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Abstract: 

George Bernard Shaw’s technique with regard to the structure of his plays is well known 

with all its innovations. He preferred flexibility and dynamism to the rigidity of adhering to the 

norms of the structure as advocated by the classical critics and theorists of the past. The 

emphasis upon the collection as well as selection of the meaningfully effective subject matter for 

a play occupies comparatively greater space in his plays. For the impressive presentation of his 

plays, he sacrifices even the aspects of consistency and due development of the story as preferred 

by Aristotle. Totality of the effect matters most for him as it presents life with its black and white 

colours. Characters in his plays present their cause to an effect relationship with regard to some 

or the other event or incident in a play. His plays do not suffer from any sort of break in the 

continuity of the action despite the vastness of the sphere covered by the plot. With the 

implication of the above mentioned facts, the present paper focuses on the ever so innovative 

technique of G. B. Shaw. It also focuses upon how Shaw stands aside and leaves his audience 

free to think over the final consequences of the events and incidents of the play. He does not 

impose upon the audience his decision regarding the nature of the end of his plays. He says 

goodbye to the strictness of the utilization of the tools of stagecraft to fly freely in the vast 

horizons of the wide world of reality flourishing with a great variety of material ready to offer 

itself for its multidimensional use in his plays.  

Let us see how a Shavian play, instead of being a mere structure, is a pulsating totality 

providing enough space for the exposition of his constructive vision regarding the future of 

contemporary society. 

Keywords:  plot, character, imagery, paradox, juxtaposition. 
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A play, despite all the psychological processes at work behind what meets the eye, is an 

artistic structure constructed with the help of and developed by the quality of the events and 

incidents constituting it. The structural aspects of the play are discussed in details by Aristotle in 

his Poetics. Aristotle’s term ‘Muthos’ rendered into English as plot stands for the structure of the 

play to be appreciated in terms of the arrangement of events and incidents so as to bring to the 

surface something particularly more than what a mere structure of something can afford.  In fact, 

plot results from the structure of inter-related action which the author selects and arranges 

consciously. Keeping the stage element of the play in mind, the playwright is obliged to provide 

process to the development of structure with a view to take the audience to the desired effect. 

Since the beginning of 20th century, critical efforts have been in progress regarding the definition 

of the plot with yet other shades and meaning. Neo-Aristotelians popularly known as the 

Chicago critics have attempted to provide an explanation to the plot as a means of initiating, 

developing, exciting, controlling and guiding the reader’s emotions at the time of the 

performance of the play upon the stage. Besides, a plot has also been referred to in the context of 

some dynamism - a dynamism drawing other dynamisms to accompany it harmoniously during 

the performance of the play. The well-constructed story as well as the appealing presentation of 

it bears the same weight. In fact, “the better play is one which efficiently manipulates its action 

to steer its ideas resolutely home. It takes them along a planned course, a ‘line of intention’.” 

(Styan 121).  

Bernard Shaw, a versatile genius produces plays and also provides explanatory notes on 

the elements contributing to the vital processes of dramatic action.  He admits that a play 

proceeds towards the catastrophe on the basis of the steps meant for the vital growth of action in 

the play. For him the rigid structure of plot means nothing but a part which mars the 

effectiveness of dramatic structure. Shaw is right to say 

“…that a play is a vital growth and not a mechanical construction; that a plot is the ruin 

of a story; …in short, that a play should never have a plot, because, if it has any natural 

life in it, it will construct itself, like a flowering plant, far more wonderfully than its 

author can consciously construct it.” (Bernard Shaw 22) 
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Thus, a good play presents events and incidents as naturally as they occur in life. Shaw’s thought 

manifests that a dramatist should devote his energy more to the collection of matter for a play 

than to its arrangement according to the demands of a well-constructed plot. He observes that, 

“plot has always been the curse of serious drama and indeed of serious literature of any 

kind.”   (Prefaces 869) He again writes “I avoid plots like the plague” because “Plots are dead 

wood.” Despite his rejection of the existence of rigid, traditional and tightly constructed 

structural aspects of a play, Shaw does not neglect the arrangement of the events with a view to 

probability and necessity. He prefers the selection of only those incidents which are not beyond 

the essential requirements to keep the attention of the audience riveted to the stage up to the end 

of the play. According to him it is the business of a great dramatist to arrange, “to pick out the 

significant incidents from the chaos of daily happenings,… so that their relation to one another 

becomes significant, thus changing us from bewildered spectators of a monstrous confusion to 

men intelligently conscious of the world and its destines.” (Prefaces 205) 

Bernard Shaw thinks that for a successful play the dramatist’s capabilities to conceive 

various factors contributing to the manipulation of the action effectively are more important than 

the cold strategy laid down by the ancient dramatic critics. Shaw explains this fact as follows: 

No writer of the first order needs the formula any more than a sound man needs a crutch. 

