses the same fantasy:

BARNWELL: Will yesterday return? We have heard the glorious
sun, that till then incessant rolled, once stopped his rapid
course, and once went back: the dead have risen, and parched
rocks poured forth a liquid stream to quench a people’s thirst:
the sea divided and formed walls of water, while a whole
nation passed safely through its sandy bosom: hungry lions
have refused their prey,-and men unhurt have walked amidst
consuming flames; but never yet did time, once past, return.

TRUEMAN: Though the continued chain of time has never once
been broke, nor ever will, but uninterrupted must keep on its
course, till lost in eternity it ends there where it first
begun; yet, as heaven can repair whatever evils time can

bring upon us, we ought never to despair. [italics added]”
This association of time with divinity recurs throughout the time-
travel trope.

However, the first known narrative time traveler appears less
than half a century after Barnwell’s anguished plea. The 1771 Louis
Sebastien Mercier work, L’An Deux Mille Quarte Cent Quarante,
represents one of the first fruits of a changing notion of time.8

Our notion of time began to change during the early eighteenth
century, when philosopher of history Giovanni Battista Vico
postulated the idea of human progress as a spiral, including cycles
of development, but a continuing push forward to human perfection.9
The concept of progress and the direction of history, and hence,

time, culminated in the sociology of Auguste Comte in the middle of
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the nineteenth century.10 Darwin’s work reinforced the idea of
progress, which fit in neatly with the Victorian world view whose
ideas of adaptability rapidly became analogous to the idea of
superiority.

Darko Suvin's Marxist-oriented history/analysis of science
fiction, Metamorphoses of Science Fiction, also points out that the
estrangement at the heart of science fiction became temporal during
the industrial and bourgeois revolutions of the late eighteenth/early
nineteenth centuries.11 “The strong tendency toward temporal
extrapolation [is] inherent in life based on a capitalist economy,
with its salaries, profits, and progressive ideals always expected in
a future clock time.”12 Throughout the nineteenth century, time-
travel tales appeared in print, occasionally catching the public
imagination in such works as Washington Irving’s Rip Van Winkle
(1819), Dickens’ perennial favorite A Christmas Carol (1843), and
Mark Twain’s A Connecticut Yankee in King Arthur’s Court (1889).

John Stokes points out in his introduction to Fin de Siécle, Fin
du Globe, “Literary time-traveling is only a symptom of new ways of
thinking about time itself.”13 With the publication of The Time
Machine, time travel became firmly rooted in the public
consciousness, where it continues to be popular. Patrick Parrinder
has recently written: “The theme of time-traveling and the notion
of a time machine have never been more popular than they are at the
present day.”14

Yes, time travel is an idea whose time has come. As we
approach the end of the second millennium, there has been an

explosion of interest in both time itself and in attempts to
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manipulate our passage through it. Time travel has been a
persistent theme in literature for well over a century. Motion
pictures have demonstrated a continued fascination with the time-
travel motif.15 Time travel has been as popular a theme on
television as it has been in films.16

Interest in time travel is also evident beyond the level of
popular culture. Perhaps the most profound implication of Einstein's
Special Theory of Relativity (1905) is that time is a local, rather
than a universal phenomenon, and passes at different rates in
different frames of reference. This shocking di.scovery made Wells's
vision of time travel into the future real.17 In 1949, Kurt Godel
found a solution for Einstein’s equations that admitted the
theoretical possibility of travel into the past; since these equations
apply only in a non-real universe, scientists considered them
interesting but merely diverting. However, in 1974, Frank Tipler
revisited Godel's work and discovered a way to travel into the past
in our universe.18 n 1989, Carl Sagan, needing a practical
interstellar transportation system for a science-fiction novel he
was writing, contacted Kip Thorne at Caltech, who created a
theoretical galactic transit system using wormholes. While playing
with the implications of this wormhole “subway,” Thorne discovered
that he had also designed a practical time machine.19 The public
announcement of these discoveries set off a furor, both among other
scientists and the general public.20 Whether or not anyone can build
these time machines is less important than that these speculations
are pointing toward a major revision of the way we understand the

nature of the universe and our place in it.
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The bookstores are now filled with tomes exploring time and
time travel for the general public. Starting with Stephen Hawking’s
popular but impenetrable A Brief History of Time, books on quantum
physics, time, and time travel appear regularly. A rapid survey
created this list of fairly repetitive titles including Smoot and
Davidson’s Wrinkles in Time, Macvey’s Time Travel, Parker’'s Cosmic
Time Travel, Gribbin’s Time Warps, Thorne’s Black Holes and Time
Warps, Morris’s Time’s Arrows, and Coveny and Highfield's The
Arrow of Time.21 Paul Nahin's 1993 book Time Machines: Time
Travel in Physics, Metaphysics, and Science Fiction confcains
references to over 3000 works involving time travel, including
science fiction stories.2?2

However, all the interest in science fiction and fantasy
generally, and time travel particularly, seems to have bypassed the
theatre. Reference works are hard-pressed to mention science-
fiction plays beyond Capek’s R.U.R.23 Yet this lack of science fiction
on stage is more apparent than real. Ralph Willingham, in his book
Science Fiction and the Theatre, has an appendix listing over 328
science-fiction plays.24

The same is true for dramas involving time travel, which has
been a trope used in the theatre throughout the twentieth century.
Unlike time travel in narrative literature or in film and television,
the boundaries for time trave! in theatre are fairly narrowly
circumscribed. While other media have produced a plethora of
popular time-travel stories involving journeys into the future and

past, as well as tales of travelers arriving in the present, in
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American theatre, plays involving voyages into the past have been
most popular.

Plays using the time-travel theme vary considerably in genre,
from children’s theatre to love story, comedy to musical, melodrama
to fantasy. Even so, these dramas exhibit many similarities of plot
and character, which | believe are a direct result of dramatists’
using time-travel. | contend, therefore, that the journey to the past
is a suprageneric motif in drama, which impels particular choices in
terms of characters, structures, themes, and staging. | do not mean
to imply that there are no other types of time-travel plays, only_that
they have not enjoyed nearly as much success as plays involving
backward time travel.

The focus of this dissertation is on commercially viable plays
of the twentieth-century Anglo-American theatre. By commercially
viable, | mean plays produced successfully on or off-Broadway or at
major regional theatres. Many of these plays have enjoyed
professional runs of hundreds of performances, and many often see
revival. Dramatists whose plays have been successful have
demonstrated their ability to establish a connection with a large
percentage of the theatre-going public. These plays, therefore, are
indicative of the interests of the American audience. The
dissertation includes some plays that have not been as successful in
production or are from outside the United States because of they
illuminate particular facets of my argument.

The plays | discuss in this dissertation present the diversity
of the time-travel trope. These central plays are John L.

Balderston’s Berkeley Square (1929), Maxwell Anderson’s The Star
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Wagon (1937), Thornton Wilder’'s Our Town (1938), Lerner and
Loewe’s Brigadoon (1947), Ray Bradbury’s Dandelion Wine (1987),
Anne-Marie MacDonald’s Goodnight Desdemona (Good Morning Juliet)
(1990), and Marsha Norman’s Loving Daniel Boone (1993). Foil plays
are Lord Dunsany’s /F (1922), and Mikhail Bulgakov’s Ivan Vasilievich
(1935-36).

