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    This collection presents Lady Augusta Gregory’s Sancho’s Master in a complete, carefully ordered text, framed under the title Three Last Plays. Its aim is to provide a reliable reading experience that reflects the play’s intended progression through Acts and Scenes, respecting the structure as it appears in the dramatic script. The scope is focused rather than encyclopedic: it offers the full play as a self-contained work for readers, students, and theatre practitioners who seek an authoritative version. By centering a single dramatic work, the collection underscores Gregory’s craft in long-form stage narrative while providing context through the collection’s framing that situates it within her broader dramatic achievements.

The contents are exclusively dramatic: a play in three acts, articulated through dialogue, stage directions, and scene divisions. There are no novels, short stories, poems, essays, letters, or diaries here—only the theatrical text as written for performance and study. The organization into Act I, Act II, and Act III, with scenes within those acts, gives the work its rhythm and architecture, shaping how tension accumulates and resolves. Readers encounter the play as actors and directors would: through cues, entrances and exits, and the interplay of voices. This form invites both imaginative staging and close textual reading, making the volume apt for rehearsal rooms and classrooms alike.

Lady Augusta Gregory stands among the principal architects of modern Irish theatre and the Irish Literary Revival. Known for her leadership and dramaturgical acumen, and as a co-founder of the Abbey Theatre, she helped forge a stage tradition attentive to language, character, and the practicalities of performance. Her plays range from comedies to historical and folkloric pieces, consistently exhibiting clarity of design and a keen sense of theatrical economy. Sancho’s Master belongs to this lineage: a crafted dramatic text made to be spoken and embodied, and to engage an audience in real time. The collection highlights her authority in shaping early twentieth-century dramatic practice.

Read as a whole, the play demonstrates hallmarks for which Gregory is widely recognized: a lucid dramatic structure, scenes that turn cleanly on character choices, and a balance of wit with moral gravity. She favors action revealed through conversation rather than spectacle, and she builds momentum from human motives rather than contrived incident. Thematically, her drama often attends to social relations, responsibility, and the negotiation of power in ordinary interactions—concerns that suit a play attentive to roles and reversals. What remains significant is the precision with which she crafts encounters on stage, allowing audiences to infer larger questions from immediate, recognizable exchanges.

Stylistically, the writing favors playable dialogue—compact, pointed lines that cue actors’ timing and give directors room to shape pace. The division into acts and scenes establishes hinges for tonal adjustment and spatial reconfiguration, while stage directions support clarity without burdening interpretation. Such economy is central to Gregory’s method: she equips performers with sufficient guidance to sustain narrative flow, yet leaves interpretive space to different companies and audiences. The three-act design amplifies contrast and return, providing a scaffold for set-ups and payoffs without divulging particulars. In this form, readers can appreciate the dramaturgical logic that has made her work durable in rehearsal and revival.

The significance of Sancho’s Master within Gregory’s oeuvre lies in its embodiment of her broader contribution to the craft and institution of theatre. It exemplifies a vision of drama that values accessibility without simplification, and structure without rigidity. For scholars, it offers a compact case in which to study her stagecraft; for practitioners, it offers a workable script calibrated to ensemble interplay and audience engagement. The collection’s focus reinforces the continuing relevance of Gregory’s dramaturgy to discussions of national theatre, repertory building, and the evolution of English-language stage writing during a pivotal period of cultural and artistic consolidation.