In his simplest mood, when he is only seeking to amuse, he does not manufacture a plot: 

he tells a story. He finds no difficulty in setting people on the stage to talk and act in an 

amusing, exciting, or touching way. (Prefaces 204) 

Although Shaw seems to disregard the plot, he makes an outline before constructing a 

plot with the help of some particular techniques. Obviously, Aristotelian concept of plot 

explained in terms of an arrangement of events and incidents does not seem convincing to him. 

He attaches a fresh appreciation to the structural aspects of a play, as he asserts without any 

reservation that “The writer who practises the art of lbsen therefore discards all the old tricks of 

preparation, catastrophe, denouement and so forth without thinking about it… indeed he does not 

know the use of them.” (Shaw 263) The power of the play comes of its consistency within itself, 

and its content achieves magnitude by the quality of its exploration, its width of view and its 

sense of proportion. Thus, Shaw’s touchstone of a successful and durable play is that it should be 
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a complete whole in its effect on the readers or audience as the case may be. In his plays it is the 

magnitude of the theme that decides the magnitude of the play. The story of a play should look 

proportionate from all angles however long it may be. The mutual attractions, repulsions, and 

tensions of a group of characters in a play provide the real colour to what Shaw calls a plot. 

Shaw divides his realistic plays into acts and scenes in his own unique way. He does not 

adopt the pattern of fixed number of five acts. But, for Shaw the events should proceed from the 

beginning to the end of a play in a logical manner. In spite of the seeming differences in their act 

and scene division from tradition five-act tragedy, their structure follows the pattern of the rising 

action, climax, anticlimax, and unraveling. He divides the plots of his plays into acts and scenes 

as per the requirement of their development. Widowers’ Houses employs the plot divided into 

three acts, Mrs. Warren’s Profession has the plot consisting four acts, while The Man of Destiny 

begins and develops without any sort of division of the plot into acts and scenes. 

     The opening of a scene in Shaw’s plays is generally with no great pomp and show. It is not so 

in Shakespearean plays. Greater weightage to the ideas colours the beginning in a sombre tone 

and gradually gains intensity to absorb the audience in natural way so when they leave the 

theatre, their hearts bear the firm stamp of edification. “Shaw usually opens his scenes on a low 

key with quiet deliberation among the characters, but raises the pitch to an extreme immediately 

before the curtain.”  (Sidhu 79) The unraveling of the hidden aspects of story takes place in a 

gradual manner and on reaching the climax there is the occurrence of events and incidents. All 

this is done to effect the proper effect of the play. “The ascending force reaches its zenith at the 

crisis, and it is followed by a reverse or counterblow which is often as exciting as the crisis, if 

not more so. The effect is to make us feel a sudden, happy or tragic change in the direction of the 

movement, which, after as ascending gradually, now turns sharply downwards.” (Sidhu 82) 

To widen the compass of the plot and cover a wide range of the subjects meant for the treatment 

Shaw incorporates some new scenes. This provides a sense of variety and appeal to the plot. His 

plays reveal his one more favourite device: a short scene of conspiracy against the protagonist or 

the antagonist in order to destroy him. It occurs during the rising action and a little before the 

climax. 
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Bernard Shaw’s plays do not suffer from break in the continuity of the action. The 

extension of the action to a wide area does not disturb the grasping of the action as a whole 

because the events and incidents falling before the climax render their shade again and again 

through the reappearance of characters. In this regard, Shakespeare’s influence on Shaw bears 

ground. “Shaw reminds us of the opening of the play by brining characters of the first scene on 

the stage again, a point of dramaturgy that he may have learned from Shakespeare.” (Sidhu 384) 

The resolving of the knot of complications at the climax leads to the expected downward process 

of the plot. Shaw does not undermine the significance of episode in the proper development of a 

plot. Episodes consisting new story enliven the effect of the play as a whole. The audience seeing 

something new gets a diversion and gets prepared to appreciate the coming events in the play. 