The touchstone drama of this dissertation-is the 1927 (as well
as its 1943 revival) musical adaptation of Mark Twain’s 1889 novel,
A Connecticut Yankee in King Arthur’s Court, with music and lyrics
by Richard Rodgers and Lorenz Hart and book by Herbert Fields. The
transformation of the novel iﬁto the musical highlights the
transgeneric nature of theatrical time travel to the past.

Mark Twain’s novel, a social satire, contains but does not
emphasize the requisite elements for commercial success on the
Broadway stage. Since it does not share the attributes common to
this dramatic subgenre, the novel had to be extensively modified to
make the story effective on stage. Simply put, Mark Twain’s book
glorifies democracy, technology, and progress, while the musical
focuses on romance and comedy. Fields and Hart had to emphasize
the romantic elements of the plot at the expense of the social ones
to create a plot that functions within the parameters of the
commercial American time-travel drama. Therefore, due to the
story’s importance in the history of narrative time travel, as well
as its theatrical success, the musical A Connecticut Yankee is a
particularly useful paradigm since it has been adapted so completely

to its theatrical milieu.
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A Connecticut Yankee also functions as an effective model for
this dissertation because of the novel’s place in the history of time-
travel literature. Backward time travel was a literary creation of
the nineteenth century, and according to Bud Foote in The
Connecticut Yankee in the Twentieth Century, Mark Twain’s novel is
important not only because it was one of the first of this type of
time-travel tale but also because it was the first story about time
travel that involved an attempt to change the past.25

This innovation created the possibility of the backward time-
travel story that involved action. The few previous stories and
novels that touched on this theme, such as A Christmas Carol by
Charles Dickens, used travel to the past to show visions. The Ghost
of Christmas Past explained, “These are but shadows of the things
that have been. . . . They have no consciousness of us.”26 The
possibility of intervention is denied.

However, Mark Twain’s Yankee intervenes continually,
destroying the oppressive feudal system and replacing it with
representative democracy. He attempts to undo the past, something
that Foote, echoing George Barnwell, considers to be “impossible
even to God.”27 This attempt to change what has been, this crisis
between the past and the present, gives this theme its depth and

creates the possibility of compelling drama.

The opportunity to change the past is the siren song of
temporal manipulation. Hugo and Nebula Award-winning science
fiction author Larry Niven points out how ancient this trope truly is

by condensing what he calls the earliest time-travel story:
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Once upon a time a man was given three wishes. He blew the
first two, getting himself in such deep trouble that if he let
either wish stand, he would suffer terribly. Now desperate, he
cried, “I wish I'd never had a fairy godmother!” And the past

healed to cancel both wishes.28
The wish fulfillment element is at the heart of time-travel stories
involving journeys into the past.

This fantasy of erasing what has been written, or as Niven
puts it, “Please, God, make it didn't happen,” reflects more than just
the child-like view of fairy tales.29 The possibility of traveling
into the past remains a potent fantasy in the adult world of
coritemporary society. Thomas Cottle, who documents a study on
temporal recovery in his book Perceiving Time, showed that over 50
percent of the respondents to his survey would travel into the past
if given the opportunity.30 Time travel is now a core fantasy of
contemporary society and its representation in the public arena is
becoming ubiquitous, especially in motion pictures and television.
The motif of traveling into the past has a clear history in the
theatre throughout this century.

Because the fantasy resonates deep within our psyches,
backward time travel appeals to the contemporary audience. |
believe that the staged journey into the past parallels the popular
vision of the modern psychoanalytic search with its ability to
examine and relive our past lives. Psychiatry involves a form of
psychic time travel as an important factor in our psychological

well-being. Joost Meerloo notes that

in all inner disturbances, the time factor is a cardinal point.
There is always primarily a search for past time, for the
obscure and forgotten crisis or the might-have-been; it is an
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attempt at recapturing it and working it out differently,
usually more happily, or for simply dwelling on it. We are
most of us amateur time detectives, groping blindly for the

clues to our own mishaps and errantries.31
The physical act of traveling into the past, especially the personal
past, replaces psychoanalytic treatment in restoring the traveler’s
mental health. | believe that these dramas present popular, if
unconscious, psychotherapeutic notions. The plays themselves
become cathartic, allowing the audience to grapple with the past and
come to terms with it.32

This dissertation does not, however, employ psychoanalytic
critical toolﬁ, but instead discusses a vernacular form.of
psychoanalysis. The popular American conception of psychiatry
perceives analysis simplistically, viewing the treatment of
contemporary neuroses as the result of some suppressed childhood
trauma, which the analyst needs to bring to the surface. Once the
memory is released, the patient is cured. In this deterministic
vision of human behavior, individual responsibility is replaced with
victimization by forces beyond the patient's conscious control. By
reinforcement through popular media, this viewpoint has become
pervasive. Backward time-travel dramas respond to this pressure;
and playwrights unconsciously invoke this paradigm as dramatic
time travelers function analogously to psychiatric patients.

Dramatists express the time-travel trope through repeated
structures, characters, themes, and staging conventions. This
dissertation replicates these topics in its chapter breakdown. The
first chapter deals with the time-travel trope in its historical

context by examining the evolution of the time-travel play through
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the work of J. M. Barrie. Barrie, best known for Peter Pan,
championed the use of time travel on stage. As the most popular
Anglo-American dramatist in the early twentieth century, he
created the structures used consistently ever since in commercial
plays involving time travel. His work shows the steady
transformation of the adventure-story concept from a physical
island lost at sea to a fantasy island lost in time. The four plays
this chapter centers on, The Admirable Crichton, Peter Pan, Dear
Brutus, and Mary Rose, mark a progression that leads to the true
time-travel play.

The second chapter examines the structures that Barrie
created and their repetition in other backward time-travel dramas
throughout the century. The first structure is a frame story set in
the present that anchors the temporal fantasy that is central to the
time-travel drama. The second repeated structure is the main
action of the play itself: a romantic/sexual triangle that forces the
time traveler to choose between remaining in the fictive past or
returning and confronting a difficult present.

Chapter three studies the dramatic figures that appear
consistently in backward time-travel dramas. The most important
of these figures is, of course, the time traveler. The chapter views
the personality of the time traveler in terms of his neurosis,
invariably involving sexuality, as well as other aspects of the
traveler’s psychic makeup including delusions of grandeur. This
section will discuss why time travelers are generally men and will
also attempt to explain the atypical woman time traveler found in

Loving Daniel Boone and Our Town. Two other characters
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consistently appear in time-travel dramas and are placed in
opposition. These characters are generally sexually aggressive
figures, usually women, one in the world of the past, one in the
consensus reality of the present.33 Each of these figures becomes
the physical representation of the era they embody. Each tempts the
traveler whose eventual choice determines whether he remains in
the past or returns to the present. The final figure type who appears
in backward time-travel dramas--though not as consistently as the
other three--is a catalyst figure who functions in the
psychoanalytic role of the gnalyst, helping the time traveler to
resolve his neurotic tendencies by reintegrating him into the
consensus reality.