Readers approaching this text may find it helpful to treat the acts as distinct arcs within a single throughline, pausing at their thresholds to consider shifts of tempo and emphasis. The presence of scenes within the acts—including later divisions such as a Scene II in Act III—signals moments of refocus rather than abrupt disjunctions. This arrangement encourages both continuous reading and act-by-act reflection. The current presentation preserves those divisions to aid orientation for study and potential staging. Without venturing into plot detail, this introduction simply invites attention to the rhythms, turns, and accumulating resonances by which Gregory builds meaning across the play’s carefully shaped course.
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    Augusta, Lady Gregory (1852–1932) emerged from County Galway’s Anglo-Irish gentry to become a central architect of the Irish Literary Revival. At Coole Park, near Gort, she gathered writers such as W. B. Yeats, J. M. Synge, and Edward Martyn, co-founding the Irish Literary Theatre in 1899 and the Abbey Theatre in Dublin in 1904. Her career unfolded alongside the Gaelic League (founded 1893 by Douglas Hyde), which promoted Irish cultural renewal. This milieu shaped the dramatic language, themes, and ambitions of her later plays, including those written in the 1920s, when she looked both backward to tradition and forward to a modern national theatre.

Gregory’s drama is inseparable from her folklore scholarship and her attention to West Galway speech. Living at Coole Park in Kiltartan parish, she collected stories and idioms that informed her Kiltartanese style. Her prose retellings—Cuchulain of Muirthemne (1902), Gods and Fighting Men (1904), and Visions and Beliefs in the West of Ireland (1920)—shaped a mythic backdrop and a distinctive vernacular that carried into her stage work. The rhythms, proverbs, and laconic humor of local talk animate her comic ensembles and debates about authority, kinship, and honor. That linguistic project underpins the characterization and dialogue across her later three-act constructions.

Gregory wrote across a period of intense political change: the Land War (1879–82), land purchase reforms (notably the Wyndham Act, 1903), and successive Home Rule crises, followed by the Easter Rising (1916), the War of Independence (1919–21), and the Civil War (1922–23). As an Anglo-Irish landowner sympathetic to Irish nationalism, she navigated upheavals that touched her personally—the burning of her family home at Roxborough in 1922—and culturally, as the “big house” world receded. The late 1920s, when she composed some of her last plays, coincide with an independent Irish state negotiating identity, authority, and civic responsibility, themes that resonate through her mature dramatic writing.

Her institutional labor at the Abbey Theatre profoundly shaped Irish stagecraft. From its opening in 1904, she managed repertoire, nurtured actors such as Sara Allgood, and collaborated with the Fay brothers, who developed a natural acting style. She defended Synge during the Playboy riots in 1907 and stabilized the company on demanding tours to the United States in 1911–12. Gregory’s Our Irish Theatre (1913) records these struggles and ideals: a repertory built on indigenous subjects, comic precision, and moral argument. Such practices—tight ensemble playing, economical design, and calibrated speech—form the practical context for the structures and pacing of her later three-act plays.

Although rooted in Irish folk idiom, Gregory was cosmopolitan. Early travels with her husband, Sir William Gregory—former Governor of Ceylon—widened her horizons; her pamphlet Arabi and His Household (1892) showed a sympathy for anti-colonial perspectives. In drama, she often reimagined canonical figures through Irish lenses, treating European archetypes as mirrors for local concerns. Don Quixote’s world, for instance, offered a repertoire of folly, fidelity, and social masquerade congenial to her comic art. By filtering such materials through Kiltartan speech and rural settings, she staged encounters between universal satire and Irish experience, aligning her late work with broader European currents while remaining distinctly national.

World War I deepened the elegiac undertone of Gregory’s writing. The death of her son, Robert Gregory (1881–1918), an aviator, reverberated through Irish letters—Yeats’s In Memory of Major Robert Gregory and An Irish Airman Foresees His Death mark that loss—and through Lady Gregory’s own later dramaturgy, where loyalty, duty, and the cost of idealism recur as pressing questions. In the decade that followed, the Irish Free State reconfigured institutions and symbols, and Gregory’s stage worlds probed how authority is earned, mocked, or misused. The blend of grief-tempered irony and comic resilience is a hallmark of her late-period plays and their three-act negotiations.