Sometimes these episodes appear obtrusive. But with the development of the play these episodes 

prove to be interesting. For example, in Major Barbara fresh entanglement occurs in the first act 

which along with the second presents Undershaft wooing Barbara and the last act connects itself 

eventually with the first and the second by displaying Undershaft wooing Cusins. Thus, the 

rising of the action, its reaching the climax and then a downward process through the resolving 

of the confusing situation proceeds towards the end of a play. But, Shaw stands aside after 

leaving the decision of the whole process of the plot to the reader or the audience as the case may 

be. He maintains that the audience should not be the slave to the playwright’s views. The viewers 

should be free to think and respond to what goes upon the stage before them. Shaw even with the 

influence of Shakespeare and other literary personalities retains the particular identity of his play 

through the consequence of the plot where both tragedy and comedy go hand in hand together. 

Bernard Shaw writes in this regards: 

I cannot deny that I have got the tragedian and I have got the clown in me; and the clown 

trips me up in the most dreadful way. The English pubic have said for a long time I am 

not serious, because you never know when the red-hot poker will suddenly make its 

appearance or I shall trip over something or other. (Henderson 608) 

 Bernard Shaw sacrifices not only the norms for an ideal plot as provided by the Greeks 

but also those regarding the characters for the intensity and validity of a play. Diverting from the 

principle of ‘goodness’ Shaw infuses his characters with the real traits of human nature and its 

actual life possibilities. Sartorius in Widowers’ Houses ill-treats Lickcheese who collects rent for 
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him from poor tenants. In  Philanderer Charteris philanders with many females. He flirts Grace, 

then Julia and later on Craven also. These females also do not display any morality or  goodness 

of character. Mrs. Warren in Mrs Warren’s Profession opts the profession of prostitution to earn 

money.  Ann in Man and Superman spends much time with Octavius before reaching Tanner. 

Shaw transcends the principle of ‘appropriateness’ by investing Saint Joan with manlike 

characteristics. She talks like a man, acts like a brave soldier and even dresses herself as a soldier 

does. Archbishop tells Charles, “She does not wear women’s clothes. She is dressed like a 

soldier, and rides round the country with soldiers.” (Complete Plays 970,971) Joan herself says 

to Dunois: 

I am a soldier: I do not want to be thought of as a woman. I will not dress as a woman. I 

do not care for the things women care for. They dream of lovers and of money. I dream 

of leading a charge, and of placing the big guns. You soldiers do not know to use the big 

guns: you think you can win battles with a great noise and smoke. (Complete Plays 977) 

Moreover, Shaw, in order to make his plays really accessible for the audience, flouts the norms 

of being ‘like’. In his plays historical figures like Cleopatra, Caesar and Saint Joan do not speak 

the same words and statements that were spoken by these historical personalities in real life. As 

against the Aristotelian principle of ‘consistency’, Shaw brings before us the characters who 

behave inconsistently throughout the play. Sergius first loves Raina but flirts with her maid-

servant Louka. Raina also shifts her love from Sergius to Bluntschli. In Widowers’ Houses 

Trench appears to be an idealist who is absolutely against any dowry from his father-in-law in 

the former part of the play but later on agrees to accept it. In Saint Joan Joan’s fellow soldiers 

change their attitude for her. A pretty number of characters are ready to get enlisted here. 

Moreover, Shaw presents a puzzling situation for his critics and students when he suggests that 

characters in a play should not be underestimated as  mere agents necessary to strengthen the 

play with a view to its desired effect on the audience. Characters should also play a great role in 

the structure of the play being a cause to an effect or an effect of some event or incident. 

The foregoing discussion highlights some unique features in Bernard Shaw’s plays 

regarding the structure of the plot. An Aristotelian tragedy with the protagonist who is victim to 

undeserved suffering due to hamartia paves a way for the identification of the audience with him. 
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In Shaw’s plays the hero suffers less because of his own errors, more because of the faulty 

systems surrounding. The relation of cause and effect between the tragic action and the tragic 

effect opens a venue for the discussion of catharsis. The viewers feel both pity and fear for an 

Aristotelian hero. But, in a Shavian tragedy it is not pity, nor terror but the impression of waste. 