The final chapter involves the difficulties the author faces in
bringing his or her work to the stage. Production of the time-travel
theme presents unique challenges to the playwright and production
staff. While examining these problems and the possible solutions as
presented by the dramatist, this chapter uses occasional discussions
of specific productions to illuminate these solutions. The chapter
surveys not only the visual realization of these plays through
scenery, costumes, and special effects but also the closely
associated aural environment of sound effects and music, in the
musical and non-musical drama. | conclude with the paradox of
backward time-travel plays: while appearing escapist, even if the
present tempts one to flee, they actually present a positive message

about the future.
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One of the difficulties in dealing with time travel is that it
seems to lead to questions involving the nature of time. This has
caused a great deal of discomfort among the authors | have read in
the sciences because the topic leads rapidly from physics into
metaphysics. The primary problem appears to be one of definition:
To travel in time, we would appear to need to know what time is.
Unfortunately, though we intuitively understand time through its
effects, there is no consensus on the nature of time itself.34 Most
people would agree with Augustine, who wrote, “What, then, is
time? If no one asks me, | know what it is. If | wish to explain it to
him who asks me, | do not know.”35 Even today, there is not even an
agreement on which field to examine for an answer. Philosophy,
biology, psychology, music, literature, and physics have all had
primacy in various moments of history. As | continued my research,
my original embarrassment about studying this topic began to wane;
| now realized that no one understood time.

| came to understand that | was approaching the problem from
the wrong direction. Very early in the dissertation process, |
searched for my own definition of time, which led me, unfortunately,
down {ong, time-consuming dead ends. | felt that studying time
travel was no longer simply embarrassing, but impossible. My
emphasis changed and this dissertation progressed when | realized
that my problem was not time; it was time travel--specifically,
time travel in the theatre. Ultimately, | realized that knowing the
true nature of time is irrelevant to this study. Understanding time
is no more necessary to writing about time travel than knowing the

nature of reality is necessary to writing about aspects of realism.
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| was no longer embarrassed by the topic. Backward time
travel in the theatre explores fundamental questions of personal and
social identity, obliging us to question the choices we have made to
reach this moment and consider the alternatives. In the film Star
Trek: Generations (1994), one of the plethora of recent time-travel
films, the villain attempts to escape from time into a nexus where
every fantasy becomes reality. He travels into the past to escape
from the crew of the Enterprise, saying, “Time is the fire in which
we burn.” In each of the plays presented in this dissertation, the
traveler enters the fire and is harrowed. Some are destroyed, but
most are made stronger. We journey with them and so too are

challenged.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



16

Notes

1 John Pierce, Great Themes of Science Fiction: A Study of
Imagination and Evolution (Westport, Conn.: Greenwood Press,
1987), 174.

2 James Gunn, The Road to Science Fiction #3: From Heinlein to Here
(New York: New American Library, 1979), 153. He believes that time
travel has become accepted as science fiction for three reasons:
first, tradition; second, its technological basis (time machines); and
finally, its utility as a plot device.

3 David Pringle, Modern Fantasy: The Hundred Best Novels (New York:
Peter Bedrick Books, 1988), 136.

4 Stephen Hawking, Foreword to The Physics of Star Trek, by
Lawrence Krauss (New York: Harper Collins Publishers, BasicBooks,
1995), xii-xiii.

5 The poet Lucian of Samosata imagined a journey to the Moon in his
Vera Historia (c. 165 A.D.), and stories of all sorts of nonhuman
intelligences, such as Cyclops, are at least as old as civilization.
Frederick I. Ordway lll, “Dreams of Space Travel from Antiquity to
Verne,” in Frederick I. Ordway Il and Randy Lieberman, eds.,
Blueprint for Space: Science Fiction to Science Fact (Washington:
Smithsonian Institution Press, 1992), 36.

6 Thomas Heywood, A Woman Killed With Kindness, in The English
Drama: An Anthology, 900-1642, ed. Edd Winfield Parks and
Richmond Croom Beatty (New York: W.W. Norton and Company, 1935),
973-974.

7 George Lillo, The London Merchant; or The History of George
Barnwell, in British Dramatists From Dryden to Sheridan, ed. George
H. Nettleton and Arthur E. Case(Boston: Houghton Mifflin Company,
1939), 610. A note in the text locates the biblical references to
these miracles as Jos. 10.12-14; 2 Kn. 20.9-11; 1 Kn. 17.17-24; Ex
17.5-7; Ex 14.21-31; Dan 6.16-23; Dan 3.19-27.

8 Both Paul Alkon in his Origins of Futuristic Fiction and Harry
Geduld in The Definitive Time Machine refer to Mercier's hero as the
earliest time traveler in literature yet discovered. Paul Alkon,
Origins of Futuristic Fiction (Athens: The University of Georgia
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Press, 1987), 19; and Harry Geduld, ed., The Definitive Time Machine:
A Critical Edition of H. G. Well’s Scientific Romance (Bloomington:
Indiana University Press, 1987), 25.

9 Harry Elmer Barnes, A History of Historical Writing, 2d rev. ed.,
(New York: Dover, 1963), 175.

10 |bid., 1786.

11 Darko Suvin, Metamorphoses of Science Fiction: On the Poetics
and History of a Literary Genre (New Haven: Yale University Press,
1979), 5.

12 |bid., 73.

13 John Stokes, éd., Introduction to Fin de Siecle, Fin du Globe:
Fears and Fantasies of the Late Nineteenth Century (Houndmills,
Basingstoke, Hampshire: Macmillan, 1992), 8.

14 patrick Parrinder, Shadows of the Future: H.G. Wells, Science
Fiction and Prophecy (Liverpool: Liverpool University Press, 1995),
Vii.

15 A list of recent films using this motif would include the
following, many of which have been very popular: Time After Time,
(1979), Somewhere in Time (1980), Time Bandits (1981), Time
Walker (1982), Time Riders (1983), Buckaroo Banzai (1984), The
Terminator (and its sequel) (1984-1991), the three Back to the
Future movies (1985-1990), Peggy Sue Got Married (1986),
Timestalkers (1987), Bill and Ted’s Excellent Adventure (1989), Late
for Dinner (1991), Forever Young (1992), Freejack (1992), Twelve
Monkeys (1995) and four of the eight Star Trek movies (1979-1996).

16 Television shows that have used time travel as the principal plot
device include: Sherman and Peabody (1959-1961), Dr. Who (1963-
1989), The Time Tunnel (1966-1967), Fantastic Journey (1977),Time
Express (1979), Buck Rogers in the 25th Century, (1979-1981),
Voyagers (1982-1983), Quantum Leap (1989-1993), Time Trax
(1993), and Sliders (1996- ). The motion pictures Back to the Future
and Bill and Ted’s Excellent Adventure have been Saturday morning
cartoons. Numerous TV shows have used time travel as an

occasional theme such as The Twilight Zone (1959-1964), The Outer
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Limits (1963-1965), Galactica 1980 (1980), Amazing Stories
(1985-1987), Babylon 5 (1993- ) and all the versions of Star Trek
(1966- ). In the 1997 season, the ABC network is planning a series
based on the film Time Cop.

17 John Macvey, Time Travel: A Guide to Journeys in the Fourth
Dimension (Chelsea, Michigan: Scarborough House, 1990), 89-106.
The time-dilation effect also admits the possibility of rapid
interstellar travel. The energy requirements, however, are
prodigious, and the engineering capability to accomplish these tasks
appears to be far in the future.

18 Barry Parker, Cosmic Time Travel: A Scientific Odyssey (New
York: Plenum Press, 1991), 228-230. Tipler’s device involves
rotating a 10 km-radius cylinder, 100 km long with the mass of the
Sun, at roughly half the speed of light. Again, the engineering
problems seem overwhelming.