Gregory’s craftsmanship matured across one-act farces and political dialogues into more spacious three-act designs. She prized clear exposition, argumentative middle acts, and finales that turn on wit, proverb, and communal judgment. Minimalist settings, drawn from Abbey economies, concentrate attention on speech and gesture; songs and ballads occasionally punctuate action. Her ensembles often pit shrewd peasants, minor officials, and would-be leaders against one another, dramatizing authority as performance. That architecture—Acts I–III calibrated for rising debate and comic reversal, with pointed scenes set as tests of character—frames the late plays’ engagements with power, tradition, and common sense across rural and transposed European contexts.

By the mid-1920s the Abbey had become a state-subsidized national theatre (1925), embedding Gregory’s aesthetic within public culture. Coole Park itself entered decline—she sold it to the state with a life tenancy in 1927—and the house would not survive the next decade, while her “autograph tree” and Yeats’s poem The Wild Swans at Coole (1917) preserved its aura. Lady Gregory died in 1932, closing a career that linked folklore, nationalism, and international satire. Her final plays arise from this institutional and historical culmination: a theatre tasked with civic reflection, testing leaders and followers alike, and measuring quixotic aspiration against the hard commonsense of community.
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    SANCHO’S MASTER
A late comic play drawn from Cervantes in which Sancho Panza is unexpectedly elevated to a position of 'mastery' and must balance rustic shrewdness with loyalty to his idealistic master amid tests, tricks, and reversals. The story explores authority, fidelity, and the bond between servant and master without abandoning its light, folkloric tone.
A PLAY IN THREE ACTS
Structured to chart Sancho’s rise, the practical trials of holding power, and the moral reckoning that restores equilibrium between him and his master.
ACT I
Sancho’s fortunes turn when he is offered office and status, prompting a temporary role reversal with Don Quixote and attracting opportunists who seek to use his advancement.
ACT II
As holder of authority, Sancho dispenses commonsense justice and faces staged challenges designed to confuse or compromise him, revealing both his wit and his vulnerabilities.
ACT III
Masks and intrigues fall away as Sancho weighs ambition against fidelity, leading to a measured resolution that reaffirms his core loyalties and resets the order of things.
Scene II
A pivotal confrontation clarifies Sancho’s priorities, forcing a choice between personal advantage and steadfast loyalty that determines the course of the final act.





SANCHO’S MASTER

To

F. J. McCormick




CHARACTERS IN THE ORDER OF THEIR APPEARANCE


	The Housekeeper

	Sampson Carasco (a Notary)

	Sancho Panza

	Don Quixote

	Muleteers (4)

	Prison Guard

	Prisoners (3)

	The Duchess

	Her Duenna

	The Duke

	A Boy

	A Barber

	A Trumpeter

	A Veiled Lady

	Two Girls

	Servants

	Attendant

	Two Pages




	Act	I.	—	Don Quixote’s Sitting-room

		II.	—	A Woodland

		III.	—	Scene I.—A room at the Duke’s Castle

				Scene II.—The same, an hour later
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Scene: An old-fashioned sitting-room belonging to
a gentleman in easy circumstances; the wall
covered with canvas; a gun and sword hanging
on a rack on the wall and an empty birdcage;
a cupboard in the wall. Window at back. Two
doors. That on right leading to a passage at
end of which is Quixote’s room; that on
left to garden path. The Housekeeper is unfolding
a frilled shirt.

Housekeeper (Having looked from window goes
to inner door, opens it and calls out): Are you nearly
ready, sir? I see Sampson Carasco the Notary[1]
coming up the road. He only came back to the
village yesterday. He will be happy seeing you
so much improved. Put on now, sir, your frilled
shirt I have aired for you.

(She goes through door. Carasco comes in. She
comes back.)

Carasco: Fine morning. How is the Master?

Housekeeper: You are welcome, Mr. Carasco.
He will be able to welcome you himself to-day. It
is the first time he has been fit to move from his
room these six weeks.

Carasco: So I heard from the Priest and from the
Doctor. I was sorry to be so long away, and not
able to look in and give him advice. This new
regulation about the boundaries is calling me here
and there.

Housekeeper: So they were telling me.

Carasco: I am to go and see the Duke one of
these days at his new hunting lodge about some
business of the sort. Now that is
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