Shaw’s protagonist often wastes the opportunities which may support him in his service of the 

nation and the human race. No doubt, in a Shakespearean tragedy also we find that innocent 

person suffers but it is not a waste but a sacrifice done for the sake of goodness.  

Bernard Shaw differs from the Aristotelian corners in his views regarding the structure of 

the plot, its significance and relative importance to the character. While Aristotle says that 

without plot there can be no tragedy, there may be one without characters, Barnard Shaw 

completely discards such a strict view of plot. He regards it unnecessary and a sort of hindrance 

in the full-fledged presentation of the events and incidents in his plays. He conceives of the play 

to be the vital extension of a story with some purpose behind it. So far as the magnitude of the 

action is concerned, Shaw stands on the opposite grounds with the classical dramatic critic 

Aristotle. He does not adopt Aristotle’s principle of single revolution of the sun. On the other 

hand, Shaw maintains that the length of a play is to be determined by the nature of the ideas and 

the theme the play contains for the audience. Aristotle’s concept of the ‘complete’ action finds an 

expression in Bernard Shaw’s plays but with a difference. Aristotle regards the proper beginning 

resulting into the middle followed by the end essential for a good plot. Shaw’s introduction of 

the principal characters in the opening scene and reappearance of the previous events after the 

climax are the necessary aspects of his dramaturgy that contribute to the wholesome effect of the 

plot. It is on psychological ground that Aristotle and Bernard Shaw reach the same destination 

through divergent paths. For example, in a wider sense the unity of action is always there in 

Bernard Shaw’s plays. But the unity of the theme is so expanded in a play that the emphatic 

implications relating to the theme emerge not only in the mind of the playwright but also in the 

minds of the readers or the audience as the case may be. A great churning of matter is always 

there at work in the mind of the creator. What we see in the form of his creations consists the 

least in the outward projection of the psychological analysis in the creator’s mind because “Mind 

also is a foreign element for life; its laws are different, its weapons powerful, its moods and 

manners most alien.” (Tagore 38) 
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Aristotle’s principle of the division of plot into simple and complex bears no relation with 

Bernard Shaw because he prefers direct attempt on the theme. The nature of the plot simple or 

complex is decided by the arrangement of events and incidents. Aristotle calls a plot simple 

when “the change of fortune takes place without Reversal of the situation and without 

Recognition.” (Aristotle 39) A complex plot is “one in which the change is accompanied by such 

Reversal or by Recognition, or by both.”(Aristotle 39)  Moreover the reversal and the recognition 

should be the outcome of the internal structure of the action. They should not look something 

miraculous but the “necessary or probable result of the preceding action.” (Aristotle 41) 

Bernard Shaw’s revolutionary temperament peeps through the subordinating kinds -

structure and adoption of the plot for the development of the theme bearing some teaching for the 

audience. He proceeds with some problematic theme and presents its causes and effects without 

giving any definite conclusion. Shaw does not follow the principle of unities, nor does he fall a 

slave to the structure and division of the plot. All this is the consequence of the fact that Shaw’s 

plays are meant more for reading than for the presentation on the stage. Moreover, Shaw’s plays, 

despite their tragi-comic nature, follow a single straight path. Thus, he comes close to 

Shakespeare and brings drama close to life. Arland Usher’s observation makes Shaw’s purpose 

quite explicit: “His works are not quite art or philosophy but they are conversation and the best 

the world has to give ; we go to them not to be inspired , moved or carried away, but to be 

interested and amused.” (Usher 54) 

Besides, the element of intellect in Shaw’s plays decides the nature of the structure of his plays. 

His revolution against the modern status of society bearing the burden of a great gulf between the 

Protestants and the Catholics and the poor and the rich leads him to sacrifice classical structure 

of plot and use it as a means to manifest his revolutionary ideals with great force. This is the 

reason why the protagonist of Shaw fights more against the evil men and evil system of society 

than against his own inner will or wishes. 