19 What Kip Thorne and his assistant, Michael Morris, at Caltech
discovered was a solution to the general relativity equations that
appears to allow an object (or person) to accelerate backward in
time by cosmic wormholes (a theoretical distortion in the fabric of
the universe that connects two widely separated points in space and
what is more important, two widely separated times as well). At
Berkeley, Yakir Aharonov proposed a time-travel device based on a
“balloon” that can react as a quantum mechanical particle, capable
of accelerating an object inside it far into either the future or the
past. And Richard Gott of Princeton theorized that if two cosmic
strings, which are very large, very heavy bundles of energy left over
from the Big Bang, accelerated past each other at nearly the speed of
light, the strings would warp space and time to such an extent that
travel into both the past and the future would be possible. For a
layman’s explanation of the three theories, see David Freedman,
“Time Travel Redux,” Discover, April 1992, 54-61. Thorne
discusses the discovery and its implications in Kip Thorne, Black
Holes & Time Warps: Einstein’s Outrageous Legacy (New York: W.W.
Norton and Company), 1994. The book, which won the 1994 American
Institute of Physics Science Writing Award, is one of the more
readable of its ilk.

20 See “Physicists Argue Over Time Travel,” New York Times 21
August 1990; Michael Lemonick, “How to Go Back in Time: An
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Unlikely New Concept Makes the Journey Theoretically Possible by
Testing the Boundaries of Physics,” Time, 13 May 1991, 74; John G.
Cramer, “Quantum Time Travel,” Analog Science Fiction/Science
Fact, May 1991; Marcus Chown, “Time Travel Without the Paradox,”
New Scientist, 28 March 1992, 23; Ivars Peterson, “Timely
Questions,” Science News, 28 March 1992, 202; John Travis, “Could
a Pair of Cosmic Strings Open a Route into the Past?” Science, 10
April 1992, 179; Bruce Allen and Jonathan Simon, “Time Travel on a
String,” Nature, 7 May 1992, 19; Barry Parker, “Tunnels through
Time,” Astronomy, June 1992, 28-35; Frederic Golden, “Theory and
Whimsy Take Physicists on Tour Through a Black Hole,” New York
Times, 9 June 1992; David Deutsch and Michael Lockwood, “The
Quantum Physics of Time Travel,” Scientific American, March 1994,
68-74; Jonathan Simon, “The Physics of Time Travel,” Physics
World, December 1994, 27-33; and -James Woodward, “Making the
Universe Safe for Historians: Time Travel and the Laws of Physics,”
Foundations of Physics Letters, February 1995, 1-39.

21 Stephen Hawking, A Brief History of Time: From the Big Bang to
Black Holes (Toronto: Bantam Books, 1988); George Smoot and Keay
Davidson, Wrinkles in Time (New York: Avon Books, 1993); John
Gribben, Time Warps (New York: Delacorte Press, 1979); Richard
Morris, Time’s Arrows: Scientific Attitudes Toward Time (New York:
Touchstone, 1985); and Peter Coveny and Roger Highfield, The Arrow
of Time: A Voyage Through Science to Solve Time’s Greatest Mystery
(New York: Fawcett Columbine, 1990).

22 payl J. Nahin, Time Machines: Time Travel in Physics,
Metaphysics and Science Fiction (New York: American Institute of
Physics, 1993), 356-402. Despite the long list of titles Nahin has
compiled, | have noticed numerous missing works in his appendix.
The true number of time-travel tales must be staggering.

23 H. w. Hall, ed., Science Fiction and Fantasy Reference Index,
1878-1985, 2 vol. (Detroit: Gale Research, 1987), 1129-1130. Hall
is able to cite 23 articles on science fiction and theatre, including
announcements of upcoming productions in local newspapers.
Elizabeth Ann Hull, “Theater,” in The New Encyclopedia of Science
Fiction (New York: Penguin Viking, 1988), 460, glosses over
professional productions of science fiction plays, concentrating on
what she believes to be the more vibrant amateur theatre. The
situation has, however, begun to improve. Ralph Willingham provides
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the entry for “Theater” in The Encyclopedia of Science Fiction
(London: Orbit, 1993), 1216-1217, which is an abstract of his book.
However, the encyclopedia still devotes considerably more space to
Star Trek than to all of theatre. Writing on narrative and cinematic
science fiction dwarfs the output on theatrical science fiction.

24 Ralph Willingham, Science Fiction and the Theatre (Westport,
Conn.: Greenwood Press, 1994), 149-194. Very few of these plays
are well known.

235 Foote, 13-14.
26 Charles Dickens, A Christmas Carol (New York: Dover, 1991), 20.
27 Foote, 7, 15.

28 Larry Niven, “The Theory and Practice of Time Travel,” in All the
Myriad Ways (New York: Ballantine Books, 1971), 110.

29 pid., 111.

30 Thomas Cottle, Perceiving Time: A Psychological Investigation
with Men and Women (New York: Wiley and Son, 1976), 54.

31 Joost A.M. Meerloo, The Two Faces of Man: Two Studies on the
Sense of Time and on Ambivalence (New York: International
Universities Press, 1954), 45.

32 | do not wish to equate seeing a production of Brigadoon with
psychoanalytic treatment. The catharsis involved with seeing a
time-travel play is superficial in comparison to that found in
psychotherapy.

33 The useful term “consensus reality,” which recurs frequently in
this dissertation, comes from Kathryn Hume, who in her book
Fantasy and Mimesis: Responses to Reality in Western Literature
(New York: Methuen, 1984) defines it as “the reality we depend on
for everyday action” (xi). Each of the plays creates a reality
referred to by the figures in the play as the “present” in opposition
to the “past” that the traveler enters. This “present” is the
consensus reality of the play. The consensus reality of the play is
often not the same consensus reality as our own--in a revival of The
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Star-Wagon for example, the consensus reality of the play sets the
present in 1937, while the consensus reality of the audience sets
the present in 1997. Using the phrase “present of the play”
throughout is possible but awkward, and does not convey that most
of the action of these plays happens in the past.

34 See A. Cornelius Benjamin, “ldeas of Time in the History of
Philosophy,” in The Voices of Time, 2d ed., ed. J. T. Fraser (Amherst:

University of Massachusetts Press, 1981), 3-30, for an analysis of
the definitions of time throughout history.

35 Augustine, Confessions 9. 14
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A Note On Text

Since the book of the musical A Connecticut Yankee has never
been published, the texts analyzed in this dissertation are from
typescripts in the collection the Performing Arts Library at Lincoin
Center. There are two complete scripts available. The first is an
undated typescript, but internal evidence (topical humor, order of
songs compared to the program) strongly implies that the
manuscript is the original 1927 production. The second is a
typescript of a 1948 prpduction by a St. Louis opera company. This
typescript is apparently the 1943 Broadway revival, with new |
dialogue glued over the original text, removing most of the topical
war humor. The original dialogue is, however, still readable. The
final text is an undated copy of the second act with the pencil
notation on the cover, “Probably 1943 Production at Martin Beck Th.”
There are some differences between the 1943 and the St. Louis
scripts. There is a miniature scene in the 1943 script not present in
the St. Louis script, and a page of dialogue in the St. Louis script not
in the 1943 text. Otherwise, the texts are identical.

In order to avoid an inordinate number of footnotes, | note
quotations from scripts in the body. To avoid confusion, | identify
the musical texts with the page reference as either the “1927,"
“1943,” or “St. Louis” versions. Since these scripts were not meant
for the general public, they do not appear to have been copy-edited.
The spelling and grammar are, at best, idiosyncratic.

The various scripts included songs in an equally erratic

manner. Occasionally the lyrics are included, sometimes only the
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title, and in a few places, just the word “Song.” To maintain
consistency, all quoted song lyrics are from Dorothy Hart and Robert
Kimball, The Complete Lyrics of Lorené Hart (New York: Alfred A.
Knopf, 1986). | note these in the body as “Lyrics.”

Finally, to avoid more confusion as the discussion ranges back
and forth from the musical to its source novel, any mention of A
Connecticut Yankee will refer to the Rodgers/Hart/Fields musical,
while A Connecticut Yankee in King Arthur’s Court will refer to Mark
Twain’s novel.l As with the plays, | note page references to the

novel in the text with the author’s name.
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Note

1 Mark Twain, A Connecticut Yankee in King Arthur’s Court: An
Authoritative Text; Backgrounds and Sources; Composition and
Publication, Criticism, ed. Allison R. Ensor (New York: W. W. Norton,
1982). All quotations from the novel will be from this edition and

are noted in the text.
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Chapter One

Islands That Like To Be Visited
J. M. Barrie and the Evolution of the Time-Travel Drama

Time travels in divers paces with divers persons.
--William Shakespeare, As You Like It

Introduction

J. M. Barrie is the pivotal figure in the development of time
travel as a motif in theatre. Barrie laid the foundation for modern
time-travel literature by using this motif in various dramatic
genres: adventure story, children’s story, pastoral, and ghost story.
Thanks to Barrie, time travel moved from a gimmick to a trans-
generic motif, available to many major modern playwrights, such as
Shaw, Mayakovsky, Anderson, Rice, and Overmyer. Each of these
playwrights has used time travel for different reasons in different
genres, and all of them owe a debt to J. M. Barrie.

Barrie created the paradigmatic examples of the time-travel
drama. Beginning with The Admirable Crichton, an inversion of the
colonialist, imperialist castaway story so popular in England,! he
began to explode the barriers between time and space. Barrie took
the island story and moved it, play by play, from an island utopia
lost in space, to an island utopia lost in time. This progression
mirrors the development of the time-travel theme as a whole,
making Barrie a useful touchstone for understanding the history of
time-travel drama. As the biologists might say, in J. M. Barrie’s
work, phylogeny recapitulates ontogeny: the development of the

individual anticipates the evolution of the group.
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Barrie’s work in drama has much in common with the contem-
poraneous work in narrative fiction of H. G. Wells. Just as his friend
Wells had done, Barrie broke the boundaries of the adventure story
by moving the action from displacement in space to displacement in
time. Like Wells, Barrie invested into time-travel stories that had,
until that time, seemed childish a psychological and sociological
depth. Finally, Barrie’s enormous popularity gave a wide audience
the opportunity to ponder their place in a new, somewhat bleak, view
of the universe. Barrie’s major accomplishment, through his
intimate knowledge of performance, was to make time travel not
just dramatic, but theatrical.

Like Wells, Barrie’s literary reputation has fallen drastically
since his death. R. D. S. Jack in his book, The Road to the Never Land,
recounts the history of this decline and ascribes it to the rise of
psychoanalytic criticism.2 Barrie's personality and biography
certainly lead to the temptation of viewing his writing as an
expression of pathology, but | agree with Jack's comment that “we
would do better to concentrate less on Barrie’s subconscious and
more on the ways in which he disturbs our own.”3

There is, however, an area where psychology helps the reader
to understand the action of Barrie's plays. These dramas stage the
popular view of the psychoanalytic journey by using repeating
themes: growing up, the sexual conflict between parent and child,
and the inversion of the perceived order of reality. Structural
elements also echo analysis: The traveler becomes the neurotic
patient, while the catalytic figure, whom | define as creating the

fantasy at the expense of interpersonal relationships, is synonymous
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with the psychoanalyst. Finally, the island functions as the arena
where the neurotic struggles to recover. The psychological
countenance presented in Barrie’s work casts a shadow that is
visible in nearly all subsequent time-travel drama.

This chapter examines the evolution of the time-travel play
from its castaway island origins in The Admirable Crichton (1902),
through the atemporal world of Peter Pan (1904), to true time
traveling in Dear Brutus (1917), and finally the disillusionment of
Mary Rose (1920).4 These plays show Barrie’s progression from

reality to fantasy and from spatial to temporal estrangement.

Barrie and the Island

From Gilgamesh through Gilligan, the sea and the islands in it
have been a source of adventure.5 One of the most powerful and
popular of all sea-stories is the tale of the castaway. Starting with
Odysseus and continuing with a distinguished pedigree through
Philoctetes, Prospero, Hythloday, Robinson Crusoe, Gulliver, the
Robinson family, and Ben Bones, the tale of poor unfortunate
castaways forced to survive beyond human help has excited
generation after generation. Barrie’s temporal fantasies did not
spring whole from his mind like Athena; instead they rose out of the
sea, like Aphrodite. He started by manipulating one of the most
popular tropes in literary history, and in the process, made it into
something new.

Islands obsessed Barrie, and he loved the idea of the
castaway.6 In a piece he wrote in his days as a novelist, long before

he became a dramatist, Barrie said, “Every man has had at some time

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



28

of his life (and the lucky ones have it to the end) an island in his eye
on which he is wrecked, hurrah!”? He played constant castaway
games with the young Llewellyn-Davies boys, whom he adopted after
the death of their parents, and it was during these games that he
created the character of Peter Pan. He produced a strange book for
the Davies family called The Boy Castaways of Black Lake Island,
which consisted almost entirely of photographs that Barrie had
taken of the boys playing pirate. Barrie called this “the best and
rarest of this author’s works” (4).8

When Barrie began writing plays, it was only nat_ural that his
passion for' islands dominated his writing. During the 1920s, at the
height of his career, Barrie reflected on his earlier work,

emphasizing the importance of islands to his work.

There are more islands in my plays than any of you are
aware of. | have the cunning to call them by other names.
There is one thing | am really good at, and that is slipping in
an island. | dare say it is those islands that make you
misunderstand me. | would feel as if | had left off clothing

if | were to write without an island.®
The four plays discussed in this chapter center on islands, and the
transposition of that island from space to time is at the heart of the
time-travel paradigm in drama. Since all Barrie plays contain an
island in one guise, | have limited this chapter to only those plays
directly related to the evolution of the time-travel drama.

Time travel has become so successful as a theme because it is
trans-generic. The time-travel motif can find a home in adventure
tales, love stories, political propaganda, and satire. Walter de la
Mare wrote of the equally chameleon-like nature of the castaway

tale, “Its place in literature varies with its quality, its equivalent
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on the stage being melodrama, from The Tragedy of Dr. Faustus at
one extreme to that of poor gay Mr. Punch and his dog Toby at the
other.”10

Each of the islands depicted in Barrie's plays represents
different neuroses, escapes from reality. The earliest play, The
Admirable Crichton, presents a space- rather than a time-centered
fantasy: the overthrow of the status quo and the return to a
“natural” state. In Peter Pan, the fantasy is of eternal youth; in
Dear Brutus, a second chance; in Mary Rose, meeting a parent as an
equal. All of these.fantasies involve a modification of time. As
Barrie’s work evolved over the decades, these islands became
detached from the spatial world entirely.