The revival of Shawism in theatre and long lasting influence of Shaw’s plays are the 

consequences of so many devices functioning successfully to create the desired impact upon 

those who get in touch with his plays. His purpose behind the employment of all available 

devices is “to induce an enquiring, critical attitude on the part of the spectators towards the 
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events shown.” (Styan 231) He believes that by imparting fire to the fuel of critical faculty of the 

readers and spectators of his plays he can lubricate the rigid points which are likely to hinder the 

swiftness and smooth running of the machine of thoughts and revolutionary ideas which cover 

major portion in his plays. Besides, the employment of artistic devices does not absorb his 

special labour; it is the spontaneous outcome of his versatile and wide reading. Shaw himself 

writes in this regard: 

I have never aimed at style in my life: style is a sort of melody that comes into my 

sentences by itself. If a writer says what he has to say as accurately and effectively as he 

can, his style will take care of itself, if he has a style. But I did set up one condition in my 

early days. I resolved that I would write nothing that should not be intelligible to a 

foreigner with a dictionary, like the French of Voltaire; and I therefore avoided idiom. 

(Later on I seek idiom as being the most highly vitalizes form of language.) (Winsten 34) 

Along with the literary devices of long dialogues and exploratory stage directions, the use 

of the device of paradox bears expected effect in many of his plays. In The Doctor’s Dilemma 

Doolittle appears first as a poor man, then as a rich man. Such paradoxical conditions mark the 

beginning and zenith of Eliza’s social ascent. The employment of paradox in Major Barbara 

emerges in the structure of ideas. The existence of quite a pretty number of churches in Private 

St.Andrews stands for rival visions and issues undecided. This new Jerusalem is the meeting 

ground for the feeling of snobbery, the sense of hierarchy and the principles of the William Mari 

Labor Church. In Candida Morell is a religious speaker always busy delivering religious 

speeches. Despite his depth in religious matters, he is not sceptic regarding worldly affairs. 

 Long lasting influence of Bernard Shaw’s plays upon the literary spirits and the 

commoners is indebted to his adoption of the literary device of juxtaposition too. In the very first 

scene of Arms and the Man natural morality of Captain Bluntschli is juxtaposed by the 

conventional belief of Raina regarding the reality of war. In Widowers’ Houses Sartorius is 

juxtaposed by Lickcheese, the rent collector. Lickcheese remains poor despite his waist deep 

efforts for Sartorius who along with Trench’s family leads a luxurious life. In historical plays 

Bernard Shaw chooses some characters from history and picks out from his own imagination 

their counterpart. He puts them together and displays adverse consequences which remain 
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warning for all time. For example, in Androcles and the Lion Androcles with considerable mercy 

at heart representing truly civilized class of man has been juxtaposed by Roman king who 

mercilessly arranges to have Androcles thrown before a hungry lion. In Major Barbara Barbara 

and her father stand in the same position of juxtaposition. 

 The use of imagery in Shaw’s plays puts the thinking power into motion to reach the 

depth of the matter dealt with in his plays. The use of the literary device of imagery falls in view 

in the very first lines of Too True to be Good. Hilda Hanway’s remark “the streets are becoming 

quite impassable with the crowds of unemployed’ and Sir Arthur’s reply ‘what on earth good do 

they think they can do themselves by crowding aimlessly about Westminster and the public 

offices’ stand for the whole state of government. He draws on The Tempest as a repository of the 

sea imagery and the imagery of intoxication. The pit of dynamite of Captain Shotover in 

Heartbreak House is also modeled upon the Cave of Sycorax. In fact, Shaw’s plays bristle with 

so many examples of the application of the device of imagery which is based either on general 

factors in life or on some literary beings or things existing in the literary production of his plays. 

Symbolism is yet another technique which Shaw uses optimistically and successfully to 

make his plays interestingly influential. In Man and Superman after a long series of events and 

incidents and ups and downs in relations Tanner and Ann finally reach the condition of liking 

and loving each other. Their embracing has symbolically meaningful significance. It is the 

symbol of sexual act. The dialogues displaying the fact are as follows: 

Tanner : I have the whole world in my arms when I clasp you, But I am fighting for my 

freedom, for my honour,  for myself, one and indivisible… 

Ann : (panting, failing more and under the strain) 

Jack : let me go, I have dared so frightfully - it is lasting longer than I thought. Let me go: 

I cant bear it. 

Tanner : Nor, I. Let it kill us. 

Ann : Yes, I dont care. I am at the end of my forces. I dont care.17 
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Regarding the symbolic significance of the whole process of surgery in The Doctor’s 

Dilemma, M.M. Morgan asserts in Shavian Playground: 

Besides, Undershaft in Major Barbara and Shotover in Heartbreak House possess latent 

dionysian energy which is the symbol of dynamite. 