Barrie expresses his theme of islands as refuges most clearly
in The Admirable Crichton. This fantasy marks the end of the literal

“castaway island” and points toward time travel.

The Admirable Crichton

After Peter Pan, The Admirable Crichton is Barrie’s most
popular play.11 Certainly influenced by the same impulses that led
his friend Stevenson to write Treasure Island,12 The Admirable
Crichton, which premiered along with Quality Street in the autumn
of 1902, marked, according to R. D. S. Jack, Barrie’s “arrival as a
serious and revolutionary playwright.”13 Barrie was dealing with
serious themes in The Admirable Crichton, and the critics then and
now have responded. A. B. Walkley saw in this play Rousseau’s
return to nature,14 and Moult called it “Barrie’s solitary excursion

into Nietzscheanism.”15 More recently, Jack agrees with both
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critics and analyzes the influence of Thomas Carlyle;1 6 while
Geduld sees the play as a case of Darwinian despair.17 Walbrook,
however, dissents from the general criticism, saying that critics
were “taking the comedy rather more seriously than was
necessary.”18 But all of these critics agree on the success of the
script. Harry Geduld, who is generally hostile, writes, “Unique
among his plays, The Admirable Crichton endures, relevant and
sparkling as the day it was written. It is Barrie’s comedic
masterpiece.” 19

The Admirable Crichton, while certainly the work of a mature
dramatist, barely begins to explore themes and images that will
recur throughout all of Barrie’s later work: the island as a place of
escape/fantasy; sexual tensions derived not only from jealousy but
also from the parent-child relationships; conflict between the
fantasy world and the consensus reality in the traveler, who is able
to make an accommodation between the two with the help of the
catalyst. These elements will eventually be resolved on islands
removed from space into time.

No possible reading of The Admirable Crichton could make it a
time-travel play. This comedy, however, at the end of the
evolutionary form of the castaway tale, points toward what will
eventually become the time-travel play.20 Analysis of the play is
important as a precursor for plays to follow. In this instance,
Barrie took the castaway story to its logical extreme.

The island in each of Barrie’s plays is a fiction created by a
strong-minded figure who acts as a catalyst for the action of the

play. Certainly the catalyst figure in The Admirable Crichton is Bill
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Crichton, butler and Darwinian exemplar. Crichton’s master, Lord
Loam, believes in equality in the natural state, but Crichton argues
that human nature demands civilization. Even if people were
returned to the natural state, “first thing we should do would be to
elect a head. Circumstances might alter cases; the same person
might not be master; the same persons might not be servants. . . .
Nature would decide for us” (188).

Barrie gives Loam and Crichton the opportunity to live
naturally by stranding the Loam family party on a desert island,
which becomes a crucible for the cqnflict between “natural”
equality and “socially imposed” inequality. During the second act,
the nobles leave Crichton, refusing to place themselves under the
command of a mere servant. At the end of the act, the bedraggled
party returns to Crichton’s cooking fire, just as he had predicted to
the cleric before they left, “They are all hungry, sir, and the pot has
come a-boil. The smell will be borne westward. That pot is full of
Nature” (207).

With the castaways now firmly under his sway, Crichton
creates a civilization on the island, complete with running water,
electric lights, and a formal kitchen. In the two years between Acts
Two and Three, Crichton has become ruler of the island, and the
other members of the party are happy to be servants. But as
Crichton created the island, so too does he destroy it. When a ship
appears on the horizon, Crichton fires off electric beacons deployed
around the island, ending the chance of a relationship with Lady
Mary, Loam’s no longer spoiled eldest daughter. Since taking care of

the others until they were rescued was the origin of Crichton’s
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leadership, “Bill Crichton has got to play the game” (229). On his
return, Crichton again becomes a butler, confirming yet again the
validity of his natural view. Yet the island maintains its mystique
and remains a focus for fantasy after the return to England. For Lord
Loam: “l have begun to forget--(In a low voice) But they were happy
days; there was something magical about them” (235). The island
remains a fantasy for Lady Mary as well: “l have lived Arabian
nights. | have sat out a dance with the evening star” (235).

As Crichton created the island in the third act, in the fourth
act, each character creates the island anew. ' In a prodigy of self-
faﬁtasizing, castaway Ernest Woolley wrote a book celebrating the
exploits of the castaways, with himself as the hero. His only
mention of Crichton is paying “the butler a glowing tribute in a
footnote” (232).

While apparently traditional in both form and content, The
Admirable Crichton is actually an inversion of the form of the
castaway narrative. Diana Loxley, in her book, Problematic Shores,
argues that the island tale expresses the theme of British
colonialism in the nineteenth century: “The island draws a line
around a set of relationships which do not possess the normal
political, social and cultural interference: a simplification of
existing colonial problems and thus an ideological process of wish
fulfillment.”21  While the play celebrates Victorian pluck, the
inversion of relationship between master and servant is different
from the imperialism of British castaway tales. Certainly Friday

would not have become Crusoe’s master, no matter how much more
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capable Friday was. Even at this early stage in his dramatic career,
Barrie was re-examining the basic conceits of the castaway tale.

A second conceit that Barrie engaged was the male domination
of the desert island. Castaway stories tend to be male fantasies.
The Admirable Crichton begins this way: Crichton as the natural
leader with the women on the island fighting to have the opportunity
to wait on him at dinner. The rivalry between Tweeny and Lady Mary
for the love of the Gov. (as everyone now calls Crichton) quickly
grounds the conflict in sexuality. in England, Crichton “cast a
favorable eye” on Tweeny (185), but on the island, he has become the
most eligib.le bachelor. Mary and Tweeny nearly come-to blows over
possession of the only skirt on the island. Crichton is able to stop
the fight before it begins by placing a notice outside his study:
“Dogs delight to bark and bite” (219).

Crichton, as a precursor to the catalyst/analyst of later plays,
makes a critical mistake in dealing with Lady Mary, which leads to
his eventual downfall. Crichton has become infatuated with her, not
because of her beauty, but because she was “the first of our party to
run a goat down” (225). He finally proposes to her, and she is
delighted to accept. Freud asserts an explicit prohibition on sexual
relations between analyst and patient because of the harm it would
do to a vulnerable subject.22 Crichton and Lady Mary cannot
consummate the match without causing tremendous damage to both
if they ever leave the island. Barrie circumvents this by having the
party rescued almost immediately after the proposal, and each

returns to his or her “proper” sphere.
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Crichton, like Woolley, engages in self-mythologizing, as
befits the creator of the island paradise. He wears royal robes and
likes to collect sets of things. He sees himself as a hero figure, at
least in his relationship to Lady Mary. In one of the rare explicit
uses of temporal imagery in the play, Crichton tells her about his

fantasy:

A king! Polly, some people hold that the soul but leaves one
human tenement for another, and so lives on through all the
ages. | have occasionally thought of late that, in some past
existence, | may have been a king. It has all come to me so
naturally, not as if | had to work it out, but--as--if--I--
remembered. (224)

Crichton, in living in his heroic fantasy, had already made a promise

to Mary:

But if | thought it best for you I'd haul him back; | swear as an
honest man, | would bring him back with all the obsequious
ways and deferential airs, and let you see the man you call
your Gov. melt forever into him who was your servant. (223)

The relationship between Crichton, Tweeny, and Mary exhibits more
than sexual tension. Crichton functions as a father figure to all the
castaways, and Tweeny and Mary seem to be fighting as much for a
father’s love as for a lover. Again, this follows the psychoanalytic
model, as the patient performs a “transference,” seeing the analyst,
in Freud’'s words, as “the reincarnation of some important figure out
of his childhood past.”23 The Admirable Crichton does not develop
this incestuous undercurrent, but the theme becomes much more
important in later plays.

For Crichton and Mary to maintain a relationship becomes
impossible after their rescue. While Barrie creates provocative

fantasy worlds, he repudiates them once his characters return to the
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world of the consensus reality. A sentimentalist would still have
allowed Crichton and Mary to remain together somehow, but the
realist in Barrie would not permit it. The “social” order reasserts
its dominance with scarce guilt. In fact, Crichton’s presence at
Loam House has become so intolerable that at the end of the play, he
feels forced to leave. Barrie refuses to soften the ending. There is
no indication that Crichton will find another job or even that he will
marry Tweeny.

Crichton, while certainly the main character of the drama, is
not, however, the focus of Fhe action because his unchanging role
throughout the play renders him undramatic in the context of the
castaway tale. The focus of action in this play is Lady Mary, and she
expresses in her character all the attributes that | associate with
the time traveler. Interaction with the new environment changes
the traveler/castaway, whether that setting is spatial, as in this
case, or temporal, as in plays to be analyzed later.

The pathos of the last act is heightened not only by Crichton’s
fall but also by Mary’s perfectly reasonable fear that the experience
won't change her, “If the slothful indolent creature | used to be has
improved in any way, | owe it all to him. | am slipping back in many
ways, but | am determined not to slip back altogether--in memory of
him and his island” (235). Freud would agree that her fears are
reasonable. Was her change truly internal, or merely an artifact of
her “love” for Crichton? He writes in An Outline of Psycho-
Analysis, “If he [or she] becomes aware of the strong erotic desire
that lies concealed behind the positive transference, he believes

that he has fallen passionately in love; if the transference changes
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over, then he feels insulted and neglected, . . . and is ready to
abandon the analysis."24 Ernest Woolley doesn’t change at all, and
the extent of Lord Loam’s change is political, “as a result of our
experiences on the island, | think of going over to the Tories” (244).
Here Barrie begins exploring the theme of missed opportunity,
central to Dear Brutus and Mary Rose.

However, Barrie will not abandon his faith in humanity until
later plays. Mary has grown during her two-year stay on Crichton’s
Island. She has come to value what is important. In the exchange

that ends the play, Mary and Crichton say good-bye.

LADY MARY: | am ashamed of myself, but | am the sort on
whom shame sits lightly. (He does not contradict her.) You
are the best man among us.

CRICHTON: On an island, my lady, perhaps; but in England, no.

LADY MARY (not inexcusably): Then there is something wrong
with England. (246)

Mary’s realization of the inequity of her society leaves the audience
with a hope for Mary’s growth.

In Dear Brutus, Barrie created an island similar to the one
which he described in the 1894 National Observer article.25 In that
article, he never mentioned rescue. [f an arriving ship, the emissary
of the consensus reality, destroyed Crichton’s happy island, Barrie
made his next island rescue-proof by moving it out of the sea and

into time.
Peter Pan

At the end of The Admirable Crichton, Bill Crichton

consciously chooses to re-enter the world of the consensus reality,
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destroying his island in the process. Wendy presents Peter Pan with
the same dilemma; she is going to “rescue” the Lost Boys and
reintegrate them into the world beyond the Never Land. Determining
to remain behind, Peter, uniike Crichton, refuses to accept the
strictures of a world that had once rejected him.26

Peter, having run away, and the Lost Boys, having been literally
misplaced, are truly “cast away.” The major difference between
Crichton’s Island and the Never Land is in their temporal natures. In
this way, Peter Pan serves as a link between the castaway tale and
;he time-travel drama. Both Peter Pan and The Admirable Crichton
are fantasies, but they are fantasies of a completely different order.
The manor that Crichton creates is unreal, but the entire play, as
with the castaway tale generally, maintains a type of
verisimilitude. As with Treasure Island or Robinson Crusoe, nothing
in the course of the play is completely impossible, merely wildly
improbable. The Never Land, on the other hand, partakes of the same
nature as Prospero’s Island, not only a castaway island, but also a
focus of magic as well.

Barrie returns to the same structure he used in The Admirable
Crichton and allows the fantasy to begin only after establishing a
consensus reality that connects the subsequent action to the
audience. As with the tea party in Act One of The Admirable
Crichton, fantastic elements appear in the frame story to prepare
the audience for the new world. Since Crichton’s new world was
relatively realistic, the fantasy of a peer trying to treat the stable
boy as an equal is unlikely, but not impossible. Since Peter Pan’s

world, on the other hand, is unrealistic in its expression, the
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eruption of fantasy into the consensus reality has to be equally
extreme. Not only is the children’s nurse a Newfoundland dog, but
Peter and Tinkerbell enter the consensus world and rupture it,
pulling Wendy, Michael, and John out of bed and out of time.

The Never Land to which Peter takes Wendy and her brothers is
still a desert island in the best tradition of Treasure Island and
Swiss Family Robinson, but now Barrie dislocates the island in
space and time. Since it is less than a night’s journey, spatially it
should not be very distant, but Peter says it is “far away” (33).
Though 'ghe Never Land has a spatial location, “Secoqd [star] to the
right, straight on till morning” (30), its exact location is outside
the physical universe.27

The Never Land disconnects from the world of linear time, as a
place of night fantasies, unable to survive in the harsh daylight of
the temporal order. As Barrie writes in his stage directions: “In the
daytime you think the Never Land is only make-believe, and so it is
to the likes of you” (39). The name “the Never Land” itself shows
Barrie’s use of time imagery. Barrie was extremely careful about
his choice of names, and the use of the Never Land deliberately
places the island outside the temporal order. “Never” means “not
ever” or not existing in time; while in contrast, Thomas More named
his fictional island, “Utopia,” meaning “no place”; and Samuel
Butler’'s “Erewhon” is “Nowhere” spelled backwards.

The Never Land itself is only the chief of numerous temporal
images that manifest themselves throughout the play. Peter Pan
begins in London with an assertion of the linear order of the frame

story. “The cuckoo clock strikes six, and Nana springs into life. This
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first moment in the play is tremendously important” (18). The
frame story must be credible; the audience must accept even the
existence of a dog nurse as real. For the play to work, the nursery
must be a warm, inviting, and ultimately real place,28 as Barrie
stressed in his stage directions: “naturalness . . . should be the aim
of every one in the play” (19).