Bernard Shaw, by adopting the device of doubling, fusing and splitting of characters as 

well as various facts of life in his plays provides an outlet to his ambivalences of attitude 

regarding women and romance, money and power, art and literary revolution. In this way, Shaw 

uncovers the frailty of human world. For example, at the end of Act I of Heartbreak House 

Shotover and Hector are represented as forcing each other to admit the paradox of morality 

which despite the need for distinguishing good from evil, always coexists and cannot be 

separated at any cost. Part V of Back to Methuselah is also a well-established junction of fusion 

and antithesis between reason and sensual act concerning the Ancients and the Youths. This 

appears in various forms in the Longlivers and Shortlivers of Part III and IV. Part II 

demonstrates the counterbalancing of myopic Chauvenism of Berge and Lubin with the 

philosophical farsightedness of the Brothers Barnabas. Shaw repeats the utilization of these 

elements time and again as an interestingly significant device. In Heartbreak House as in other 

plays Bernard Shaw employs plain, dogmatic statements as rhetorical weapons. Candida consists 

of such dialogues that draw actor’s emotional emphasis and ironical intonation that open gates 

for further possibilities of meaning. The discontinuity of Eugene’s response to Candida’s 

sibylline verdict (I give myself to the weaker of the two) bears enigmatic nature. Further, she 

says. “I’m lost. He cannot bear the burden.” These two ironical statements despite their 

simplicity intensely draw attention of the readers. Again, irony is at work when Aubrey identifies 

Sweetie with the ‘lower centres’ in Too True to be Good and her conversation with the utterance 

of Balaam’s Ass. Following extract from The Philanderer throws a satire upon medical 

profession where scientific conscience proves expensive for patients: 

Charteris:… The Nonconformist conscience is bad enough; but the scientific conscience 

is the very devil… I have no conscience in that sense at all: I loathe it… I have some 

common humanity and common sense… Now it’s perfectly damnable thing for you to 
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hope that your liver theory is true, because it amounts to hoping that Craven will die an 

agonizing death. (Complete Plays 50) 

Thus, Charteris draws us with his wit and frank appeal from his amorality and natural 

selfishness. His statements with their humorous nature provide relief to our own potentially 

subversive vitality. 

Bernard Shaw is very close to the modern view of taking the play as not a mere structure 

but a pulsating totality. He provides a model plot by arranging the events and incidents not for 

the sake of developing the structure but for sake of evolving a dynamism that pushes his thought 

forward. For example, in Widowers’ Houses Bernard Shaw propounds that poverty is the worst 

of evils. Poverty turns men into animals within the mould of human beings. To manifest it 

Bernard Shaw arranges his events in this play: first the meeting of Sartorius with Trench and 

Cokane then their reaching Sartorius house and then finally the real condition and mentality of 

the poor tenants is brought to light for the readers. Bernard Shaw wants to reform society. He 

wants to have no poor man in his society. Moreover, to put away the mask of nobility from the 

rich he adopts the same method of arranging his events and incidents to the tune of his theme. In 

the beginning of Widowers’ Houses, Sarotorius appears to be a noble man, and a well-wisher of 

the poor but through his behaviour with Lickcheese his cruelty and meanness come to the 

surface. Trench’s family also extracts money from these poor tenants through Sartorius. This 

becomes more evident when Trench refuses to accept even a single penny as dowry from 

Sartorius and says. “My hands are clean as far as that goes. Interest on a mortgage.” (The 

Complete Plays, 18) and Sartorius in a sarcastic way asserts: 

Yes: a mortgage on my property. When I, to use your own words, screw, and bully, and 

drive these people to pay what they have freely undertaken to pay me, I cannot touch one 

penny of the money they give me until I have first paid you seven hundred a year out of 

it. What Lickcheese did for me, I do for you. (The Complete Plays 18) 

Thus, Bernard Shaw places events and incidents in such a way as they become secondary 

to the thoughts and themes of his plays. Obviously, Shaw’s structural insight lies in making his 

plots subordinate to the necessary impression making devices and mechanisms. His plays do not 
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develop in terms of a straight line of events and incidents arranged in cause and effect 

relationship. On the other hand, his plots move forward with clusters of thoughts to which he 

devotes not only one but more than one event, incident, episode and even scene. 
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