The first line of the play establishes the conflict between the
temporally ordered world of the adults and the atemporal world of
the child, “I won’t go to bed, | won’t, | won’t. Nana, it isn’t six
o’clock yet. Two minutes more, please, one minute more? Nana, I
won’t be bathed, | tell you | will not be bathed” (19). The play ends
with a plea from the world of time to the world beyond time, “When
you come for me next year, Peter--you will come, won’t you?” (93)

Barrie scatters other temporal images throughout the play; for
example, the “thimble” that Wendy gives Peter as a “kiss” has a
meaning in late Victorian slang beyond the modern usage. Among the
criminal underclass the term meant a watch.22 |In their first
meeting, therefore, Wendy begins her attempt to integrate Peter into
linear time. Another temporal image that is extremely interesting
and difficult to convey in performance is the inability of some
adults to see Peter (91). While not consistently maintained (after
all, Mrs. Darling could see him perfectly well when she took his
shadow before the action of the play), it is an important artifice as
Hook loses the battle to Pan, in part, because Hook can’t find him
(83). In the penultimate scene, Peter knocks the hats off people who
are oblivious to his existence (91). In the last scene, set a year

after her return to Bloomsbury, when Wendy returns to the Never
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Land for the spring cleaning, she has trouble seeing Peter as well
(93). Another temporal image associated with the end of the play
has to do with Peter's memory. In the year that has passed in the
outside world, no time should have passed in the Never Land. But
Peter has forgotten not only who the Lost Boys or Captain Hook are,
but also cannot remember what has happened to Tinkerbell.30
Wendy’s importance to Peter as a link to linear time is therefore
heightened since he still remembers her.

Certainly the most famous time imagery in Peter Pan is the
crocodile that swallowed a clock, busily hunting for and finally
devouring Hook, the only adult character in the Never Land.
Obviously, the crocodile symbolizes all-devouring time that
devastates with the adult world, while leaving the child’s world
unscathed. As Jack puts it, “For the audience, the tick of the
crocodile not only factually is a warning sound; it is a sound which
symbolises Hook as the victim of Time against Pan as the victor
over Time.”31

The inversions that are part of any Barrie play are time-
oriented in Peter Pan as well. First are the inversions of the adults
and children’s roles. Mr. Darling acts less maturely than Michael,
also refusing to take his medicine and playing a cruel practical joke
on Nana in the first act. Mr. Darling has a temper tantrum, which is
the proximate cause of Peter’s being able to enter the nursery and
beguile the children. In the last act, Mr. Darling’s repentance, while
certainly sincere, takes the childish form of living in Nana’s
doghouse until the children return. With the exception of Mrs.

Darling, the other “adult” characters in the play also appear as
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equally childish. The Indians and the pirates act very much as if
they are children playing at being Indians and pirates.32

The children, on the other hand, take very seriously their more
adult roles, whether as the Lost Boys acting as soldiers against the
pirates, Slightly becoming a doctor, or Wendy and Peter becoming
parents. While Peter has no compunctions about killing Hook, the
thought of acting as an adult terrifies him: “(scared) It is only
pretend, isn’t it, that | am their father?” (66)

Wendy, on the other hand, assumes her adult role eagerly:

OMNES (kneeling, with outstretched arms): Wendy lady, be our
mother! (Now that they know it is pretend they acclaim her
greedily.)

WENDY (not to make herself too cheap): Ought I? Of course it
is frightfully fascinating; but you see | am only a little girl; |
have no real experience.

OMNES: That doesn’t matter. What we need is just a nice
motherly person.

WENDY: Oh dear, [ feel that is just exactly what | am.
OMNES: It is, it is, we saw it at once.

WENDY: Very well then, | will do my best. (In their glee they
go dancing obstreperously round the little house, and she sees
that she must be firm with them as well as kind.) Come
inside at once, you naughty children, | am sure your feet are
damp. And before | put you to bed | have just time to finish
the story of Cinderella. (51)

While still anachronistic for Wendy to be a mother, it points toward
her rejection of the fantasy of eternal youth in the Never Land and
her acceptance of true adulthood.

However, Wendy's interest in Peter is not motherly, nor are the

feelings of the other female characters in the Never Land.
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Tinkerbell and Wendy fight over Peter, and the sexual jealousy
reaches such a stage that Tinkerbell tries to have Wendy killed by
the Lost Boys. Certainly Barrie makes Wendy and Tinkerbell much
sterner than Lady Mary and Tweeny as they fight over Crichton.
Peter even attracts Tiger Lily: “Tiger Lily is just the same; there is
something or other she wants to be to me, but she says it is not my
mother” (66). This passing reference is important to understanding
the dynamic of Peter Pan. Barrie never mentions Tiger Lily’'s
attraction again, which has no relevance to the action of the play.33
_What is important is that Barrie is yet aggin presenting a sexual
conflict over the child character. In some ways, Wendy’s interest in
Peter is incestuous, since she is clearly the mother figure attracted
to the child, who is incapable of returning that love in an adult
manner. Peter is capable of any adventure except an adult one. So
once more, this sexual conflict ruptures the bounds of time, not only
with children sexually attracted to children, but with a mother
attracted to a child. When Hook (invariably played by the same actor
who portrays Mr. Darling) wants to kill the Lost Boys, who now
include his “sons” John and Michael, and to kidnap Wendy so that she
can be his mother (57), the cross-temporal sexual conflict becomes
dizzying.

Peter Pan as the catalyst remains aloof from the sexual
conflict. He is quite deliberately unchanging and has absented
himself from time in order to remain unchanging. He has created a
Never Land that needs him to exist: “The whole island, in short,
which has been having a slack time in Peter’s absence, is now in a

ferment because the tidings has [sic] leaked out that he is on his
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way back” (38). Yet Peter has paid a heavy price in loneliness for
this minor divinity. He cannot belong in the linear order. He cannot
be touched, and at the end of the play is alone on the island playing
his pipes.34

While Peter Pan functions as a catalyst/analyst in this play,
he could certainly benefit from the intervention of a real
psychologist. Dan Kiley, in his book The Peter Pan Syndrome: Men
Who Have Never Grown Up, uses Peter Pan as the classic case study
of a psychological problem that he believes is becoming more
common in American society.35 He believes that the Peter Pan
Syndrorﬁe (PPS) has created a large number of meﬁ who have refused
to take on adult responsibility and exhibit similar traits. According
to Kiley, the early symptoms of PPS are: irresponsibility, anxiety,
loneliness, and sex-role conflict. These symptoms follow
chronologically through adolescence and, if not treated with a firm
dose of discipline, lead to narcissism and chauvinism in early
adulthood. He argues that in their mid to late twenties PPS
sufferers reach a crisis point that results in an inability to function
in society. If not treated, the PPS victim spends the remainder of
his life despondent, waiting for death. While playwrights generally
do not include much background details about their travelers, these
characters do seem to have much in common with the PPS sufferer
at the crisis moment that propels them backward in time.

Pan, though undisciplined, is busily changing others. He
created Hook when he cut off his hand and fed it to the crocodile.
The Lost Boys have to accommodate themselves to the trees that

give the only access to their underground home (54). The most
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important changes, however, occur to Wendy, who uses her
experiences in the Never Land to decide to grow up. As The
Admirable Crichton was about Lady Mary, so Peter Pan is really
about Wendy. Certainly audiences can view Peter Pan simply as an
adventure tale, but the play centers on Wendy's willingness to enter
the world of time.36

Peter “has created the Never Land in his own image,”37 and
that fantasy world is the castaway island of boys’ fantasy. As such,
women are interlopers, and the island does not treat them well. In
his dedication to Peter Pan, Barrie calls women on an islan_d “a
disturbing element” (13). Pirates try to drown Tiger Lily on
Mariner’s Rock, and Tinkerbell drinks poison. But the Never Land
appears to have speci